


EXCLUSIVE! SUPER SILENT 
SYNC SOUND CAMERAS ... EITHER 

12VOLTOR 
115VOLT 
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 lb. 12V CJNESYNC 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 SO%. 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. 

* 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. 

Prices: 
Basic conversion to 400' or 1200' 

capacity with sync motor, dutch, 
filter slot, etc • . . . . . . . . . . . . . . . . .  $ 695.00 
Basic conversion with CINESYNC 
modification .. . . ... . . . . . .. . . .  1640.00 

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

CINESYNC modification only. . . . 995.00 

Send for free illustrated literature and com
plete list of accessories with prices. ·�esistered Tr&dtrnarlo: of Bach Auricon, Inc. 

F&B/CECO�. •randw:t lnt Cleveland/ Atllnta/Wtlhlll&ton, D.C.I8uffafo 

Dept.143, 315W. 43rd St. 
New Yorlc, N.Y. 10036 

Telex: 1-25497 
(212) JU 6·1420 

7051 Santa Monica Blvd. 
Hollywood, Calif. 90038 

Telex: 69-4536 
(213) 469-3601 

51 East 1fltll Avenue 
Hialeah, Florida 33010 

Telex: 51532 
(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 10000 Inverter. 

Complete with quick change battery, it weighs all of 31h pounds. 
Throw in a spare baltery pack and you've got a five pound package that'll 

keep you shooting oil day long. Compare that to the 15 or 20 pound pock 
you're using now. 

But if you couldn't core len about on inverter's weight, try these 
features for size: Choir;e of transistor or crystal control modules. 

Integrated Microcircuits for power control ond reliability. 
Automatic rapid recharge in four to six hours. Gold plated 

electrical contacts. Instant start. Temperature stabiliey. 

Selection of low, medium, and high AC output voltage. 
And a doletl other features that moke this inverter an 
incredible advance in portable power supplies. 

You've got to see it to believe it. And since we're the people 
wl'lo hove it, we'd like to show it to you. The price of a 

phone call will get you o free demonstration. 

General Camera Corporation 
321 W.44thSt., MewYork,N.Y.10036 � Colh(212)LTI·1060 
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ON THE COVER: Motion pictures, slides, a light show and a rock band combine to 
form a colorful, somewhat "psychedelic" mixed-media "SEE-IN" against the huge 

screen of theatre in Seattle's Pacific Science Center. The show was created and staged by 

technicians of ASC affiliate station KOMO-TV, Seattle, to introduce new shows of the 
upcoming season. 

AMERICAN CINEMATOGRAPHER, eswblished 1920, in 501h year of publication, is published monthly in HoUvwood by ASC A\J�ncy Inc., 1782 
Nor1h Ornnge Drive. Hollywood. California 90028, U.S.A. SUBSCRIPTIONS: U.S. and C<Jnad(l 56.00 a year: fore ign, inciLJding Pan-American Union, 
$7.00 a year (remit lnternation<JI Money Order Qr other e11r:h<mge pay<Jblc in U S.L Curr�nt sin�Jie copies 7!.> cents; b<.�ck-number single copies 85 
cenu; foreign wrrem single copies 85 cents: foreign back-number single copies 95 1:ents; payable in advance. ADVERTISING: raw card on reques1 
to HoUywood or New York office. CHANGE OF ADDRESS· notify Hollywood o!ticc prompl!y. Copyrigh! 1969 ASC Ayuncy !nc. Sf!coru;l-cl;;tss; 
postage paid ;Jl Los Angeles. California. 

AMERICAN CINEMATOGRAPHER, MARCH, 1969 2&5 



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 

266 AMERICAN CINEMATOGRAPHER, MARCH, 1969 
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AUTOMAnC DEVELOPER REPLENISHER CONTROL SYSTEM 
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MITCHELL 
BNC�EFLEX 

for complete data on the Mitchell BNCR, contact Mitchell camera Corp., 666 West Harvard Street, Glendale, Galitornla 91204, Tel: (213) 245-1085 

Vlnten Mitchell ltd., Bury Sl. Edmunds, Suffolk, England, Tel.: Bury St. Edmunds 2121 
Nagase & Company, ltd., 2<h0me Kobunacho Nlhonbashl, TOkyo, Japan, Tel.: (662) 6211 

AMERICAN CINEMATOGRAPHER, MARCH. 1969 
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all roads lead to · ecca for colo 

e mA!.2R!:?�. FILM CENTER BUILDING, 090 NINTH AVE., NEW YORK, N.Y. 10030 • PHONIO 212-CO 0-7076 
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BEHIDD IHE CBIDERBS 
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". ltv) 

JOE SIAOC, ASC: "Too Late the Hero", 
70mm • Metrocolof 

PETER JESSOP: "The A\lengers" ltv) 

CASCADE 

ROY SEAWRIGHT: Commercials 

NELSON CORDES: Commercials 

DONALD PETERMAN: Commercials 

COLUMBIA 

DANNY FAPP, ASC: "Maroollud", 
Frankovich.Sturges Prod, TechnkoiOf' 

GORDON WilliS: "loving", Br0<1!<s Ltd. 
Prod., Color, shooting in New York and 
Connecticut 

BILLY WILLIAMS: "The Mmd of Mr. 
So3mes", Amicus Prod. ltd., color shooting 
in England 

LUIGI KUVERILLER: .. Well, Grandma's Dead", Vides Films, Color, shooting in Rome 

TONI SECHI: "Brief Season" Oino 
01 Laurentiis Prod. color, shooting in Rome 

LATHROP WORTH, ASC: "l Ore�m of 
Jeannie" ltv) 

HAROLO STINE, ASC: "The Outcasts" ltv� 

ROBERT TOBEY, ASG: "Bewitched" ltv) 

FILM EX STUDIOS 
NY & HOLLYWOOD 

SOL NEGRIN: Commercials 

TOM MANGRAVITE: Commercials 

INDEPENDENT 

HEINZ PEHLK€, "De Sade", American 
lnternation31, shooting in Bertin 

JACK PRIESTLY: "Stitetto"; Avc»Embassy 
Pictures; shooting in Puerto Rico 
RICHARD MOORE: "The Reivers", Ravetch· 
Krameo'SoiM Prod., color, Panavision 

ROBERT HAUSER. ASC: ''A Man Called 
Horllf", Sanford Howard Prod, color. shoot· 
ing in Durango, Mexico 
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JACQUES MARQUETTE: "Crossroads'', 
Commonwealth 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 AEE: "On Her Majesty's Secret 
Service", Eon Prod., Technicolor, Panavision, 
shooting in Muwen. SwtUerland. 

GIUSEPPE RUZZOLINO d'ERAMA OPPO: 
"Quem&da'', P.E.A. Prod. shooting in Colom
bia, Italy and France 

BURNETT GUFFEY, ASC: "The One with 
the Fuzz'·. Mirisch-OFI·TFT Prod, color 

PETER BARLOW: "Royal Hunt of the Sun", 
Royal films, Color. shooting in Peru 

AUSTIN MCKINNEY: "Is this Trip Neces· 
sary?", Oom Thor Prod, color 

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

PIERRO PORTALUPI: "The Heroes", Moulin 
Rouge Prod. Technlco!Of, Cinemascope, 
shooting in Iran 

RON WfNSTON: "The Gambl�rs", U·M Prod. 
Eastmancolor, shooting in Yugoslavia 

LUIGi KUVEILLER: ''Thvl.ody",Clesi-Euro 
lnteffliltion<tl, color, shooting in Italy 

WILLIAM ZSIGMONO: ''Futz", GuvnQr 
Prod., color. shooting in Stockton 

JERRY FINNERMAN: "Man Without 
Mefcy'', Cinerama-Cal-Master Prod. 

NENOO JOVICIC: ''Ae: Togetherness". Cer· 
berus Prod. color, shooting in Greece 

JERRY MCCLAIN: "The Last ot the 
Ar'!'lerican Hoboes". Titus Moody Prod .. color, 
shooting in Brin, lows 

JOSEPH BRUN. ASC: "The Wrong 
Mountain"-Taylor-Rotfman Prod, shooting 
in Vancouver 

VIC KEMPER: "The Husbands"-Husband 
Prod., Inc, shooting in NY 

DAVID QUAID: "Did You Hear About 
J�nnv Shapiro", PakJmar Prod. 

DICK KRATINA: "The Angel Levine"
Belafonte Enterprises. shooting in New York 

QRUfiiM:J NO DRURY, ASC: Commercials 

HARVEY GENKINS: "N.Y.P.O." (N) 
TOM PRIESTLEY. SA: "NBC Documentary 
Special", NBC·TV. shooting in EurOpe and 
Africa 

JIM WILSON: ''CBS Documentary Special", 
shooting In Denver 

LESTER MANNI X; "Sport Short", Winik. 
Films, shooting in Main 

MIKE LIVESEY: "Industrial Film", Owen 
Murphy Prod .• shooting in No. Carolina 

GIL GELLER: "Industrial film''-Peckham Prod. 
MAX GLENN: "'Travel Film", Max Glenn 
Prod. 

LEN STARK: Commercials 

BILL SOPANEN: Commercials 

URBAN SANTONE: Commerc ... ls 

DICK MONTGOM:RY: Commercials 

LLOYD RITTER: Commerciafs 

LARA Y WILLIAMS: Commercials 

GENE fRIEOMAN: Commercials 

STEVE KOLAREK: Commercials 

AKOS FARKAS: Commercials 

ALLAN GREEN: Commercials 

LEO LEBOWITZ: Commercials 

VIC VALENZIO: Commerc�ls 

BILL GARRON I: Commercials 

MOE HARTZBAND, ASC: Commercials 

FRED HOFFMAN, Commercials, ''Take t� 
Money & Run", Palomar Prod. shooting i n  
New York 

RAY LONG: Commercials 

VACHEL BLAIR: Commercials 

WARREN ROTHENBERGER: Commercials 

JIMMY KOLOGORATOS: Commercials 

DON COHEN: Commercials 

PETE PASSAS: Commercials 

RICHARD FRANCIS: Commercials 

JERRY FElL: "Documentar-y Film" Fetl 
Prod, shooting in New Guinea 

Con1inued on Page 351 
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WHY NOT 
SPYDER 

POWER ... 

t IN THE EAST: THE CAMERA MART INC. I 1845 BROADWAY I NEW YORK, N.Y. 10023 I (212) 757-6977 
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WHAT'S NEW 
IN PRODUCTS, SERVICES AND UTERATURE 

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

Ron Waller's Cameravest company is 
making available a multi-pocketed 
C a m e r a v e s t  for cin ematographers 
through mai I order. 

After years in the field, Waller, a 
professional cine and still 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 35mm 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 acoessori"' 
without leaving his shooting position. 

The vest further allows the camera
man who works hand-held to run 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 CameravMt are 
so d"'igned that, even while the wearer 
is running, valuable lenses and meters 
will not drop out or bang against each 
other. 

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% sal .. tax. The Camera
vest company states no C.O.D.'s are 
accepted and offers a complete money
back guarantee. Company is located at 
9000 Sunset Boulevard, Suite 1006, Los 
Angeles, California 90069. 

• 
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 
Seri"' 5 through Seri"' 8 and a special 
Series 9 designed to fit the Angenieux 
12-120mm Zoom lens, 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 Alan Gordon 
Enterprises, Sal.. Division, 5362 N. 
Cahuenga Blvd., N. Hollywood, Calif., 
(213) 985-5500 or the AGE Rental 
Division, 1430 N. Cahuenga Blvd., 
Hollywood, Calif., (213) 466-3561. 

• 

Recover 98% Pure Silver From Hypo Fix 

An extended development program 
has led to the production of the new 
sari"' of LANCO Silver Recovery Units. 
Two models are p...ently 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 j. 
"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
oovery. For example, the Lanoo "350", 
capable of recovering $700.00 of silver 
per week, occupi"' only 4 sq. ft. of 
floor space. 

Lanco Silver Recovery Units are 
available for any requirement. The 
Lanco "200" (Laboratory Model) fea
tur .. recovery capabiliti"' 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 d"'ign Silver Reoov
ery Equipment to complement any 
print or film processing system. Dealer 
inquiries invited . 

AKG Introduces Dynamic 
Shotgun Microphone 

The AKG-D-900E 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 
principl... Its performance is charac
terized by smooth frequency rMponse 
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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Shell and tube type heat e��:changers ilre 
designed specifically for temperature con
trol of prO<:eS$ ing solutions. May be used 
for single control or dual control systems. 
Single-pass heat exchanger offers the areat· 
est amount of heat transfer area in the 
least space. Design permits in-line installa
tion. Bolt'• models come in lengths from 10• 
to 60" and are available in heharc welded 
Type 316 stainless steel or Hastelloy Type C. 

L� (6, cefREISE / 
for finest quality PROCESSOR 

ACCESSORIES & REPLACEMENT PARTS 

FILM ROllERS FILM SPROCKm 
_ _. ......... __ ___ 
10-----quolll>_lon ___ ,. 
fHm � and an tJPft of ..,....._ Choice 
a wide ,.,... of dlamrlterl and u.tt ....._ 

BACKING BUFFER SQUEEGEES OTT SQUEEGEE 
l lua aN knife tel ........ for prewntion of carry 
over of both dlemlats and water and hlch 
efficiency box-type SCI ........ for final sq ....... 
•• WON drylnc Both types are available in J6n11n and 35mm sins 

Hl&h efflciencJ a ......... 
-!polly- to 
... surfKe molltu ...... 
track IIPPifcatlon or ....,. pia NmOVal of surfKe molD 
IOcritleol--

IIIYE CLITCH ASS EMILY 
An ac1Jutt8ble friction-type 
clutch for use on tendency 
drlw proc.uors or as a 
tHe-up clutch on dtain-driv

..,.,......... 

....._CLmHASSEII
ILY.Madluotoble llold-llodl 
unit f o r  m�intalnlnc tension 
on the fMd splndln of the proceaor toadlna end .._, 
be supplied with various 
l>!ln of output sllofts 

TREISE ENGINEERING, INC. 
1941 FIRST STREET • SAN FERNANDO, CALIF. 91340 • (213) 385·3124 



Why are 
filmmakers 

switching 
to CINE 60's 

POWER BELT? 

CINE 60 OFFERS YOU THE 
MOST ADVANCED CONCEPT 
IN BATTERY DESIGN 

• Rechargeable Nickel Cadmium Bat
teries built into a handsome easy to 
wear belt. 

• Completely sealed battery cells, 
maintenance free. 

• Built-in charger and coiled 
charging cable. 

• Automatic overload switch for 
protection against short circuit 
This switch functions as an 
automatic fuse, which will 
reset automatically and 
will never have to be 
replaced. 

Write now for complete 

• No awkward battery case 
to get in your way. 

• No bulky weight tugging at your shoulder. 
• Designed for comfort and mobility. 

• 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 MOTION PICTURE 
I IN c. ����r.�:�T1ALI·IERVICE 

Cine 60-First in Salts, I Service, Rentals, Repairs. 

information and specifications. mM c••r•• eLoo. 830 9TH AVENUE ·-·�·· ·- . ··-· 
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SIEMENS 2000 
Double/Sixteen Sound Projector 

Sinale/double system 16mm sound 
projector with edge track. Optical 
or maanetic or both. Records and 
plays back on both. Modular con
struction permits adaptations for 
special applications at minimum 
cost. loudspukers additional. 

Price rana:e from $1995.00 up  
Sound synch. motor model available. 

Price on request 
---------

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. 

-

PRECISION SYNCHRONIZERS 
S 616·2. 2·sprocket $127.50 

S S 616-4, 4-sprocket. 192.50 

PRECISION OPTICAL READERS 
Model 600Rl for 16mm 

and 35mm_. $195.00 
Model 800 for 16mm, 35mm 

and lA" Optical & Mag. 259.50 

----------

ZOOM LENSES 
Angenieux Zoom fOf Arri 

(12-120mm) . . . . $ 896 
Angenieux Zoom for Bolu . $ 965 
Angenieux Zoom for Auricon 

Cine Voice . . . . . $1050 
Pan Cinor 85-2 for Auricon 

(17·85mm) . $460 
----------

NEW! NAGRA IV 
Briefcase-size. Modular assy. 2-mike 
input circuit 3 speeds (15 · 7'h-
3'A"). Umiter 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 0 150.00 

MILLER 
Fluid Head, Model C Pro. 299.95 

SEND FOR COMPLETE 
LIST OF COLORTRAN 

MOVIE LIGHTS 
----------

45 KEARNY at .Maiden Lane • SAN FRANCISCO, 94108 PlEASE SEND /TEMS---------------- 1 
--------------- 1 

AMERICAN CINEMATOGRAPHER, MARCH, 1969 275 



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 I The 1000 mA model 
will shoot eight 200 ft. magazine loads on a single charge. 
But just as important, 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 200ft. 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 4J> Boauli.tUL 
A DIVISION OF HERVIC CORPORATION 

To receive literature on Beaulieu 16mm and Super 8 
cameru, or Heurlier projectors, please vis

_
it your finest 

camera store or write Cinema Beaulieu, General 
Office: 14225 Ventura Boulevard, Sherman Oaks, 

California 91403 or New York Office: 155 West 
68th Street, New York City, New York 10023. 
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Joseph E. Levine Presents An Avco Embassy Film 

HAROLD ROBBINS' 

STLE'ITO 
starring ALEX CORD BRITI EKLAND 

co-starring JOSEPH WISEMAN, BARBARA McNAIR and PATRICK O'NEAL 
Screenplay by A. J. Russell 

PROCESSING ANO PRINTS BY , 

BERKEY PATHE 
NEW YORK 

} I AMERICAN CINEMATOGRAPHER, MARCH, 1969 
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ARR IFLEX at work ONE OF A SERIES 

278 

GLOBE-TROTIING ARRIFLEX• AND 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 episode 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. Our dilemma was: how in the world can we shoot 
double-system sound, without destroying the natural 
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 14'" tape recorder, 
several blocks away. Tiny wireless mikes are concealed 
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, "I chose the Arriftex as our basic camera for its 
mobility and tightness. 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 llOV inverter, the smallest in the world. Most cameras 
could not be operated with such a light power plant." 

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

... 

P0Bor1050Woodsldt.NY 11371 A�l!J.!! 
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WHEN 
No place to rest a tripod. Not vou CAN'T 
much chance to use a meter. 
either. Perfect situation 
fortheScoopic-16 reflex. TAIIr A 

Canondesignedthe �� 
Scoopic-16 to fit your STUDIO hand, balanced and 
braced for steady one-
hand shooting. That WITH 
leaves one hand free to 
slip your assistant an 
occasional banana-or to WMJ 
focus and zoom the built-in 
13-76mm f/1.6 Canon lens. • 

Let's take another worry off 
your hands: you get perfect 
exposures automatically. 
Scoopic-16's built-in meter 
compensates instantly, 
without overshoot, for 
changes in 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 6 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 camera itself. 

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

canon Scoopic-16. UMa 16mm film, aln;lo or doubte 
perlorat� on standard 1 00' SPOOl a Csnon-Zoom lens. 
fit .e coated. Zoom range 1 3-76mm, ralio 5 85:1, focusing 
to 5 fHt. Fully automated, motorized CdS a11posura control 
ayatem (will\ manual overrlda)croaa-coupled to all 
running te>eedt. all f_.tooa (f/1 6-t/22). Selected 
a,.r1ure ahowa on .cale in viewfinder. Running apeeda: 16, 
2-', 32, 48fPS. Viewing brightness not affected by !·atop. Correct!�. edluatabla eyepiece Self-reselling film 
counter. Motor driven by one 12 5v •nterchangeabla, 
rechargeable nickel cadmium btttery (shoots approdmately 8 r�la/c:harge). Underwaler cete evall1bte. 

ca11on 
SCOOPIC-16 

Go where the action 11. 
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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 400ft. maa:azine and three lenses ere mounted on the CM3 in this pkotoarapt'l. 

I 

the CM3 has itself won an Academy Award. r 
"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 
EclairCM3. 

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 something right. 

For example: you can change the 
CM3's magazine in five seconds. 
N o  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 and cover the lost five sec
onds with a cutaway later. 100 and 
400ft. magazines, standard equip
ment. 1,000 foot on special order. 

280 

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 

through 360 degrees, independ
ently. Any angle- 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 the CM3 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 Eclair at 7262 Melrose Ave
nue, Los Angeles, Calif. 90046. 

ecla1r 
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I INDUSTRY ACTIVITIES CITATION QUALITY tv([ 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 statuene, to the year's best 
film, best performances by acto" and 
best achievements by filmmake" 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 Ice
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 submined 
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. 

F o reign-made films with sound 
tracks dubbed in English are eligible for 
all but acting Awards; actors whose 
voices have been dubbed by othe" are 
ineligible for Oscars. 

• 

Alan Gordon Enterprises Turns On 
Lights for Schlatter-Friendly's .. Turn 
On" 

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

Inc. at ColorV1sion 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 all camera and grip equipment 
being used on the series, which is being 
filmed with the Vidifilm System, ere· 
ated by Alan Levi, show's associate 
producer. 

• 

Foothill Film Festival To Be Held 
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 Oenos 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· 
fished in 1964, has created award
winning films including "The Top." 

Continued on Page 321 
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tv([ 
Producer? Director? Cameraman? 
TVC CITATION QUALITY 
COLOR PROCESSING 
means r eliability with a Big Plus 1 
Your color dailies ... intermediates .. 
release prints ... come through on 
time. No idle boast. We deliver ... 
as you specify ... at costs that moon 
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? 

tv([ Citation 

Quality 

Color 

LABOR A TORIES, INC. 
3t 1 wett -43 ttreet • new york 10036 
(212) 586-5090 
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ARRIFLE� 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 Santu lli, 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 sing le-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. I 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 film individual reactions as I 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 I was able to 
get in really close. Its easy maneuverability and one-man operation 
really paid off, since I had to be cinematographer, assistant, tripod 
and dolly all in one. But its convertibility to sing le-system sound 
recording is what made the day-1 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. I honestly believe I could not have gotten the 
sound and picture quality I 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 
class. 

WOODSIDE. N.Y. 11377 Al!!!f�!! 





CREATING A 
LOW- BUDGET 

MULTI - MEDIA 

A B C  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 

Each fall KOMO-TV, the Seattle ABC affiliate, inviti!S' 
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 
a-eate the show for her. To make the viewing less commercial 
and more entertaining lor 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 film. 

I 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 coonlinate 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 projector. in some way, I decided to 
edit the film into a triple-screen synchronized presentation. 
Having for some time been interested in multipltHCreen ef
fects, I 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 hed to be assembled to produce the 
presentation. The lim thing we needed was a theater with a 
giant Cinerama-type screen and at least ten projection ports. 

On U..giMtiCf•nendrc:lingtheehM'I• Ea�thMtreafs.ttle's hcifK:ScienceCenter, multipleprojectionsfrom filmandslict.c:hangiMd 
puts. in colorful delitn to U.. rhythms of a live roc:k bind. 



A random selection from the hundreds of 35mm Kodachrome slides photographed by the author for use in the mixed-media presentations. Commercial 
slide pro}tctors proved to be too slow for quick changes of sHdes required, so a special unit was built that was c.pable of changing MVeral tUdes per 
secondl Change rate was continuously variable and wu 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 seats! 

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 to be shown there which visitors to the Fair 

would view before touring the other six buildings in the sci
ence complex. He created a six-screen film (two rows of 
three, one directly above the other) which ran in a 1 00' 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 to 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 Effects Company, to provide all 
the visuals which would accompany the film. The movie 
would be the main feature, and the light show people would 
fi ll the rest of the theater with constantly changing lighting 
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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 
segments of the film. 

Since the performances of the band, light show and actors 
were based on the film, it had to be edited immediately. The 
film I 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 I 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 looking like 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 I 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, I needed to 
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Ten .. ice. pro;.ctors, tfvee 16mm motion pkt_u,. projectors, two oper• 
ton end one spotlight with color whM4 were )lmtMd atop the 18-foot 
sc.ffoldingto provide the six«:rMn wtsu.l efftcUfor 1968 

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 
abstract effects. We ended up with the same amount of infor
mation being given to the viewer, but in a much more inter� 
esting form. 

I grouped all the films of the same subject together, then 
spliced all the groups into one long roll; this left over an hour 
of film to edit down to twenty minutes. Using a viewer and 
sound reader we ran the film many times to get a feeling for 
the pace and mood of each promo. We gredually established 
the order in which they should run-the lightest mood fi�. 
slowly building to the most exciting last. We built the excite
ment up to a high level through the first fourteen segments 
and saved the three serious sectiom 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. 

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

I made up a new three-column log sheet and filled it out 
with the proposed scene order. This required vtsualizing 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 I 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 I tried to 
usa only the best available film. 

For editing I used a four .gang. motor-driven synchronizer 
with a magnetic sound head on the fourth gang. I 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, I began the films in the first and third gangs on the 
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synchronizer with black leader. At the proper spots I 
dropped in the film for the side-screens. Using black leader 
between segments gave me three equal length rolls of film so 
that all three projectors could be started or stopped at the 
same time. 

Since I wanted to eliminate the hundreds of splices which 
could break in projection and edd fedes to smooth out the 
multiple screen effects, I hed each roll printed. Even though 
the film was straight-cut, the splices did not show because I 

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. I hed to pull a sentence in fifteen different 
places and transfer it to mag film. I used a Siernans interlock 
projector with a sync motor which would also be used for 
playback at the theater. I blooped the optical track for two 
seconds before and after each sentence. 

Then I loaded picture and mag film onto the projector 
and switched it to "optical-mag transfer". I rolled the pro
jector and pushed the record button with the bias switch off. 
When I saw that one of the two-second strips of sound track 
blooping tape was over the optical reeder, I turned the bias 
on. The transfer process began when the tape ended and the 
unblooped section began. It continued unti l 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, I 
turned the bias off. This method of selective transferring gave 
me the lip-sync sections. The additional sound effects re· 
qui red 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 I hed a print of each film roll and the finished mag 
track, I released the spliced original of the center screen film 
to Mike Wing, a KOMO employee who would coordinate the 
band rehearsals. They set up in a l>asement studio, and Mike 
projected the film onto a large white wall. He ran each seg
ment back and forth rehearsing one to two minutes at a time. 
When they felt comfortable with every section, they ran 
through the entire film at several rehearsal sessions. 

I set up three units in the basement studio where the band 
was rehearsing. Although the projectors were not mechani
cally interlocked, I 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. I finally plugged into the overhead lighting circuits 
and used a breaker to start all three units at once. I 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. I 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. I tried starting them before 
and then after the center unit, but I could not get them to 
stay in sync. Finally I determined that they were not running 
at norrnal speed. I found out later that both needed wor1t 
done on them. I 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, I found 
two very well-used, shabby-looking units that would work. 
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One stayed in perfect sync, and the other was very close; 
both were "wild" projectors. These units were Bell and 
Howell projecton 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 to have hed a 
lot of U!e. 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 
ovemeeds and four slide projectors used by the light show 
people to provide additional effects. They also had three 
ovemeeds 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 effects 
provided a maximum involvement stretching to the right and 
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. I pieced the Siemans as 
near the center as possible and speced out the other two 
projectors to put them directly behind the center point of 
their projection area. In this way they oould project straight 
ahead so that there was no chance of keystoning. 

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

I 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 with the center screen. 
Their height controls were adjusted until the bottoms of all 
the screens lined up. Then I 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 spece. 
Since the projectors were not designed for such critical level· 
ing, I hed to use wedges to bring them into exact vertical 
alignment. It took some experimentation to set up a division 
line that separated the screens but at the same time kept 
them related. 

(RIGHT) Techntct.n opw•t• control ptne1 
connected to sflct. banks. Ttw. 16mm film 
proJ•cton WM"I remo�y control'-d by 
enothw Of*'ltor. 

Continu� on page 316 
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.. THE BEVIL'S HIIHW y·� 
MOlORBIKE AND CAMERA 

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

By PAUL TAYLOR 

When I first approached Yamaha 
International, the American importers of 
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, I realize that we 
were lucky to have succeeded in bring
ing back 5,000 feet of color film and 
most important of all, ourselves. 

As a producer of documentary films, 
I 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. I 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 usad 
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 deserts 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 southern Arizona and Cali
fornia. It is now estimated by historians 
that some 400 graves dot the empty 
landscape 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 a century had 
elapsed, I proposad 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 Vehicle or 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 I 
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 Y omaha International agree to 
pay the costs of the film and provide 
two motorcycles. One for me, and the 
other for my associate and friend, Don 
Bennett. On the surface, I could foresee 
no special problems. so two weets were 
allotted for the trip. 

Selecting equipment forthe_jri.p was 
a bit like packing for a space journey. 
There was no room for any excess 
baggage. I 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, I 
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 I 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 I used a 
wide angle 17mm, a primary 25mm, and 
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CLEFT, BkJdc.ed by "dragon t .. thH in strum bed, camet'8men filmed -.quence af peiMIII through ti'M maze. (CENTERJ hck-laden....U motorcyc._ 
often..,. up to 1M sprocket � .... In shifting ctes.t sands. CRIGHT, Fr.quent stopt to lhoot motion picture fOOUge •� progrea af 1M trip 
c:onsider8bly. Here Don Bennett shoots • stquence of Paui Taytor"sditemm�at b.tng .. stucktoti'M hubl'' in und. lt w..often �for both men to 
ron one motorcycle at a tlmt up tomt of the hi_. dunes. 

a 50mm short telephoto. All of these 
lenses were Kodak Anastigmats, and 
were color-corrected. I also carried fil
ters, (neutral density, and Type A #S5 
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 1QO.foot rolls. I left the film 
in the Individual cardboard boxes they 
were packaged in, counting on this as 
extra insulation against the desert tem
peratures. But as an added precaution, 
each box was packed and sealed care
fully in a plastic bag. 

I 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 plpa. In this box I placed a large 
dial, Weston thermometer so I 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. 

I reluctantly left my fluid 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 meter> were a Weston Master I l l ,  
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 II 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 to 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. I would grab 
the movie camera, Don would unstrap 
the tripod. By the time he was posi
tioned with the tripod, I 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. I 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 we would check all 
the movie gear. Loose screws were 
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tightened, and dust cleaned off the 
delicate equipment that had collected in 
spite of our efforts. We packed the 
cameras in plastic bags after 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· 
marl< to landmark in the open desert, 
we really began to ache. Neither Don 
nor I 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 Mexk:wl cowboy durint cat
tS. drive down a lonely h._.way ,_ c.bor•, 
Mexico. 
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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 Howel l  in a big 
plastic bag and went on shooting. We 
cut a hole in the bag over the shooting 
lens, and th.is 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 I 

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, couldn't budge them. In 
order to move at all we had to dismount 
and push alongside the bikes as they 
ran in first gear. I couldn't tell 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 I had compiled 
my script. What had been written in the 
quiet of my study was transformed into 
exciting drama during our trip. Many 
times we put the script away and filmed 
what was actually happening to 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 
stumblad 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 I 

Because I 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. 

I 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 �ave 
soaked everything. As it was, our bed 
rolls, and much of our food were 
soaked. Our raw stock was protected by 
the waterproof boxes they were stored 
in, so there was no problem there. 
Almost everything was protected from 
damage-except the two operators! 

Our biggest enemy was heat. The 
blistering rays of the sun beat down 
upon us and the gear. The storage boxes 
had been painted white to reflect much 
of the heat. We also had taken 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, I 
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, we wore 
bright orange jackets. 

As we pressed farther into the desert, 
our problems increased considerably. 
Constant stops to film, adjustments 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 I were to make such a film 
expedition again, I would provide my· 
self with a large changing bag so that all 

(LEFT) A limp .. cemerl damp mounted on the handlebers {and costing about five �tars) �ved the problem of filming point«-vhtwrunninglhots 
while riding. (CENTER) C.mera is set at lodted-switeh position tolhootscene of cyclist riding pasta drone plenethat Md crashed in the desert. (RIGHT) 
Fascinated children in the tiny adobe village of Arizpe, Mexico served as en Ngtr ''camera � during filming of the sna wh.,. the young Spanish 
101dier4xplor•, Ju.n Batista de Anu lies buried. 
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adjusts Bell & Howell 700A 
cemer11 on hendktber mount. {BOTTOM) 
Cameraman Bennen films ornate spires of 
famed Riverside Inn at Riverside, California. 

loading of film, etc. could be done in a 
clean place IJWay from winds that might 
blow dirt into the film gate or magazine. 

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

This meant the cactus clumps that 

grow profusely in this part of the world 
were now doubly daogerous. Often dur
ing these moonlight rides I would hit a 
chunk of cactus that would imbed itself 
in my legs. More time was always lost 
while the fierce berbs 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 I could see no prospect of getting 
to better water before we ran out of our 
so-called "fresh" water, I 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 I 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 I quit using it abbur 
the same time. This left us with the 
Keystone. As much as I 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 1 1 0  degrees one 
day, according to the small thermom
eter we carried, but frequent checks 
revealed that our film never went above 
B7 degrees, (which was bad enough). We 
made Ajo, Arizona with less than a 
teacup full of gas in each tank. It had 
been a close call for us, but there was no 
time to ruminate on this part of our 
adventure. 

After shipping beck the bettered 
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 benks 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, tum it toward the action we were 
trying to record, and walk IJWay. 

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 shots 
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 weeks since 
we had left San Gabriel and the strain 
was beginning to tell on us. But at this 

Continued on Page 306 
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The Money-Makers 
FILMLINE'S professional color film processors 

for motion picture laboratories. 
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of film processors for. the motion picture laboratory industry. 
Now enjoy the benefits of professional equipment incorporating exclusive filmline features that have paced 
tha state-<�f·the-art in commercial, industrial and defense installations at a cost lower than processors 
offering less. 

•"fllMLIN[ 0\UORIV£ filM TUNIPORT SYSTEM" 
This marvel of engineering completely eliminates 
film breakaae, pulled perforations, S<:ratches and 
operator error. The film can be deliberately 
stalled in the machine without film breakage or 
significant change of film footage in $Oiutions. 
The heart of any film processor is the drive 
system. No other film drive system such as 
sprocket drive, bottom drive or simple clutch 
drives with floating lower assemblies can &in 
you the performance capability of the uniQue 
Filmline OVerdrive Film Transport System. 

•"TOIIUE MOTOR TAKE.UP" gives you constant film 
takt..t�p and does not impose any stress or strain 
on the film itnlf. Completely independent of the 
film transport system. This FILMLINE feature is 
usually found in professional commercial pro
cessors but is incorporated on the ff.JO and 

Check the exclusive Filmline features below: 

FE-SO models as standard equipment. Don't 
settle for leu! 

•"TEMP-5UARD" 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. 

•"TURIO·flOW" impingement dryer. Shortens dry
to-dry time, improves film relults, and carefully 
controls humidity content of your valuable (and 
sometimes rare) originals. Immediate projection 
capability is assurM because the film dries flat 
without the usual curl associated with other 
film processors. 
"ZUO DOWN TIME" The reputation of any film 
processor is only as good as its reliability. The 

combination of the exclusive 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. 

e"MATERiaLS, CONSTRUCTION AND DESICN" All 
Filmline maehines are constructed entirely of 
metal and tanks are type 316 stainless steel, 
hetiarc welded to government specifications. The 
finest components available are used and ri1id 
quality control standards are maintained. 
Comp;ne filmline features to other processors 
costing more money. feature-by-feature, a careful 
evaluation will convince you that filmline offers 
you more for your investment. 

Additional Features included in price of machine (Not as extras}. 
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Magazine toad, daylight operation • Feed-In tlme delay elevator (complelely accessible) • Take-up time delay 

elevator (completely accesalble) a Red brass bleach lank, shafts, etc. Prehardener solution lUter • Precision 

Filmline ver.turl air squeegee prior to drybox entry • Air vent on prehardener • Solld state variable speed D.C. 

drive main motor • Bottom dralns and valves on all tanks • Extended development time up to two additional 

camera stops at 50 FPM a Pump recirculation ol aU eight solutions thru spray bars • Temperature Is sensed in 

the recirculation line • All solulions temperature controlled, no chilled water required • Bullt·in air compressor 
a Captive bottom assemblies usura you constant rootage In each solution • Change over !rom standard develop. 

lng to extended developing can be accomplished tn a matter of seconds • Impingement dryer flllows shorter put 

througl'l time. 
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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 p ressure-plate. 
Problem solved. 
A satisfactory solution: All new NPR maga

zines (from serial number AJ84) have a new, 
gap-type rear 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 ernul· 
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 will let 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 los Angeles 
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 seri�l numbers T99 to AJ84. 

An NPR-EF Guarantee. 
All new NPR magazines have been fitted 

with the new pressure plate. If you buy or rent 
an NPR from a franchised NPR dealer, there 
will be no EF sticking problem. 

How to recognize the 
new pressure-plate. 
I f  you buy a used NPR magazine, you can 

tell the new pressure plate by the fact that the 
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  w i l l  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. 
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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-almost 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 ambitious roadshow 
super-musical add up to something of a 
Production Manager's nightmare. 

Camera work began on "ST A A I" 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 started a 
20-day schedule at 14 different location 

Riding cradle of giant crane in location for 
"STARI", Producer-directOf' Robert Wise 
(left) and Director of Photogrtphy Ernest 
Laulo, ASC, (right) soar tloft with the 
Todd·AO camera. 



CLEFT) At WhltWII hrade Ground, London, Cinem.tographer Laszlo Con crutches following ect;�ct.ntJ obfllnW trucking shot of Horw Guatds. 
CCENTER) '"The &.p of Jenny" from "Lady In The Dattt'', one of m.ny •borlte production numbers filmed on 20th Centuty·fox sound suges. 
CRIGHT} WI• and LMtlo get down for a good toott through the viewfinder during filming of locadon sequence� in London's Ct.pham district. 

sites on May 16. Despite rain (and even 
some snow flurries one late May ni!t>t), 
director Wise completed all work in 18 
doys. Scenes wore shot at the L ycoum, 
Cort, Music Box and Belasco Theatres. 
at the Algonquin Hotel, Cartier's, 
Washington Square. Central Park, tho 
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 Broodway theatres was 
necessary because all playhouses in Los 
Angeles of the Twenties to Forties have 
been tom down. For instance, tho 
Lyceum in New Vorl< was built in 1902 
and the ornate original coiling was 
li!t>tod for the tim time in its existence. 
The only interior changes were 
installations of footli!t>ts-now 
obsolete. 

A crew of forty key personnel 
technicians accompanied Wise to New 
Vorl< and continued on to Cape Cod, 
Southern F ranee and London. These 
Hollywood craftsmen were augmented 
by more than 60 workers in New York. 
France end 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" wore the 
only musical details dono in New York. 

Wise took his crew to Cape Cod on 
June 6 to make the tim movie scones 

On the Jtage of Broadway's Belasco Theltre, Julie Andrews picks out the melody of ''Someone 
To W.tch Over Me". R....,.. angles of the number Itself were filmed in the studio. Illuminating 
theatre int•ior � • sizNble fighting problem. 

{LEFT) In Greenwich Vilt.,., camertman with hand� Arrifle• P"PM"• to shoot one of the "old newsr ...... crMted for the film. (CENTER) 
Setting up to make • dolly shot In London's Victoria Station. (RIGHT) On toc.tlon In New York's Centnl Parte, ProduC*-director Wit. descri.,_ .n 
upcoming shot, whl .. Cinematograph« Laa:Jo tri• it out on his Yiewfinder. 



Laszlo watches with a professional eye as actor playing role of 192.0 newstHI cemerman 
hind-cranks an Akeley e�met'll on location in Grwnwieh Village. Actual "sile·nt newweel" shots 
Wife filmed with modern equipment and later "degraded" by 20th Century·fox Special 

Photovrephlcs Effects experts to match actual stock newsrHI foottge. 

Andrews, Crenna, worki� with seven 
bit players and 300 extras, recreated 
two events-the lim professional 
association of Gertie and Richard 
Aldrich as she reheaned a play, and 
their wedding at a nearby cottage on 
July 4, 1940 (Gertie's 42nd birthday.) 

The next move was to Nice, France, 
"ttl& company arriving on Saturday, June 
10. Ei!t>t days of filming were done 
with Miss Andrews, Massey, Elizabeth 
St. Clair and Jenny Agutter, 14-year-old 

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 

Frame blow-ups from "old newsreel" scenes created for the film. Deliberately poor technical 
q.:tality was achieved through flat lighting, superimposure of grain and scratches, plus altered liiillllr;."",.;ftlma during devek>pment. Scenes intercut with actual newweelt of the various periods. 

in what proved to be frigid waters. 
Flying to London on June 20, the 

troupe began location work there on 
Saturday, June 24. Fourteen days of 
exteriors in unsettled weather were 
done on scenes which extended from 
1905 to 1920. There were days and 
nights at Marylebone Railway Station, 
Regents Park, the Theatre Royal in 
Stratford, the Royal Hospital at 
Chelsea, Westminster School, Marble 
Hill Park in Twickenham, Wimbledon 

Commons, in Lynance and Cfabon 
Mews and on Leslie, Stanley Grove, 
Redcliffe Square, Great Ormond, 
Childers, Albury, Louvain and Adeline 
Grove Streets. Two scenes we re also 
completed on a stage in lsleworth 
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· 
actors 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, wery working d ay 
until October 4 when the last of the 
story sequences were wrapped. All of 
Julie's co-stars and fellow cast members 
had finished their roles and gone to 
vacations or other assignments. 

One of the most formidable technical 
chal lenges in the production of 
"STARI" resulted from the employ· 
ment of an imaginative device that 
serves as a springboard for rrultiple 
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, rush 
across the screen at 1 6  frames per 
second. The scenes are grainy, 
scratched, flatly lighted and shaky. The 
establishing shots are authentic old 
newsreel footage, but the closer shots 
(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 that of the actual 
newsreel footage. 

It might be assumed that the prob· 

Continued on Pate 332 

AMERICAN CINEMATOGRAPHER. MARCH, 1969 





THE PROPER CARE 
AND HANDLING 
OF COLOR FILM 
By RALPH WESTFALL 
Motion Picture Engineer 
Eastman Kodak, Hollywood 

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

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. If 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. 

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 

A profat5ional film storage vault in Hollywood. Cold storage is recommended fOI' theptflen'ation of 
all proonsed coklr original film. The ideal condition would be a tot.llly dry atmosphere with tha 
tam perature maintained at 20 • F. ot lower. Howt\ltt, for all �leal purpostt, property packaged 
color negatives can usually be safety stored at temperatures under 55 • F. and in relative humidities of 
between 40-50 percent. 

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 problems can 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 totally 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 determine 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 tank 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, I 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, I 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 
5235. Even stored under ideal condi· 
tions, the color dyes in film will fade 
somewhat. This is a 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 
oolor 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 kept in 
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 
nitrate film decomposes. 

For purposes of slowing down aging 
shrinkage, separations should be stored 
in a room where temperature and hu· 
midity are controlled. The ideal situa
tion would be to run the film through a 
dB-humidifying machine, driving all of 
the moisture off. Then you would store 
the film in a taped can where the 
temperature is maintained at 0°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 better 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 e�tract 
moisture from the film and thereby 
slow its tendency to "fade". 

As another precaution, if the color 
negative, color internegative or silver 
separations have l:ieen in cold storage, 
the film must be allowed to warm up to 
room temperature before the can is 
unsealed. I will cover this subject more 
definitely when we speak 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 at 0 
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 storage, 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 under cold condi
tions is that condensed moisture could 
form on the film if the container is 
opened too 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, I 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 

AMERICAN CINEMATOGRAPHER, MARCH, 1969 

Film should be ttortd horizontllly In rigid 
plastic or mettl conuinlf'l, pref.,.bty taped 
in order to minimize normal shrinkage caused 
by oging. 

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 
vau Its 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 controlled. 

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 I 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 turned com· 
pletely from that of a refrigerator to 
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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LOWEL�au� STAN D �S PACE KIT 
If you think sturdy location stands 
have to be heavy and difficult to ship -
pick up a Stand & Space Kit 

5 STANDS: Lightweight, wide base, extremely sturdy, Lowell Link Stands, 
support over 40 pounds, extend to 9 feet, fold to 35", have 
standard %" stud. 

& SPACE: Rugged case has space for additional equipment such as: eight 
Lowell Water Weights & several Lowel l  Poles which extend 
stands to 14 feet and with Lowell Grip and Interlink, form 
a boom , a b.g. support , a door boom , etc. 

PURPOSE: To simplify location work and travel; to compliment Lowell 
Quartz and Lowell Link Kits and most modem equipment. 

SIZE: 18" X 36" X 7¥2''. 

WEIGHT: Only 32 pounds (with 5 lowell Link Stands) 

PRICE: $237.oo 

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 storq 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 also have the technical know-how to help you on special projects. 
And faster, more efficient service. In short, gelling the equipment you 
want- when and where you want it - will never again be a tough nut 
to crack. 
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TH l USl Of COlOR f l lllRS 
I N  COlOR C I N IMATOCRAPHY 

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

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. 

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 illu mination 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 • loc•tion r8in sequence for .. THE GREEN BERETS" (photoor•phed by the author,, 
with the •id of booster 1rc lights. White �rbons m•tch the color temperature of dlyllght, but 
wh•n used indoon, MT-2 filt.n (or yellow c.rbonsl must be used to match the low• color 
temperature of lne�ndescent l1mps. 

Winton Hoch, ASC, shown here ex•mining 
prism of old three-strip Technicolor �mere, is 
• vr•du•te physicist from the C.liforni• lnsti· 
tute of Technology-bnides being the winner 
of three "Osc.8n" 1nd •n "Emmy" for color 
cinem•tography. 

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, I 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 ' 
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BEl AIR CAMERA has lone enjeyed an eaviable rep11tation as an unquestioaed source 
11 i1ftn11atioR atd coensel on all subjects pertalnin& to professional and advaacd 
a•atur I a11d 16m• cinematocrap�y. Bel Air Camera's thrtll&�ly n•petnt staH is 
ctlstantly naila,le tt assist i1 a.y ci•e•atecrap�ic prollle•. Ad&titio•ally, every 
naiiDie 8ea1liu, Arriflex, Sie•ees a.d Uller prHtct is i1sta1tly available frt• stock. 
We Will H hppy tt se1d yea 1iterat1re 11 •Y tf t�ese uperitr citeiU prtdlcts. Jest 
aall tile CIIJII 'eltw, tr ptloDe if Jll prefer. Ytl w111 njoy ya�r asS1ciali11 wi� 
BeiAir C•era. 

1. Th ARRIFLEX 1&$. A ltiply adYncd •ttita pictare ca.en wit� •irrtr·rilltter 
refltx Yiewfladtr; lltra precise re&istratiu·pil til• IIIYI.I!II; Uiree leiS diver· 
teat t1rret: Ips taclltlleter: takes 100 lt. l•terul sp01l- 400ft. utertal •aca· 
z1aes. RIQed, capable, and versaiile. Electric 1a1tor drive. Availallle wit� tr 
wit�Oit mottr. le11ses, a1d matte box. An all arnnd 16mm camera, capallle of 
prodacin& P.rotessiaul results without complicated operatin& protedures. The 
famats Amllex 16M and Arriflex 16Bl are also available at Bel Air Camera. Drop 
i1 and inspect these extremely lilt cinema can�eras . . .  or write for literature. 

2. Th Beatliea R.t&. Uis is 111 1f th w1rld's 11ost advancd 1&11• ••tio1 pict1re 
n•eras. EallrKil& feat•res aot fo11d i1 aay 1tMr 16•• n•era SICII as tU 
"Re&IOIIatic" (Pateatd) illta•atic diapllrac• c11tr1f, •1rrtr s�1tter, extn ll•i•lls 
reflex YlewfiUer SJSit•. elettrllit speed cntrtl, SJIC stlld capabilities, �tf· 
ct1ta1aed 'al,efJ, allihty tt 1se aay C ••••1 ., 241 3&.• •i•iatlre ca•era leas, 
ud its exlle•e li&llt weipt, tile BeHhtl R.1& tal atswer, tile reqtire•uts tf 
uy cite•atacraplllc pnject. LH& Uie fntnte af tile 1ews ca��era11n, it is fut 
Htt•llll t'e first ciloke tf tile "New Citt•a" pnHcers . .l Ui11111� exa•inti11 
11 tie Butliu R.l & will coDJitee JOI til at Ulis IS y111 ca•era. 

3. SOUND raotion picteres of studio quality are witiin your reacil witil tie Beaelill R.1& 
equipped w1til the UHER o1GOO·l (Ran�ertone Syste•) tape recorder. This li&ht weiJIII 
tape recorder has earned an iaternat1onal reputation as the preferred tape record1nc 
i•strument of reporters, scientists, explorers, and producers of documentaries. This 
nmpletely self.contahlld, solid state rtcerller is complete w1tll a matched IIIIi· 
dlftctional IIICrtphone, and Sl •a&nifiCtlltiJ eaciaeered tUl, ,Witi tbe Beauli11 
sync pulse cenerater, it ileceees a• inte&ral s011d s1ste• witll �� Beaaliu R.J&. 
Alrlrilere Jll tal Ct, IH Bntliet/UIIer StiDd •ttiH pictlfe SJSte• Cal ll as 
well. TN Bel Air Ca111ra petple will ujty ••••strati•& Hll explaitit& tliis 
ntstMdll& e�tipaeat f1r JDI. Or we will H &lad tt sud Jltl cnerill litenttre. 
Tile UNER 1DOG P1111111 11111 is alsl naiiHie. 

4. Tilt Beaeliet 20GI$. Tile 11ly seper·l moti01 pictJJe ca•era witll iltercllaaceallle 
leases Ujtallle 11 ltlfilli•c all th pr�lessillal reqaire•eets af adnnced Clll•a
tt&npily. Reflex viewin& syste•. "Rec1o•at1c" (pattllted) automatic d�apirac• 
tt11trol, uriallle sblltter, 2 to 50 fps fil•i•& speeds, "Rec•lated Drive" ••tor, 
frame counter, ability to tse all 8 and 16mll lt11StS as well as any 24 x 36 lenses . . .  
are jut a few o f  the feattres tht makethe Beulieu 21108S the only super-1 
motion picture camera acceptable to the professiual cinematoerapher. You are 
in•ited to vis1t Bel Air Camera and learn about tllis re11arkable c1nema instnment 
that is h1 rnlity a n•plete ••tioa picttre syste11. Or write fer comprehusive 
literat1re. 

5. SIEMENS. Model 2901 1&/1& Siacle/OOiille Syste• S1111d Prtjectcr wit� sT'" 
c�JIIOIS .. ,.,, Precise sntd speed fir recordi�&, re-reurdi�&, a.d ,recis111 
prlfJa••il&. Blilt·il s,reH atd tltwltc�t. 0010-Jt Jltl SIIJie syste• •Jlll!hC; 
.,I1UI ,,a,llltk; traasfers ••tinl·tt-•apetic aad •atlltlc·tH_agaetic Sllilld; 
•ixil&; edltlaf; rectrtlil&; re.rtcardil&; post-reurdi�&. Utili we1c�t- s1utcase 
size. All Mo6els aYJilz"e witk syacllriiiiS 1r ••iversal caveraor.uatro!led •ottr. 
let Bel Air Ca•era ta•iliarize JOI will! tllis prejector altd its IIDaralleltd Y2Jsat1lity. 
Uteratun availallle H request. 

Bel Air Camera and Hi Fi, 
927 Westwtld B01lenrt1, 
los A•&elu, Calif. !J024. 
Please sud 111e literature 11 tile tite•a prt�ttts ciltckd. 
0 Aniller 0 Bmli01 R.l6 0 UH£R 4000·L 0 B£AULI£U 1GC!S 
0 SI£M£HS 2000 
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NlWSlllllR fROM THl 
SAN OUlNTIN PRISON 
INMATl fi lM WORKSHOP 
(EDITOR'S NOTE: 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 rhis, we are publishing 
the recl1t1tly received NeYVS Letter from the 
WOtkshop� which fa flows. We have also had a 
great momy queries from teaders who ex· 
pressed an interest in don;;,ting much·needed 
equipment, film and funds to this unique 
workshop. To tho� who may be so inclined� 
11\o"e wish to stare th<Jt all inquiries and/or 
donations should be <�ddre$$ed to: Mr. Dick 
Oueirolo [Sponsor}, Inmate Film Workshop, 
San Quentin PriSon� San Ouet'ltin, California 94964./ 

$500 DONATION TO FILM WORK
SHOP-DR. D A R T  MOVES TO 
KANSAS - F I L M  WORKSHOP TO 
MAKE TRIP 

San Quentin's Inmate Film Work
shop received approva� for the CCOA 
fUm 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 Oueirolo met with the Peace 
Officer's Association film committee on 
a training film. P.O.A. approved the 
shooting script and the I FW 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 I FW was given approval to film 
Walter Winchell's film crew he(e at San 
Quentin but due to the other film 
projects that had to be done, the I FW 
were only able to meet and talk with 
Mr. Winchell and the film crew. 

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 knowl· 
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 0-Rolo film award for his "Out· 
standing contributions to cinematog· 
raphy." Lawhon also received the Film 
Critic award. On the plaque reads. "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 film 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 I FW 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. Oueirolo, 

The Inmate Film Workshop received 
letters from the Department of Correc· 
tions-Connecticut, ETV of North Caro
lina and the Community Film Workshop 
Council in New York, (branch of the 
American Film Institute) concerning the 
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 
T h e  A M E R I C A N  C I N E M A
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 IFW and asked Mr. Oueirolo 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 I FW 
board of directors and professor of 
Radio-TV Department at S.F. State 
College has left SF State to teach at the 
University of Kansas. The I FW 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. Oueirolo 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 I FW 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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I. Joe Potts at controls of Pako Model 28EK Processor. 2. WAGA-TV olttce and stud1o building, Atlanta. 3. Bill Buckler (Jell) Chief photogra ph�r. and Jmt Shtrley, Treck PhotoGraphic of Atlanta. 

Pako helps cut film 
processing costs in half 

The population of Atlanta has grown 
dramatically in the past 10 years
and WAGA-TV has grown right 
along with it. Virtually all their 
shows, news and promos are telecast 
in color, making WAGA-TV the leading 
color station in 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 a lot of people," 
said Bill Buckler, chief news photographer, 

including overhead." Bill mentioned 
that the 28EK would pay for itself 
in a very short time, even though it is 
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. 

"and we chose the Pako 28EK Cine "When we consider the time, cost and 
Processor. It's got quite a reputation in quality," said Bill, "we know we made the 
our business-and now we know why. right choice by automating with Pako." 

"We used to pay 6c a foot for outside If your film department is thinking of 
processing," Bill continued, "and we pro- installing automatic processing equip-
vided our own pick-up and delivery. But ment, contact your Pako Distributor or 
in the first 12 weeks with our 28EK, write to Pako Corporation, 6300 Olson 
we processed nearly 177,000 feet of4D Memorial Highway, Minneapolis, 
film at about half the outside cost- ' . t Minnesota 55440. 

' 
PAKO CORPORATION 
6300 Olson Memortal Ht(O!hwdy, Minneapolis, Mmnesota 55440 

Processing Systems for the Photographic, Graphic Arts, Motion Picture, Medical and Industrial X·Ray Industries. 
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"THE DEVIL'S H IGHWAY" 

Continued from P-ee 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 I have ever seen. Bare 
boulders, dozens of feet high were 
included by the "engineers" who had 
ronceived it. Actually it was little more 
than a track most of the time. 

During· this pan of the trip the 
Keystone camera dropped off the load 
(I hadn't put it back in the case, 
thinking I would use it 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 its falling 
on the ground. But I didn't make that 
mistake again. 

Aft.,. the mora sophistiCited c.mera quit run
ning, Taylor contJnuM to shoot with trusty 
amateur-type Keystone camen. 
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We rode until 10 o'clock that night 
and were still a long ten kilometers from 
our goal. The next morning saw us in 
Arizpe, and at the graveside of Juan 
Batista de Anza, the man who had 
inspired our journey. He has been 
buried under the floor of this ancient 
church since 17BB. 

His bones were exhumed in 1963, 
identified by a team of scientists from 
the U. S. and re-interred in a glass 
topped cell in the floor of the church. 
The interior was dark, too dark, even 
for High Speed Ektachrome, unless I 

dropped the shutter speed to eight 
frames-per-second. At this I 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 roll 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 nonh 
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 to 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 re-crossed this 
river 44 times. When the road finally 
left the river and staned climbing to 
higher country, we were soaked to the 
waist, our boots filled with icy water, 
and shivering like leaves. 

I 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 desert country was 
often a rocky c::rMk bed, hard on both 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 bBfore 
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 I 

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 to 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 Pogo 326 
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The 
You've got an investment in time. effort, and 

dollars 10 every mov1e you make. We built the Kodak 
Pageant Sound Pro,ector 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 15 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 emuls1on is facing the lens or 

lamphouse. The speaker is a quality mstrument bUilt into a detachable 
projector cover. A 40·foot speaker cord lets you put I the sound up front where it bek)ngs. 

All in 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 PucMree lnd1.1sl�l BNO., 
Ct.amti6H. 30005. 404-Gl 7-521 1: CHICAGO.: 
l!iOI Wut 21nd 51. Oak Broc:*. 605o23. 312-
6!W-0200: DALLAS. 6300 Cedar $pr1n1s Rd . 
75235, 21•-fL I-3221: HOllVWOOO· 6706 
Sin'-Moruca BIYd., 90038. 213-464·6131; NE.w 
'I"OAK·200 ParkAw-e .• 10()l7. 212-MU 11080; 
SA.r-. FRANCISCO. 32� VM Ness he .. 9411!1). 
•15-776-6055 



THE CANON AUTO ZOOM 1218 (BELL & 
HOWELL MODEL 88C) SUPER-II CAMERA 

When the Super�S format was first 
introduced, it was assumed that its 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-S 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 exists 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 the low cost of Super-S 

An exdusively designed over'4iu �ngua.r 
lens hood modo of flexible n1bbor offoctl..ty 
ptWVentl glare, especially when shooting 
., ... .... light. 
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I p R 0 D u CT R E p  0 R T 
BELL & 
CANON 

HOWE LL' S 
AUTO ZOOM 

SUPER-B CAM E RA 
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 this trend, which has rapid
ly developed into a boom, several of the 
more forward-looking equipment manu
facturers have designed extremely 
sophisticated Super-S 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, avail· 
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 comtNnetion in 
llotMonl con bo dono eitllor 
automatically or m.nually. 
Zoom rang. can bt pndsely 
limine:� by setting levers at any 
two selected fOCIII .. ngths. 

Power zooming can bt done at 
Hl!lh Spood (3-8 - f0< 
me entiN Nftll) or Low 
Spood (11).12 tOCOnds), by 
simple PN•t. 

An F-stop teN at the top of 
the viewfinder fraiM Indicates 
•Jq)OIUre sektcted by tM auto
Mitic •xpoaure control. Red 
zones l't tNtMr ttnd of scale 
Indicate cbnger of over- ,_ 
under•xposure of the scene. 
Clrcl• at center of viewfinder 
frame is the microprism tcrMn 
of the build.fn rangdindw. 
Focus Is odjumd by turning 
focusing ring until tile subject 
is: �etn most clea'ty in the 
microlkism tcMn. 

1 ,  F/1.8 zoom with a range extending 
from 7 .5mm to 90mm. Considered 
something of a milestone in optical 
d"'ign and technology, it is the only 
lens 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 its d"'igne"' 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-

� :; L IN _____v 
�1\.!UAL _ _ 
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turer has provided a chest pod for 
increased stability in hand-held 
operation. 

The technical description of th.e new 
camera, and its salient features, include 
the following: 

Type: Smm movie camera using Super·S 
film cartridge. 

Frame Size: 4 x 5.4mm. 

Lens: F/1.8 with zooming range of 
7.5-90mm. 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. Outer diameter, 
85mm. 

Viewfinder: Single· lens reflex type com· 
bined with microprism screen range
finder. Contains f/stop scale and overt
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 baneries. 

light Measuring Range: The entire 
range between ASA 250 f/1.8 at 18 fps 
and ASA 16 f/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 
15-25). With daylight type film, ASA 
16-160 (DIN 13-23). 

CLEFT} a.c.u• of its huge 13-component, 19•1em.nt zoom �. th• Canon Auto Zoom 1218 Is 
hNvi., th_, most Sup.r-8 01mera1. However, the lll8nut.cturer Ml provided a cMst1'0d for 
increiMd tttbility In hand-Nild operation, eii)Kially effectiv. for tMphoto work or when 
zooming. (RIGHT) The compftlte Canon Auto Zoom kit lncluct. a sturdy 5Ht:Mr carrying c:Me, 
cMst pod, rubber tens hood, pis1ol-9rip reiNM tritpr, � c.p and other acce.ori•. 

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 "A •· and pulling 
the trigger 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 cqntrol ring. 
Fade-ins from f/22 and fade-outs to 
f/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) baneries. 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 resets when the cartridge 
is taken out. 

Film Transport Indicator: For checking 
film advancement. 

Continued on Pagl 322 

FEATURES O F  BELL & HOWELL'S CANON AUTO ZOOM 1218 SUPER-B CAMERA 

· • REMOTE CONTROL SOCKET 

• CABLE RELEASE SOCKETS FOR SINGLE FRAME AND 
CONTINUOUS RUN 

• REMOVABLE TRIGGER GRIP WITH WRIST STRAP 

• EXTREME WIOE·RANGE 12,1  f/1 .8 ZOOM LENS 
17.5 TO 90mml 

• ELECTRICALLY POWERED 2.SPEED ZOOM CONTROL 

• BEHIND THE LENS CdS EXPOSURE CONTROL-
ASA 16TO 250 

• THROUGH·THE·LENS MICROPRISM FOCUSING 

• NORMAL (1Bfpsl AND SLOW MOTION 153fpsl 

• THROUGH·THE·LENS REFLEX VIEWING 

AMERICAN CINEMATOGRAPHER, MARCH, 1969 

• MANUAL LENS SETTING CONTROL 

• SUPER 8 CARTRIDGE LOADING 

• AUTOMATIC AND MANUAL FILTER CONTROL 

• ELECTRIC FILM DRIVE 

• TWO BATTERY TESTERS IFOR EE AND POWER 
DRIVE/ZOOMI 

• EXPOSURE INDICATOR I N  VIEWFINDER 

• ADJUSTABLE EYEPIECE WITH RUBBER EYECUPS 

• LIMITING STOPS FOR ZOOM RANGE CONTROL 

• BATTE RY POWER ON/OFF SWITCH 

• REMOVE ABLE PROFESSIONAL·n'PE LENS HOOD 
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clearance sale! 
Over $700,000 worth of used laboratory equipment 

===============� 
All equipment purchased from three major United 
Shtes laboratories who recently up dated their 
equipment. All units except those noted were in 
use until the date of purchase. 
1 each . . .  Bell & Howell Model "E'' 35mm Picture 

& Sound Continuous 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 "E" 35mm Picture 
and Sound Continuous Contact Printer, forward 
and reverse operation (Panel Printer) light 
changes with mattes - subtractive <::olor at 100 
f.p.m. Selling Price $20,000.00 ea. 

NOTE: Any of the above can � modified for 
additive p rinting by adding an additive light 
!>ource. Modification instructtons can be supplied 
by us. 27 each . . .  Bell & Howell Model "D .. 35mm Con· 
tinuous Contact Pflnters, some with roller gates 
and torque motors - notch counters 3 & 5 way 
apertures - running speed from 60 to 120 
f. p.m. 
Selling Pri<::e from $3,450.00 to $3,700.00 ea. 

1 each . . .  BeH & Howell 35mm Continuous Con 
tact Printer with Unicorn Wig Wag, setup to run 
track at 390 f.p.m. Special torque take-ups, air 
vacuum sQueegees. Selling Price $4,000.00 

1 each . . .  Belt & Howell 35mrn Continuous Contact 
Printer with Unicorn tape controls, 5-way aper 
ture. air vacuum squeegees, special torque 
takeups with Untcorn Wig Wag to run over 300 
f.p.m. black & white. Selling Price $5.500.00 

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

J each . . .  Bell & Howell 35tnm Step Contact Printer 
with Bell &. Howell camera n1overnent. 
Seiling Price $3,700.00 

3 each . . .  Bell & Howell l6mm Model "J" Con· 
tinuous Contact Printer - roller gate - notch 
counter. Selling Price $3.650.00 ea. 

1 each . . •  Bell & Howell 16mm Model "J" Con· 
tinuous Contact Printer with one lamp ( 1000W) 
Fish Schurman Additive Color System (tess 
re3der) Selling Price $5,000.00 

1 each . . .  Bell & Howell 16mm Model "J'' Con· 
tinuous Contact Printer - notch counter -
control panel - separate cue track. 
Selling Price $3,650.00 

1 each . . .  Bell & Howell 16mm Model "J" Con
tinuous Contact Printer - rolJer gate - notch 
counter. Selling Price $3,650.00 

1 each . . .  Ben & Howell 16mm Model "J''  Con· 
tinuous Contact Printer - roller gate - torque 
motor takeups - control panel - on hlrge 
frame. Selling Price $3,650.00 

1 each . . . Bell & Howell 35/32 Continuous Contact 
Prmter - roller gate - notch counter. 
Selling Price $4,000.00 

2 each . . .  DePue Reduction Printers 35 to 35/32 
reduction or 35/32 to 35 blowup. 
Selling Price $4,000.00 ea. 

<11 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 Edge Numbering Machine. 
Selling Price $500.00 

1 each . . .  Westrex Densitometer RA·llOO·A. 
Selling Price $1,500.00 

4 each . . .  Duplex 35 to 16mm Reduction Pnnter. 
Selling Price $1,000.00 ea. 

l each . . .  fish Schurman 3 light color correcting 
additive color head Model D Serial •51. 
Selling Price $2,500.00 

l each . . .  Eastman Kodak Waxer 35rnrn. 
Selling Price $375.00 

2 each . • •  Bell & Howell 35mm Sound He.Jds lor 
Model "D" Printers (new). 
Selling Price $2.450.00 ea. 

1 each • . .  35mrn Loop Cabinet (holds approxi· 
mately 100 ft.) not dnven. Selling Price $500.00 

1 each . . .  Oebrie Reductton Printer from 35mm 
to two 16mm black & wh1te. 
Selling Price $2,500.00 

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

3 each . . .  Eastman Sensitometer 28. 
Selling Price $1,100.00 ea. 

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

1 each . • .  Two He<Jd Roth PrOJe<:tor Generator 
1750 RPM-35V 65 amp. D.C.-Mtr. 220/440V 
- 60 cycle 3 phase - 71/2 H.P. Century Motor. 
Selling Price $450.00 

1 each . . .  Star Printer Generator 2.5 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 & tr.Jck with 3 phase torque motor 
takeups. Fixed metal mattes for track head 
without larnphouse. Selling Price $2,500.00 

AU items subject to prior sale. All F.O.B. Hollywood. 
California. 

Cable: BENHAR/Area Code 213 462·3284 

write or phone for more detai ls. .. 
HOLLYWOOD FILM COMPANY 

956 No. Seward St/Hollywood,california 90038/(213)462·3284/cable:BENHAR 

� � 
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Introducing three 
new products from 

Martin Audio 

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

BASIC UNIT- Line level for tape mixing 

SECOND UNIT- Microphone preamp unit for live 
recording 

THIRD UNIT- Nickel cadmium battery pack for 
remote recording 

FOURTH UNIT- Portable case 

• 95 DB gain 
• 2001l microphone input 
• lOOK ll line input 
• +4VU 600 ll oulput 

• XLR connectors on microphones and line 
output 

• 19 lbs. with case and battery pack 

$675.00 COMPLETE 

VARISPEED Ill - TAPE RECORDER EFFECTS GENERATOR 
Varlspeed will vary the motor frequency of a sludio 
recorder from 25 to 80 cycles and synchronize at 
30, 48, 50 and 60 cycles. 

Plugs directly into Ampex models 30CJ..350-440, 
Scully models 28().282 and adapts to most other 
studio recorders. 

$395.00 

• 

INVALUABLE FOR 
• Sound effects 
• Correcting off speed tapes 
• Variable sound delay and changing pitch 
• Playing 3� IPS tapes on 71'.! IPS machines 
• Operating 60 cycle recorders on 50 cycles 
• Synchronizing film tracks 

:] 
STUDIO SYNC GENERATOR FOR 14,000 CYCLE MODULATED FILM SYNC 

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

AMERICAN CINEMATOGRAPHER, MARCH, 1969 

$145.00 

MARTIN AUDIO CORP. 
320 West 46th St. • New York, N.Y. 10036 
Telephone 2 12-265-6470 
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S I G H T  A N D S O U N D  
I N  T H E SEVE N T I E S  

By TOM HOPE 
Eastman Kodak Company 

This is an exciting world we live in! 
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 techniques 

which will help contain the explosions. 

I suppose it is some sort of implosion 
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--aU 

rely heavily upon the motion picture as 
the medium through which solutions 

wiU be found. Take a look at some of 

the major areas of concern : 
War 

Space 
Race Problems 
Science and related technological 

advance 
Training of people to master ltx;hnl

cal skills and als.o to better supervise 
people themselves 

Education which is undergoing a 
thorough change 

tnflation and related monetary prob· 

I ems 
Pollution of water and air 

Population control 

food 
and Communication itself. 

Anyone can make a movie-a reel of 

p�ctures that move. But 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. I 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 
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The keynote address delivered at the recent 
23rd Annual Calvin Workshop in Kansas City 
describes a golden future for film-makers 

here by air. The airline reservation clerk 

I spoke to on the phone was trained, 
The employee at the ticket counter 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 ftight 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 new problems 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 Govem· 
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 users and 

producers at motion picture films in the 
country. Letter-perfect training is essen

tial to the success of space flight. Didn't 

I read in a recent issue of Ll FE that the 

crew of Apollo 8 trained fat two years? 

One executive of a major corporation 

made a challenging prediction about 
education and tratning. Dr. Edgar 

Katzenbach, then educational vice-presi

dent of Raytheon, pointed out that 

public and private education cost flhy 
billion dollars in 1967. He estimated 

that the totat investment for training in 

business and govemment in 1967 came 

to twenty-seven billion dollars. 

Or. 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-wUI 

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 I caU "long 
films"-there will be a continued accel· 
eration in the production of what are 
termed "short films." 

I use the term, short film, to denote 
a film either 16mm or Smm 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. Cartddge film refers to the form 

of the film container and excludes short 

films on reefs. So l prefer the simple 

designation. short film. 
While we're dealing with semantics, 

here's another word jam. The introduc· 

tion of Super·B 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 Smm". 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-S. Within a few years all Smm 
film sold for professional use will be 
Super-S. The Smm film with the smaller 
.1 92" 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 
Bmm film." To solve this naming prob· 
lem, some people at Kodak came up 
with the term, Cine..IJ, to differentiate it 
from Super-S film. This seems like a 
reasonable solution. 

In 1966, Smm short film production 
showed 800 titles. In 1967. production 
jumped to 1600. Although the tally for 
1968 is not yet completed, I 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, i f  it slows to a mere 10 
percent increase annually. by 1978 the 
annual output will be running 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, I 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 I I 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 throuttt its introduction period 
and is now settling down to some 
practical applications. 

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

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

The 2x2 slide is the third medium 
which is growing in importance. Like 
both Smm film and television, the 2x2 
slide comes to professional audiovisual 
use from the amateur, home market. 
Twenty years ago, before I 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 growing media. Its use will 
be broadened by supplementary lea· 
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, I 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, I 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? I 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, I 
suspect it will show total dollar 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. 
V'lhich is more than the gross national 
product yearly average. 

I'll 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? I am 
talking about your future, your next ten 
years. 

Let me touch on one final important 
aspect-people. I have talked about 
tools and materials. In order to produce 
30,000 motion pictures a year, it will 
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) Tht 1949 Calvin Workshop Will et· 
tended by 275 .......... IBOTTOMI Tho 1968 
Wortuhop pecked Calwin't hug� aound lUge 
''A'' with more than 800 ettenct..l from 47 
stet• end four Canadien provinc:.. W'rthln 30 
minut• efter thit: picNre was rn.dt there was 
not en empty Met In the houle. 

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

Over the ne•t three days you will see 
many excellent film samples, examples 
of motion pictures tackling many of the 
problem areas that I listed a few 
minutes ago-science, industrial training 
and others I am sure. Added together 
you can see why I am so optimistic 
about the future. • 
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Baldwin pa 

In eight months, Baldwin Baker 
exposed a million and a quarter 

feet of 16mm film for ABC TV. 

That's 7,000 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. 

B a l d w i n  B a k e r  w r i t e s :  
"Everybody's Talking is a n  
ABC Television show that 
really eats up film. In the first 
eight months of shooting, we 
regularly exposed between 
fifteen and twenty 400 foot 
ro l ls a day. In 35m m ,  that 
would be over 20,000 feet a 
day. All l ip sync, of course, 
and a l l  on locatio n - very 
often three or more separate 
locations on the same day." 

"Short film clips from our 
f i l med footage o f  people 
talking about an unidentified 
subject were screened 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 
people doing the talking were 
mostly non-professionals, we 
had to shoot literally miles of 

f i lm to get good tantalizing 
qu otes and to m a k e  s u r e  
there would b e  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 
l i ke that, you can i magine 



man in the photograph, is a member of the IATSE Hollywood local 659; and that's his NPR. 

completely rel iable too; 
certainly was. We got 

and a quarter feet of 
images." 

As w e l l  as f i ve-secon d  
magazine changes, the NPR 
g i v es y o u  p r e c i s e  r e f l e x  
viewing, balanced shoulder
rest i n g ,  reg i s t rat i o n - p i n  
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 o u r  s ixteen 
page NPR brochure? 

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

eclmr 
Camera makers since 1 909 



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 
correct title slides up with the right film segments. They 
skillfully blended their effects 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, I turned it off several times during the show. Every 
four minutes while the projector was in black leader, I 
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 118 very," the center screen with "special" followed by 
"season" on the right. It read all in one line 

,
.a very special 

season." It had begun on the left and expanded at normal 
reading speed. All three projectors faded at once. Next, the 
center projector fildad in alone and began the first promo 
segment. For transition between segments I 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 I 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 
technique was in the "Flying Nun" segment. When sister 

Bertrille was caught by the wind, she was raised into the air 
and anoi:her sister turned around* saw her and exclaimed, 
"Good grief!" For this short one-second exclamation, very 
much to the surprise of the audience, all three screens came 
on with the identical closeup as she spoke the line. Later a 
pilot looked out the window of his plane in 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 stars 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 the left 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 screen so that all 
three were ablaze 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 
Sonnen". In one place the right screen showed a closeup 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 Sonnen'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 three riderless horses ran from 
right to left across the three screens. The outside screens 
faded to black, and the center showed Will and the boy 
unharmed as they rode slowly off over 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 related subjects. I 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 

(LEFTt In 1967 show a Stemansprojectorwasused forthe centersereen pictureand sound track. Three 16mm projeetors weresandwiehed betweenthe 
35mm oft� thea"-'1 J*'m&nent installation. The pf'ojeetor for the 6eft screen is shown in the background. (CENTERt lntriCIIte editing set-up 

sict.by.,;de, plus a four-gang, motor�iven synchronizer with a magnetic sound-head on the fourth glng. (RIGHTt Separate film 
seen on the screens of the viewers. 

316 AMERICAN CINEMATOGRAPHER, MARCH, 1969 



I f 
' 

t ' 

CLEFT) Eight of the ten remoh-C:Ontrot'-d .. ldeprojectors u:ted in the 1968 show. The taped-down numbers refer to screen poNtions. For this� 
lllt..up, projector box:.s Wltfe used • stands. CCENTER) Pwt of thll sltde control-box Interior. Seqoencingrw..-y is on the � Thetworelaysontheright 
coukl cNnge slides in up tofiveprojecton. IRIGHT) Theremo�trol box ran two banksof llideprojectors. Color� lightl indicawelswitch po&itJons 
In the dark. 

tho finish line. One broke tho tape, and the outside screens 
were filled with cheering spectators. With one screen we 
would have had to cut wway from the runners to show the 
spectators, but in this way both appeared at the same time, 
giving tho audience the effect of actually being there rather 
than watching a film full of cutwways. 

Tlle show was run on Friday night for the special guests 
with dinner and cocktails added, and alone four more times 
during tho 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, I was very happy with the show, but came wway 
with a lot of ideas on how I would do it differently next 
time. The casual, and for the most part, random effect of the 
light show contrasting with the more static th,......,reen 
movie was effective. I decided that for tho next year, though, 
I would like to do a multipiHCreen show in which all the 
effects would be preplanned and automatically sequenced so 
that the show would be repeated identically each time. In· 
stead of a light show crew and a film projection crew, I 
wanted one or two people to run the entire thing. 

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

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

In order to eliminate the black between slides, I needed two 
projectors for each screen and a diS50tve control. Commercial 
disolve units proved to be too slow for my purposes and 
changed one slide with each dissolve. I 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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16mm MOVIE 16mm MOVIE 16mmMOVJE 
ond only ond 

35mm SLJDE 3SmmSUDE 

16mm MOVIE 3Smm SLIOE 16mm MOVIE 
... d only ond 

3Snun SWOE 35mmSUDE 

Screen l1yout for the 1968 show. It coverltd 1n 1r• 36f•tby80fHt. 
The upper center movie scr•n ran 111 the time joined by the other movie 
and slide scnens in •arious combinttiont. Sometimes the upper 1nd 
lower screens formed one picture 1nd It other times two or thr• 
horizontal screens formed • picture. 

change rate was continuously variable and could be adjusted to 
the beat of the rock music used in the show. This did not affect 
the slide-change 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 1968 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 BO' area of 2800 square feet of visuals. 

I built a special remote control box to run nine of the 
slide projectors. The left side ran tho "A" bank with five 
projectors, and the right side ran the "8" 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. Tho 
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 shovv 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 
innovati<>n by Plastic 

Reel Corp., origi· 
nators of large 
plastic film reels 
- 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. 

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., Carlstadt, 
N. J. 07072 for money-saving PRC data kit. - PLASTIC REEL CORPORATION OF AMERIC� 

� Manufacturers of �U"'� 
Film Reels, Cans, Shippins Cans, Reel Paks, Tape Reels, 

Processina: Rollers, Cores and Bushlnp. 
640 SOUTH COMMERCIAL AVE., CARLSTADT, N. J. 07072, (201) 933-9125 

Olrect N.Y.C. Phone No: (212) 524-5055 
West Coast: 905 NORTH COLE AVE., HOllYWOOD, CALIF. 90038, (213) 467-3107 
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Tro"U.bl.ed. by out-of-focus pictures? 

T:ro"U.bl.ed. by emulsion. 
pile .. up in. your camera. gate? 

Tro"U. bl.ed. by distracting camera. 
noise -vvhen shooting subj ects -vvho 
should not be distracted from -vvha.t 
they are doing? 

Tro"U. bl.ed. by cameras that are 
a.l-vva.ys in need of repair and 
a.dj ustment? 

X:f &o, switch to Auricon, the only 16mm 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 -.aCS iii] at small extra cost for the Sound Equipment, it can -A,.,jNtk® � even record Optical or Filmagnetic sound in addition 

to shooting your professional pictures. 

AUIICDN "l'tt0-400 SI'ECIAL." takH 4l)O fl RillS 11 min. $1120.00 &. up 
AURICOM PINOO, takn 500 ft. ltlfns 11'h rnJn. $1120.00 lo Ill 

All Aurlcon Equipment Is sold with 
• 30.d•y money blck Gu1r1ntee 
1nd I 1 yeer Service W•rranty. 
You mu•t be utlsfledl 

AMERICAN CINEMATOGRAPHER, MARCH, 1969 

JEI.A.O:&: .A.�XOO:aT, :Lo.o-
6902 :R.orna.ine St.., Hollywood. SS, Calif". . . . . . . . . . . . . .  

HOL.LiYVV'OOD 8·0931 

MANUFACTUR.ER.S OF PR.OFlllSSXONAJ:.o 

1SMM CAMER.AS SXNCE 1931 
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Single layer MgF2 coated optlca 

Contrast improvement 
with OCLI 

HEA coatings 

Multilayer HEA coated optic. 

OCLI's High Efficiency Antireflection (HEA•) coatings 
can greatly increase image brightness over MgF2 
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 
Honeywe ll Pentax camera using a 15 element zoom 
lens. For the photograph on the left, the zoom lens 
was coated with a single layer MgF2 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 f/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 conirast 
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: 

OCLI O PT I C A L  COAT I N G  LABORATORY, I N C. 
P.O. Box 1599, Santa Rosa, California 95403 Teletype 51 0-744-2083 Telephone 707-545-6440 
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INDUSTRY ACTIVITIES 
Contlnu� from Page 281 

Produced in 1964 it has been a top 
award winner at many major film festi· 
v�ls. For his film creation, "Breath," 
Murakami received The Grand Prix, 
highest award at the 1967 Festival 
d'Annecy. His entertainment film, "The 
Insects," 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 Birns, 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 lit, 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 
$250,000. 

"We moved into Hollywood from 
West Hollywood on March I, 1956 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 lnternation· 
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 
·*'· . �.�� .. :�.��:,·,�� .. �::�.: .. �.�0:: ... � . .. , .. 

tlonal and Entertainment films a ALL SERVICES required to complete 
your lilm:. Creative Edlllng (work print & final A&B). Scoring, narration, 
sound elfecta, releate printing • PLUS . . .  complete 18mm B&W and 
Ektachrome lab and printing facilities-to speed things up11 

, � · _ Buy Only The Servlce(a) You Need. 
'<::... *. . Reasonable Prices • Small or Partial Jobs Accepted · 

.�,( Write or Call 
INDUSTRIAL COLORFILM SERVICES, INC. 
3911 SINTON ROAD • COLORADO SPRINGS • COLORADO 80907 
CARL PEHLMAN TELEPHONE (303) 636·1408 

"APEX·B" 
automatic exposure conlrol 
�hown on Angenieux 12·120mm :toom lens. 

NOW. 
adapt your zoom to AEC 
• No modification to lens • 13 !·stop range 

• All bolt·on • Operates on 1 2  to 30 VOC 

• Fast response, no overshoot • Low power consumption 

• Accurate • Unconditional 1-year guarantee 

Produced by Photomatrix' Corp., manufacturers of the field-proven 

''APEX" automatic exposure controls for instr�tmentation applications. 

Write, wire or phone for detailed information 

INSTRUME NTATION MARKETING CORPORATION 
I I I I I I I I I I I I I I I I I I I I I I I I l l  I I I I I I I I I I 

820 South Mafiposa Street 1 Burbank. California 9!506 I 12131 849-6251 
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FOR EUROPE'S FINEST 
SPECIFY THE ENTIRELY 

N EW 

L A B O R A T O I R E S  

with the 
LATEST IN COLOR 

PROCESSING 
& PRINTING FACIUTIES 

1 6mm 
REVE RSAL 

NEGATIVES 
POSITIVES 

EKTACHROME 
7255 7241-42 

eEASTMANCOLOR 
35MM PRINTS 

eANIMATION STAND 
-35 - 16-

322 

eOPTICAL AND 
MAGNETIC SOUND 
TRANSFER-16/35 

eSPECIAL EFFECTS 

E. LEZE, President 

L A B O R A T O I R E S  

VITFER 
1, rue Charles Marie Wldor 

PARIS, 16e 
PHONE: 288-8805 

OR: 644-1635 

CANON AUTO ZOOM 
SUPER-8 CAMERA 
Continued from Paige 301 

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 Filteno, 85mm 
Lens Cap, Viewfinder Cover 4, Release 
5, Carrying Case. 
Size: Body, 256 x 1 04  x 89mm (10" x 
4" x 3%"). Trigger grip, 128 x 1 1 5  x 
32mm (5" x 4%" x 1%"). 

Weight: Body, 2,000 grams (41b. 6oz.). 
Trigger grip, 280 grams (10 oz.) 

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

When actually used for zooming, the 
fact that the lens is motorized and 
presents a choice of two speeds makes it 
a smooth and versatile instrument. Also 
valuable is the capability for pr.,..ening 
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 leveno 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-S 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. • 

I I 

SEA801N' 
AD�ENTURE 

for 'barefoot' vacationers 
EXPLORE EXOnC 

CARIBBEAN ISWIDS 
WEST INDIES, BAHAMAS 

VIRGIN ISLES 

No plush resorts . • •  just darn-good 
fishing o • o skindiving o • •  sailing. 

Comfortable cabins • • •  

Good "Grub ' n  Grog". 

10 DAYS 
UNDER SAIL 

from 5200 

Mill toc111 for tr .. ad't'lntuN booktd 
CAP'N MIK.lz 
P.O. Box 110, Dlpt. S 
Miami a .. ch, florida UUI 

I NAME I AOORESS 

I CITY 

I STATE I \�MINDJAMMER/ 
,, CIW'ISES ,, ,..._ _ _.._, 
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EDITING DEADLINES? r��L��ci���v:'��s 
MODEL 2P-4-F 
A four spro<ket 16mm synduo
nlzor with pictures on ftrst & se<· 
ond sprockets & mognetic ftlm 
(center and edge truck) read· 
lng heads on lost two gongs. 
Permits editing of A ond B 
rolls and two sound trucks. 

PIUCI, 
$1195.00 

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! 

OTIIER MODELS, 

COMPLETELY PORTABLE 
CAN BE SET UP ANYWHERE 

MD DEL p. J.T �ngle sprocket editing viewer progrum timer ...... $650.00 
MODEL P-2-F Double sprocket syndlronizer wHh picture 

ond magnetic reader .. . .. . .......................... 775.00 
MODEL P-4-F Four sprocket synchronizer with picture on flrst 

sprocket & magnetic ftlm reading heads on other 3 sproc:kitts. 
Permits editing of picture & three sound tra<ks 

ACCESSORIES, 

895.00 

Standard playback omplifler & speaker ..... ...... .. ......................... $ 58.00 
Deluxe playback ompllfler & speaker 150.00 
MlnimonHor 9V battery powered ompllfler & speaker .. ................. 69.50 

S•s ���o:;:,:311 WEST 43RD ST., NEWYDRK, N.Y. 10036 (212) MU 9-9150 
� WEST COAST: 

7051 SANTA MONICA BLVD., HOLLYWOOD, CALIFORNIA 90038 (213) 469·3601 

���,r,������J���.�l��;l.�;c'. DEPT. 964. Over 40 years of quality service 

ANNOUNCING 
the new revised, enlarged edition 

PROFESSIONAL CINEMATOGRAPHY 
By CHARLES G. CLARKE, ASC 

Order now and be assured of YOtlr copy of Ule revised edl· 
tlon of this valuable book! 
Postpaid for only • • •  

The American Cinematographer 
P.O. lox 2230, Hollrwood, Callfoml• to021 
PIIUI lind mt ......... -.COPIH of PROFESSIONAL 
CINEMATO,IU.PHY @ $tO.oO u., postpaid. No 
c.O.D.'s. Slntlt llool otclers will not be •111111. 
Cltlcll or money ord11 must aec:empuy •dirt I 
fOT IIR!II IIGCkl. I 
Jfamt . . .... . . . . . . . ... ........ _ ..... : 
Strut ......... 1 
City .......... ... .. ............ .. .......................... ( 
Statl..... Zip I 

CallforCila residents pltatl remit 5 % --;.;;;: l 
(50r per COfJ). forelp •urm pllllt PI'J bJ 

I lntamiUiftM MOHJ �tr ��S���--_J 



__ ....... ,.,..;. 
1ltE EAST'S Oftl'( Sft:CI).U.!I.T-UCtHINC/�IP £QI,IIPM(MT/,_Of'S/CEM£1tATOU/Rlllf'lllSJSAL£SfSUVIC£-10U Dl$lii8UTOII Of M()t.[.JIICtiAIIOSOfil COW.t.MY PIIOOt.ICl$ IN CfUAT£1t IUW YOitK ® 
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NfW lolodtl R£10 S90.00. thowll 0!'1 loi!Qdtl �1 dull 1-land SIO.:IQ. llkllf1t1 R£1$ Sl$3.00. 'ho"'n w•lfl lollodel 301 '-"s�n� ftiO<lr\1 S20 lO NIW Mollfoi i'UII S'l6.00, 
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Freedom of choice! 
£).. Professional sound has entered a � new era. It started with the Electro
Voice Model 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 
E"clusive Electro-Voice Continuously 
Variable·D• construction. Now it offers 
something you've never heard before 
with any microphone: no matter what you 
do, microphone response never varies! 

Whether performers almost swallow 
the microphone, wander far off·mike . .  . 
or even move around to the back . .  . 

you'll still get the same smooth response. 
Only the level changes. 

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. Yet even here these new E·V micro· 
phones gain an advantage from the 
super·cardioid pattern that provides 
better sound control than ordinary car� 
dioids. With maximum rejection I 50° 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. 

Now Select from Four Models 
In addition to the original REIS, we·ve 

added the REI6. The same fine micro· 
phone with an external "pop·· filter to 
solve the problems of ultra-close miking. 

The new REIO is the economy version 
of the REIS. The same concept and 
quality, but for slightly less rigid re· 
quiremcnts. And the REI I is the lower 
cos! twin to the REI6. 

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. 
•u.S.PalentHo. 11152'01. Trltdr -'�tercd. 
HECTRO·VOICE, INC., Oeot. 391AC 

681 Cec1l Street, Buchanan. M•ch•oan 49107 

hi&h fidtltly syslems and SPtt�ers • tuners, amplifierS, ftCrivtiS • publiC tddrrn loudSptaktrS ��- � -,,t,.,..�,. (!I 
mierophonu • phononetclles andcartridces•spacetnd deftnseelec.trOflics l:/:�7111 ..... 

A SUBSIDIARY Or GULTON INOUSTIU£S. INC. 



PRO� 
CES� 
SING 
COLOR 
B � W 
SOUND 
LAB 
24/HOUA 
S E RVI C E  
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 - including complete sound re· 
cording, music library, editing, titling, and 
stop motion work. 

Fast service on 16mm Ektachrome M$, 
EF, EA. and ECO emulsions, and Ekta
chrome R {7388) sound track application. 
Processing Smm 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. 

tfe�!.��!B!lf. 
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1028 ACOMA S TREET 
DENVER, COL0. 80204 

PHONE 303/244-4629 

"THE DE VI L'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 
in the home of Hector Salazar, a rancher 
and operator of a brewery halfway 
between Arizpe and Cananea. The man 
YJho had extended the first invitation 
was Vincent Oiaz, 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. I 
tallied up the costs of our five days and 
nights South of the Border and dis
covered it had cost a mere $3.40. I 
might mention $1.80 of this was for gas. 
I have since wished all my location 
movies could work on a budget like 
this I 

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. I would lie down on the 
ground and shoot from the side as Don 
rode past, and he would do the same 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 

Another F � B/CECQ Sr "" ol 

S-397% .. 1 S.ulllt Tftttl C..,. 

nlc ,.lr tf ,tcbiH t"l' ttff 111m • FilM 
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INTRODUCING THE sos MINI-SLATE 
Compact and lightweight, this 
spring loaded automatic slate is 
constructed of heavy duty 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. 
Specifications: 7" 1ong, 41h" high, 

lJ2" wide, weight: 10 oz. 

rr� 
Available in black or white-

please specify 

PRESS . • .  CLAPSTICK RELEASES! 

Save $2.55. Order now at special 
introductory price of $9 95 

MAIL ORDERS PROMPTLY FILLED (regular price $12.50) • 

sos 
SOS PHOTO-CINE-OPTICS, INC. 
A DIYISIOff OF F&B/CECO INDUSTRIES, INC. 

Now 
appearing 

on film cans everywhere 

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 
lab 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 

East Coast: Dept. 231, 311 West 43rd St., 
New York, N.Y. 10036 , , , (212) MU 9-9150 

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

Over 40 years ol qualify service 

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 Blvd .. West Hollywood, 
California 90028. Ho 3-411 1 .  

"THE DEVIL'S HIGHWAY" 
Continued from 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
lems. 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 return 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 U.S. Voice-over narra
tion is used, and the titles were created 
by my firm. The movie is being released 
as "Yamaha Conquer.; The Devil's High
way" and is slated for mid-spring ap
pearances 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! • 
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COLOR F I LTERS 

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 group of 
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 
(CR I) rating. 

Usually we work with and control 
the color design of our scenes by selec· 
ting pigments, paints, makeup and 
fabrics of known response. The un· 
knowns we are wise to test, if time 
allows. Many of us remember an excep· 
tiona! blue sensitivity inherent in an 
older color negative stock that 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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For 1/1 o• temperature control 
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Ray Mercer&Company 

For Motion Pictures and Television 
NOrmandy 3·9331 

4241 Normal Ave. Ho l l ywood 29, Ca l if .  

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 wants to dO poor 
work, even on purpose-but it was 
necessary to do so in order to match the 
character of the existing newsreel foot· 
age. So I just gritted my teeth and tried 
to do the worst job that I 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 
lighted, using obsolete lighting equip· 
ment such as Ouarcs. 

"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 to make it look bad." 

But it wasn't 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 itself 
produces all kinds of strange·looking 
effects," Abbott explains. "We started 
out with a selection of scenes from 
stock material filmed at various periods. 
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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 �n 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 I" 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 pieoe designed 
since that year be hidden so that 
authenticity could be maintained. Wise·s 
insistence on reality also caused him to 
gn�eiously 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-<lubbed in Hollywood if 
automobile horns could be heard in the 
background. Modern toots sound far 
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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 its 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 oollection 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 53 earlier·than-1917 gas 
buggies were located 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 totalled a value of more than 
$4,000,000. 

The ltalia 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 stage his 1932 scenes on 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 portable gas street lamps 
brought in. Wise's longest wait for 
sunshine was at Hyde Park in London 
where the sun hid from dawn until 5 
P.M., then burst forth long enough to 
permit the photographing of a brilliant 
scene. Since nobody knew when Old Sol 
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Magnetic prints and 
sound transfer. 

I) 35, 16, 5-8, 8mm 
B/W Neg/Pes. 
Color Neg/Pes. 
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16mm color 
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$.095/ ft. 
. . .  same fast service! 

I) Complete lab service 
24 hours every day! 

� PHONE/'J (213) 661-1109 
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facilities b1-ochure and price list. 
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5220 Santa Monica Btvd 
Los Angeles, California 90029 

138 Leavenworth St. 
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would snile, property master Dennis 
Parrish had to toss bread to ducks all 
day to keep them within camera range 
ready when the time carne. 

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

Both in New York and London, 20th 
Century-Fox had to leasa 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 1 909  
and st ill i n  u se  to train transport troops. 
Another street, a block on Albury in 
London, SE 8, which is more than 300 
years old, was taken over for 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 Ceptain 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 wool, 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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Complete line of studio and 
location equipment 
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• Nagras • Electrovoice 
GENERATORS 

Blimped - 10- 1000 Amp. 
SOUND STAGE FACILITIES 
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CAMERA TRUCKS 

dignitaries being shocked as they looked 
throu�t> 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 
so maybe you can use them for the 
Spanish version." 

"Star!" required 149 shooting days 
before Todd-AD, 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 than a half million feet of film 
were exposed by director of photog
raphy Ernest Laszlo. 

Three thousand and forty individual 
costumes were designed by Donald 
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 wery 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 
authenticity for places in years e)(
tending from 1905 to 1940. 

During 46 camera days on locations 
WNay from Hollywood, most sites �Nere 
out-of-doors. By contrast, in Holly
wood, only an aggregate of five days out 
of 103 were in the open. Two days and 
one ni!tlt 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. • 
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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 PSAIMPD 
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 
31st. 

The Annual PSA/MPD Film Festival 
is the world's oldest motion picture 
competition . . . . .  originally the "Ten 
Best'' Competition. 

All films 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 1 1 ,  1969. 

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

• 

105Th SMPTE Technical Conference 

Following a coordinating meeting 
between members of local arrangements 
and national committees, the final 
program for The 105Th Technical Con· 
ferenoe of the SocieTy of Motion Picture 
and Television Engineers has been set. 
The Conference will take place April 
20.25, at the Fontainebleau Hotel, 
Miami Beach, Fla. According to SMPTE 
C o n  t e r e n c e V i c e - P r e s i d e n t  
E. B .  McGreal, The program promises to 
be high caliber in its technical content 
and of far-reaching interest to those in 
the motion picture and television fields. 

Conference Program Chairman 
V. 0. 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· 
atory Practices; Oceanography; Photo
Science; Television; and Theater Presen
tation and Projection. 

Conference Arrangements Chairman 
William 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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CdS EXPOSURE METER 
Reads brightest sunlight . . .  candlelipt 
• • •  even moonlight-PLUS microscope, 
enlarcing, "spot" and cround·glass too!* 

Gossen, makers of the famous lunasill: that amued 
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Luna..,ro CdS eaposure meter. 
Now, this ••• meter extends d\t etpabillties of the 
famed lunasilt by rnnterina tttrY exposure prob-
::"'�� �:.r .. ��=�k: .�r�on;;:,.-.=�s HOW: Four optional lock-on attJchments lnstJntf)' 
convert the Luna-Pro from • reflectecHnd-fncidtat 
:::; 

t
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re�dina meter. You may never need them all, but 
!�:�:�e�r. t�:�':!!,Y�fr�:�::

o ��.=.�_.:r 
rtnae and exclusive convertibility 1vsTEM make It 
today's best uposure meter buy. 

..&..u, -� 
*OPTIONAL ATIACHMENTS 
for every light measuring need! I lNUICINI ATfAC,...Nf 
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Second Annua l Atlanta 
I nternational Film Festival 
Announces Competition 

Scarlett O'Hara's home town will again 
play host in June to the significant film 
fete 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 International Film Festival 
program was organized in 1967 under 
the auspices of Forward Atlanta, The 
Atlanta Chamber of Commerce, Eastern 
Airlines, Inc., Cinema East/INTER
FILM, 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 world 
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
dally appropriate to a grand award in 
the motion picture world. 

Public relations director for the festi
val, Leonard Allen, expects the Atlanta 

(LEFT, The m�Jgnificent new Atlantl Arts All�nct Center. when tctMnlntl of the •ward-win· 
ning films will be held during Fettiw .. Week, June 18·21. (RIGHT, At the 1968 F.niwel, .urlet 
K.thy Dix pre�enttd the Goi<Mn Phoenix aw.d to producer Robert C.Us .. for his film '"SSFI" 
adapted from Gogol's short story, .. THE DIARY OF A MADMAN ... 

Looking up in the open.tr lobby of the 
bmld R•ncy/Hy•tt Hou•. headquartert 
f0< the Fottlv•l. Llohtod - bubblo ......... 
.:end the 22 storl• of the futuristic 
honolry. 

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 Atlanta 
International Film 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. 

Eestern Airlines, Inc., 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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J regarded as a fantastic success by all 
who participated and attended. Over 
1hree hundred films were entered for 
competition from producers all over the 
world. This la(9e number of initial 
entries made 1he Atlanta International 
Film Festival 1he world's largest for a 
first year of operation. In keeping with 
its international character, producers 
from Japan, U.S.A., France, Germany, 
Mexloo, Italy, Canada, Sweden, and 
Great Britain entered 1he Festival. 

Due to the exceptional level of excel· 
lence of 1he film entries, competition 
judging was very difficult. After some 
weeks of careful deliberation, 1he Blue 
Ribbon panel of judges selected the 
Robert Carlisle production of "Soli" as 
winner of the grand award, The Golden 
Phoenix, Best of Festival. This original 
feature motion picture was taken from 
Nikolai Gogol's short story, "The Diary 
of a Madman". 

The Silver Phoenix for best feature 
was captured by American lntennational 
Pictures for their United States Italian 
Production, "The Wild Eye." The Silver 
Phoenix for the best 1heatrical short 
subject was awarded to 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 
Sil- Phoenix went to TeePee Produc
tions for their delightful undertaking, 
'' Jazzoo." Guggenheim Productions 
won the Sil- Phoenix for best docu· 
mentary with their film "Monument to 
the Dream." Paramount Pictures and 
Gold Dolphin Productions took Eastern 
Airlines Ionosphere Award for 1he Best 
International Film on flight with their 
production "Ballet in the Blue." 

Board of Advisors 

The Atlanta International Film Festi
val is especially pleased to acknowledge 
the assistance and support of its Board 
of Advisors. This group has shared its 
wisdom, advice, and experience with 1he 
Atlanta Festival in forming the entire 
production of 1he 1969 Competition. 
Their awareness and creativity in our 
industry has helped the design and 
organization of one of the world's most 
exciting lastivals. 

Elmer Bernstein of The Academy of 
Motion Picture Arts and Sciences 

Miss Judi1h Crist of The Today 
Show, NBC Television 

louis de Rochemont Ill,  of louis de 
Rochemont Associates 

Morton Goldsholl of Morton Gold
shall & Associates 

Continuod on Po .. 346 OFFICIAL FESTIVAL DESIGN MOTIF CREATED BY ART DIRECTOR NORM KOHN 
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UNIVERSITY OF SOUTHERN CALIFORNIA STUDY 
ANALYZES TV AUDIENCES' "IDENTIFICATION" 

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 you1re 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 "identifyN 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. 

Survey of audience program preferences reveals 
facts 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 to a broad group of viewers. 

The outstanding example of this was 
what he called "strong self"(:oncept" -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 
GartWdght 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 
uThe Dick Van Dyke Show", Sheriff 
Andy Taylor of "The Andy Griffith 
Show", and John Novak of "Mr. 
Novak''. 

SK KLIEGL SPOTS 
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While some personality traits 
appealed to the large 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-<:Oneept, the two 
were rated oppositely on four signifi
cant factors: Petrie was seen to be 
outgoing, happy1fO"Iucky, venturesome 
and a "joiner;" while Dr. Kimble was 
seen as just the opposite-<eserved, 
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 should be included in the char
acter's penonality are strong self· 
concept, reservedness, humility, so
briety, conscientiousness, and trusting
ness. Traits to be avoided include asser
tiveness, emotional instability, expedi
ency, being opinionated, anless, and 
careless of protocol. 

The 206 penons surveyed by Perrow 
kept a television viewing diary for three 
non..:onsecutive weeks, completed a 
role preference questionnaire and com
pleted two Sixteen Penonality Factor 
Questionnaires. 

Other findings of his research 
include: 

• Viewers who differ in their liking 
or disliking of a partirular role will tend 
to differ in their respective penonality 
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., 
Penow 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 served 
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. • 
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ARRIFLEX CAMERAS AND ACCESSORIES 
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CM 301 ARRIFLEX 16mm STANDARD 
Model S camera also available with built-in 
slate and sync generator. Use with 100' 
spoob or 400' magazines. Simplified film 
path lets you change magazines in seconds. �o�:h�\�!�Y ::,f��tr�����i_n movement. Mir · 

CM 303 ARRIFLEX 35mmCAMERA 
Model II.C incorporates the latest improve
men ts in 35mm reflex cameras. Quick 

��=�affl:b,:z���· v����� :����:r. 5��i���i� 
electric slate and synch generator. 

CM 302 ARRIFLEX 16 Bl 
Rugged, reliable, versatile, self-blimped 
sound camera. The professionals camera 

�m�u
c
��itJig��e

ti;�t. 
5f�ho���r, �;�����· 

footage coonter. S1mpfitied film path, gear
driven sprocketed magazine system. Camera 
built around famed mirror-shutter reflex 
system and registration pin movement. 

CM 304 SIEMENS PROJECTOR 2000 
Preview type high quality optical-magnetic 
interlock sound projector. Records 200 mil 
magnetic track. Mix and playback. Single 
system optical, single or dooble system 
magnetic tracks in perfect sync. 

CM 305 ANGENIEUX ZOOM LENS CM 306 ARRIFLEX SOUND BLIMPS 
provides the widest assortment of zoom For 16mm, 35mm cameras. Compact. noise
lenses available in 16mm, 35mm Arriflex less. Accepts 400' magazines (up to 1,000' 
cameras. A varied selection of zoom ranges on 35mm). Sync motor, footage counter, 
is available for every need from newsreel follow focus for studio or location. Also 
photography to the most elaborate studio available in new fiber glass materials. 
production. 

All Afflflex ancl Siemen.�t equipment rumiltthle for lnnn ter11t leMing. 
LIKE·NEW SHOWROOM DEMONSTRATORS AVAILABLE w'n•• IM d""""''•• "'"'"'"�· 

LOOK TO CAMERA MART FOR EVERYTHING 

YOU NEED FOR MOTION PICTURE PRODUCTION 

BOOK ·REVIEW h 

• 
THE FIRST TWENTY YEARS, A Sa!i· 
ment of Film History. By Kemp R. 
Niver. Edited by Babe 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, corrects 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 
FI RST 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·vear period from the 
Library of Congress paper pri nt coffee· 
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 original 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 film 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 (a peep-show machine) had 
been largely replaced by the projector. 
The first films discussed are ELOPE· 
MENT ON HORSEBACK ( 1 898), 
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 years before. For 
e•ample, 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 e•posure and 
mane 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 P1ge 347 
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Filters at Never Before 
LOW LOW Prices 

The new Gordon 25-Line Star Filters 
permit you to get special eHect 
starlike paHerns at bargain prices 
never before available to the professional: 

Series VI . . . . . . . . . . . . . . . . . . . . . . $12.50 
Series VII . . . . . . . . . . . . . . . . . . . . . $19.50 
72mm for I 2-I 20 Angenieux*. . . . . . $34.50 
*(Becomes integral part of lens by screwing 
directly into Angenieux 12-1 20, allowing use 
of filter retaining ring, correction filter and 
lens hood. Also can be used with Canon 
Scoopic.) 

4W' diameter . . . . . . . . . . . . . . . . . . $69.50 
AVAILABLE EXCLUSIVELY FROM: 

� FILMATIC 
COLOR PROCESSOR 

FOR EKTACHROME ME·4 

CONTINUOUS FILM PROCESSING 

at 50 Feet per Minute 

The uttimate in dependabiilty and performance. 
Proven-for-quality in its wide acceptance by 
leading TV stations and movie labs. Write, wire 
or phone for full details. 

Ory·to-Ory Time 
Only 26 Minutes 

. 
Simple Installation 

Requires Only Water-In, 
Water-Out and Tie-In 

to Replenishment T•nks 
. 

Fits limited Space 
. 

Full View Monltorlnc 
of Replenishment 
Flow end Volume 

. 
Hlsh veloelty 

Clrcul8tion·Filtr11tlon 

Adjust8ble Autom•tlc 
Thermostatic Controls 

MANUFACTURING CO., INC. 

CHALFONT, PA. 18194 
215-345-1944 

Mfrs. of Film Proeesslna Equlpt. for Color or Black/White Proeetl 
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Folding Reflectors and Diffusers 
For A N Y  light-For A L L  light 

I l lUMINATION Thru CHOICE of: 
. .  INTERCHANGEABlE SURFACES 

FROSTED shoot thru canopy, for diffusion w/o absorption, color control too. 
OPAL dual purpose, for diffusion and bounCf!. "born white" for consistent exposure/Kelvin 
MIRROR BRITE/MILK WHITE "Sateltite Skin". 2 reflectors in 1, best of both, bac:k to 
back, offering 92% efficiency, dissipates up to 6000w. w/c scorching, yellowing, tearing. 
• RENTAL RUGGED • PRECISION. CUSTOM CONSTRUCTION • PERFORMANCE PROVEN 

in major mo .. ie p(odu'"ttons. TV rormner6ai$ & :.1ill s1udios ---world wide 

�!ftt
:
��;�tu';;,�lfl1t?g��·r��·�g-�6

T
�aL/J.����r�T�· Jt';Q9,� (��� :1aFmFfo�T1��5�it�;�g�!t 

or MILK. WHITE-86 ft/c : MIRA A BRITE.-200-300 hlc w/focusing ; MIRROR BRITE + 
FROSTED�120 h/c. 

MQII!ilei!tfii311ijllldfif•!pri1f!'I*Uil:i8d�i,.•D'"*'Bf1ff·M 
Note: REF t..ECTAL i"S thll r�9iHNad TRADE NAME ol P _ l _ R - -U.S. P::� 726989 iSI'e luQQ Al>O\o<:ll 
Oon-1 (l<e <:on!v�ll<:l __ INStST on tiH� O R t G I N A L  & BEST T H E R E  "S NO SUBSTITUTE FOR QUAUTY 

\ft. THE JET AGE MAKES US 
BUSINESS NEIGHBORS 

YOU are an educational, industrial or TV f i l rn producer with 

offices anywhere in the Uni 1mJ States----and a processing 

problern. 

WE are a P�nsburqh-basecl mo1ion picture pro-ccs.-sor with thf: 

answer to that problem 

HOW Because we otler you 

Proximity -··Fast jets and direct dialing put us just rninutes 

away from your office, 

Facilities-·- Ektachrome processing, daily service. Black and 

whi te-·color reversal. Cornple-re t6mm lab Editor 

ial and sound services 

Experience-·rMore than 20 years of laboratory exper ience. 

CALL John Zwergel, Motion Picture Film Services, Inc. 
209 Ninth Street, Pittsburgh, Pa. 15222 

Area code 412 281·0423 

COLOR FIL TEAS 
Contini,Kfd from Page 330 

Natural light usually means sunlight, 
daylight, skylight, or refle<:tions from 
them. Daylight 1 consider the basic 
natural light. 

Artificial light under studio condi
tions is generally arc light, with or 
without modifying filters. and incaodes· 
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· 
ificiat light, I 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 
Kelvjn is equal to one degree Centi· 
grade, but the Kelvin scale starts at 
absolute zero or minus 273

°C. lncandes· 
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, lO,ooo• K, 20,ooo•K. or any 

other temperature you choose to select 
up to infjnity. 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 temperaw 

rure 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, 
as 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 
purposes, 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. 

Blue daylight (or a low brightness 
overcast hiding its 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 . 

I 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 56CXtK. I 
have noticed a definite visual variation 
in filters of the same manufacturer, 

Continued on Page 352 
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musifex inc 
45 w. 45 st., n. y. c. 

As a complete 

MUSIC & SOUND EFFECTS SERVICE 
We now offer a specialized 

LOW COST JAZZ LIBRARY 
for motion picture, TV, radio 
and slidefilm producers. 

Jazz in the style of Tijuana Brass, 
Brubeck, Cal Tjader, Ramsey Lewis. 

Also Nashville, rock, dramatic, 
progressive, Latin, baroque jazz, 
Charlestons, bossa novas, blues and 
"take a trip with psychedelic." 

Send for free demo tape & catalog 
write now. 

'Posltfd 8� Bnt90tf&5'etlon 
FOR YOU R  35mm ARRI FLEX 
Who knows more about "Fluid Heads" than Miller? 

From the original patentee of the ''Fluid 
Head" comes- this new design made 
especially for the 35mm Arriflex. Made 
to be used with the Ball Leveling Top, 
this unit provides for the smooth oper· 
ational control for which all Miller 
"Fluid Heads" are famous . . .  no shake, 
jitter or backlash. You have lull 360° 
horizontal operational control as well 
as complete vertical control. The unit 
can also be used with flat top tripods. 
COMPARE QUALITY, PERFORMANCE AND 
PRICE . . .  MILLER IS YOUR BEST BUY! 

Professional Model 
AR35 Fluid Head 
Miller Ball-Leveling 
Grooved-Leg Tripod 

Complete 

$540.00 

$159.50 
$699.50 

(C•n be purch1sed sepl,..tely) 

Other accessories for tripod! ava.il
a.ble a.t your dttUer or order from . . .  

I MILLER PROFESSIONAL EQUIPMENT 

Dlttrlbvt.d CWI4 S.rvhflll by V. J. l'lncellch 
6SOO Sonhr MMico llvd. Pft6rMI HO 7·1119 

Hellywootl. Collf. 90031 
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B LOW - U P  
HIGH QUALITY 

35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 

lOUR ONLY BUSINESS) 
$totk Shot• £nlorg.d to Mo!ch·ln wlrh your 35mm �ortv. 
�·'• Pkturu Tronsterrtod to 35IM'I 

Call--Adrian Mouer at HO 3-3171 

CINESERVICE, INC. 
1-459 No·rth Seward StrMt 

Hollf'!l'ood, California 90021 

HEAT EXCHANGERS 

CHANNEL B CO�R �AB 
QUALITY PAYS DIVIDENDS 
16mm EKTACHROME ECD· 7255l>lllxnsiNG 16mm CREATIVE II. CONFORMING EIHTING l6mm EKTACHROME ME-4 PROCESSING l6mm CREATIVE SOUND PRDDUCTloN (INTERLDCI< I ::::::���:.�NG!IIlAYSERVICEI �Sl�Pl=� 
18m"' SOUN D� APPLICATION 35mm TO 30'x40" 
lam.. ULTRASONIC ClfANING 35mm ALMSUIIP SEIIVICE 

905 JACKSON STREET I P.O. BOX 1410 
TAMPA, FLORIDA 33801 I 813 224·7082 

ATLANTA FILM FESTIVAL 
Continu.d from Pag. 339 

Lenore Hershey of McCall's 
Samuel C. Johns of Wilding, Inc. 
Samuel Magdoff of Elektra 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.Y 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· 

/CAN CINEMA TOGRAPHER 

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 Ionosphere 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 Atl�nta Award 
recognizes the best production by an 
Atlanta Company in any category. Es· 
pecially noteworthy is the Mini· 
Cinema's International Award . . .  a five 
hundred dollar cash grant for the best 
film by a student filll! �er in any 
category. 

The deadline for application forms 
and films is March 31, Monday, 1969. 
Entries must be postm.arked 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 VIP service to 'and from the Re
gency Helipad and the airport. Inquiries 
should be sent to: J. Hunter Todd, 
Executive Producer, The Atlania 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. Ceble/INTER· 
FILM. Tele/4()4.6334105, 633-4106, 
633-4107 Telex/54-2484, Mobile lele· 
phone All Channels 30844 • 
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BOOK REVIEW 
--1 Continued from Pa;e 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 FAIRIES (1903), Melies 
employed just about every method of 
photographic special effect he knew. 
There were fades, dissolves, cartoons, 
sto�>-motion, sliding sets that divided, 
shots 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 B i ograph / G r iffith 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 
visualize 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 F I RST 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. • 

-GEORG E J . M ITCHELL 
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M I C R O F I L M E D  
BACK ISSUES OF 

AMERICAN CINEMATOGRAPHER 

4¢ Per Page--Sold only by complete issues 
1921 through 1967 available 

U N I V E R S I T Y  M I C R O F I L M S  
EDITORIAL SERVICES 

3 0 0 N .  Z E E 8 R D. 
ANN ARBOR, MICHIGAN 48106 

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 

PAGE 2 
How To Choose The Right 
Camera 
PAGE 8 
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 
VTR and the Non-Theatrical 
Film Producer 
PAGE 92 
Using Your Microphone 
PAGE 107 
Designs for Communications 

uses motion pic· r••••••••••••••••••••••••••••••• 
ture or a u d i o  
equipment. You 
should have a 
copy in your li· 
brary. 

SEND FOR 
YOURS NOW! 

: A-2 Yes! Send me Behrend's Book! 
I 

� �=:p�o-ny-----------------------1 I 
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LOWELL OUARTZ D 
"UNIVERSATILITY" 

3 1inhts in one 
1,000 Watt focusing light . . .  

& also a 500 Watt � 
focusing light when 
you change bulbs . . .  

& also a long 'throw', � 
high-intensity l ight 
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 . . .  

& unprecedented 
spot flood range . . .  

& a plug with swing away 

ground pin & wall mounting 
with Lowei·Light Gaffer Tape . .  . 

&accurate daylight filter . .  . 

& location Kits . . .  

Lowell Quartz "D" only 

$5750 
LOWEL· L IGHT 
421 W.54th ST., NEW YORK 1001� 
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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 a tour 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 
talking pictures, into television produc
tion (the Perry Mason series was made 
here under CBS ownermip) 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 rultural past. 

Chaplin, bom in London in 18B9, 
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 

REGULAR 

Anti-vibration mounts, de· 
signed for use In helicop-

ters, airplanes or other 
moving vehicles . . .  

can be used 
with Ani S 
or Arrl 35 
cameras 

PRICE, NEW $10,000 ��� $5,000. 
LIMITED llUANTITY AVAILABLE 

FIRST COME • . •  FIRST SERVED ! 

F&B/CECO � 
MAIN OFFICE: 

Dept 152, 315 W. 43nl St., N. Y., N. Y. 10031 
Phone (212) JU 8-1426-Cable: CINEQUIP 
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"Shoulder Arms", "The Kid", "The 

1 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 
011er BOO film makers attending the 
opening session of the 23rd Annual 
Calvin Workshop by Calvin President 
Leonard W. Keck. 

The chango will affect all Calvin 
locations which have been renamed 
Calvin Productions-Kansas City; Calvin 
Laboratories-Kansas City; Calvin Pack· 
aging-Independence (Missouri); Calvin 
Productions- Louisv il le  (formerly 
Vogue Productions); and Calvin Produc
tions-Philadelphia (formerly Calvin· 
OeFrenes). 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 continuity 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 Bmm sound pro· 
jector in 1952. 

A year earlier, the firm was the first 
ever to be lioensed 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 

check 
There• a a special 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 nnd 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. 

the check and double check people 

VICTOR DUNCAN, INC. 
RENTALS • SALES • SERVICE 

11043 Gratiot Avo., Detroit, Michigan 48213, (3131 371-4920 
155 E. Ohio Street. Chicago, Illinois 60611, (3121 321-9406 
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When filming in 
tile New York City Area 
• • • or anywhere else • • •  

CONTACT 
JOHN WEBER 

"The King of the Generators". 
FOR 

GE�E8Al0 S 
OR 

LIGHTING 
We go anywhere in the USA. 

We also custom build generators to 

your specifications. 

Write for literature. 
JOHN WEBER CO. 

Until now . . .  available only on 
special order to major studios to cre
ate dreamlike sequences such as 
those seen in "Sound of Music." 

Herron's new "Sparkle" Fitters im-
f:e�n: f������

e
=��

e
ph�to��� 

. . .  still or motion picture. Durable, 
high quality, optical flat glass . . . 
available in sets of 3 differenf filters 
���m!�·e:x�,��:� ���� \��.JO �� $295.00 per set (3), includes fitted 
hardwood case. Write for technical 
data and prices: 

HERRON OPTICAL COMPANY II 
2035 East 223rd SL 

Lons &each, Calif. 90810 

WHAT'S NEW 
Continued from P.ge 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-900E 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 200 ohms. 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. 

• 

Anthropology Film Center 
The Anthropology Film Center was 

established in 1966 to facilitate training, 
research and communication among 
Anthropologists who have recognized 
the po$Sibility 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. 0. 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 1 1 .  

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 1 1  show will include 
presentation of trophy-winning com
mercials in 12 television and eight radio 
categories plus sweepstakes awards for 
each medium. 

I N T R O D U C I N G  

K U D E L S K I  

Distribution-Service-Sales 
NAGRA MAGNETIC RECORDERS INC. 565 Fifth Ave, New Yort, N.Y. 10017 

South.m C•llfomla Service 
RYDER MAGNETIC SALES CORP. 

1147 N. VIne St.. Hollywood, C•llf. 90038 

_.. SHOOT .... 
� SOUND ANYWHERE -._ 

with portable 1,5 volt AC power: 

• RUBYLITE ���ER • 
• FOR AURICON CAMERAS $269.50. 
• with life-time nickel-cad battery • 

and charger. 
• FILTER SLOT Filmo or Aurlcon, aulck. 
• :,�

v
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e
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s
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SPECIAL EFFEm 
Just completed: 

"THE SOUR SYSTEM
MEASURING ITS DIMENSIONS" 

Special effe<:ts, live, animated, educational 
for McGrow-Hill Fifm,. shows how distance-s 
end· size$ of Sur1, Moon, plor'leh ote roeas
ured. Aher $f!lf!'ing lhi:. foi!TI, diston� ;o 
pkn'let Ve-nu$ con b� meosvred by grade 
scho-ol cl,ild working olone. 

OUTER SPACE 
SPECIAL EFFECTS FILM LIBRARY, 

URGEST ON THE EAST COAST 

Send for listing of os.tronomlcal ond space 

flight uod:: footage for vse in serene& or 

science fiction productiOn$. 

HABERSTROH 
STUDIOS, INC. 

9 W. 19th St., 12121 AL 5-1827 

New Yoril:� N.Y. 10011 

Create ltle RUIHT mood eYery time with t�e 
"MAJOR" PRODUCTION 

MUSIC LIBRARY 
"MAJOR" offe's you a full 
60 hours of production music 

fo' titles, bridges, back� 
grounds. Sound effects too. 

WRITE OR f"HON£ FOA 80TH CA.TA.LCGUE.S 

Thomas J. Valentino. Inc. 
E#ahll•h•d 1931 ISO W. 46 St. New Ytrfl: 1003h(212}246-4f1S 

I FAST 
I Fln•ll QUAliTY Work. 
J G11<uonte•d SATISFACTION! * * * S.nd lot our lote51 P�OFESSlONAl Pri{e·litl. 

Wrhe Oept, "A'' 

�Cit'(<'fu•OOd VAL<fY FILM l A B S  
1 ", l , • • " �� fl H ,_. r, � l " l I 

BEHIND THE CAMERAS 
Continued from Page 270 

CHARLES ROY: Industrial Film. com. 
mercia Is 

WILLIAM STORZ, ASC: Wilde Films, New 
York 

WALTEA DOMBROS: "Eric Hoffer", "60 
Minutes" (tvl 
TED PAHLE, ASC: Commercials 

LINWOOD DUNN, ASC: Specl<tl Pho�o· 
gcaphic Effects: "Airport", Universal. EXPO 
70. 

DRUMMOND DRURY: ComrMrcials 

BEAT SPEILVOGEL: MPO VIDEO· 
TRONlCS, New York 

HENAY V. JAVORSKY: Commercials, Oocu· 
mentary 

WILLIAM HINES: Commercials 

UNIVERSAL 

JACK HILYARD: "Topaz", Technicolor 

ROBERT MORENO: "Skulduggery", Saul 
David Pr<ld., Tachnicol<lr, Panavision, shoot· 
ing in Jamaica 

ERNEST LASZLO: "AIRPORT", Ross 
Hunter Prod., Technicolor Todd-AD, shooting 
in Minneapolis-St. Paul 

GABRIEL FIGUEROA: "Two Mules for 
Sister Sara", color, Pana11ision, shootinfl in 
Me•ico 

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 

C H A R LE S  WHEELER, ASC: TAKAO 
SAITO: "Tora, Tora, Tora", 20th Century
Fox, Deluxe Color. shooting in Japan, Hawaii, 
Washing�on, D.C. 

ANDREW LASZLO, ASC: "Angel Levine", 
co!Of, shooting in New York. 

WARNER-SEVEN ARTS 

MARGARITA PILIKHINA: "Tschaikowsky", 
Soviet Ministry of Cinematography. 

ROBERT SUATEES. ASC: "The Arrange
ment", Athena Enterprises Prod. Technicolor, 
Panavision 

BILL BUTLER: "Return of the Bo<Jmerang", 
SBP Films, color, wide..screen shooting in 
Auuralia 

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 
wldescreen, shooting in the Valley of Fire, 
Nevadt�. • 
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SMITH-VICTOR !117 QUARTZ 'f(J 

r � 
STUDIO :, � 

.. 
�, 

KITS 4·x-·- '  ! :'·. 
r \' 

.. . · :• .. / 

tf:> 

Model K3 Deluxe Professional Kit 
• 3 600 wan Q1P 3200•K Quartz Lights 

• 3 · SA21 0 Aluminum Light Stands; extend 

to 1 0 ft 

• 1 · 670 Case. Holds complete outfit. 

Complete Outfit No. K3 . . . . . . . • • •  $150.00 

Model K2 
• 3 · 600·watt 0 1 P  32001< Quart:z Lights 

• 3 · S6 multi-purpose Stands 

• 1 · 5 1 2  Adaptf!'r for backgrovnd S�aod 

with an almost indefinite combination of 

heights. 

• 1 · 630L Case. Holds complete outfit. 

Comptete Outfit No. K2 . . • • • • • .  , , $100.00 

SMITH-VICTOR CORP. 
Gr 'f th n i :lnil 4F.11L' 

IN CHICAGO 

Ektachro10e 
PROCESSING 
• Same day serwlce 

• Complete 16mm tab. 

• Hlgbest quality 

• Black-&-W11ite and Color 
reversal 

• Sound recardina: and optical 
transfeu 

• Editing, tilting 

• Personalized service 

JOE PALESE, SUPERVISOR 

Cinema 
Processors. IDe. 
211 East Grand Avenue 
Chicago, Illinois 60&11 

Phone: Ml 2·6453 

And now the same services in 

ATUNTA! 
2158 N. raurkner Roa�. NE 
Atlanta, GtOfgi.l 
Phone 633-1448 Ask for f'hll. 
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COLOR FILTERS 
Continu.t from Page 346 

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 
d istribution 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 
notoriousJy 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 persi�s. 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 these factors in 
mind, a recurring practical problem that 
is of importance to the cinematogra
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, I have 

amera motor-115V 24V in camera 
36 min. 

• r:n.lhatt Write /or New Boltz. Aut310r11 Cnttrlt'f'· 
STEVENS ENGINEERING CO. DIJL A. MO Nnrport IIYd., Ntnort ...... Clllf. 12110 

ROBERTSON 
FILM PRODUCTION 

SERVICES INC. 
• 

Featuring 16mm, 35mm and 70mm 
Tyler Camera S'(s;tems 
Camera Insert Trucks 

Mobile Aerial Platforms 
Camera Boats 

24 hour sstVice 
PO Box 23,904 Phone (3051 566·3808 

Ft. Lauderdale, Florida 33307 

6mm & 35mm SERVICES 
• Film Production 
• Titles and animation 
• Cinematography 
• Film Editing 
• Work and release prints 
8mm and Super�8 services 
Duplicates 

Enlargements and reductions . .  

MITCHELL BNC 
WANTED FOR 

CASH 
ANY AGE, ANY 'CONDITION 

SEND DETAIU 

AND lEST PIICE TO: 

R. GORDON 
3 1 1  WEST 43RD STIER 

NEW YOlK, N,r. 10036 
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AIRPLANES · HELICOPTERS 
Aerial Photography and everything In 
aviation Including balloons, jenny's to 
jets, mock-ups and a fleet of single 
and muhl-engine planes & helicopters, 
all with camera mounts. Complete mo· 
tion-ptcfure and TV service from the 
oldest and most e11perienced company 
in the industry. S. A. G. pilots. 
TALLMANTZ AVIATION INC. 

Fronk Tallman, ''"· 
Orans�e County Airport, $onto Ano, Collf. 

(7141 545·1193 or (213) 621·2770 

Now worldng: Catch 22 

-
• • • • • • • • • • • • •  0 • •  

35mm COlOR FILM 
I 0 o I 0 I 0 I 0 I 0 0 0 I 0 

EASTMAN MOTION PICTURE FILMS 
NEW ROLLS OF 36 lr 16mm 

Current emulsions only 35mm B&W 200' 1000' 3.5t 
, .,.. 351"1)m COLOR INTERM. 5253 

35mm OUP POS 5366 
ENDS 

35mm 5254 100' to 900' 
35mm saw 200' to 900' 
16mm 7242 100' to 350' 

.017� 
From fU 

2.5c' .. 
Write for comol• t• brochur• 

STUDIO FILM EXCHANGE 
P.O. Box 381 - Encino. Calif. 

12131987-1505 

LINWOOD DUNN, ASC 
Former tleod of RKO Studio J-;ffecll Dept. 

CREATIVE 
SPECIAL EFFECTS 
Co•ploto AIIYisory aod Tocbolcal Sol"fiCII 

Fro• Stery ldeu te Theater Screu. 

"W�·�'1;J����ora;;;;,��!1u������1l· ·· 
"Th£xS::'r6;. :iohS�<;:::'r.��!;'IJ�Jf.'!le ... "The Crtot Bonk Robbery," "Airport'' 

FILM EFFECTS of Hollywood 
1140 N. Citrus Ave .• Hollywood 38, Calif. 

Phone: 469-5808 Cable: FILMEFX 

fARK�S filM COMPANY 
MARINA HOUSE 

HONG KONG 
COMPUTE 16/MM l 35/MM 

PIODUCTIOII FACILITIES 

often used a one-half strength MT-2 
filter on an arc light with white carbons, 
general ly resulting in quite an acce� 
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 
colo r� clothes or other brightly col· 
ored ptctt.tre elements is quite another 
problem . ..,file. 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 cour.;e-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 I do 
not use it. At least once, on an overcast 
day, I have used a 1/26 blue Brigham 
gelatine filter with white carbons for 
booster light on faces. Double Y-1 
filters are useful. On one occasion, late 
in the day, I 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 fo.- 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 th,-ee.strip camera and 
incandescent units of 3350°K rating. 
The light transmission of these filters, as 
measured by a Weston photometer C$11. 
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 devol· 
opment toward even more efficient and 
non-fading filters. 

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. Oupli· 
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NIGHT 
AND 

DAY 
pROCESSING 

PHONE (214)-631-5670 
DAY OR NIGHT 
we can process your color 

original and make a color 

workpri,:;t;'vernight . . ·• 

tor screening prior to the 

next day's shooting! 

For quality processing PDQ 

. . .  Use the HOT LIN£ to PSI. 
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114 Wtlt 70 St., N.Y., N.f. 10023 (212) 874.0590 

CAMERA SERVICE 
CENTER, INC. 

finest maintained 
rental equipment 

Printed 
Motion Picture Titles, Cards or 

Aniwation 
Gels 

r w£ BuY -d�e -;;n;s�a;e;;;�;p,;;je�· ., 
I ors, synchronizers. lights, 1n· I 1 SEll & pods, powef packs, splicers, 1 
I TRADE! ������. ����i��at�rs.

"!��ers. I 
I The LENS& AEPAO EQUIPMENT Corp. I 
1 34 W. 17 St. New York 10011 I 
'- - - - J.2.!.:!1_27�1.!02.. - - - - ..J 

FILM BOOKS 
(Te������

;r
�

�
�t��� ��� �:o

:
��� y) 

Also Film mag�t;;dnes, memorabilia, etc. 
Extensi11e stock. One of tha few 

El(clul51vety film book stores In U.S.A 
New 1969 catalog: Over 2500 items/ $1 postpaid 

CINEMABILIA 
10 Cornelln St. (Ott \IV. 4th St. & 6th Ave.} 
New Yofk. N.Y. 10014 (21 2)·989·8519 �116mm & 35rnrn b&w '"""''' '"' 

printing. Complete tGmm COLOfl Ekt.t· 
chrome processina. Maanetic sound s!fip. 

N
'" .. 1, 16rn

D
m·•m

A
m "�"����� •. ·�;;,; t r e a t m e n t .  16mm OptiC".'II Transfers. 

OUEBEC �65 Vltre Street Wut, Montreel, Quebec FILM LASS Ttlcphone (514) 8&1·5483: 

HARRISON I CAMERA & LIGHTING CORPORATION 
Aentah and Sales of 

Motion Picture EQuipment and Svpplill'l 
Harrison. where the service iS 1 24 hour serv;ce 6745 N.E. Jrd Ave. 13051·757·0251 

Miami, Florida 33138 j 

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 ft is available, it must be interpreted. I 
prefer to establish the value of these 
effect colors by eye. Once these values 
are established for the key light level 

used , I 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. I believe, originally 

intended for theatre use. Many of the 

darker colors are most impractical for 

motion picture work. In addition, our 

films see these fHters much differently 

than the eye. For example, on some 
color tests I once ran, the most satur· 

ated red I could obtain with the film I 

then had, was obtainable with a /163 

Brigham gelatine filter. tf I used a red 
stronger in visual appearance, I 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, I 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 
h�gh key. It  is so easy to over-expose 
and wash·out the color. In addition, we 
be cafeful not to desaturateour accent 
colors with overlapping complementary 
colors or spilled white light. The laws of 

additive color must be recognized. 

Our photographic pmblems 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 

c o l o r  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 area or spot to complement a warm 

area. 

Color filters, property used, are one 
of our most valuable facilities. 

l. BURGI CONTNER, A.S.C. r Director of Photography 
Have Mitchell BNC, NC, R·35, 

Arriflex. Lights, Sound 
P.O. Box 239 

Freeport, G.B., Bahamas 

Automatic TIME-LAPSE MOVIES 
Made Easy by 

SAMENCO©Controfs 
For BOLE X H-16 

and other popular cam�ras 
Marion Van Ausdale & Associates 

33 Dellwood Court Decatur, IlL 62521 

FLORIDA 

TOGA FILM EQUIPMENT 

COMPANY, INC. 

1425 Arthur Street-#205 

Hollywood, Florida 33020 

Modern Equipment Truck 
For All Motion Picture Needs 

Mobile Phone - Best Ptlrstmnel 
(3051 927.()866 

BILL MALEY 
FILM PRODUCERS SERVICE CORP. 

3030 Bridreway, Sausalilo, Calif. 94965 
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B U Y - S E L L - SWAP H ER E  
STUDIO PRODUCTION EQUIPMENT 

BOLEX Aex-0-Fader. Mat box, 16mm H 16 
Rex Switar lens, no 994143_ New condition 
LOWRANCE 2746 Bel Air N.E. ,  Albuquer
Que, New Mexico 

AARIFLEX·35mm-120 shutter. $975-Mag
nasync-16mm Large reels $595. All wry 
dean-Plus lots of 16mm goodies. DALE 
CLARK. 2825 Hidden Valley Lar\e, Santa 
Barbara, Ca 93103 

16MM ECLAIR NPA w/auto slate. Built-in 
ARAI Mount, T.V. Ground glass, 12v. con
stant Speed mot(H. 3-40<Y mags., 12v Belt 
&tt., 9.5/95mm Angenfeux zoom lens. C.)H 
21 2�581-5474 

ARRIFLEX 16S camera w/12-120 Angenieux 
zoom lens, 400' magazine, motor, battery 
w/charger, matte box, tripod, case, pra.cticaUy 
new, wlll sacrifice. $3,200. J. BARRETT 
i212) 828-7086, week.days after 6 p.m. 

KODAK REF"LEX SPECIAL with single 
:<;y$tern mag sound. �mplifier <�nd Synchron<)US 
motor. Custom Jenses-10mm, 25mm, 63mm, 
& 17-70 Angvnieux Zoom. 2-400 ft. mags., 
carrying case and canvas cover. Birl"l-s & 
S<lwyer Sound Barney. Mint condilion, used 
less. than 25 rolls. $4 t25 v<Jiue-$2850 F.O.B. 
Tampa. Akeley legs with Auricon HcEld , $150 
if bought with carnera. B. G .  SMITH. P.O. Box 
270, TO>mpa Fla-.. 3360 1 -Phone: 229-2731 

PROFESSIONAL 16mm SOi.Jnd movie pro
duction equipment available di.Je to death of 
producer. Sixteen items include Ampex Tape 
Recorder Model 410A; J. A. Maurer Sound· 
on-film Aecorde�, etc. Send for list. MAS 
RICHARD M. MOORE, Reel Heights, Oak 
Ridge. Tenn. 37830 

SOLEX H-16 Camera system. Four lenses 
16mm to 150rnm Motor drive, tirne lapse 
unit, titler, many other accessories. Reason
ably priced. A. MESSENGER. 35 Emmons 
Drive. Rochester, N.Y. 14618 

PROFESSIONAL CINE PRODUCTS builds a 
14-oz. combination optical magnetic amplifer 
for Cine Voice. 

Free from PROFESSIONAL CINE PRO
DUCTS 1 set LOOM-SEE RINGS 1 sun$hade 
and 1 series 9 g!as..<; filter with every 12 to 1 20 
1oom we sell. 

PROFESSIONAL CINE PRODUCTS sells 
equipment at savings 

ARAIFLEX BL serial no. 50432, with 12/120 
Angen!eux tens. automatic slate. sync pulse. 
24 frame governor motor, 2-400 feet maga
zines, matte bo)(, battery, cables, .'Jnd Halli
burton case. Like new �:ondition. Used only 
12 days. Cost over $7 ,CXXJ. A great buy at 

only $4,500. KURT RICHTER. 1639 N. Las 
Palmas Ave., Hollywood Ca. 90028 or phone 
{213) 882-2690 

STUDIO PRODUCTION EQUIPMENT 

PROFESSIONAL CINE PRODUCTS giv� 48 
hours service on FILMO & AUAICON 
FILTER SLOTS. Also Quick service on Ai.Jri· 
con and filmo repairs 

------

STELLAVOX pilotone recorder, complete 
$495; 1200 ft f\Aauer mags., $415 ea; Canon 
scoopic demonstrator $795; Folding shoulder 
pods, new $49.50. PROFESSIONAL CINE 
PRODUCTS, 2959 Ladybird Lane, Dallas. 
Texas 75220. 

S I E M E N S - M A R C  300-16mm projector, 
double system, mechcmical interlock , optic;;� I 
-magnetic, amplifier, speakers and Marc 300 
power supply, Two complete units-will scO 
separately. Appearance and concHtion brand 
new. R A Y  HOWELL's FILM PRODUC
TIONS, 301 Broadway, San Antonio. Tex 
78205 

HOUSTON Fearless L 16R-65fpm 16mm re
�rsal processor, also neg-positive. very gcod 
condition, used two football seasons-$3000. 
Metal editir.g table with light box, rewinds, 
Triad 16-35 splioor-$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 CAME.RA GUN for B & H 
Model 70 16mm. W. HENDRICKS, 10024 
Girard Ave .. S., Minneapolis, Minn 55431 

WANTED: TWO MARK ll MITCHELL 
CAMERAS. Will pay top price. FOUAD 
SAID, 8600 Sunset Bh,d. , Los Angeles. Ca 
90069 
------- ---

WANTED: Two NC Mitchell can"�eras. Will 
pay top price. FOUAD SAlD, 8600 Sunset 
Blvd., Los Angeles, Ca 90069 

MANUSCRIPTS WANTED 
We are interested in original, unpublished 
book. manuscripts covering the technical fields 
of motion picture production, animation, 
editing, sound, lighting etc. Outright purchase 
or royalty. Write Me Gordon. PHOTO TECH
NICAL ADVERTISING AND PUBLISHING 
CO., INC ..  311 W. 43 St . .  New York, N.Y. 
10036. 

SERVICES AVAILABLE 

GOING TO SHOOT IN PUERTO RICO? 
Contact Mr. Tony Rlgus. Complete equip
ment. Arriftex camera. Best ass�staot director 
or unit man39er. Experience. Bilingual. 75 
Mercurio St .. El Verde. C<Jgu<Js, P.R. Phone 
743-4577 

SERVICES AVAILABLE 
PROFESSIONAL CINE PRODUCTS HAS 
MOVED TO 2959 LADYBIRD LANE, 
DALLAS, TEXAS 75220. AC 214 FL7-3045. 

F I L  TEA SLOT Filrno or Auricon, Quick 
service. PHOTOMART. 228 S. Franldin, 
Tampa, Fla. 

ARCTIC. Eskimo Life, Polar bear a specialty. 
All Alaskan wildlife on a�slgnment or will 
outfit and assist. Pilot; guide; outfitter. RON 
HAYES, Box 1 7 1 1  , Anchorage, Alaska. 

PROFESSIONAL CINE PRODUCTS rep<Jirs 
?Ill types of CONVERSIONS 

NORTHERN & CENTRAL CALIFORNIA_ 
35mrn/16mm film assignments call or write: 
GLYNIS FILMS. 6037 Rampart Or., Car
michael, Ca!ifomia (916) 967-4943 

FILMS FOR SALE 

FOOT A G E  LIBRAR Y--Several Hundred 
thousand feet 16mm. Color Films of Wlldliie, 
adventure, educalion, reasonablv 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 e>:perience T.V. program presentation. 
Would sell adventure series "Star in the 
Nortt1" PIONEER PRODUCTIONS, INC., 
P.O. Bo'll 303, Anchorage, Alaska 

POSITIONS AVAILABLE 

American importer of Beaulieu motion pic· 
1ure cameras. headquartered in Los Angeles, 
has immediate employment openings for qual
ified technicians highly experienced. in photo· 
graphic optics, mechanics, and electronics, or 
allied fi€1ds. Top wages immediately and 
excellent opportunity for the right type ot 
man who values his reputation as a fine 
craftsman and repair technician. AU interilsted 
parties, please write directly to: CINEMA 
BEAULIEU. INC .. 14225 Ventura Blvd .. 
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 35mm. Send resume and 
samples. KEITZ & HERNDON, INC., 3601 
Oak Grove, Dallas, Texas 75204. 

MOVING? 
When changing your address, pl�se noti

fy us at least four weeks in advance. BE 
SURE to give your FORMER address as 

mll as your NEW ADDRESS and ZIP 
CODE. 

AMERICAN CINEMATOGRAPHER 

eiSej $3.00 per line. Seftd cop)' with remlttanc• to cover payma"t to fdltatl•l 
Office, Amtfiean Cinematocraph•r. P.O. lox 2230, Hnllrwood 28, C.allf. FotlM 
close lst ot monfh prec:flill'll fltt "' issue. 
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..... � QUALITl OPTICS 

PRECISION OPTICAL/MECHANICAL SYSTfiiS CllipG .. iOI---·· IU- l t iiiii •IIIM-

HENRY GROSSMAN ASSOCIATES 
Rite Lite Projector lrlt 
HGA Film Cleaner PMt 
HGA Ft Lambert mater 
S�lal Audio d.-vic" to your apect 

S.nd for lit•rature 
519 S. Fifth Ave., Mt, Vernon, N.Y. 10550 

19141 664·5393 

AUTOMATIC DAYLIGHT PROCESSOR 
. ,,. ..... , �  .. 2'00 A. • Su,_ . .. los-
• "1•'<''-lt•lt.-,-.Micrelt• 
• MeloN Ot-1'<'--'wtobte 
• .,ode & Whlt.......Celoet 
• 400 fl. ,.,. A'f'eiiHie 
• Gu.,or.tee4 
Wrlftl for Fr .. lhefOIUra, 

MICRO RECORD CORP. !!;�. :.-t' ,:;;. 
IN FLOAIOA I' T"S 

WABBEN SOUND S'I'VDIOS 

• Ma1n1 a Dubtllna • Transfer • Interlock Screen
'"' Fat•htltl • 16 ot JS mm • Ed•l!nl • loc Sound TrltCitS a WtStfU, N�ara & ACA Equipment 

JS ME 12nd St. • Miami, florida 33131 Tlltphtne: 1305) 754-Hlt 

CUT' EOITING ANO 
All POST 
PROOUCTION 

• • .  • SERVICES 
1585 CROSSROADS OF THE WORLD 
Hollywood. �lifomia 90028 
Phone (213) 469-7705 

356 

SOUND 
TRIPING 

AERCO 
Ja• 171 Pannsouhf'l, N.J. 01110 

INDEX TO ADVERTISERS 

Aarco • . . • . . . . . .  , . . . . . 356 
All Color Service . . . . . . . . . . . 356 
Howard A. Anderton . , . . . . 346 
Angenlaux Corp. , . , . , . . . . . . . . . .  , 356 
Arrlflax Corp . . . . . .  , , . , , , 278·282-283 
Averbec:k·Warran . .  , . . . • . . . . • . . . .  330 
Bach Aurlcon . . . . . . . .  319 
Bardwaii-McAIIttar . . . .  357 
Behrend's . . . . . . 347 
Bel Air Camara . . .  , . . . . . . . . . . . . .  291 
Berkey-Path• . . . . . .  , , , . . .  , . . . . .  , 277 
Blrns & Sawyer . . . . .  327, 341, 348, 352 
Brooks Camara , . . . . . .  275 
Byron, Inc . . . •  , , . . . . . . . . . . . . . . .  358 
Camara Mart . . , . .  , , 301, 333, 335, 342 
Camara Service Canter . , . . . . . 354 
Canon U.S.A, . . . 279 
Ern•to Caparros , , . 356 
Cantury Precision . . . . . . . .  350 
Channel 8 Color . . . . .. 332 
Clnamabllla . , , 354 
Cine 60 . . . . . . . . .  , , . . . . . . . . .  274·327 
Cinema Beaulieu . . . . . . . . .  276 
Cinema Proc:HtOrs . , 351 
Cineservlca . . . . . . . . . . . . . . . . . . . .  353 
Clnevlslon , • •  , , , , . . . . . . . . . . . . . .  336 
George W. Colburn . . . . . . . . .  331 
CFI . .  , . . • • .  , , 267 

J. Burgi Contnar , , , . . . . . . . . . .  354 
Coreiii-Jecobs . .  , . .  , , . . . . . . . . . . .  354 
Crystal Film . . . . . . .  , • , , • . . . . . . .  354 
C.U.T. , • .  , . •  , , , ,  . . . .  356 
Deluxe Gan..-al . . . .  263 
VIctor-Duncan , , , . . . . . .  349 
EettrNn·Kodak . . . . • . • . • , . .  297·307 
Eclair Corp . . . . . . . . . . 280, 293, 314-315 
Electro-Voice . . . . . • •  , , , , • . •  , , • .  325 
F&B/Ceco . 262,329, 331, 327,348,352 
Fark .. Films • •  , . , . . . .  353 
Fllmeffectt . . . . •  , , , , , , . , . . . .  346 
Fllmllna Corp, . . , , , . . . . 292 
Film Producers Svc. , . 354 
FotoKam • . • . . . . . . . . . . . . . .  328 
FrigidhNt lnduttrln . 332 
Jack Frost . , • . . •  , , . . . 329 
General Camara Corp. , 264 
Gordon Enter. . . . . . . . . .  271, 343 
Gotham Audio . . . . .  334 
Gro•man As�ac. . . . .  356 
Haberstroh , • , , , , . . . . . . . . . 351 
Harrison Camllr'a , . .  , 354 
H.,ron Qp(lcal . . . . . . 350 
Hills, Mfg. Co. . . . . . . . . 343 

· Hollywood Camara . . . . . . . . . . . . . . 340 

Hollywood Film . . . . . . . . . . 310 
Hollywood Valley Film Labl . . .  , . .  351 
Industrial Colorfllm . . . . . . . . . . • . .  321 
lntarcrah Corp . . . . . . . . . . . .  , 356 
lnuru�ntatlon Mark.tlng . . . . 321 
Kling Photo • , , • , • • •  , . . . , , . .  , . 337 
Keith LaBar . . . . . . . . .  3154 
David E. Lancer . . . . • . . . . . • . .  , • 3152 
Lens & Repro • , , • , • • • . . . . . . . . . .  354 
Lowai-Light . . . . . . . . . . . . .  300, 348 

Martin Audio • . . . .  , , , , , , , , 311 
Mecca . . . . . . . . . . . . • • . • . . . . . . . .  269 
Ray Mercer . . • . • • • . .  , , . , , , 346 

Metal Mntan . . . . . . . . . . . . .  356 
Micro Record . . . . . • . . •  , 356 
Miller Profeuional . . . . . . . . . . . . . . . 345 
Mitchell Camara . . , , . . . .  , . .  , , , , . 268 
Motion Picture Film • • . . . . . . . . . . .  344 

Musifax . . . , . . . . . 345 
Optlul Coating . . . . . . . . . . . . . . . . .  320 
Peclflc Film tnd . . . . . . . . . . . . . . . . 334 
Pako Corp . . • . • • • • • • . . • • 305 
Paul mar . . . . . . . . . . . . . . . . . .  352 
Pl .. tlc RMI . . • • . • • • . . • . . . . . . .  318 
Photo·lectronlc . . . . . .  344 
Photomart . . . . . . . . . . . . . . . . . . .  350 
Precision Laboratories . . . . . . . .  , . 330 
Producers Service . . . . . . . . . . . . . . 353 
Profnslonai Cinematographer . . . . . .  323 
Quebec Film Labs . . . . .  , . . .  , . . .  , .  354 
Aec:ordltd Pub. Labs . .  354 
Recording Equip. . . 354 
Robertson Film . . . . .  352 
Chari" Rotl . . . . . , . • 324 
Ryder Magnetic . . . . . . . . . . . . . . . . .  3150 
Smhh·VIctor , . . . . . . . . . .  3151 
S.O.S. , , , , . •  , • • . . • • • .  , . , . •  323, 328 
Stewns EnglnMfing . . . . . . . • . .  352 
Studio Film Exchange. . .  . . 353 
Tallmanr:r , , • • • • • . . . . . . 353 
Tooe . . . . . • . . . . . . . . . . . .  354 
TreiM Eng . . . . . . . . . . . . . . . . . . . . .  273 
TVC , . . . . . , . , 281 
Uhler Cine . . . .  , . . . . . . . . . . . . . . .  337 
Unltltd Film Ind. . . . . . . . . • . • . . . .  327 
University Microfilm . , . . . .  , . .  347 
Valentino . .  , , , , . . . . .  , , . , . 361 
Van Auldala . , . . . . .  , . . . . . . . . .  364 
Vltatone Co . . . . . . . . . • • . . . . .  352 
Vttfer labs . . . . . . . . • • • • • • • • . . . .  322 
Warren Sound . . . . . . . . 366 
John Weber . . . . . . . . . . . . . . . . .  , , , 3150 
w .. tern Cine . . . . . . . • . . . . . . • . . . . 336 
Wetthelrner . . . .  , , . . .  , . , . .  , . .  , . .  354 
Windjammer , , . •  , , . . . . . . . . . • • • .  322 
Zolomatlcs , . . . . • • • •  , • • • • • • . . .  , 266 

ERNESTO CAPARROS ASC 
Director of Photography 

MU 8-0263 
New York City 
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Presenting the NEW and IMPRO 
Bard-well & McAlister 

CONTROLLED STUDIO IJGHTING EQUIPMENT 

NOW FEATURING 

ifUNGS 
IIQUAR 

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 II: McAlister Ughting fixture with medium or Mogul bi-post sockets, regardless of age 
or size, and without tbe need for any adaptors or modifications to the socket or lamp housing. 

The new BardweU & McAlister lights have been completely redesigned with the aoer 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 reRector, for additional airOow in 
critical area between lamp and reRector * New bi·post socket, factory pre·set, toggle operated and spring loaded. 
Prevents arcing 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. 

for '-· bi'Oild oow liZ pap Waatntocl catoJoi, U.ttq aU boaolap, qaarb - COD..,tloul Iampo, atuda, buadaon, 
lflp oqalpmoat, -plota wltb prl- - ..,.. - odd .... of your local froaclliHd daaler. 

Bard-w-ell & McAlister, 
A DIVISION Ot" t'aBiCECO INDUSTRIES, INC. 



ROUND 
THE 
CLOCK 
SERVICE 
• 60,000 square feet of well planned work space • Finest modern equipment 
• 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 SERVICES 
• negative-positive color printing & processing 
• Kodachrome printing & processing 
• black & white printing & processing 
• reversal printing & processing 
• edge numbering • fades and dissolves 
• 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 
• re-recording • sound mixing theater 
• preview theater • sound and picture interlocks 
• music and effects libraries • editorial services 
• conforming • editorial rooms for rent 

"Co/or-Correct"* is our exclusive trademark 

byron MOTION PICTURES 

65 1::: Street, Nonheost, Wosh.ngton, D.C. 2CO'Y1 • 202-783-2700 
The World's Most Sophisticated film lob 

1 




