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“Believe me,
I've tried them all.
The (5[ Reflex BN
15 the quietest,
hest performing,
most professional
tonversion on the
market today.”

Andrew Laszlo, ASC, Director of Photography. whose recent credits include:
“The Night They Raided Minsky's" and “"You're A Big Boy Now."™”

Want to know why Mr. Laszlo feels this way?

Write Camera Service Center, Inc.,
333 West 52nd Street, New York, N.Y. 10019
or call PL 7-0906.




Why are

filmmakers
switching

to CINE 60's
POWER BELT?

Lecause

CINE 60 OFFERS YOU THE
MOST ADVANCED CONCEPT
IN BATTERY DESIGN

Rechargeable Nickel Cadmium Bat- f | ®U.S. Patent

teries built into a handsome easy to $3274476

wear belt.
Completely sealed battery cells, B /- .\ Balt shiown ahove: ik:
ieenance iree, , <A Wi\ U UNIVERSAL POWER BELT
Built-in charger and coiled a4 A ST with 8.4V-12V-16.8 Volt Output
charging cable. g & o 7 N B N N ' y
Automatic overload switch for
protection against short circuit.
This switch functions as an 7
automatic fuse, leiCh wc;H "X \ N * No awkward battery case
reset automatically an < ;_;_‘-:_'ﬁ_’"" \ . N to get in your way.
::;:a:;;er HavRaE .;Qz:f:'f::.:-"‘,.;* - éj * No bulky weight tugging at your shoulder,
: Al Y~/ © Designed for comfort and mobility.
e There is a belt for each professional camera
ranging in voltage from 6 to 30 volts.
* We also make a powerbelt, 30 volt, for
the Sylvania professional sungun

—.

Cine 60—First in Sales, CINE
Service, Rentals, Repairs. C I N E 60 ?L%IL%E;IT“UHE GU
Write now for complete J INC. s renmass-seavic o,

information and specifications. FILMCENTER BLDG. - 6309TH AVENUE - NEW YORK, N.Y. 10036 - (212) 5868782
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&y To the cameraman who's tired of being a pack horse, good things
P, come in small packages. Like the new Frezzolini-designed 1000D Inverter.
Complete with quick change battery, it weighs all of 3 V2 pounds.
2 Throw in o spare battery pack ond you've got a five pound package that'll
§  keep you shooting all day long. Compare that to the 15 or 20 pound pack
you're using now.
But if you couldn’t care less about an inverter's weight, iry these
teatures for size: Choice of transistor or ¢rystal control modules.
Integrated Microcircuits for power control and reliability.
Automatic rapid recharge in four fo six hours. Gold plated
electrical contacts, Instant start, Temperature stability.
Selection of low, medium, and high AC output voltage.
And a dozen other features that make this inverter an
incredible advance in portable power supplies.
You've gotto see it to believe it. And since we're the people
whao have it, we'd like to show it to you. The price of a

phone call will get you a free demonstration.
@Generul Camera Corporation
321 W. 44th 5t., New York, N.Y. 10036

\ 2 , Call: (212) LT 1-1060
-
)

<
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Herb A. Lightman FEATURE ARTICLES

editor
Multiple-image Technique For “THE BOSTON STRANGLER"
Three Tyler An intricate technology of cumbifling many fmgmgpted scenes 1n.w.‘rithin a
single wide-screen frame creates an “extra dimension” of dramatic impact.

Filming “THE BET"”
Not a Jack-of-all-trades, but a master of many cinematic techniques,
Barbara Prevedel determined film-maker creates an (almost) one-man movie that reflects

advertising style, dramatic impact and professionalism

How Professional Football Is Filmed
Rae Moore Comprehensive motion picture know-how and a complete knowledge of pro

circulation football are what it takes to get 200 games a year onto film

A.S.C. Celebrates Its Golden Anniversary
Pat Barrier A gala dinner-dance marks the end of the first half-century and the start of
research the second for the American Society of Cinematographers

Film As “Control” For A Mixed-media Presentation

Synchronized slide changes from a motion picture master, plus animation,
opticals and live action combine with cinematography to create an exciting
entertainment

The Norwood Photographic Exposure Meter
Charles Clarke The evolution of light-measuring instruments that revolutionized exposure

Robert de Grasse control for motion picture and still photography

Burnett Guffey Toward A }.’isual Hafreshmaqt : - _ Ll
) How the cinematographer with a jaded “eye” can, by studying paintings of
Winton Hoch the Old (and some New) Masters, revitalize his creativity

Harold Rosson

editorial assistant

Editorial Advisory Board
Arthur C. Miller
chairman

Editorial—Business Offices DEPARTMENTS

1782 North Orange Drive Behind The Cameras
Hollywood, Calif. 90028 ,
What's New

876-5080

: Industry Activities
Advertising Representative
Paul Gilbert
485 Fifth Avenue
New York, N.Y. 10017 ON THE COVER: Frame blow-up of a dramatic moment from “THE BET",
297-5614 24-minute featurette in which film-maker Ron Waller served as producer, director,

screenwriter, star, part-time cameraman, special effects expert, makeup man, and
practically everything else—with striking success.
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Presenting the NEW and IMPROVED
Bardwell & McAlister

CONTROLLED STUDIO LIGHTING EQUIPMENT

”‘-‘\1

‘Irﬂuill-.

NOW FEATURING .f' If

TUNGSTEN - HALOGEN
“QUARTZ'S. LAMPS

750 W & 1 KW 2KWASKW e KW, 5 KW &
BABY KEG SOFTLIGHT 10 KW STANDARDS

These new tungsten-halogen “Quartz"” lamps are designed for constant, even illumination from flood to spot,
without loss of their original Kelvin temperature or intensity for their entire life span. They can be readily
used in any Bardwell & McAlister Lighting fixture with medium or Mogul bi-post sockets, regardless of age
or size, and without the need for any adaptors or modifications to the socket or lamp housing.

The new Bardwell & McAlister lights have been completely redesigned with the user in mind! Whether you use the
new “Quartz"” or conventional incandescent lamps, only Bardwell & McAlister gives you these exclusive features:
* New optimum ventilation system, regardless of tilt angle * New double vented reflector, for additional airflow in
critical area between lamp and reflector * New bi-post socket, factory pre-set, toggle operated and spring loaded.
Prevents arcing and deformation, assures longer lamp life * New nplumdl features, vour choice of front or rear open-

ing, left or right door hinge, paint colors, cables, switches and plugs * Easier maintenance, lighterweight and stronger
construction * Plus a complete line of accessories.

Send for free, brand new 52 page illustrated catalog, listing all housings, quartz and conventional lamps, stands, barndoors,
and grip equipment, complete with prices and name and address of your local franchised dealer.

Bardwell & McAlister., Inc.

A DIVISION OF FRB/CECO INDUSTRIES, INC

DEPT. 895, 6757 SANTA MONICA BLVD., HOLLYWOOD, CALIFORNIA 90038 PHONE: AREA CODE (213) 463-3253
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| AWCQV K Sond-Ov-Fitn Hr Porboins! Rt/

S N
ALL AURICON EQUIPMENT IS SOLD WITH -
A 30 DAY MONEY-BACK GUARANTEE. '

“CINE-YOICE II' 18 mm Optica! Sound-On-Film Camara. “AURICON PRO-600" 16mm Optical Sound-On-Flim Camera. *'SUPER 1200'" 16 mm Optical Sound-On-Film Camera,
% 100 ft. film capacity for 23 minutes of < 600 ft. film capacity for 161 minutes of ¥ 1200 ft. film capacity for 33 minutes of

recording; 6-Volt DC Convertor or 115-Volt AC recording. % $1820.00 (and up) with 30 day recnrdinﬁ. ¥ $6425.00 (and up) complete for
operation, * $1180.00 (and up). money-back guarantee. “High-Fidelity" Talking Pictures.

“PRO-600 SPECIAL" 16mm Light-Weight Camera. PORTABLE POWER SUPPLY UNIT —Model PS-21...Silent FILMAGMETIC — Finger points to Magnetic pre-stripe
% 400 ft. film capacity for 11 minutes of In operation, fur“lshes 115-Volt AC power to drive on unexposed film for recording lip-synchronized
recording. ™  $1620.00 (and up). “Single System” or “Double System" Auricon magnetic sound with your picture. Can be used

Equipment from 12 Volt Storage Battery, for with all Auricon Cameras. £1325.00 (and up),
remote “location” filming. 4« $337.00

Strictly for Profit
CHOOSE AURICON

If it's profit you're after in the production of
16 mm Sound-On Film Talking Pictures, Auricon
Cameras provide ideal working tools for shooting
profitable Television Newsreels, film commercials,
inserts, and local candid-camera programming.
Now you can get Lip-Synchronized Optical or
Magnetic Sound WITH your picture using Auricon
16 mm Sound-On-Film Cameras. Precision designed
and built to “take it."”

Strictly for Profit—Choose Auricon!

TRIPOD — Models FT-10 and FT-10812... BEACH AURICON, Inc.

Pan-Tilt Head Professional Tripod for SSO=2 Romaine Street, Hollywood 38, Calit (e forvour )
velvet-smooth action. Perfectly counter-balanced HOrivywoop 2-0831

to prevent Camera “dumping.”%¢ $406.25 (and up). BAG’;L ILE: ;gp:a:fe
I =
w Auricon Catalog

== Auricon Equipment is sold with a 30.day Money-Back Guarantee. You musi be satisfied. I

MANUFACTURERS OF PROFESSIONAL ISsMM CAMERAS SINCE 1!
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Photographed at the Winter Olympics, 1968 — by Cinepress, Grenoble, France
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If you can take it, so can Arriflex:

NEW YORK + CALIFORNIA

'

AMERICAN CINEMATOGRAPHER, FEBRUARY, 1969 191




BERIND THE CAMERAS

Where directors of photography are shooting this month

By THREE TYLER

ABC, N.Y.C.

VINCENT GAITO. IRVING HEITZNER,
JOHN FLETCHER, DIRK ROY, "BC Scope”
(tv)

JOE BIRQC, ASC: "“"Too Late the Hero'
TOmm—Metrocolor

PETER JESSOP: "The Avengers' (tv)

CASCADE

ROY SEAWRIGHT: Commercials
NELSON CORDES: Commercials
DONALD PETERMAN : Commercials

COLUMBIA

LANTHROP WORTH, ASC: "l Dream of
Jeanie’ (tv)

GORDON WILLIS: “Loving", Columbia Pic-
tures-Brooks Ltd., Prod., shooting in New
York and Connecticut, Wide screen color

DANNY FAPE: "Marooned’, A Frankovich-
Sturges Prod., Color-Panavision

HAROLD STINE, ASC: "The QOutcasts’ (tv)
EMIL OSTER: “The Flying Nun™ (tv)

FRED JACKMAN: “"Here Comes the Brides"
(tv)

ROBERT TOBEY,K ASC: “Bewitched’’ (tv)

HARRY MAY : Commercials

FILMEX STUDIOS, NY
& HOLLYWOOD

SOL NEGRIN: Commercials

TOM MANGRAVITE: Commercials

INDEPENDENT

DRUMMOND DRURY, ASC: Commercials

HARVEY GENKINS: “N. Y.P.D.” ()

JACQUES MARQUETTE: ''Crossroads',

Commonwealth United, Color

JACK PRIESTLY: "Stiletto”;: Avco-Embassy
Pictures; shooting in New York, Miami, Puer-

1o Rico

GERALD HIRSCHFIELD, ASC: "Last Sum-

mer'': Francis Prods., shooting in Fire Island,

NY

RICHARD MOORE: "The Reivers’’, Ravetch-

Kramer-Solar Prod.. Color, Panavision

BERT SPEILVOGEL:
Peckham Films, NY

|ndu5'fiﬂ[

CHARLES ROY
merciails

WILLIAM HINES: “Law of the Sea”, Jerry
Fairbanks

JOHN STEPHENS: "Run,
| ndependent

HENRY JAVORSKY : Commercials

HEINZE PEHLKE: "deSade':
International, shooting in Berlin

American-

ROBERT HAUSER, ASC: “"A Man Called
Horse'": Color-Panavision, Sanford Howards
Prods., Shooting in Mexico

NENARD JOVICIC: “Operation Cross-
Eagles’’; Eastman Color, Walter Reade Org.
Noble Prod.-Treglav Film; shooting in Yugo-
slavia, Italy

ANTONIO SALINAS: “"The Starmaker’’ - Jack
O'Diamonds Prods., shooting in Berlin, Lon-
don, Paris and Ireland

TOMISLAY PINTER: "The Gamblers™ U-M
Prod., Eastman Color, shooting in Yugoslavia

PIETRO PORTALUPI, ASC: "The Heroes":
Moulin Rouge Prod., Color-Widescreen shoot-
ing in Teheran, lran

GEORGE KOBLASA : Commercials

BOB SOPANEN: ""Documentary Films"
Sopanen Films, shooting in American Samoa
Islands

RICHARD KLINE, ASC: “"A Dream of
Kings”, National General, Color-Panavision,
shooting in Chicago

KENNETH PEACH, ASC: "Girl in the
Leather Skirt"”*, American-lnternational

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

AUSTIN MCKINNY: “Is This Trip Neces-
sary’’ Dorn Thor Prod., Color

HASKELL WEXLER. ASC: “"Medium Cool’
H & J Pictures

LUIGI KUVEILLER: “The Lady"’, Clesi-Euro
International, color, shooting in Italy

CHARLES ROSHER, JR.: VPI

DICK MILLS: "Public Broadcasting Labs. TV
Documentaries”

MURRAY LERNER: “Industrial Film"

AL TAFFET: "Hawaiian Travel Film™, Pablo
Ferro Prod.

Films-

Industrial Films. Com-

Angel, Run",

LARRY LINDBERG: "“Sport Short', Larry
Lindberg Prod.

MAX GLENN: “Discover 69, Jules Power
Prods.

BOB FERGUSON: "Documentary Film",
Francis Thompson Prod.

EDMOND BER GERRARD: "NET Docu-
mentary’’, Douglas Lester Prod.

ROSS LOWELL: "Presidential Inauguration”
—News of the Day Prod.

TOM PRIESTLY SR.: “The Sahara'—-NBC-
TV, shooting in Europe and Africa

GERALD HIRSCHFELD, ASC: Commercials
LEN STARK: Commercials

BOB HAAGENSON: Commercials

IRVING DEUTCH: Commercials
BILLSTORZ, ASC: Commercials

TED PAHLE, ASC: Commercials

ERNESTO CAPARROS, ASC: Commercials
PETER GARBARINI: Commercials

JOE COFFEY: Commercials

ED HUGHES: Commercials

MIKE LIVESEY: Commercials

TONY CIRRILO: Commercials

WARREN ROTHENBERGER: Commercials
DON COHEN: Commercials

LES GOLDMAN: Commercials

DAVID QUAID: Commercials

RAY LONG: Commercials

DON SHAFIRO: Commercials

JIM KOLOGERATOS: Commercials

GIL GELLER: Commercials

BERNIE HIRSCHENSON : Commercials
WALTER HOLCOMBE : Commercials

DICK BROOKS: Commercials

TORBEN JOHNKE, ASC: Commaercials

TOM DIiLEO: Commercials

BILL MONTGOMERY : Commercials

JACK SCHAATZ: Commercials
Continued on Page 243
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When the chips are down,

count on Camera Mart.

o5F STl
z

llllll

e Y N
] -
§

You never gamble when you

buy or rent from Camera Mart.

The odds are with you because we've

stacked everything in your favor. And because our
business is built on serving the professional,

we give full service. That means the latest and
finest equipment — all expertly cared for

and maintained. When you’re making a movie. . .
the stakes are high . . . but you can
‘always count on Camera Mart.

& !'IHI. CAMERA MART

1845 BROADWAY (BOth ST) NEW YORK, NY 10023 & 2127576977
JSALES e SERVICE o RENTALS

h"tl - ‘_-



Follow the action and leave the

There's never a lost moment or scene
with Cinema Beaulieu’'s new 16mm
cine camera. It's ready to go anytime
...in any light. _
The Beaulieu has the first truly con-
tinuous Stimulus Response electronic
circuitry ever built into a multi-lens
16mm. A behind-the-lens rapid re-
sponse Cds meter sensor, coupled
with an exclusive transistorized com-
puter, provides for automatic control

of a true iris diaphragm.

It responds instantly to new light
conditions and adjusts to give you ab-
solute precision exposure control.

This new genus of 16mm’'s has
another unique feature . . . complete
interchangeability of lenses. Besides
the“1001"” standard lenses, there are
three magnificent Angenieux lenses
you can use with it...all automatic...
with zoom ratios from 4:1 to 10:1.

The new Beaulieu gives you brighter
visual image control—25% increase
in magnification and 50% increase in
luminosity.

We've designed new lifetime NiCad
batteries so revolutionary they virtu-
ally eliminate all power failures. All
camera functions operate off the
Beaulieu's new single-system power
supply. Plus, take your choice of 500
or 1000 mA handgrip batteries or the



1000 mA semi-professional pocket
battery.

A new Form/Function handgrip
makes the Beaulieu the easiest hand-
ling 16mm ever to roll footage. Par-
ticularly at four pounds light. You can
use either the 100-foot standard
load or our lightweight 200-foot day-
light load magazine.

Both the magazine and the camera
body are made of a special alloy so

tough that your Beaulieu won’t crack,
evenifdropped. Light leakage is passe.

The Beaulieu is also the only 16mm
you can set for any speed from 2-to-
64 fps...and it's equipped with a sync
pulse connection for double system
sound.

This is the dawn of a new era in
16mm cinematography...the big step
forward to finer film making. The first
of the New Breed is waiting for you at

your Beaulieu dealer. Go watch it per-
form automatically and instantly. Or
write for complete illustrated litera-
ture. Also, ask for a brochure on the
famous Heurtier projectors.

CINEMAB D
Boaulicu P

It's ready when you are.

Exclusive distributor tor USA
921 Westwood Bivd., Loa Angeles. Calilornia 80024
155 W. 68th Ellltl. N.Y., N.Y. 10023 (Sales Office)

Worlds first multi-lens 16mm with an electric eye.
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clearance sale!
Over $700,000 worth of used laboratory equipment

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

1 each ... 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 color at 100
f.p.m. Selling Price $20,000.00 ea.

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

27 each ... Bell & Howell Model “D"” 35mm Con:
tinuous Contact Printers, some with roller gates
and torque motors — notch counters 3 & 5 way
apertures — running speed from 60 to 120
f.p.m.

Selling Price from $3,450.00 to $3,700.00 ea.

]l each ... Bell & 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 ... Bell & Howell 35mm Continuous Contact
Printer with Unicorn tape controls, S5-way aper
ture, air vacuum squeegees, special torque
takeups with Unicorn Wig Wag to run over 300
f.p.m, black & white. Selling Price $5,500.00

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

1 each ... Bell & Howell 35mm Step Contact Printer
with Bell & Howell camera movement.
Selling Price $3,700.00

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

1 each...Bell & Howell 16mm Model **J" Con
tinuous Cantact Printer with cne lamp (1000W)
Fish Schurman Additive Color System (less
reader) Selling Price $5,000.00

1l 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 — roller gate — notch
counter. Selling Price $3,650.00

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

1 each ... Bell & Howell 35/32 Continuous Contact
Printer — 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.

1 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 of
$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-1100-A.
Selling Price $1,500.00

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

1 each...Fish Schurman 3 light color correcting
additive color head Model D Serial #51.
Selling Price $2,500.00

1 each ... Eastman Kodak Waxer 35mm.
Selling Price $375.00

2each... Bell & Howell 35mm Sound Heads for
Model D' Printers (new).
Selling Price $2,450.00 ea.

leach...35mm Loop Cabinet (holds approxi-
mately 100 ft.) not driven. Selling Price $500.00

1 each ... Debrie Reduction Printer from 35mm
to two 16mm black & white.
Selling Price $2,500.00

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

3 each ... Eastman Sensitometer 2B.
Selling Price $1,100.00 ea.

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

1 each...Two Head Roth Projector Generator —
1750 RPM—35V 65 amp. D.C.—Mtr. 220/440V
— 60 cycle 3 phase — 714 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 & track with 3 phase torque motor
takeups. Fixed metal mattes for track head
without lamphouse. Selling Price $2,500.00

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

Cable: BENHAR /Area Code 213 462-3284

write or phone for more details..
HOLLYWOQD FILM COMPANY

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

/4
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LOWEL

STAND E&s"s PACE KIT

If you think sturdy location stands
have to be heavy and difficult to ship —
pick up a Stand & Space Kit

h 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 Lowell 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 modern equipment.

SIZE: 187 x36" x 7%".

WEIGHT: Only 32 pounds (with 5 Lowell Link Stands)
PRICE: $237.00

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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WHAT’S NEW

IN PRODUCTS, SERVICES AND LITERATURE

Bardwell & McAlister Opens
New Showroom

Bardwell & McAlister, Inc. an-
nounces the opening of their new,
ultra-modern showroom located at 6757
Santa Monica Blvd., in the heart of
Hollywood, California.

Staffed at all times by sales engineers
specializing in professional wmotion
picture and TV lighting methods and
installations, the new showroom will
have on display the full line of Bardwell
& McAlister lighting fixtures, ranging
from the famed 750 w. Baby Keg to the
10 KW “Big Mac” spotlight, plus the
latest models of the new Tungsten-
Halogen lights. In addition, full demon-
stration and testing areas will permit
potential users to actually check out
light output, control and balance
features as well as operating procedures.

The new facility also includes sales
and administration offices, under the
supervision of John Murray, Vice Presi-
dent of Sales.

New Technicolor Compact Super 8
Sound Movie Cartridge

Technicolor, Inc. has placed on the
market a new, “‘compact’”’ sound Movie
Cartridge for its Model 1000 super 8
Instant Movie Projector, it was an-
nounced by Robert T. Kreiman, vice
president and general manager of the
Commercial and Educational Division.

The new cartridge will hold up to
220 feet of Super 8 optical sound film
with a maximum running time of ten
minutes. It is companion to Techni-
color's standard 580-foot, 29 minute
Movie Cartridge. Both cartridges can be
used interchangeably in the same
projector.

198

“The cartridged film concept,” said
Kreiman, “eliminates the need to thread
or rewind film.” He added that because
film is not driven by sprockets as In
conventional projectors, there is sub-
stantially less film wear and breakage.

“The tremendous acceptance of the
Technicolor 1000 Instant Movie Projec-
tor,” said Kreiman, “‘has made it possi-
ble to add the flexibility of a second
cartridge size. With the new 220-foot
cartridge, producers of shorter sound
films can package them at a substantial
saving.

Washington D.C. Chapter Newest for
IFPA.

Information Film Producers of
America, Inc., allegedly the only nation-
al organization for the creative and
technical personnel in the non-theatrical
motion picture field, announces the
formation of its newest chapter—
Washington, D.C,

Accepting the chairmanship for
1969, Bruce Herschensohn, director of
motion pictures and television for the
United States Information Agency
...Lt Col J.C. Stokes, Chief of the
Presentation Division, Headquarters,
USAF, accepted the vice-chairmanship;
E. Del Smith, program chairman; James
Thompson, secretary-treasurer; Lt Cmdr
S. Sims Howell, USN, publicity; and Jay
Brubaker, membership chairman.

The Washington Chapter will provide
a larger scope and broader spectrum to
government, industrial and independent
professionalism.

The February meeting of the Chapter
will feature Senator George Murphy as
guest speaker,

New Behind-the-lens Filter Holder
For Zoom Lenses Available

JACK PILL'S CAMERA EQUIP-
MENT announces a new behind-the-lens
filter holder for the 12-120mm and the
9.5-95mm Angenieux zoom lenses. Des-
ignated the BTLF-12, this is a smaller
version of the BTLF 25 for use on the
25-250mm Angenieux zoom lens which
has proven so popular. Both models of
BTLF's will accept up to 2 gels with a
spare ring between to avoid Newton
rings.

The BTLF 12 sells for $5.00 with
one retaining ring. Extra retaining rings
are 25 cents each.

Another cameraman’s friend has
been released by JACK PILL'S CAM-
ERA EQUIPMENT. This small ingeni-
ous device clips to the focus ear of any
Arriflex lens. It supports a reference
pointer which extends over a convenient
surface on the camera body, to which a
tape may be fastened for scribing refer-
ence marks for follow-focus shots. This
makes it easy for the assistant camera-
man to stay out of the way and yet
easily control the lens focus ring from
the rear, following marks he has cali-
brated on the tape to hold focus on
dolly or follow focus shots. Called an
AFI1-1 it sells for $5.00.

San Diego Celebrates 200th Anniversary
with Film Festival of Early Films Made
There,

San Diego, California's little known
role in the early days of movie-making
was poignantly recalled January 3-5 at
a festival of vintage films in the Fine
Arts Gallery’'s James Copley
Auditorium.

The Film Festival was part of the
city's special 200th Anniversary celebra-
tion which will continue during 1969.
Maury Cohen, now an independent
movie and TV producer, was in charge
of the festival, Cohen indicated that the
festival may continue at intervals
throughout the 200th Anniversary
celebration,

A number of silent films produced in
the San Diego area prior to the first
World War were loaned by such well-
known historians and film collectors as
Kemp R. Niver, George J. Mitchell and
Kent D. Eastin.

Among the earliest films shown was
“Three Million Dollars"' made in Lake-
side, a San Diego suburb, in 1909. It
was directed by Allan Dwan, later an
important director, who helped Cohen
assemble material for the festival. The
cameraman was the late Roy Over-
baugh, ASC. The company was the
American Film Company “Flying A"
Productions. A studio was established in
nearby La Mesa and between
1909-1912, more than 200 films—
mostly one reelers—were made. Over-
baugh was in charge of photography and
the late Alois Heimerl, ASC ran the
laboratory.

“The Devil's Assistant’, an early day
horror film, and ""Pearl of Paradise”, a
feature of 1915, both starring Margarita
Fisher, were shown. Miss Fisher, who
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attended the festival, recalled how she
and her husband, the late director Harry
Pollard, made these pictures in a studio
they established in Balboa Park. “We
made five pictures in 1915,” she said,
“but we went broke because a Chicago
company that distributed them never
paid us.”

Other films shown were Mack Sen-
nett’s “Fatty and Mabel Visit the San
Diego Exposition” (1915), Lubin’s “Bil-
ly Joins the Navy” (1915) which was
made in an open-air studio at Coronado,
and a number of vintage newsreels
re-filmed from Library of Congress
paper prints by Mr. Niver.

Displayed outside the auditorium in
the Fine Arts Gallery was an exhibit of
still photographs showing these early
San Diego companies at work. A Pathe
Professional model camera, the type
used during this period, was loaned the
festival by Arthur C. Miller, ASC.

Jimmy Palmer, a retired cameraman
of Local 659, recalled that the camera-
man for the Pollard Picture Play Com-
pany was Stewart Featherstone Haugh.
“| worked for a time as his assistant,”
said Palmer, “and | also sometimes
acted in these films. We used a Pathe
camera just like the one loaned by Artie
Miller."”

Among the many notables attending
the festival was Linwood Dunn, ASC,
accompanied by Mrs. Dunn. “l was
pleasantly surprised at the splendid way
the audience reacted to these old films,"’
said Dunn. “Most of them were young
people—teenagers and college students.
They seemed to appreciate these pic-
tures. This is gratifying to me because
I've been interested in the preservation
of old movies for a long time. The
support of these young people is essen-
tial to such organizations as the Ameri-
can Film Institute and the Academy of
Motion Picture Arts and Sciences, both
of whom have active film preservation
programs.”’

Dunn, one of the industry’s leading
special photographic effects experts,
heads Film Effects of Hollywood.

Sol Lesser Donates Antique
Camera Collection to USC

A magnificent lifetime collection of
rare photographic equipment, constitut-
ing the virtual history of the birth,
growth and development of the motion
picture arts and sciences, has been given
to the University of Southern California
by Mr. Sol Lesser. The collection has
been appraised at more than $150,000.

Mr. Lesser, 78, a pioneer motion
picture producer, gathered the cameras,

projectors and lenses during his 50 years
in Hollywood,

The collection will go into the library
of the new multi-million dollar Center
for the Performing Arts which USC will
build on its campus upon completion of
a fund-raising drive. The building will
house the USC divisions of cinema,
drama and music,

Many of the early-day hand-cranked
motion picture cameras donated by
Lesser are the only ones of their kind in
existence.

There are at least 70 different types
of movie cameras in the Lesser collec-
tion. Some of them date from the first
development of the photography of
motion.

A collection of still and portrait
cameras includes some of the types used
by Matthew Brady in photographing the
Civil War.

Every type of shutter and bellows
mechanism ever used on cameras is
represented,

Pre-cinema magic lanterns and slides,
many of which can be found nowhere
else, are included in Mr. Lesser’s gift.

115 VAC High Speed
Rotary Prism Camera

The Photo-Sonics Model 16mm-
1BAC data recording camera designed
for high speed motion picture photog-
raphy is offered by Instrumentation
Marketing Corp., Burbank, California,
exclusive distributors.

It is capable of shortrun stop and
start operation, as well as full capacity
run at speeds from 200 to 1000 fps,
with film capacities up to 1200 feet.
The variable rotating disc shutter of 9,
18, 36 and 72 degrees is located imme-
diately behind the rotary prism utilized
for image compensation for film contin-
uously in motion.

Optional equipment includes 115
VAC Control Box suitable for remote
control operation, boresight tool and a
variety of lenses.

Price: from $2150.00 Delivery: 30
days.

For additional information, contact:
Richard Freeborg, President, Instru-
mentation Marketing Corp., 820 South
Mariposa Street, Burbank, California
91506, (213) 849-6251. w
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' : PRO-JR. MARK Il
THERE'S ONLY ONE « | FRICTION HEAD

: Y RN : The new Mark 1l Pro Jr. Head with Teflon® bearings com-

= bines fluid-head smoothness with the fast, free move-
; ment of a friction head. Features include *“‘T" level;

e accessible knob for mounting camera; adjustable angle

] = telescoping pan and tilt handle; 3 positions for attaching

. T . . pan handle; tension control knobs.
CHgII?:SETO ; / "4 $150,00 Qi $250.00

PROFESSIONALS S PRO-JR. FLUID DRIVE HEAD

Just as the original Pro-Jr. Friction Head was a world
leader in reliability, this has created a new standard for

The PrO'Jr. “ne of triPOds fluid heads in the motion picture industry. Exclusive

formula of silicone fluid assures maximum smoothness.

has men a mark Of excel- Features positive grip locks; camera balancing and
Ience fﬁr over 27 years_ tightening lever; removable pan handle adjusts in any

position; “T" level; accommodates any camera up to

More than 30,000 have 30 Ibs.
been sold all over the . Head $305 00 with Pro-Jr. 1 Q5 (00

only V-Grooved legs
world.

PROFESSIONAL “BALANCED"
Write for detailed specification sheets , | | w HEAD. MODEL uc ]

describing our whole line of Pro-Jr. Tri-

pods, Ball Joint Heads, Hi-Hats, cases T : HEAVY DUTY MODEL FOR
and accessories. - _ 1rh CAMERAS WEIGHING UP TO 135 LBS.

Offers smooth tilt and pan action, perfect balance. Quick
release handle locks in position. Mechanism is enclosed, rust
proof, needs no lubrication. Has tension adjustment, built in
spirit level and telescoping extension pan handle. Slotted tie-
down screw counterbalances camera for film load or long focal
length lenses. Mounts on professional type or aill-metal tripod.

Head
lead $750.00
PRO-JR. ADJUSTABLE PROFESSIONAL ALL-METAL TRIPOD
ADJUSTABLE V-GROOVED Has cast top flanges and

V-GROOVED BABY TRIPOD LEGS upper leg portion made

iece aluminum
TRIPOD LEGS Specially designed shoe and spur for added gfm;nfasﬂsé_ Lower legs
Constructed of hard maple | sturdiness. Constructed of hard maple wood are 1% inch seamless

wood with aluminum and o with aluminum ' ‘ steel tubes, hard chromed
steel hardware. For use and steel hard- to prevent corrosion.
with all Pro Jr. tripod ware, For use Calibrated legs slide eas-
heads, except integral ball with all Pro Jr, ily and have tie rods to
joints. The “V"' groove de- tripod heads, ex- | center tube for auto-
sign gives almost twice cept integral ball matic leveling.
I the gripping surface as be- joint.
fore and greater rigidity Fﬂrusﬂ*;th Model “C"
$110.00 at any extension is as | . $110.00 $350.00 type head.

sured.
PRO-JR. STA SETS / MODEL “C" PRO-JR.

1
N Prevent the tripod from slip- .. ‘\1 METAL COLLAPSIBLE
& C fing on hhighhr E?isl:pld s:}r- 5 TRIANGLES
: aces such as marble, tile, etc. > 2o -
Especially useful where limited | i \3 ::Tdumizg?g;'?;ﬁ Ellriepvp?:ltgs E
HEADQUARTERS: space prohibits use of tri- S justable feature permits ex-

angle. Installed or removed in : !
t. 56, 315 West 43rd Street, seconds and may be carried tensions of triangle to vary leg

. pread, Collapses for easy
::;’;";'2';‘;;'}[?2&%233 : bbb o PRO-JR.3 WHEEL | portability.  Model “C”

Cable: CINEQUIP—Telex: 1-25497 sET OF THREE: | PORTABLE DOLLY with leg clamps. $39.50

i Features single positive leg | Model “B" without leg

7051 Santa Monica Boulevard, $7.50 | |ock to position 4” wheels | clamps. $32.00
Hollywood, Calif. 90038 cotratals. 1w pasthion toeks | .

(213) 469'3601—1."':: 6?‘4536 0 at Eﬂﬂh EEStEr EﬂahIEE DIJEI'-

ator to dolly in straight line
51 East 10th Avenue or to ‘free wheel'" quickly.

Hialeah, Florida 33010

Collapses into easy to carry

Branches in:
Washington, D.C./Atianta/New Orieans/Cleveland

(305) 888-4604—Telex: 51532 8 " package. $125.00

HEAVY DUTY MODEL W/
5” WHEELS: $175.00
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sure, there’s more than
one way to light a set...

but why not select the best way? ror many

years, Charles Ross, Inc. has proved to be the best way for scores
of motion picture producers who insist on the finest lighting equip-
ment in the industry. Send for a schedule of rental rates!

THE EAST'S ONLY SPECIALIST — LIGHTING, GRIP EQUIPMENT, PROPS, GENERATORS
RENTALS / SALES / SERVICE ® Sole distributor of Mole-Richardson Company Products in Greater New York

1S % @ wnc. 333 WEST 52nd STREET, NEW YORK, N. Y. 10019, Area 212, Clrcle 6-5470
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MULTIPLE-IMAGE TECHNIQUE FOR
“THE BOSTON STRANGLER?”

System of presenting several scenes in panels
on the screen simultaneously adds up to exciting
method for telling a complex story on film

“THE BOSTON STRANGLER" is an
exceptionally well-made film version of
Gerold Frank's book dealing with the
case history of Albert DeSalvo who, by
his own admission, brutally murdered
13 women in and around Boston during
the period June, 1962 to January 1964.

As produced by 20th Century-Fox in
Panavision and subdued color it makes
striking and creative use of an intricate
technique Iin which multiple images
appear simultaneously in varying config-
urations upon the wide-screen frame.
The technique has been used before—
most notably in the 17-minute short,
“A PLACE TO STAND”, which was
one of the cinematic sensations of
EXPO 67. It has also been employed
sparsely of late, and with no great
degree of imagination, in a few feature
films, usually as 8 montage interspersed
with titles.

But “THE BOSTON STRANGLER"
iIs the first feature to use it extensively
(about 35% of the total footage) and as
an integral part of the filmic narrative.
Its considerable audience impact and
technical excellence has resulted from
the dedication and skill of a team of key

technicians, which includes: Director
Richard Fleischer, Visual Designer Fred
Harpman, Director of Photography
Richard H. Kline, ASC, Editor Marion
Rothman and Special Photographic
Effects expert L.B. Abbott, ASC.

In the columns that follow, each of
these technicians discusses his own work
role in creating the exciting multiple-
image sequences that make “THE BOS-
TON STRANGLER" a most unusual
thriller:

RICHARD FLEISCHER
Director

| have been interested in multi-image
and multiple-screen processes for many
years, having first seen such presenta-
tions in Czechoslovakia in 1942, where
they have, in Prague, a theatre called
Laterna Magica, and | was so enamored
with it that | imported the show to New
York and presented it in Carnegie Hall,
where it ran, in 1944, for about three
weeks. So | had a chance to study it and
analyze its values and complications,
and when | got back to Hollywood |
always looked for a project for which |

thought it would be applicable.

It was very difficult to explain what
the process was like without demon-
strating it. So there was a double prob-
lem. One was finding the right subject, a
picture that would be suitable for it,
and the other problem was, after you
found the subject, to convince every-
body that this was the way to do It.

EXPO ‘67 came to the rescue
because there it was actually to be seen
and it was a great demonstration of all
the things | had been lecturing about
here. So | convinced the right people
that it did have a tremendous value, if
the story was right. Then along came
“THE BOSTON STRANGLER"” and |
felt it lent itself very well to all of the
possibilities of multiple-image presenta-
tion. | felt that the requisites for using it
were all present in this story, because
one of the main requisites Is simultane-
ous action—many actions, or more than
one action, happening simultaneously
on the screen, or within the same time
in the story so that you don’'t have to
cut back and forth in a conventional
manner from one action to the other.
You can show them both together.

Giant Chapman camera crane, with Panavision camera mounted, dominates the scene as 20th Century-Fox location crew films action in the streets of
Boston for “"THE BOSTON STRANGLER". Peculiar apparent distortion of the crane is due to the extreme wide-angle “fisheye’ type lens used to take

the photograph.
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It is used most obviously in some of
the sequences building up to the actual
murders, but | also use it in several
other places and in several other ways.
For example, it is employed in place of
a conventional montage to quickly es-
tablish a trend of similar, simultaneous
occurrences. There are two important
montages in the film. One is a round-up
of all known sex offenders in Boston.
As a matter of documented fact, this all
happened very quickly—and | show it
on the screen happening very quickly.

The second montage applies to the
treatment of another kind of situation,
that in which women are shown being
molested by sex offenders. This hap-
pened all over the city, to all different
types of women. | was able to show
these individual actions happening
simultaneously.

Then there was a lengthy sequence
showing women being terrified at night,
taking all sorts of precautions against
the strangler. The multiple-image tech-
nique was a very effective way to show
the mood of terror pervading the entire
city. You really got the feeling of the
whole city being involved at the same
time.

Of course, the secret of making it
work is not to put too much informa-
tion into any one panel or to try to tell
a complete story in any one segment.

One great challenge on the project
evolved from the fact that the suspense
which you normally have in a “murder
film" does not exist in “THE BOSTON
STRANGLER", because—first of all,
you know who did it right from the
start and, secondly, you know that
there's going to be a series of murders.
So there is no great surprise about
discovering another murder. Faced with
a problem like that, as a director, |
concluded that what | would have to
play for would be the anticipation and
suspense. | used the split screen to
enhance both of those elements.

For instance, for anticipation we see,
on one side of the screen, a group of
innocent people going about their every-
day tasks, unaware that in the next
room there is a dead body. Then we see,
on the other side of the screen, what
they are about to discover. So, we are
anticipating their discovery of the body,
and there is great feeling and great
mood built up when you see it that
way.

To build suspense, of course, one
sequence that comes to mind is where
you see the prospective victim going
about her daily chores unmindful of the
fate that is about to befall her, while on
the other side of the screen you see the

Monochrome frame blow-up from the film, showing six panels of separate but related actions filling
the wide-screen composition. Multiple-image technique presented unique design and editing

problem.

strangler approaching, and there's no
way to stop it. It's like a juggernaut of
fate bearing down upon her. There's no
way out.

You have to be very, very well
prepared for using such a technique. It's
not something that you can just keep In
your mind. You have to blue-print it in
great detail, because the panels them-
selves each have a shape and they keep
changing their shapes on the screen.
Each time they do, the entire composi-
tion changes. The panels, even without
an image inside of them, have a compo-
sition of their own on the screen, so
that has to be very carefully planned.
You can’t change the shape of one panel
without balancing everything else to it.
And then, the image that goes inside the
panel also has to be carefully planned,
particularly in terms of timing, so that
the climax of the action of one panel
doesn’t interfere with the climax of the
action of another. They don’t happen
simultaneously; they happen very close-
ly together, but never exactly together.

In planning all this, | had a great deal
of help from the Visuals Designer
assigned to the film, Fred Harpman.
Fred is an extremely clever young man
and we collaborated very closely in
working out the details for every se-
quence, so that we would know exactly
what our shape was going to be for each
panel, and which bit of action would be
placed inside of that shape. This took
about eight months of pre-planning.

In filming scenes for the various
panels, we used not only diagrams but
special mattes which were manufactured
to fit into the camera's viewfinder, and
we framed for the image that was
enclosed by the matte. What actually
appeared on the film filled the entire
frame, but we knew that we were only
going to use a certain portion of it, the
segment we had lighted to fit the
particular matte we were framing to.
The significant action was centered dur-
ing shooting, and later it was moved
optically to its proper position within
the frame.

Two pages from the exhaustive storyboard sketch book prepared by Visual Designer Fred Harpman
to indicate development of multi-image sequences. This book served as a blueprint for key

technicians during each phase of production.
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Director Richard Fleischer, title-role star Tony Curtis and Director of Photography Richard Kline
enjoy a light moment between camera set-ups during location filming in Boston. Multiple-image
technique required an extraordinary number of separate set-ups.

We were very careful to frame each
image to its proper size and perspective
so that it would not be necessary to
blow up or reduce anything in making
the final multiple-image composite. We
were already suffering with one extra
generation and we didn’t want to go
into more than that. As it turned out, |
feel that we ended up with ternfic
technical quahity.

While it might seem that this tech-
nique would consume three or four
times as much footage as that used In a
conventional film, in actuality it re-
quired only a little more film. However,
it did take more time, because after the
main action of the film had been com-
pleted, | had to continue on for another
week of shooting just the images that
would go into the panels. They were
little tiny bits and pieces, but each one
required a separate camera set-up. The

Editor Marion Rothman assembles scenes with
aid of Moviola. “THE BOSTON STRANG-
LER” was her first feature assignment.
"Luckily, | enjoy puzzles,”” says she.

length of time each panel-image remains
on the screen is very short. They usually
run about three feet, and more often
about a foot and a half—which means
that in order to sustain a sequence that
runs for a minute on the screen, you
have to shoot a lot of set-ups. Some-
times you have as many as 12 images
appearing on the screen simultaneously
—each one changing every foot and a
half. In that week during which we shot
fragmentary scenes for the panels, we
averaged about 50 set-ups a day.

In getting a multiple-screen or multi-
image technigque to work, the critical
phase is the editing. | worked very
closely with the editor, Marion
Rothman, on this, and Fred Harpman
was very helpful, too. This was Marion’s
first feature as an editor and she worked
under the most difficult circumstances.
It was the most complicated sort of
thing to cut, but she came through
beautifully. We had graphed each shot
so that we could match things by
counting the squares on a graph super-
imposed on a sketch of the scene and
then counting them again through the
matte in the viewfinder. This was the
method we used to make sure the
separate images would end up in the
right places within the total wide-screen
composition. Marion had to be aware of
every shot we made and where it was to
go. Then she had to order all this
material in print form and get all of the
timings right. She had to use a tremen-
dous amount of imagination in ordering
all of these matenals so that it would
come out right, and it did about 90% of
the time. She understood exactly what
we wanted, and she did a fantastic job.

So did the cameraman, Richard

Kline. He understood so well what we
were after and he was extraordinarily
good at getting it onto film. We made a
lot of tests before we started shooting
and we learned a lot from those tests
about the lighting of areas. Dick had to
change some of his thinking in regard to
how he was going to do it, but he really
came up with some wonderful things.
Because he is so imaginative, he was
exactly the right man to photograph
this picture—""perfect casting”’, | would
say.

| feel that the multiple-image tech-
nique should be more widely used in
feature production, but it must be used
cautiously. It has great applicability to
some subjects, but not to a/l subjects. |
think it would be a great mistake to use
it simply as a gimmick and that's very
easy to do, because it's a kind of
“show-off” thing in its own way, a
means of showing how clever and versa-
tile you are. But if it has no real value to
the film other than as a flashy tech-
nique, then it can only hurt the film.

As for the ability of the audience to
absorb so many images simultaneously,
| can only say that the mind and eye
have been proved to be capable of
tremendous speed and versatility Iin
accepting multiple impressions—to a far
greater extent than most people would
believe possible. The eyes see everything
and the mind takes it all in. Viewers in
the audience may feel that they are just
on the verge of missing something,
which is fine, but the total effect on the
audience is wonderful, because it makes
them work. It makes their eyes and ears
explore the entire screen and keeps
them very conscious of what is happen-
ing. So there's an added excitement in
trying to follow and keep up with it,
which is something you just don’t get in
a conventional film. We know this tech-
nique stimulates the audience, because
90% of the preview cards mentioned the
multiple-image effect in a favorable
way. The audience loved it. They
thought 1t was smashing.

| think that for “THE BOSTON
STRANGLER"™ it was the best, the
most powerful way to tell the story. |
don’t know of a better way. We could
have used conventional filming tech-
niques, certainly, but |'m sure we would
have lost a great plus value. ®

FRED HARPMAN
Visuals Designer

One of the reasons | became so
excited about this project from the very
beginning was that Dick Fleischer ex-
plained to me that we were going to




progress three different stories, on three
different levels, simultaneously, in such
a way that they would eventually come
together and overlap—and that we
would do it by means of multiple-
Images appearing in separate panels on a
single wide-screen frame.

One story would be that of the
murders told from an objective view-
point, that of the police. It would
concern itself with their search, pursuit
and apprehension of the killer,

The second story would concentrate
on the overall growing terror of the
people of Boston, their panic and how it
developed.

The third story would focus in on
the strange double life of DeSalvo—that
of an ordinary family man, on the one
hand, and the notorious “Boston
Strangler” in his other splinter of per-
sonality.

Designing the visuals approach to the
multiple-image sequences was a great
(and fascinating) challenge. In my area
there were two basic problems. One had
to do with the design and progression of
individual scenes in terms of how people
move and travel on the screen—the same
problem you encounter in designing an
ordinary film. But in addition, there was
a much more complex problem of
graphics—concerning such things as: in
what areas of the frame the panels
should appear, their individual sizes and
scales, how many there should be on the
screen at any given time, when and how
panels should pop on or off (or should
they do that at all?), in what manner
and with what timing should they travel
across the frame, etc.

We went up together to EXPO 67 to
see the unusual film presentations, and
we got all excited over them. However,
the one big difference we noted was
that none of these formats were used as
devices to tell, or progress, an actual
story. For that reason they could get
much more mechanical purely for
effect, much more graphic in the true
sense of the word, than we could. We
knew that if we were to go that mechan-
ically graphic, purely for the sake of
surface decoration or to create visual
excitement, we would lose our
audience.

We had to concern ourselves, at all
-times, with how the separate panels
inter-related dramatically. Let us say
that, at a given moment, there are three
separate panels on the screen—two on
the right, one on the left, Where is our
center of interest! How are the panels
tied together so that they don't con-
flict? Where is the eye? Is it reading all
three scenes at once? Two scenes? Or
does one scene become so important

(TOP) Original design sketch for a multiple-image sequence prepared by Harpman. (CENTER)
Grid graph indicating mattes to be used. Proportions of panels have changed slightly, but
relationships are the same (BOTTOM) Frame blow-up showing four panels in compaosition.

Others appear as sequence develops.

that it takes over from the other two?
Then, too, how do we “lose’” these
panels when they are no longer sig-
nificant?

In actual practice we found that we
had to simplify. We found that we could
not be mechanical just for effect. We
started out that way and soon learned
that the more mechanical you become
with your panels—like animating them
across the screen or opening them up-—
the more the mechanics become the
most important thing, and the more
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your audience grows aware that you are
manipulating the panels.

One thing | feel that we achieved
successfully is the fact that the audience
doesn‘t become self-consciously aware
of the technique, because they are so
involved in the story,

In designing the panels for the mul-
tiple-image sequences | kept in mind a
basic philosophy which Dick Fleischer
had expressed. Fundamentally, he
doesn’t like the anamorphic aspect ratio

Continued on Page 228
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FILIMING

THE

BET

Not a Jack-of-all-trades, but a

master of many cinematic techniques,
determined film-maker creates an
(almost) one-man movie that reflects
style, impact and professionalism

By RON WALLER

In order to explain how | came to
produce the 24-minute featurette called
“THE BET"”, it is necessary to back-
track a bit. In 1955, when | got out of
the Army, | started acting with little
theatre groups in Hollywood and then
became a bit player in films. About the
time | started getting better roles in
pictures, | took off for Europe for a
year of study and then came back to
UCLA to study motion picture produc-
tion. | set out to try to learn everything
| could about all the different facets of
making films.

Then | started working as a grip on
industrials and documentaries. Next |
became an electrician and, finally, a
gaffer. | also got involved In makeup
and special effects and all kinds of other
things, while still doing an occasional bit
of acting. | worked on “SKATER-
DATER"” doing a variety of chores,
working as assistant director, herding
the kids around, even repairing skate
boards. It was while | was working on
this film that | realized how handi-
capped a crew is on location without

proper support facilities. So | bought a
great big truck and, during the following
year, completely rebuilt the inside of it
to include toilets, a kitchen, a dark-
room, as well as built-in heating, air-
conditioning and power supply.

When | got the truck finished we
went back east and filmed “RIVER
BOY” in Louisiana and "“REFLEC-
TIONS” in New York. In the meantime
| had racked up more than 200 indus-
trials, documentaries and commercials
that | had worked on in one capacity or
another.

During the first part of 1968, after
having saved for a number of years to
build up a certain reserve of capital, |
decided that | wanted to make a short
film of my own, using my own finan-
cing (so that | could do everything the
way | wanted to do it), and | began
searching for some kind of story or
property to serve as a vehicle.

| talked about it to various people
and said, | want to do everything on
this film that is possible for one person
to do, without any help.”

And they said, “You're nuts. You'll
never be able to make a film that way
and have it come off, because no one
person can spread himself that thin."”

| answered, ‘| agree with you, but
I'm a nut anyway, so | want to try it.”

In the interim, | went over to the
Film Industry Workshop at Columbia
Studios and started acting again, just to
kind of woodshed, because | hadn't
done any acting for a long time. Then,
one night in September, | was lying in
bed reading a book by Dr, William S.
Kroger, the prominent hypno-therapist,
who had written quite a bit about
time-distortion. This reminded me of a
story | had once read about a guy who
had been locked up in a room for a long
period of time, and | began to think
how intriguing it would be iIf a man
were to employ self-hypnosis to distort
time, so that he wouldn't know how
long he had been locked up in such a
room.

| couldn't remember the name or
author of the story | had read, but |
instigated a search for it and soon had

(LEFT) Ron Waller, star (and practically everything else) of “THE BET" rehearses scene filmed in his own apartment, as was appru:fimatuiv. 80% of the
action. (CENTER) Doubling as slate-boy, Waller prepares to sync a scene in which he will then be the sole character. (LEFT) Rigging Eclair Cameflex
camera to light fixture in preparation for shooting a dramatic swinging lamp shot.




more librarians than | could count
looking around, trying to find this
story. Finally, a librarian in the Los
Angeles Downtown Library said, “Oh,
sure—that’'s ‘THE BET’, by Anton
Chekhov.”

She told me this on a Friday. | found
the story in an anthology at the Pick-
wick Bookshop on Saturday, and by the
following Monday, the first scene was
written. At the time, | was making a
half-hour film on the State of Oregon
for one of the airlines, but as soon as |
finished it up | started production im-
mediately on “THE BET".

The script, an updated version of
Chekhov's story, deals with a man who
bets a wealthy friend that he can stay
locked in complete isolation In one
room with bath for a period of five
yvears. The friend agrees to give him his
yacht if he sticks it out for the total
time.

During his period of isolation the
man ranges from boredom to hysteria to
the edge of madness before finally
entering a period of calm, self-enlighten-
ment that culminates in his winning the
bet. During his periods of upheaval he
has cryptic dreams and suffers frighten-
ing hallucinations. These are very sub-
jective in content and were to be por-
trayed on the screen using an almost
surrealistic style of visualization.

The production would be a one-man
tour de force. | determined to write,
produce, direct, compose the musical
score, star in it and photograph the
scenes (dreams and fantasies) in which |
did not actually appear. The “studio”
{in which the bulk of the action was to
be filmed) would be my own apartment.

Actually, since | would appear in
many of the scenes, it would not be
possible to do absolutely everything
myself, and | was lucky enough to enlist
the aid of some fine helpers. Jim Berry,
an excellent cameraman, photographed
all of the black and white sequences In
which | appeared, while | did the color
photography for the other sequences. Al
Husky was my Production Manager, but
that was just a title, because he did just
about everything under the sun—what-
ever needed doing.

| wanted to keep the pre-planning as
tight as possible. We ended up, by the
way, shooting the film in a ratio of
3.1/2 to 1 and we printed 2-1/4 to 1,
and that was one of the restrictions |
placed upon myself before | even
started the film, in addition to the fact
that | wanted the film to just deal
basically with one character in one
room, and be able to create enough
visual excitement with those restric-
tions, so that people would feel that

they were in the room with the guy and
would live through what he was going
through. Also, of course, the running
time was limited to 24 minutes. Origi-
nally | wanted to limit it to 2,000 feet;
about 18 minutes. But the film just
wouldn't cut that way. It dictated its
own length.

At any rate, | wanted to place all
those restrictions on myself, hoping that
the guys in the know around Hollywood
would realize that this is a kind of
difficult thing to do, and especially for
one man to do so many things.

All of the black and white sequences
filmed inside the room were photo-
graphed on Plus-X negative in the 1.85
aspect ratio. The film was to be
processed by Consolidated Film Indus-
tries. One of the problems we knew we
would encounter would be how we
should expose the film, and what cor-
rections we should make (if any), in
order to print black and white negative
onto color release stock, which we

Making a complicated film in that
small room was not easy. It is only
about 12 feet square, with an adjoining
alcove for the piano that is approxi-
mately six feet square. Some of the
tricky shots | dreamed up didn’t make it
any easier, but | felt they were neces-
sary to the story.

For example, Jim Berry came in one
morning and | was busy fiddling around
with this and that and the other—and
Jim said, “Okay—what's the shot
today?"’

| said, ““Jim, the first thing | want to
do is to start in with a tight close-up of
me at the piano and then | want you to
pan across the strings of the piano and
when you get to the end of the piano let
the camera go all the way down to the
floor, and when it gets there then | want
to come in at the top of the frame doing
push-ups, and after | have done five of
these then | want you to come back up
with me on the 5th one and I’ll go back
down. You pan across the room until

The author, shown with his Eclair Cameflex camera that once belonged to Orson Welles, Waller
produced “THE BET" with his own finances in order to demonstrate how well he has learned his
craft, after more than a decade of performing a great variety of film production chores—mostly in

other people’s pictures.

would have to do, of course, in order to
dissolve from black and white to color. |
talked this over with Ted Fogelman of
CFl and he suggested that we under-
expose a half-stop. We found that by
doing that we got the contrast effect we
wanted, with very rich blacks.

All of the interior lighting was done
with a half dozen ColorTran 650-watt
quartz lights and some photofloods
which | own.
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you frame on the bed and | will be there
doing sit-ups.”

And the reply was, ““You've got to be
out of your gourd.”

| said, ““Come on, we can do it."” So |
took the Eclair and | said, ““Look, here's
the kind of move that it has to be.
Thank God for periscope finders.” So |
went through it once and said, “Alright
now, let's try it for timing and see how
fast |’'m going to be able to move."”
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Frame enlargements from “THE BET", illustrating the progressive development of the character. (RIGHT) In semi-stupor, he contemplates bottles of
liquor which are his only solace. (CENTER) He flips out prior to running destructively amuck in his self-imposed prison. (RIGHT) After five years, a calm
and "better” person, he calls friend with whom he made the bet to come and pick him up.

So we started timing me, and started
timing the camera and figuring out how
in the world he could gently lower that
camera all the way down to the floor
and then bring it back up again and then
make another pan. So after some
30-0dd rehearsals we finally decided
we'd shoot it.

| had to be sitting behind the piano
playing, and, as soon as he panned me
out of frame, then | had to dab glycer-
ine on my forehead for sweat, get out of
the shirt | was in, move around behind
him, and get over in position to do
push-ups. In order for me to come In
beard first from the top of the frame, |
had to do the first push-up on one hand;
then | could bring the second hand in.
After that, when he started panning
across, | had to lie flat on the floor, and
strip off the sweatshirt and then roll
across the floor, and roll up onto this
bed and get myself into an exact posi-
tion to do these sit-ups so that when |
came up into position at the end of each
sit-up | would always be in focus—
which, at the light-levels we were using,
left me about a 3-1/2 to 4-inch leeway.

So we started to shoot it after some
30-0dd rehearsals and on the 18th take
| finally said, It was good for me.
How was it for you?'" He said, “Oh let's
print the damned thing.” So we did.

But | didn’t like it when | saw a print
the next day, so we went back and did
some 40-odd rehearsals more and got it
on the sixth take. That was probably
the most difficult shot in the film.

In the sequence where the character
nearly flips out and runs berserk around
the room some unusual effects were
indicated. | had two such effects In
mind. | was going to hang a camera
from the ceiling and make it revolve,
and then | was going to cut another shot
down on the floor where the camera

would go from black to light repeatedly.
Since that was the effect | wanted, |
thought, “Well, let's shoot something
that's never been done before. Let's
shoot a scene with the POV of a light
bulb,"”’

| started experimenting with this idea
and designed a rig that bolted up
through the ceiling into the rafters of
the attic, in order to support all the
weight. (God, if my landlord only
knew!) The rig would hold an Eclair
pointed straight down, with the Kinop-
tic 9.8mm ultra wide-angle lens

mounted. Then | got out my slide rule
and figured, with that lens, how big the
light bulb should be and how far from

the lens it should be mounted. | took a
duplicate light shade, cut a little larger
hole in it and soldered in a 110-volt
light bulb, because I'd found that 12-
volt bulbs just weren't big enough.

| ran all the wiring over to the side
and, since we couldn’t afford a rheostat, |
built a light bank which held light bulbs
in series, and we could run them either
in series or parallel until | got the
intensity that | wanted. We put the
whole rig up with pieces of heavy twine
and pulleys mounted on each side of the
wall. Jim stayed out in the kitchen and
Al was over on the other side of the
room, because with that 9.8mm lens we
covered practically the entire room.

Diagrams illustrating one of the most complicated continuous scenes in the film, a dream fantasy
photographed in Death Valley. (TOP) A—Dissolve in to out-of-focus bush, which then racks into
focus. B—Focus racks through bush to big closeup of clock. C—Camera pans to bunch of bottles in
snow. D—Camera pans to close shot of yacht in water. E—~Zoom lens racks back to reveal yacht as
miniature model floating in puddle-sized desert pond. F—Camera pans landscape through series of
three progressively denser 85 orange gels. G—-Camera comes to rest on ghostly sunset shot of chair
rocking on horizon. E—~Scene dissolves to “Oedipus type” closeup of character’s mother. (BELOW)
Diagram of the complicated set-up for filming scene in Death Valley. Remote cord arrangement
made possible rocking of chair from camera position,

would be revolving In the same
direction.,

Then | got to thinking about it and
decided that | wanted to use a swinging
light effect, motivated when the charac-
ter bumps his head on the lamp as he
stands up abruptly, so that the scene
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Some of the most demanding shots
were those made in color to visualize
the character’s dreams and hallucina-
tions while isolated in his room. One
such scene, as described in the script,
reads: “The following dialogue occurs as
VOICE OVER with a COLOR MON-
TAGE showing the clock and empty
whisky bottles in the desolation of
Death Valley. We ZOOM TO a rocking
chair on the horizon ..."”

| knew what | wanted in this scene. |
wanted to be able to float a boat in the
middle of the desert, and the only place
| could find that had any water level at
all was Death Valley. So | said to Al
Husky, “Hey, Al, how do vyou feel
about spending a couple of days in
Death Valley?”’

He said, “Well if you really need the
shot, Ron, we'll do it.” So then we took
the big camera truck and we towed the

little truck behind it, and we left Holly-

wood on a Thursday night, and drove
through 18 inches of snow in Barstow,
and had to stop and spring for $50.00
for a set of tire chains for that big truck.
We drove all night, arrived at Death
Valley in the middle of the next day,
and got set up at the camp site. Then we
took the little truck and looked around
for locations. We couldn’t find any-
thing. So we spent the night in the
truck.

The next morning we started looking
again and | finally found a place down
on the Devil’s Golf Course that looked
like it would work. Someone said there
was water down there, and sure enough
there were a few little holes around that
were about 6 inches in diameter, and
you could look down about a foot and a
half, | guess, and there was water. So Al
and | spent Saturday with a pick and
shovel digging the hole in Death Valley,
and that took the whole damned day,
just digging the hole.

On Sunday we went back over to the
location again and started setting up this
complicated rig and figuring out exactly
where the step ladder had to be so that
the rocking chair would look like i1t was
riding right on the horizon, and setting
all the rest of this stuff and so on. That
took us until about 2:30 in the after-
noon. We stopped for a breather, and
the light was getting to be just about
right, when all of a sudden the wind
changed directions 180 degrees and
started blowing all these clouds back
again. It blew over the stand that was
holding the gels so we had to shore that
up and | said to Al, “We've got to get it.
We're losing our light.”

So with all these changes of focus
and with all the zooms and everything
we locked this thing off and we got it in
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Ron Waller (CENTER) shown directing a scene from another film project. In the background l.':;n be
seen the large truck which he outfitted as a completely equipped location vehicle, and which was
used as base of operations for filming desert sequence.

one take—and it's a good thing, because
right after that shot the wind blew the
rocking chair over, the step ladder and
the whole bit—and the boat was rocking
so much in the water that it wouldn't
work anymore.

| said to Al, “It looked good on
camera.” He said, “All right.” So we
packed up and started home. We got
about 20 miles from Death Valley and
the camera truck decided it wanted to
blow a rod. So there we were out in the
middle of nowhere. We got into the
little truck and went down and got
something to eat and spent the night in
the truck again, and the following day |
took Al into Las Vegas so he could fly
back home, and | bought parts, and for
about three days after that | rolled
around in a combination of snow, slush,
and mud underneath that truck rebuild-
ing the engine so that | could get it back
to Hollywood again.

In the final cut, the sequence shot in
Death Valley goes something like this:
We first dissolve from a tight close-up of
the hair on the guy’s head (shot in black
and white) through to a closeup of an
out-of-focus bush. This racks into focus,

and then the focus racks through the
bush to a big close-up of a clock. The
clock then goes out of focus and we pan
across to a bunch of bottles that look
like they're set in snow (which is really
salt), and they come into focus. Then
they go back out of focus and we pan
across again to what looks like nothing
but water or a kind of a bluish murk. To
get this effect, | had to dye the water in
the bottom of Death Valley because it
wasn’t the right color.

Then, as it comes into focus, we
reveal the yacht, and we start a zoom
back to let the audience know that it
really isn't a yacht out in the ocean. It's
just a little model boat in the middle of
the desert. The lens zooms all the way
back until we see all of the desolation
out there and the mountains in the
distance. Then we pan to the right, still
wide, seeing the desolation, and we
continue to pan through a series of
three different gels of varying densities
of 85 orange.

As things get more and more orange
we start to zoom in to where we finally
have the silhouette of this rocking chair

Continued on Page 236

Scenes inside Waller’s apartment, used as set for filming majority of footage in “THE BET". All
interiors were lighted with six 650-watt ColorTran quartz lamps, plus a few photofloods. Cramped

quarters created continuous production problem.

-
—




et |
S 2

Harvey Weber of NFL-AFL Films, Inc., shown
filming ground action in the San Diego
Stadium.

Each week across the nation a vast
television audience Is entertained by
such filmed shows of professional foot-
ball as “This Week in the NFL"”, “NFL
Game of the Week” and “AFL High-
lights.”” In each of these shows, the
motion picture camera is often able to
capture the hidden element of pro-foot-
ball that cannot be seen by attending
the game as a spectator or by watching
iton live TV.

These shows are all produced by
NFL-AFL Films, Inc., Philadelphia,
Pennsylvania, headed by Ed Sabol. And
for those who don't keep up with
football, NFL-AFL means WNational
Football League and American Football
League, the two pro-football organiza-
tions that provide the action for these
exciting sports shows.

In addition to the three weekly

(LEFT) Ed Sabol, head of NFL-AFL Films, Inc.,

IS FILMED

Experience in all aspects of sports cinematography,
plus a thorough knowledge of pro football is what
it takes to get 200 games onto film each season

By ROBERT V. KERNS

shows, NFL-AFL Films produces an
occasional special devoted to some as-
pect of the sport. During the- past
season, TV audiences saw a special show
that spotlighted Vince Lombardi, head
coach of the Green Bay Packers. This
show pre-empted Ed Sullivan on the
CBS-TV network and prompted Ed Sabol
to try another special—to be described
further along in this article.

Last season NFL-AFL Films photo-
graphed nearly 200 pro-football games
played by the National Football League
and the American Football League.
More than thirty cameramen plus an
even larger number of assistants, sound-
men and helpers made this possible. The
miles of footage these men photo-
graphed was rushed to Philadelphia
where it was edited into the final
weekly TV shows. The logistics of main-

prepares to shoot slow motion with Eclair

GV-16 camera at San Diego Chargers practice field in La Mesa, California. (RIGHT) Weber, rigged
with the Arriflex equipment he uses to cover ground action. Ground cameramen of football

games are called ‘'moles”.

| e

taining these far-flung camera crews,
located strategically across the country,
is a tribute to the smoothness and
efficiency with which Ed Sabol keeps
things going.

Gene Leff and Harvey Weber are
typical of the NFL-AFL cameramen
who operate far away from the base of
operations. Both are stationed in San
Diego, California, and are primarily
assigned to West Coast coverage al-
though it is not unusual for them to hop
a plane and speed across the continent
to shoot a game in some place like St.
Louis or New York City. Weber and
Leff, who also have their own film
production company in San Diego, have
been specializing in sports cinematog-
raphy for more than ten years and are
recognized as among the best in the
country.

Spending an afternoon recently in
the San Diego Stadium watching Weber
and Leff at work shooting a pro-football
game was an enthralling—and educa-
tional—experience.

Ever wonder how the cameraman
assigned to cover pro-football manages
to always keep the action properly
framed? It's certainly not easy. Experi-
ence in all the aspects of sports cinema-
tography plus a thorough knowledge of
pro-football are what it takes.

““The one essential ingredient of foot-
ball that best describes the game is the
unexpected,” says Gene Leff, “That is
what makes it so difficult to properly
film football. Football is a sport full of
surprises so the cameraman must be well
versed in the fine points of the game,
This enables him to often anticipate
what is to come. But this can also be a

trap because expectation of a play can




unnecessarily influence the movement
of the camera. | think it is most
important for the cameraman to follow
the flow of action in a natural manner,
moving the pan-handle only when he is
sure of the direction of the play.”

Harvey Weber adds: “Our job is to
catch the dynamic action of football—to
bring the game literally to the viewer.
That sense of participation in the game
is one of the important points that has
made the NFL-AFL shows so popular
with sports fans everywhere.”

A minimum of two cameras are used
in filming the NFL-AFL shows. The
main camera position is usually located
at a high vantage point on the fifty yard
line—normally in the press area of the
stadium. This is the camera that will
cover the game in its entirety.

The second camera is the ground
camera and is as close to the scrimmage
line as possible. In football cinematog-
raphy, ground cameramen are known as
“moles’”’. Their job is peripatetic in
nature. They must be always on the
move to capture the fast action of the
scrimmage line. ““Moles” work in as
close as safety permits.

On many occasions in filming
NFL-AFL games, additional camera cov-
erage is required. This falls intn categories
called “isolated cuverage and “ultra
slow-motion coverage.”

In isolated coverage the camera con-
centrates on a particular player or play-
ers. The cameraman is always given
detailed instructions on what he must
shoot. He photographs only a very
special aspect of the game. The isolated
camera is usually placed alongside the
main camera.

In ultra slow-motion work, a special
camera such as the Eclair GV-16, which
will film at 120 fps or faster, is used.
Special instructions on the type of plays
to cover are given the cameramen but
generally these instructions will stress
run coverage. The ultra slow-motion
camera does not photograph the entire

game.
Both Weber and Leff use the Arriflex

(LEFT) Gene Leff of NFL-AFL Films, Inc., shoots pro football game in San Diego Stadium, while
Assistant Cameraman Mark Heliger adjusts exposure on Nikon 85mm-t0-250mm varifocal lens.
(RIGHT) Weber and Leff check out spot type exposure meter prior to filming game. Weber will
shoot ground action, while Leff handles topside camera.

Model S camera with 400-foot maga-
zines, Leff is usually on the main
camera, which is mounted on a fluid
head tripod and tied down securely. His
Arri is fitted with a specially modified
Nikon varifocal 85mm-250mm F/4
lens. “This lens is used on the main
camera because it has the capability of
getting in close—literally on top of the
action. The audience is brought right
into the game’’, explains Leff. “This
lens has the range we need. It can
handle tight coverage or It can be
‘zoomed’ back for a more general view."
The Nikon 85-250 was modified spe-
cially for the Arriflex by NFL-AFL
Films technicians in Philadelphia. “A
varifocal or ‘zoom’ lens is essential in
filming pro-football,”” adds Leff.

Weber is the ground cameraman-—the
so-called “mole”. His Arriflex Model S
has an Angenieux 12mm-120mm F/2.2
varifocal lens. Weber designed his own
carrying rig. It is a unipod socketed in a
leather sling which is hung around his
neck. His battery pack is also home-
made and is unique. It is an army
cartridge belt with small nickel cad-
mium batteries in the cartridge pouches.
“After a lot of experience—and discom-

fort—I finally evolved this rig,” explains
Weber. “| have the freedom of move-
ment and the camera steadiness that is
so essential in this type of filming. It is a
sort of ‘Rube Goldberg’ rig but it works
better for me than any of the commer-
cially manufactured designs | tested.”

Kodak Ektachrome EF color film
(tungsten) Type 7242 is the raw stock
most often used by the NFL-AFL cam-
era crews., Frequently, because of poor
weather conditions, it is pushed from
one to two stops in order to obtain
more exposure.

Camera coordination, including basic
exposure determination and selection of
filters, is the responsibility of the cine-
matographer assigned the main camera
position. “We generally arrive at the
stadium early so we can set up the
cameras several hours ahead of game
time,”” says Leff. ““The cameraman on
the main camera determines the expos-
ure index that will be followed so that
color consistency will be maintained
when footage from the other cameras is
intercut. This is when we determine
whether or not the film will be exposed
at the normal ASA rating or will be
pushed one or two stops. Various fac-

(LEFT) Gene Leff shooting from main camera position in San Diego Stadium. (CENTER) Weber, using special rig, ranges about the field shooting ground
action. Behind him is assistant Craig Leff. (RIGHT) Leff operates camera fitted with specially adapted Nikon 85mm-to-260mm, F/4 varifocal lens.
Maodification of lens was done hv NFL-AFL technicians in Philadelphia.
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(LEFT) Cameraman Morris Kellman uses Eclair NPR camera to film close shots of Coach Sid Gillman of the San Diego Chargers. (CENTER) Cameraman
Harvey Weber, operating on the field as a “male”, uses Arriflex S camera to film low angle shot of player in the San Diego Stadium. (RIGHT) Jack Loosli,
NFL-AFL Films, Inc., using Arriflex M equipped with 600mm Omnitar lens.

tors, such as the weather, the lateness of
the season with an early sunset, will
determine this, We also decide the type
of filters we will use—usually an 85N3
in good weather at the start of the
game. Sometimes we shoot under sta-
dium lights. Usually no filter is neces-
sary when using Type B film but in
some stadiums, such as Shea Stadium in
New York City and the San Diego
Stadium, where special lighting has been
installed, it is necessary to use corrective
filters such as the 81D and the 81EF.
This brings the color temperature of the
light to the necessary 3200 degrees
Kelvin we need. Incidentally, we use
walkie-talkies to communicate between

camera positions.”
“During the past season—the 1968

season,” Leff continued, “in covering
the AFL Championship play-off game
between the QOakland Raiders and the
Kansas City Chiefs, the weather condi-
tions at game time in Oakland, Califor-
nia was generally dark, overcast and
rainy. Although the influence of day-
light was still predominant, the decision
was made to use the #85 filter and to
push the film two stops. This meant
that all cameramen set their meters at
ASA 320. By doing this, it allowed the

isolated camera which was fitted with a
600mm Omnitar lens with a maximum
stop of F/5.6, to be well within its
range. We also had to consider the ultra
slow-motion camera in setting our ex-
posure index.”

Leff uses a spot type of exposure
meter with a one degree angle of accept-
ance. ‘| am usually working at a vantage
point of from 200 to 400 feet away
from the field,” says Leff. “This type of
meter is very useful in determining
exposure from this distance. | can
quickly calculate the proper exposure in
the shadow and sunlight areas of the
field plus the correct balance on the
uniforms.” Weber has found that a
Gossen Lunasix incident type meter fits
his needs,

A spare camera motor and a spare
torque motor are kept handy. Power is
provided from the regular stadium
power lines using an AC converter, but
just in case there is a power failure a
nickel-cadmium battery pack is always
provided. Four 400-foot magazines are
adequate since the assistant cameraman
will make re-loads when necessary,
either in the stadium darkroom or in a
changing bag. Generally, Leff will ex-
pose between 1,600 feet and 2,500 feet

(LEFT) Cameraman Kellman and Soundman Jack Newman photograph Gillman for a football
special film. (CENTER) Parallel set up in west end zone to film action. Loosli operates camera.
Below, at Nagra recorder, is Soundman Fred Magnusson. Producer-director Ed Sabol looks on.
(RIGHT) Loosli uses 600mm Omnitar lens to get close shot of Gillman, who is on opposite side

_of the field.

of film during a game. Weber’s film tally
is likely to be somewhat lower—between
1,600 feet and 2,000 feet.

Cameramen wear colored wind-
breakers with “NFL-AFL Films™ let-
tered on the front and back. This
affords police and stadium guards a
quick means of identification and is
especially facilitative to the “mole” who
works in a very restricted area.

“The main camera documents the
entire game, so it is very important that
the cameraman not miss any plays,”
says Leff. “The other cameramen—the
isolated camera, the ‘mole’, the slow-
motion camera—will catch action the
spectator never sees. Perhaps the iso-
lated camera may concentrate on a
player like Lance Alworth of the San
Diego Chargers or Joe Namath of the
New York Jets. Or we might use the
ultra slow-motion camera to slow down
a long run. All of this footage supple-
ments the main camera coverage so that
our exposure must match in color qual-
ity. That is why the man on the main
camera position is the logical person to
make decisions on exposure and filters."”

“Some cameramen feel that pushing
color film as much as two stops affects
picture quality,” continues Leff. “This
is not necessarily true, It all depends on
the laboratory. My experience has been
that close coordination with a conscien-
tious laboratory that practices good
quality control will produce a picture of
good photographic quality. Witness
many of the games seen on °‘AFL
Highlights’ and ‘NFL Game of the
Week'. In many cases the film had to be
pushed two stops in order to cover the
game properly but | don’t think the
overall pictorial quality suffered.”

All football action is filmed at 48
frames per second except In cases where
the cameraman may decide to film in
slow motion—at 64 fps. This is done

Continued on Page 250




To coax better quality overseas,
try our reversal psychology.

Let’s be honest.

Y ou lost quality when you sent
a negative overseas that had too many
generations between it and your
original, But that’s all over now. With
new Fastman Color Reversal Inter-
mediate Film 5249 you can print first-
generation duplicate negs direct from
your original picture release neg.

Y ou keep sharpness. You keep crisp-
ness. You keep fine-grain structure.
You save time. You improve quality.

Same thing goes if you want to cut
films down to size for TV.

16mm duplicate negs made on
Eastman Color Reversal Intermediate
Film 7249 will give you syndication

prints with excellent video quality.
If you think we’ve psyched-out

your quality problems with

this new film, you're right.
(zive it a try.
Seeing is believing.

EASTMAN KODAK COMPANY
Atlanta: 404/GL 7-5211 Chicago: 312/ 6548-0200
Dallas: 214/FL 1-3221 Hollywood: 213/464-b1 3]

New York: 212/ MU 7-7080 San Francisco: 415/ 776-80585




A.S.C.

CELEBRATES GOLDEN

ANNIVERSARY WITH GALA BALL

Festivities herald end of Society’s first
half-century, and beginning of its second

BY HERB A. LIGHTMAN

Charles E. Rosher, ASC, one of the four living
Charter Members of Hollywood's oldest pro-
fessional motion picture organization, accepts
from Mayor Sam Yorty certificate proclaim-
ing Friday, January 17, 1969 as ASC
GOLDEN ANNIVERSARY DAY in Los
Angeles.

A festive spirit pervaded the Interna-
tional Ballroom of the Beverly Hilton
Hotel as, on the evening of January 1/,
A.S.C. members, their friends, and lumi-
naries of the film industry gathered at a
formal dinner-dance to celebrate the
50th Anniversary of the American So-
ciety of Cinematographers.

Chairman of the gala event Charles
G. Clarke, ASC, his gracious wife, and
Co-chairman Sol Halprin, ASC, had
spared no effort to make this affair one
long to be remembered, and the magnif-
icently decorated ballroom bore wit-
ness to their diligence and taste.

Early arrivals chatted in the elegant
outer bar or danced to the rhythms of
Manny Harmon's orchestra before sit-
ting down to a gourmet dinner at tables
of ten.

As the flames died down on the
Cherries Jubilee Flambé and the eleva-
tor dance floor of the ballroom rose to
platform height, A.S.C. President Hal
Mohr took charge of the proceedings. A
droll and dapper host, he sketched,
briefly, the fifty-year history of AS.C.,
told of its continuing research and
philanthropic activities within the mo-
tion picture industry and acknowledged
the many congratulatory telegrams

Beautifully decorated International Ballroom of the Beverly Hilton Hotel was scene of formal

dinner-dance celebrating ASC's 50th Anniversary.

which had poured in, among which was
one that read:
To the ladies, gentlemen and
guests of the American Society
of Cinematographers:

My hearty congratulations
on achieving your 50th Anniver-
sary. You, as Directors of
Photography, have contributed
so much to the world in the
areas of information and enter-
tainment. My very best wishes
for your success in the years to
come.

Sincerely,
Richard M. Nixon

Mohr then read a congratulatory
telegram from A.S.C’s colleagues in the
British Society of Cinematographers and
expressed his pleasure at working cur-
rently with one of its outstanding mem-
bers, Jack Hilyard, on the Alfred Hitch-
cock production of “TOPAZ" at
Universal City Studios.

He also acknowledged the concurrent
50th Anniversary of the Mitchell
Camera Corporation and paid special
tribute to A.S5.C. Honorary Member
George A. Mitchell, inventor of the
famous world-standard studio camera
which bears his name. Mr. Mitchell was
present with his wife and son, a motion
picture officer in the U.S. Air Force.

Hal Mohr then introduced a special
friend of A.S.C., Academy of Motion
Picture Arts and Sciences President,
Gregory Peck. In sincere and informal
acknowledgement, Mr. Peck said:

“If | may equate myself with the
Academy and its 3,000-plus members, |
wish to convey their greetings to you,
on the 50th Anniversary of your won-
derful organization. We congratulate
you and we express our affection and
respect for you, and for what you
represent to the art of motion pictures.
I've met here tonight a number of old
friends, the Picassos and Matisses of the
art of cinematography. Some of them |
haven’t seen for years, and | can’t resist
departing, for a moment, from my role
as official spokesman for the Academy,
to say hello to them, just as a working
stiff who is particularly grateful to such
people as Karl Struss, Russ Metty,
Charles Rosher, Sam Leavitt, Joe Rut-

Continued on Page 231
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(LEFT) ASC President Hal Mohr presents gold pins with Society’s emblem to Charter Members Victor Milner and Charles E. Rosher. (CENTER)
Hollywood luminaries turned out in full force to honor the cameramen. (RIGHT) ASC Associate Member Edgar Bergen makes the crowd laugh.
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(LEFT) Academy of Motion Picture Arts and Sciences President Gregory Peck and wife chat with a tablemate. (CENTER) Behind the Big 50, Hal
Mohr and Edgar Bergen swap stories with Charter Members Milner, Wilky and Rosher. (RIGHT) Hard-working camera crew films a motion picture
record of the fete.
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(LEFT) Robert Mitchum swaps stories with Charter Members Victor Milner, ASC, Charles E. Rosher, ASC, and L. Guy Wilky, ASC. (CENTER)

Director Robert Wise (“"WEST SIDE STORY”, “SOUND OF MUSIC"”) and wife enjoy the party. (LEFT) George A. Mitchell, inventor of the
Mitchell camera, greets the Pecks.

(LEFT TO RIGHT) A—Gregory Peck pays a sincere and glowing tribute to ASC. B—Victor Milner, ASC, shown with his son, Col. Victor Milner, Jr.,
of the U.S. Air Force, C—ASC attorney, David Fleming, M. C.'s the entertainment. D—Songstress Dodie Stevens does her thing.
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IMMEDIATE
DELIVERY
NEW
MOVIOLAS

There's no shortage of new Moviolas at Alan
Gordon Enterprises. Every model to suit your
particular editing needs is in stock and avail-
able for immediate delivery, including the
following:

35mm Model UC-20 S

Console Sound Model with picture head and
separate sound head without reel spindles.

Complete with footage counter
and litewell with tray ......... $2195.00

Same as above with electric brake $2390.00

3omm Model UD-20 S

Console Sound Model with picture head and
separate sound head with reel spindles.

Complete with footage counter
and litewell with tray $2635.00

Same as above with electric brake $2830.00

AGE also stocks a complete inventory of used
and reconditioned Moviolas. Call or write
today:

SERVING THE WORLD

alan goraon enterprises inc.

5362 MORTH CAHUENGA BOULEVARD, NORTH HOLLYWOOD, CALIFORNIA 21601

Telephone (Area Code 213) 985-5500

Rental Division: 1430 N. CAHUENGA BLVD., HOLLYWOOD, CALIF. 90028 (213) 466-3561

AMERICAN CINEMATOGRAPHER, FEBERUARY, 1969




NO place to rest a tripod. Not
much chance to use a meter,
either. Perfect situation

for the Scoopic-16 reflex.
Canon designed the
Scoopic-16 to fit your
hand, balanced and
braced for steady one-
hand shooting. That
leaves one hand free to WIm _
slip vour assistant an =

occasional banana—or to Y ‘
focus and zoom the built-in ;
13-76mm f/1.6 Canon lens. L

£

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, t00).

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

oy
The price is pocket-sized, t00. h\-‘l
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 Bivd.,
Woodside, N.Y. 11377

Canon Scoopic-16: Usas 16mm him, single or double
perforated on standard 100 spools. Canon-Zoom lens,
1/1.6 coated. Zoom range 13-Témm, ratio 5.85:1, focusing
to 5 feet. Fully automated, motorized CdS exposure control
system (with manual override) cross-coupled to all

running speeds, all I-stops (/1 .6-1/22). Selected

aperture shows on scale in viewfinder. Running speeds: 16,
24,32, 48 1ps. Viewing brightness not alfected by f-stop.
Correclive, adjustable eyepiece. Sell-resetting film
counter. Motor driven by one 12 .5v interchangeable,
rechargeable nickel cadmium battery (shoots approximately
8 rolls/charge). Underwater case available.

Canon
SCOOPIC-16

Go where the action is
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Synchronized slide changes
from a motion picture

lllllmlnn. B I

""'i'"l
I.li"{:hi' IE.I!

Jt‘h‘l‘ !m-

m "\\l\h

3

Wally Gentleman, CSC, checks storyboard for “COME HERE | WANT YOU™ with artists James

Macauley and Doug Manning.

master, plus animation,
opticals and live action
combine with location

and studio cinematography
to create a thoroughly
enjoyable entertainment

THE MOTION PICTURE AS “CONTROL”
FOR A MIXED MEDIA PRESENTATION

By BRIAN ALDWORTH

The evolution of multi-media shows,
such as Laterna Magika from Czechoslo-
vakia, as well as the use of scrim, shit
and stretch screens, has provided the
means to merge live action with the
motion picture in a provocative and
telling manner.

Optically fragmented images and
carefully programmed multiple slide
projectors have offered further advan-
tages to the motion picture producer
seeking to add maximum impact to his
presentation.

The Bell Telephone Company of
Canada is particularly aware of the
unique merits of the motion picture
form, coupled with other media, as a
means of delivering sales promotion and
public relations information, and has
proved eager to utilize the maximum

potential of such systems to present
their ideas. An especially successful and
technically complex example of this
usage is the recently completed produc-
tion, “Come Here | Want You", a title
based on the famous utterance of Alex-
ander Graham Bell to his laboratory
assistant, bidding his presence by voice
transmission across a wire to a neighbor-
ing room. It was intended to trace the
history of the telephone, its prolifera-
tion, customer service and future in a
whimsical, light-hearted manner.

In this enterprise Bell Telephone was
abetted by the story development skill
of Bob Hills of Bob Hills Productions,
Pa., and the creativity of SPEAC Ltd,,
Montreal, who brought to reality an
excellent and informative script.

Adherence to a pictorial continuity

precisely developed in advance was
clearly indicated by budget restrictions.
Such close attention to detail, meticu-
lously planned and executed by Wally
Gentleman, CSC, and principal camera-
man Paul Guest, resulted in a shooting
ratio well under two-to-one.

Continuity sketches thus provided
enabled Bell Telephone to have a clear
understanding of how their wishes
would be realised and overcame the
difficulties of maintaining liaison with
the scriptwriter at a distance in the
U. S. A. Without sacrifice to the flexibil-
ity and range of interest within the final
production no deviation from the origi-
nal approved story board was necessary.

The entire production was handled
by Special Photographic Effects and
Allied Crafts, and it incorporated

(LEFT) Art Director Jim Macauley checks camera position as Bob Hills sets marker to indicate frame limit. (CENTER) Bob Hills substitutes his hand for
that of narrator during photography of pretzel-stealing insert. (RIGHT) Jean Claude Labrecque lines up main camera as Wally Gentleman, CSC, mans

second camera.




synchronised Carousel slide changes
from a motion picture master utilising
animation, optical and stage effects In
concert with live-action, as well as loca-
tion and studio cinematography.

Bell technicians were responsible for
technical installation at the site within
the Toronto National Exhibition
grounds in Ontario, together with the
staff of Atlantic Films, Montreal.

Production design required 16mm
rear-projection. The motion picture be-
came the control for the entire system
by welding flexible metal contact strips
to the film at intervals predetermined to
control the switching of twin Kodak
Carousels covering each side screen with
slides.

Each Carousel was fitted with a
blanking shutter to allow for fast flick-
erless picture change, each projector
tray load being made up of alternate
slides for continuity in selection. Com-
patibility in colour temperature was
assured by using Xenon source light
throughout.

The culmination of the show was to
be a simulated telephone call “around

the world” from a performer in the
CNE, Toronto, to her partner located at
the opposite end of the stage. The
sound and cinematography for this se-
quence were shot in the telephone
exchange centre in Montreal.

The “once only” set-up was covered
by a 16mm Arriflex BL under the
control of Paul Guest and the 16mm
Eclair of Jean Claude Labreque, both
synchronised to Nagra recorders. An
additional Nagra monitored the voice
exchanges of the distant telephone oper-
ators as they speedily routed the Mon-
treal operator via London, Hong Kong,
Sydney and Vancouver, while the cam-
era recorded with zoom facility the
procedural manipulations of the
switchboard.

Footage from both cameras was later
intercut. Scenes of the foreign cities,
lighted and arranged to accurately indi-
cate the time zones through which the
call was passing on its two minute
hook-up, were designed to produce an
interesting flow of images on the side
screens at the Toronto performance.
The stage artistes paced their explana-
tory dialogue to these slide changes and
pauses of the telephone operator’s voice
from the film's optical sound track.

The theme of the presentation (that
telephones are for people and that
telephones bring people together) was
emphasised by the use of male and
female live narrators who attempted to
upstage each other in the presentation
of facts—evoking a state of friction that
evaporates when they reach an under-

(LEFT) Caricatured sketch of Eskimo, as he appeared on the storyboard. (RIGHT) Live action
counterpart of Eskimo fishes through hole in styrofoam “ice”, snagging a telephone that rings
underwater and a goldfish obliging handed up by prop man.

standing with each other by means of
physical rapprochement on stage.

This was graphically paralleled by
photographing an antique telephone and
receiver. Each Type-C colour print was
cut and mounted onto a colour back-
ground identical to that used for the
cinematography.

Across the motion picture work, two
undulating lines represented wave form
generations visualized by animation in
sync with “Watson—come here | want
you'’ and, upon settling to two quies-
cent parallel lines, became the connec-
tion leading to the receivers shot as still
slide material. Using pop-on technique,
phones appeared on the side screens.
Next, the continuation of the motion
picture wire connection, then a series of
inward displacements that animated the
still slide images in close detail, and into
the motion picture screen where anima-
tion stand work continued the inward
motion of the phones to adjacent centre
positioning in time with the stage ar-
tistes’ movement and “bringing people
closer together’’ dialogue as they joined
hands to explain other Bell Services.

To summon an opinion, a man on
screen was attracted out of his shower, a

call was put through to an Eskimo at his
fishing hole in the Arctic, a preoccupied
sports fan disturbed at his television and
a trapper from his forest.

To add fun to such scenes properties
were apparently stolen out of the screen
by the stage narrators. The trapper’s
gun, antique head sets, pretzels, direc-
tories were concealed on shelves behind
hinged flaps that doubled as doors
between the three screens that the stage
actors partially closed behind them as
they entered.

Such actions placed all properties
within easy reach and careful timing was
mandatory so that the narrators’ hand
and arm movements reaching into the
screen were synchronised with the pre-
photographed continuation of their
movement into the screen.

Finalising the screen size enabled the
cinematographer to establish the correct
image size required to render the pro-
jected image to match the dimensions of
the live actors. Century stands were
placed at the edges of the set to
establish true frame edges and the loca-
tion of extraneous hands and artifacts
required to be photographed with the
studio action.

(LEFT) Girl narrator stands ready to enter stage rear through wings where props previously
photographed are concealed. (RIGHT) Props concealed on shelves behind hinged flaps doubling as

doors leading onstage.




At one point the trapper, as he
answers an impossible telephone fixed
t. & ree in nowhere, loses his rifle to
the ste_* actor who is able to remove it
from the screen and demonstrate it to
the audience before mysteriously re-
turning it to its bewildered owner.

In one situation the girl charms an
antique phone to her side of the screen
and the boy attracts it back and finally
takes it out of frame. In order to avoid
an animation sequence the phone was
set up on a trolley against backing
paper. The same type of paper was
erected as a foreground matte to the
camera and balanced through a viewing
glass. By maintaining the depth of field
a straight line blend was made through
the horizontal base of the instrument
concealing its support and activation
mechanism and the shot made by prop
rope pulls on the trolley.

A small but historically important
piece of apparatus was carried normal
size to screen centre by the narrator
who had left it unsupported. This scene
was shot as before but with a fast zoom
on the Angenieux lens that presented a
full screen image showing relative detail.

The enormous and rapid expansion
of telephone distribution was depicted
by animating from the motion picture
area into the side screens as an ever
larger number of different antique

phones appeared by pop-on and they
were connected up by means of rapid
scrape-off connection lines.

With the assistance of Doug Manning
all animation and art work was devel-
oped by SPEAC Art Director James
Macaulay whose fine understanding of

Detailed storyboard developed by Art Director
Macauley, sketches action to appear on central
16mm rear-projection screen, as well as two
side screens for slide projection.
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(LEFT) Boy and girl narrators take their bows onstage at the end of one of the shows. (RIGHT)
Fascinated spectators, some sitting on the floor, watch a performance of "COME HERE | WANT
YOU" presented by Bell Telephone at the Toronto National Exhibition grounds in Ontario, Canada.

lens disciplines created an excellent
storyboard.

The technological advance was
symbolised by macro-photography of
printed circuits and a series of swish
pans and tilts along and down the
internal  wiring of varied computer
multi-coloured modules, to the mechan-
ics of a Telex unit and switchboard
wiring in a forceful, free-wheeling, fast
cut sequence. Among these elements
were inserted jewel-like transistor nodes
shot obliquely from an adjustable cam-
era wedge to produce a dynamic pictor-
lal angle that could be cut in a Kaleido-
scope of erratic movement.

The staggering verbal statistics of
Bell's services were all oblivious to the
Eskimo who, by fishing through a hole
in the styrofoam ice, came up with first
a telephone that rings under water and
then a goldfish obligingly attached to
his line by a prop man below the set.
The Eskimo in turn was despatched to
insignificance by an optical zoom which
put him “on top of the world"”. This led
into an animated sequence of micro-
wave communication by bounce tech-
nique over the Arctic.

The prelude to the show was a
symbolic display of various apparati of
the telephone industry. For this, styl-
ized cut-outs of micro-circuits, anten-
nae, switch-gear and hand-sets were
fretted in black card. This was posi-
tioned closely behind a fine-grain rear-
projection screen and a battery of six
Aldis 500W film-strip projectors pro-
vided by Bell were fitted with small
electric motors eccentrically rotating
bull’s eye lenses.

Primary colour filters were posi-
tioned over paired sources and the
music track was taped and played to
modulate the lamp circuit amplitude,
thus giving rise to colour oscillations.
These were recorded by the 16mm
Mitchell running with a constant speed

motor from the B.P. screen on the
reverse face.

The introduction of a voice into the
music track splintered the image and the
show started with an animated sequence
of Alexander G. Bell with commentary
by live narrators on stage.

The theatre exhibit was designed as a
walk-in area, but since the show had a
duration of 17 minutes, most people
preferred to sit on the floor. When such
an inclination is foreseen, it is very
desirable that some sort of seating be
provided, since planned sight lines be-
come negated and ensuing parallax
between real and screen images is dis-
turbing.

Photography on Ektachrome Com-
mercial stock was entirely satisfactory
in conjunction with the ambient fluor-
escent light of the telephone exchange,
since the intimacy of the situation
permitted an aperture of F/4.5 using
1000W quartz lighting units that over-
came the predisposition to a green hue
which the fluorescent light would ordi-
narily impose.

Comparison of the huge variations in
the terrain of Canada was effected by
photography of four half-plate Ekta-
chrome reversal originals, copying the
centre section of each with the motion
picture camera and using the left and
right wings of the same transparency to
provide left and right slides for still
presentation,

To indicate the past, artwork was
drawn in sepia tone and the progression
to the present and future accentuated
by passing into black and white,
through to full colour art and then to
the final realism colour photography.

The show was acclaimed by the
Toronto press as the type of show all
companies should aspire to, which was
indicative of an excellent script, well
interpreted by interested and enthusias-
tic craftsmen. e




Give these films a hard time and they come clean.

Prehardening is the secret of cleanliness. When KODAK
EKTACHROME Films go through the ME-4 Process, they are
first prehardened to prevent excessive emulsion swelling
and softening. This greatly reduces skiving, scratching,
and processing dirt. Result: cleaner images you can see;
cleaner sound you can hear.

But that's just one advantage of the ME-4 system. Look
at the outstanding family of EKTACHROME Films you get
—~Type 7241, a high-speed daylight film; Type 7242, a
high-speed film balanced for tungsten and easily filtered
for daylight; and Type 7256, a film with medium-speed
daylight emulsion. All three of these camera films give
excellent sharpness, low granularity, high resolution, and
superb color rendition. All can be pushed a stop or two and
still retain remarkable screen quality. And all are available

prestriped for single-system recording. For duplicate prints
without contrast build-up, use new EASTMAN EKTACHROME R
Print Film, Type 7388.

These four ME-4 system films share the clean ME-4
Process, so you can be sure of getting back clean, crisp
movies that show everything you wanted to show—and
nothing more. Get additional information by contacting your
Kodak representative or writing to the office nearest you
listed below.

EASTMAN KODAK COMPANY

ATLANTA: 5315 Peachtree Industrial Bivd.. Chamblee. 30005, 404 -
GL 7-5211; CHICAGD: 1901 West 22nd 5t., Oak Brook, 60523,
312-654-0200; DALLAS: 6300 Cedar Spnngs Rd., 75235,

2l4—FL 1-322]1, HOLLYWOOD: 6706 Santa Monica Bivd,,

90038, 213—-464-6131; NEW YORK: 200 Park Ave.,

10017, 212—-MU 7-7080; SAN FRANCISCO: 3250

Van Ness Ave., 94119, 4]15-776-6055

Kodak




NBC-TV SPECIAL SHOT WITH
NPR CAMERAS AND VIDIFILM

“Radio City Music Hall at Christmas Time”
was an hour-long, color NBC-TV Special. It
was shot in 16mm, with three Eclair NPRs, in
five nights, starting at midnight. By then, the
performers had already done two shows
that evening. The fewer retakes, the better.
And with a cast that large, time was even
more money than it usually is.

Multiple cameras were obviously called for.
But this was a prime-time, network show.
Speed was necessary, but so was produc-
tion quality. Both were achieved by using
Vidifilm. This Vidifilm multi-camera tech-
nique is very interesting. The cameras all
shoot 16mm film in the usual way. But they
also transmit the exact image being

The producer of ““Radio
City” said that using Vidi-
film and 16mm had saved
him $25,000 in shooting
costs. Daily Variety called
it ““a superb production.”

exposed on film in each of the cameras to a
television monitor console.

The Director sees exactly what each cam-
era is getting, and he can control it by inter-
com. The action can be edited, live TV
style, onto videotape, and transferred onto
film as a complete, edited workprint. Money
saved. Rehearsal time, shooting time and
editing time are all saved, too. Perfect film
image quality, of course; and instant mag-
azine changes. No blimps. Vidifilm uses
the NPR.

Eclair is at

7262 Meirose,

Los Angeles.
’




The man in this photograph is Haskell Wexler; and that's his CM3.

Director of Photography = _j&
Haskell Wexler, A.S.C.,
won an Academy Award
for his cinematography
of “Who’s Afraid Of
Virginia Woolf.” He also
shot “InThe Heat Of
The Night, which won six
Academy Awards.

In both films he used two cameras:
a Mitchell BNC and an Eclair CMS3.

In the days before the Mitchell
offered reflex viewing, Mr. Wexler
used to shoot with the CM3, (which
has extremely clear and accurate
reflex viewing), when framing or
depth of field were critical. The
Mitchell's 1,000 foot load made it
his choice for most studio se-
quences, even though the CM3's
pre-threaded 400 foot magazine
can be changed in literally five sec-
onds. He used the CM3 for about
50% of ““Virginia Woolf."”” But on
his own feature production ‘*‘Me-
dium Cool,"” Mr. Wexler used a spe-
cially made 1,000 foot magazine on
his CM3, as well as the standard
400 footer; and he shot the whole
picture with the CM3.

Because of his extensive experi-
ence in shooting documentaries,
Mr. Wexler's photographic style
has a strong feel for realistic treat-
ment. He approaches the lighting
of a studio interior set as though it
were a real room on location, with
four walls and available light

sources. The living room set in
“Virginia Woolf"" was realistically
cluttered and cramped for space.
The CM3’'s small size and light
weight enabled Mr. Wexler to use
this to advantage, instead of hav-
ing to fight it. He could put the
camera Iin among the clutter, and
get the lens close to objects on the
bookshelf or whatever. No need for
a bulky crab dolly.

On location, the fact that the
CM3 can be mounted on a light-
weight wooden-leg tripod makes
moving a few feet over to a better
angle quick and easy. With a 300
pound rig, says Mr. Wexler, you're
tempted to stay where you are.
Shooting ““The Thomas Crown Af-
fair,”" he also mounted his CM3 on
a dune buggy, in a helicopter, on a
home-made “‘skateboard,” and, of
course, on his own shoulder. Be-
cause the CM3’'s magazine is
mounted on the rear, says Mr.
Wexler: ““No other 35mm camera
balances so well on your shoulder.”

When Mr. Wexler shoots a scene
inside a moving car, it's a real mov-
ing car, not a car set with a process
screen background. For various
reasons, many of the Tennessee
location shots for ‘‘Heat Of The
Night'' had to be made fast, without
elaborate rigs or setups; but the
script called for a lot of car inte-
riors. The CM3's rear-mounted
magazine gives the camera a low
profile, which enabled Mr. Wexler
to sit inside the car with the actors,
and shoot at normal eye-level with
the CM3 on his shoulder. No other
35mm reflex camera would have
fitted under the car's roof. And no
process shot would have looked as
genuine. Even an external camera
rig would not have looked as real,
says Mr. Wexler, because of the
rigid camera position and fixed
image size. CM3 versatility helps.

For more CM3 information, contact Eclair
at 7262 Melrose Ave., Los Angeles 90046,

eclair




HISTORY OF A UNIQUE SCIENTIFIC ADVANGCE:
THE NORWOOD PHOTOGRAPHIC EXPOSURE METER

How one man, seeking a better, more accurate way, developed
a totally different approach to photographic exposure control—
one that is now used by professional cinematographers everywhere

By IAN TAYLOR

Enter any sound stage in Hollywood. Observe the cinema-
tographer measuring the light intensity. (See Fig. 1.) The
chances are that he will be using a photoelectric measuring
instrument which has, as an integral part, a unique, translu-
cent, light-collecting, hemisphere element, which looks like
half of a small white ball.

The same may be observed in motion picture studios in
New York; or for that matter, in almost any studio in the
U. S. A. Further, it may be observed in motion picture
studios in Japan, in India, in Brazil, in Argentina; in fact,
throughout the world. Professional cinematographers every-
where place great reliance on the dependability of this
particular type of light-measuring instrument. It helps them
to produce pictures having excellent technical quality.

What is the history of this particular type of light meter?
How did it come into being? Who invented it/ What is the
function of that small white ball?

In general, the first large scale introduction of photoelec-
tric exposure meters occurred around 1932. Those meters
were of a type which reads on light reflected from a
photographic scene. One of those instruments was purchased
by an Air Corps lieutenant who was on duty as a flying
instructor at Randolph Field in 1933. The off-duty avocation
of this Air Corps pilot, Lieut. Don Norwood, was
cinematography.

Lieut. Norwood tried out that reflected-light type of
exposure meter and was disappointed with the exposure
results, because those results simply were not dependable.

FIGURE 1—-Using a Norwood Super Director exposure meter, Director
of Photography Edward Colman, ASC, takes an incident light reading
prior to filming a closeup of actor John Compton. The photosphere
light collector concept, pioneered by Don Norwood, was the first
system to measure the totality of light falling upon a three-dimensional
subject from several directions.

Consequently, he gave long and thoughtful consideration to
various aspects of why the reflected-light meter failed. What
factors were involved? What could be done differently in
order to achieve success?

One scene in particular presented elements which were
very challenging. (See Fig. 2.) This scene included the
Norwoods' Negro housekeeper, Ethel, and the lieutenant’s
young son, Dick, who was a natural platinum blond at that
age. When the reflected-light meter was used close-up to
Ethel, one exposure reading was given. A quite different
exposure reading resulted from a close-up reading of Dick. A
third exposure reading resulted from a longer range position
which included both persons in the field of view. This third
type of reading was further complicated by the type of
background in the scene. With sky or white stucco buildings
in the background the reading shifted excessively in one
direction. With a dark shrubbery background the reading
shifted excessively in the other direction, If the subjects wore
other clothing, of darker colors, still different readings
resulted.

What, among all of the varying elements, presented a
significant value, one that could be depended upon as a firm
basis for exposure determination? It seemed to the lieutenant
that the only dependable element in the situation was the
illumination intensity. Consequently, he started a study of
the relationship of illumination to exposure.

A series of carefully planned and conducted experiments
ensued. They soon disclosed a positive and valuable relation-
ship between illumination and exposure. Furthermore, the
study of illumination falling upon a photographic subject
revealed another very important fact. It was observed that
such illumination is three-dimensional. It was found that this
three-dimensional nature must be considered in any evalua-
tion of illumination falling upon a three-dimensional photo-
graphic subject.

In detail, it was found that the exposure effectiveness of
illumination from any source depends not only upon the
intensity projected to the subject’s location, but also upon
the angular relationship between the camera-subject axis and
the light-source—subject axis. Thus, a 400 foot-candle inten-
sity of light, projected to subject location from a source
located adjacent to the camera, is much more effective in
lighting the camera-side of the subject than similar illumina-
tion projected from a source located on the far side of the
subject. Intermediate angular locations of the light source
provide intermediate values of exposure effectiveness.

It was found that when both the light intensity and the
geometry of illumination were thus taken into account, the
resulting exposures turned out to be better than anything
that had been previously seen.

Lieut. Norwood then constructed, in 1933, an exposure
meter which was the first to properly evaluate 3-D incident
light. (See Fig. 3.) The underpinning for this meter was a

AMERICAN CINEMATOGRAPHER, FEBRUARY, 1969




two-celled reflected-light meter, which was modified by the
addition of a 3-D light-collector over each of the two cells.

The 3-D light collector, in the form of a hemisphere, has a
very special function. Normally used at the location of the
photographic subject, it represents, in miniature, the camera-
side of the photographic subject. This special form automati-
cally and precisely integrates all illumination from all sources
effective on the subject, not only according to the projected
intensity of each, but also according to the geometric
location of each source with respect to the camera-subject
axis. The hemisphere then transmits this information to a
photocell which, in turn, actuates the meter's electrical
indicator.

The prototype meter was then calibrated to evaluate the
3-D illumination with respect to exposure. It turned out to
be the granddaddy of all of the 3-D incident light meters in
use today.

As an interesting sidelight, it might be mentioned that
Lieut. Norwood, at that time, encountered some difficulty in
locating an appropriate translucent hemisphere which would
have the right properties of light transmission and diffusion
and be of the right size to match the size of the adjacent
photocell. The answer, quaintly enough, turned out to be a
section sawed from a baby's celluloid rattle. It served the
new purpose very well,

Later on, in 1936, the 3-D incident-light meter shown in
Fig. 4 was constructed. This meter had a single photocell and
a single 3-D light collector.

In the normal course of his professional career as a
military pilot, Lieut. Norwood was promoted to Captain. He
then spent some years in charge of instruction at the Air
Corps Photographic School. He later had the misfortune of
being involved in an airplane accident which resulted in
physical injury and long hospitalization. He was retired from
the Air Corps for physical disability in 1939. He returned to
Pasadena, and established a research laboratory there, not far
from his former school, the California Institute of
Technology.

in the autumn of 1939 he was requested by George
Blaisdell, then editor of the AMERICAN CINEMATOG-
RAPHER, to write a technical article about photoelectric
exposure meters. This was a topic in which A. S. C. members
were becoming quite interested at that time. Consequently,
four papers were prepared, and were published in the
AMERICAN CINEMATOGRAPHER: November 1939, Janu-
ary 1940, February 1940, March 1940.

From his laboratory came new advances in the design of
his exposure meter. There was the introduction of a
perforated slide range-changer, in 1939, as shown in Fig. 5. A
number of these meters were made and sold, including the
first one that went to an A. S. C. cinematographer, Floyd
Crosby, in 1940. He used a NORWOOD meter when
photographing that outstanding picture, “HIGH NOON"’.

A patent on the unique meter, which had been applied for
some years earlier, was granted in October 1940, It was U. S.
patent 2,214,183, a basic patent.

An informative paper on the topic was prepared in the
autumn of 1940, and read to the Society of Motion Picture
Engineers, of which Norwood is a member. This paper was
published in the SMPE Journal for April 1941,

An advanced model of the NORWOOD incident light
meter was designed and constructed in 1940, (See Fig. 6.)

A further advanced model, with detachable and reversible
head, (See Fig. 7), was constructed on special order, in 1941,
for the Clarence B. Mitchell Laboratory in Chicago. Mr.
Mitchell had read of the meter in the AMERICAN
CINEMATOGRAPHER.
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(LEFT) FIGURE 2—This early snapshot taken by Don Norwood of his
housekeeper holding his infant son prompted him to seek an exposure
system that would not vary with the reflectance of lighter or darker
elements in the scene. (RIGHT) FIGURE 3—Norwood's first incident
light meter, constructed in 1933, was basically a two-celled reflected
light meter modified by the addition of a 3-D light collector over each of
the two cells. Norwood used sections cut from a baby's rattle for earliest

photosphere prototypes.

(LEFT) FIGURE 4-Constructed in 1936, this improved version of
Norwood’s original incident light meter had a single photocell and a
single 3-D light collector. (RIGHT) FIGURE 5—A perforated slide
range-changer was important 1939 improvement in the meter. First
model incorporating this innovation went to Floyd Crosby, ASC, who
used it in photographing “"HIGH NOON".

FIGURE 6—An advanced model of the Norwood incident-light
meter, with a case molded to fit the hand, was designed and
constructed in 1940,

o




‘.I.
Ly,

Na

FIGURE 7-—A "two-piece’” model of the Norwood meter, with
detachable light collector that could be reversed in relation to the meter
scale for more convenient reading of light under certain conditions.

In 1941, Karl Freund, ASC, after reading the technical
paper published in the April 1941 Journal of SMPE, showed
up and requested construction of a meter for his use. Such a
meter was built (see Fig. 8). After a short period of studio
use on a film called, “THE CHOCOLATE SOLDIER", at
MGM; Freund placed an order for a second identical model.
He had found the first one to be so valuable in his work that
he wanted another one to hold in reserve, in case the first
was accidentally dropped, and was temporarily out of action
while being repaired.

The same Karl Freund later formed a small manufacturing
company and requested and obtained from Don Norwood a
patent license contract which permitted the manufacture, use
and sale of exposure meters built according to the Norwood
design and Fig. 8 prototype, and using the patented
principle. A number of such exposure meters, brand-named
NORWOOD DIRECTOR, were made and sold to members of
the A.S. C., to Air Corps photo units, and to professional
photographers in general.,

During this time Don Norwood prepared a book on the
subject entitled, “A NEW APPROACH TO EXPOSURE
CONTROL". He also prepared, from time to time, additional
informative articles about this subject for professional
periodicals. (See list in the terminal Summary.)

A major change occurred in manufacturing in 1947, At

(LEFT) FIGURE 8-—Meter built by Norwood in 1941 for Director

of Photography Karl Freund, ASC, who was later granted patent
license by the inventor to manufacture the meters commaercially.
(RIGHT) FIGURE 9-New housing design for Norwood Director
meter evolved by the American Bolex Company, which bought
patent license rights in 1947.

that time the American Bolex Co., in New York City,
arranged to buy out from Freund’'s company the patent
license rights which were granted from Don Norwood, the
inventor and patent owner,

The American Bolex Co. evolved a new housing design for
the meter, (see Fig. 9), and engaged in quantity production
of the new design. A vigorous advertising campaign was also
part of the program to bring the advantages of the
NORWOOD DIRECTOR exposure meter to professional and
amateur photographers all over the United States, as well as
worldwide. A factor in this matter was the greatly increasing
use of color films of the reversal type. Such films have a
requirement not only for very precise exposure, but also for
exposure based on principles which produce the most
accurate rendition of flesh tones, and which do not unduly
favor shadow areas at the expense of highlights. The
NORWOOD DIRECTOR exactly suited these requirements.
Large numbers of that model were produced and sold.

In 1957, 17 years after the basic patent had been issued,
the said patent came to its normal termination. This led to
various changes in the previously established business rela-
tionships which depended on the patent.

Other manufacturers then entered the picture. A new
model, called the NORWOOD SUPER-DIRECTOR, (Fig.
10), was designed and a prototype built at NORWOOD
INSTRUMENTS. It offered such patented improvements as
the remarkable HELIOVALVE for range-changing, U.S.
patent #2,913,955. The meter also provided for direct
reading in F-stop notation, U. S. patent #2,824,696; and had
an advanced type of calculator for auxiliary use. This meter
was manufactured under license, by the Walz Co., in Tokyo.

Another Japanese firm, the Sekonic Co., started manufac-
ture of an older model of the meter, on which the patent had
expired. Still another Japanese firm, the Miranda Co.,
introduced a meter which featured the NORWOOD type of
incident-light collector. Photo Research Co. re-established
manufacture of an old model of the meter. Some German
firms (E. Leitz, Inc., and the Gossen Co. with three models)
introduced exposure meters which featured the NORWOQOD
type of incident-light collector. (See Fig. 11).

It has been said that, “Imitation is the sincerest form of
flattery.” The adoption of the NORWOOD invention by all
of those exposure meter manufacturers constitutes a sort of
left-handed tribute to the value of Norwood’s contribution
to the science of exposure control.

Because Don Norwood is a rather quiet type, with a
studious manner, who is more given to conservative under-
statement than the reverse, the great extent of his work in
this field has not been generally recognized.

It is interesting to note some technical aspects of his
pioneering efforts in this field. In his research work on the
3-D, hemisphere-type incident-light meter, he divided the
studies into two areas: exterior photometry and interior
photometry: or, what happens to the light rays on the
outside of the meter, and what happens to them on the
inside.

EXTERIOR PHOTOMETRY takes into account the
3-dimensional nature of photographic illumination, the rela-
tionships between the camera-subject axis and the various
light-source-to- subject axes, as well as the exterior light-
collecting properties of the hemisphere light-collector. These
factors were carefully studied, and the interrelationships
were disclosed in a significant technical paper published in
the SMPTE Journal, May 1950. Therein was shown the
formula—

f* = SE(1-©/180°
t K
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which is quite basic. This formula has been translated into
many languages, and is now used by exposure meter
manufacturers located in a number of industrial countries.
INTERIOR PHOTOMETRY has also been the subject of
intensive study in his laboratory. This study has revealed the
behavior of the light rays inside of the hemisphere light
collector, and the transmission paths followed to the
adjacent photocell, under all of the varied conditions

picture industry, worldwide. Many types of cameras may be
used, and many types of films, and many varieties of
illumination, outdoors and indoors, as well as many types of
lighting equipment; but the light meters generally used by
professionals are of the NORWOOD incident-light type. &

SUMMARY OF TECHNICAL PAPERS AND ARTICLES WRITTEN BY DON NORWOOD
ON THE SUBJECT OF INCIDENT LIGHT MEASUREMENT FOR EXPOSURE CONTROL

established by the various scene Ilgl}tlng arl:angements which Boniil or i ate
may be encountered in photographic practice. One result of April 1941 “NEGATIVE EXPOSURE CONTROL.”

the interior photometry research was the development of a iy 1960 “LIGHT MEASUREMENT FOR EXPOSURE CONTHOL. ™
significant formula, which was disclosed in U.S. patent
#3,041,929, as follows:

AMERICAN CINEMATOGRAPHER
Novemnber 18939 “STUDYING PHOTOELECTRIC EXPOSURE METERING ' P
January 7 " = oy 2 | g
February 15940 X = ca =4 HLL™
March 1940 - " 41 N e v."
April 1943 “ILLUMINATION CONTRAST CONTROL.”
m February 1949 “EXPOSURE FOR TITLES AND CLOSEUPS.”

December 1950 “THE SIGNIFICANT KEYLIGHT.”™

+

December 1957 “NEW. IMPROVED EXPOSURE METER.”
n Seprember 1958 “EXPOSURE EVALUATION.™

ol 1
2

B : _ ‘ INTERNATIONAL PHOTOGRAPHER
The application of this formula resulted in the design and February 1941 “NEGATIVE EXPOSURE.”

construction of the unique HELIOVALVE for the meter. 5 e L e Lo iy iy
The HELIOVALVE serves to adjust the meter to match the
film's ASA index. It makes obsolete the former requirement
for a whole packet of slides or mattes for this purpose. The

SUMMARY OF US. PATENTS GRANTED TO DON NORWOOD ON THE

NORWOOD INCIDENT-LIGHT EXPOSURE METERS.
. 2214283 EXPOSURE METER. Sapt. 10, 1940
. 4,337,122 METHOD AND APPARATUS FOR DETERMINING

ILLUMINATION CONTRAST. Dec. 21, 1943
, £,444. 464 DEVICE FOR USE IN DETERMINING

PHOTOGRAPHIC EXPOSURES. July 6, 1948
. £,489,664 DEVICE FOR CALCULATING PHOTOGRAPHIC

EXPOSURES. Nov. 28, 1949
. 2,504 346 DUAL RANGE EXPOSURE METER HAVING A

LIGHT-DIFFUSING PIVOTED COVER. Apr. 18, 1950
. 2.803,162 AUTOMATIC EXPOSURE METER. Aug. 20, 1957
. £,824 695 DIRECT-READING PHOTOGRAPHIC EXPOSURE

METERS AND CALCULATOR DEVICES Feb, 25, 1958
. 2913956 DIRECT-READING LIGHT METER AND

LIGHT VALVE UNIT THEREFOR. Nowv. 24,
. 2872830 LIGHT METER DEVICE. Feb, 28,
. 2,983,186 DEVICE WITH THREE-DIMENSIONAL

LIGHT COLLECTOR. May 9, 1961
. J,041928 DEVICE UTILIZING A LIGHT VALVE

ACTUATED BY A LIGHT ACCEPTANCE UNIT, July 3, 1962
. 2,041,529 LIGHT VALVE STRUCTURE. July 3, 1962
. 3,091,166 PHOTOGRAPHIC DEVICE RESPONSIVE TO

BOTH INCIDENT AND REFLECTED LIGHT. May 28, 1963
. 3,112,684 LIGHT RESPONSIVE CAMERA Dec. 3. 1963
. 3,486,097 PHOTOMETRIC DEVICE HAVING

SELECTIVE RESPONSE TO LIGHT ON

PHOTORESISTIVE CELLS Nov. 15, 1966

AUTOMATIC
F-STOP

EXCLUSIVE

B CALCULATOR
RESERVE

FIGURE 11-A few of the many meters inspired by Norwood’s
original invention and manufactured after his patent expired. Don
Norwood recently designed and patented several highly sophisti-
cated new light-measuring instruments for photography, which will

soon be on the market.

FIGURE 10-The Norwood Super Director meter featured the
remarkable Heliovalve for range-changing, direct reading in F-stop
notations and an advanced type of calculator for auxiliary use. This
mater was manufactured under license by the Walz Co., in Tokyo.

HELIOVALVE has been used to advantage in the NOR-
WOOD SUPER-DIRECTOR and the NORWOOD PRO
meters.

Some professional cinematographers in Hollywood have
used NORWOOD type meters for more than two decades in
their daily work. Many have graciously expressed their liking
for the meter and have commented on the assistance it has
provided in their exacting work. Due to his contribution to
the motion picture science Don Norwood received the honor,
in 1950, of an invitation to become an Associate Member of
the American Society of Cinematographers.

In conclusion, it is interesting to observe the profound
effect which the contributions of just one dedicated scientist
can have on the technique employed throughout an entire
industry, such as the exposure control technique generally
used by cinematographers throughout the entire motion
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“THE BOSTON STRANGLER"”
Continued from Page 205

with its wide, narrow frame. He feels
strongly that it is, for many scenes, just
too wide—if | may speak for him. He
said to me, ""Sometimes when you're
telling an intimate story of two people,
you simply don't need that wide of a
screen. It's like with a painting or a
picture; you don’t take a frame and
match the picture to the frame. You
match the frame to the picture. Some-
times the painting is small, and that’s all
the frame has to be. If you have an
intimate scene of two people, there's no
reason to use the full wide screen.”
What he said made sense, and the
panel system lent itself perfectly to the
expression of that philosophy. Many of
our scenes were fragmentary closeups
(inserts, actually) that fit quite nicely
into a small square frame. Then, when
we needed scope in a particular scene,
the full wide frame was available,
Fleischer's thought was: “Let's make
the ‘paintings’ the size they should be
and then frame them properly. Let’s not
let this wide-screen proportion dictate
anything. It's just a field of operation.”
It was my job to design a "‘panel
plot” (complete with accurate composi-
tional sketches) for each separate phase

of each multiple-image sequence—and
this is where Fleischer and | had to

work very closely together. Edward
Anhalt, who wrote the screenplay,
could not write it the way we would
eventually interpret it; this would have
been an impossible thing to do. So he
said, “I'll just write a straight screenplay
and you, in essence, will be orchestrat-
ing the picture.”

We would take each seguence as
written and start to pull it apart into
separate elements, which we laid out
graphically in terms of individual panels.

This was done using a grid that covered
the full frame. Then we established
mattes of several sizes and shapes that
could be fitted into that grid—and de-
signated them as A, B, C, etc. Matching
mattes were made to fit into the view-
finders of the reflex cameras that Dick
Kline was using.

A compositional sketch was made of
gach scene as it would fit into its
specific panel, and this sketch was used
as a reference when the scene was
actually set up for shooting. All of the
sketches were bound In sequence into a
book, which became our production
“Bible”, and all the key people con-
cerned were given copies of the book.

While each of our panel sketches was
set with mathematical precision in ad-
vance, we had to allow for a certain
amount of flexibility, because some of
the scenes had to be sketched before we
could know exactly what the location
would be. Then there were times when
we would get to a location and find that
because of weather or the light or an
actor commitment you couldn’t use
that location and would have to shoot
the scene somewhere else. In a case like
that we would re-sketch the scene ac-
cording to how it was finally shot, so
that editing and special effects would
have an accurate blueprint to follow. =

RICHARD H. KLINE, ASC
Director of Photography

Using the Panavision format was a
great aid in shooting the multiple-image
sequences, not only because of the
wide-screen configuration, but because
of the sophisticated equipment avail-
able, especially the lenses. We used
zoom lenses almost exclusively, with
occasional use of the 35mm (for wide-
angle shots) and their macro lens to get
in very close for some of the inserts.

Director of Photography Richard Kline (CENTER) studies the scene during location filming in
Boston. Only reflex cameras (Panavision, Mitchell Mark 11, Arriflex) were used for shooting, with

mattes placed in viewing tube for each panel scene.

We worked inside many very small
actual interiors in Boston, where you
couldn’t possibly use a dolly, so we used
the zoom in place of a dolly. We did
have a very small ColorTran dolly and
that, in conjunction with the zoom lens,
worked out very well,

We used the Panafocal lens (which is
a short zoom) and the Angenieux
50mm-t0-500mm lens, but we rarely
used them for zooming. They served
more as variable focal-length lenses.
There are only a couple of times in the
film when we used fast zooms for shock
effect.

In order to light the cramped loca-
tion interiors | eliminated big lights,
using no Brutes. We had a 150-amp
generator and used quartz lamps and
small incandescent lights exclusively, We
tried to use source lighting and low-key
as much as possible. Keeping most
everything in low-key not only en-
hanced the mood, but made it easier for
us to go into the black matted multiple-
image sequences without too much of a
visual jump.

Because we worked in low-key
throughout almost the entire picture,
and also because the zoom lens had a
maximum aperture of F/4.5, we had to
force develop practically everything one
stop.

We used reflex cameras exclusively
on this picture—Panavision cameras,
Mitchell Mark Il's and Arriflexes—so
that we could get an accurate line-up of
our mattes, which were placed in the
viewing portion of the reflex system
only.

We would, however, shoot full-frame,
with the area in dead center that would
be matted for a panel later on and
moved to the area of the frame where it
was designed to be. | would usually light
only that area that was to be used in the
panel and let the rest fall off. Also, in
centering a small area that would even-
tually appear at the extreme right or left
of the frame we would sometimes run
off the set at the edges.

This caused a certain amount of
consternation back at the studio. People
watching our dailies would say, “My
God, the scene’s too dark!"”—not taking
into consideration the fact that we were
only going to use the perfectly well
lighted doorknob in the center of the
frame. It also unnerved them to see
sound booms and lights and grips hang-
ing in at the edges. Even though they
knew very well what we were doing,
they could never quite get used to this.

Occasionally, instead of shooting a
panel scene framed at dead center, we
would position the subject in its precise

Continued on Page 238
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ASC 50th ANNIVERSARY
Continued from Page 215

tenberg, Arthur Miller, Charles Lang and
others, the foremost cinematographers
of our time, with whom I|'ve had the
great fortune to work. They're all out
there somewhere, as is Leon Shamroy.
Thank you, Leon. Thank you, George
Folsey and Russ Harlan and the others
out there who have helped me survive in
this business for so many years. Con-
gratulations again, and thank you for
this wonderful evening.”

Then it was time to honor the four
living Charter Members of the American
Society of Cinematographers: Victor
Milner, Charles Rosher, L. Guy Wilky
(all of whom were present) and Arthur
Edeson who, unfortunately, was pre-
vented by illness from attending. On
behalf of the Society, Hal Mohr present-
ed all of them with gold pins bearing the
A.S.C. emblem.

The official amenities of the evening
having been concluded, Mohr then
turned the microphone over to A.S.C.'s
young and talented attorney, David
Fleming, who took charge of the enter-
tainment portion of the evening. Prov-
ing himself as nimble a Master of
Ceremonies as he is a legal eagle,
Fleming made with the snappy patter,
evoking appreciative laughter and
applause from the crowd. He introduced
chic chanteuse Dodie Stevens, who did
several numbers. Then came A.S.C.
Associate Member Edgar Bergen who,
though caught with his dummy down,
regaled the audience with his own
special brand of witty dialogue. Song-
stress Shirley O. Mills, a bundle of
verve, wound up the entertainment by
practically sitting in Arthur Miller’s lap
at ringside and belting out a person-
alized parody of ““Won't You Come
Home, Bill Bailey?”" It was a laugh a
minute.

The Gala affair at the Beverly Hilton
climaxed a fortnight of fond tribute to
A.S.C. and its founding members. Both
the Los Angeles Times and the Herald-
Examiner had published comprehensive
features on the Society, as had Variety
and the Hollywood Reporter. The spe-
cial 50th Anniversary lIssue of AMERI-
CAN CINEMATOGRAPHER had
appeared, immediately becoming a col-
lector’s item. Mayor Sam Yorty had
proclaimed Friday, January 17, 1969 as
ASC GOLDEN ANNIVERSARY DAY
in Los Angeles.

Entering its second half-century of
“LOYALTY-PROGRESS-ARTISTRY",
the American Society of Cinematog-
raphers would have something fine to
remember. G

Camera Mart says.
“Hold this ad up (o
your ear.”

Now vou have an idea how quietly
the Eclair NPR 16mm camera runs.

Eclair threw tradition out the window and started from scratch. And
that's how the NPR was born. Completely new; completely quiet.
For example: the shutter claw and registration pin operate directly
off the motor's drive shaft. That means fewer moving parts and so,
less noise. The claw is wedge-shaped so it can slide into perfora-
tions without clatter or clicking. In .act, the only noise you'll hear
around the NPR will come from you. That's because the NPR's per-
formance is really something to shout about.

FOR SALE, RENT OR LONG-TERM LEASING AT

THE CAMERA MART INC.

1845 BROADWAY (60th ST) NEW YORK, N.Y. 10023  212-757-6977
SALES SERVICE © RENTALS

i
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TOWARD A VISUAL REFRESHMENT

By RICHARD SHORE, ASC

Cinematographers are practical artists
devoted to applying theories of lighting
and composition to the solution of
photographic problems. These problems
are constantly varying not only from
film to film, but within a film, between
sequences and within sequences, from
shot to shot.

QOur preoccupation with practical so-
lutions is all-pervasive because It Is our
task to translate script and directorial
ideas into concrete images. This concern
dominates our everyday existence and
gives rise, quite naturally, to methods of
visualizing each directorial idea. Because
we are necessarily practical, there is, |
believe, a great tendency to develop set
ways of thinking about light and com-
position which are consistent with our
proven experience of what works and
what does not work. It should be
obvious that these set ways, even
though proven, are not nearly exhaus-
tive of the possible ways of approaching

To the cinematographer whose “eye” has become jaded,
a study of paintings by the Old (and some New) Masters
can re-stimulate the wellsprings of creativity

a given lighting/compositional problem.

This is not to suggest that the optical
and physical laws which govern how a
specific lens or type of light or film
respond are invalid. A given lens covers
a given field and produces a given
perspective and distortional effect. A
given light will produce an intensity and
shadow character which are dictated by
the type and design of that light, and a
given film will produce detail, grain
sharpness and color rendition for a given
set of conditions. The point is that the
possible combinations of light, lenses,
film and filters are so many and so
variable that it is, for all practical
purposes, impossible to exhaust them.

| believe that a fundamental problem
of the practicing cinematographer is
how to stay visually fresh and spontane-
ous. For us, the answer to not growing
stale is to be found in heightening our
visual perception and response. To see
things in a refreshing way is the heart of

Mont Sainte Victoire, an oil on canvas by Paul Cezanne. In this painting, Cezanne gives us an
impressionist’s view of space, attaching primary importance to planes, volumes and atmospheric
haze. The effect is similar to the soft-focus of early cinematography which is enjoying a recurrent

vogue.

g

the matter. It is easier, to begin with, to
point out what this does not mean than
to try to arrive at a positive definition.
It does not mean the indiscriminate use
of bizarre angles and lighting effects.
These are easy traps on the road to
something different. I’'m suggesting that
if we can approach a problem with an
innocent eye, coupled, of course, with a
thorough grounding in the principles
and practice of our craft, then there is a
chance of developing and maintaining a
fresh response.

How can we do this? How can we
stay visually “innocent’ in an age where
our senses are subjected to what we
might call an ever-increasing din of
impingement, much of It of our own
making. The cinematographer cannot
retire to contemplate life from a distant
mountaintop or sheltered campus or
any of the other refreshing escapes open
to the writer or composer or anyone
practicing a solitary art.

However, | believe there are things
right at hand that we can utilize in order
to refresh our vision. The “things” I'm
referring to are paintings; either the
history of painting or a study of paint-
ing as it is practiced today. The subject
is inexhaustible, and if one chooses to
specialize, the rewards are very rich
indeed. For instance, examining the
invention of perspective in painting, its
evolution, triumph, and abandonment is
the kind of visual stimulus from which
cinematographers can derive recreation.
To view the art of painting from the
Middle Ages into the 14th and 15th
centuries is to see, amongst other ele-
ments, the evolution of perspective
from flat, vertical, “heaven reaching”
art to the Renaissance invention of
monocular perspective—interestingly,
usually from a low angle. In fact this
visualization of perspective with its
single vanishing point in the center of an
imaginary cube really dominated paint-
ing for four centuries.

Of course the invention of perspec-
tive in painting did not develop In a
single unbroken stream any more than




the present triumph of color cinematog-
raphy developed in a smooth succession
of better and better efforts. The paint-
ers of the 14th century, for example,
would sometimes use perspective for
only part of their work, the foreground,
and relegate the background to the flat,
vertical, non-perspective style of an ear-
lier day. That combination of styles
made the background look like a back-
drop against which a real, in-depth
action was occurring. Other painters,
though not many, became interested in
isometric projection which gives a more
correct appearance of space in painting.

Another exploration into the prob-
lems of depicting space in painting was
the invention of chiaroscuro. This
effect, like a single specular light source
from which all color and values ema-
nated, represented another attempt at
creating a depth-like effect. Later, the
impressionists discovered the impor-
tance of atmospheric haze in creating
realistic depth. Further, the impression-
ists discovered how shifting light tended
to destroy sharply defined lines and give
importance to planes and volumes.
Theirs was a depth of color values. Later
the cubists introduced the idea of time
in painting; they did this by showing the
object from several angles simultaneous-
ly or showing the object in motion
through a successive displacement of the
figure. Rhythm is a key idea of the
cubists.

The study of the history of painting
is not meant to suggest that artists got
better and better; rather, it shows that
styles changed with the times. Painting,
like cinematography, is not a fixed
study, and that is one thing which
looking at the history of painting tells
us. The space of contemporary painting
is no longer the purely optically exact
space of the Renaissance. It includes
dynamic rhythms, distortions, optical
motion, and a whole gamut of sensa-
tions that are more emotional than
intellectually ordered. The entire field
of contemporary painting offers visual
refreshment for the cinematographer
who is more interested in the forms of
today than in historical development.
All the most advanced styles (including
expressions known as pop, optical paint-
ing, color field, shaped canvas, and
minimal painting) are valuable to this
end. The study of contemporary paint-
ing is valuable, not because of its affin-
ity to cinematography, but for its
remoteness. Remote, yet visually acute;
that is the heart of the matter; that is
the value to us as cinematographers.

The amount of prejudice which sur-
rounds the very contemporary schools is
too well known to belabor. The point is
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not to decide whether we are coming
upon a new, and as yet unsung, Renoir
or Van Gogh. In fact such considera-
tions have nothing to do with the
benefit we can derive from really /ook-
ing at this stuff. So you say, “l've seen
Campbell Soup cans. |'ve even photo-
graphed them; tricks of perspective are

well known to me. I'm familiar with
color values and how colors relate to
one another. | already know these
things and was doing them long before
the present generation of painters came
along.”

“Well,” | say, "“were you really look-
ing with a new eye?” A painter says:
“Here Is an everyday object of such
banal familiarity that you don’t even see
it anymore—but behold ... it is an ob-
ject as worthy of our contemplation as a
traditional bowl of fruit.” A painter
says, ''Here are three colors divorced
from any suggestion of subject matter,
which, by their precise values, are emo-
tionally evocative.”” A painter says,
“"Here are colors so close to each other
in value that only after careful study
can we see that there is any but one
solid color on the canvas.”

What of all this and so much more
that is contemporary painting? For the
cinematographer the lesson is not to go
out and try to duplicate these effects
because they are painting effects—
pigment on canvas—and they belong
nowhere but in paintings. But their
contemplation like a study of the his-
tory of painting can refresh our vision,
help us to see anew our very different
visual problems. | think this is more
valuable in many ways than, for
example, going to the films to see how
other cinematographers met, or failed to
meet, the challenges of their pictures.
Film viewing is pleasurable but it is not

[
Marilyn Monroe I, oil on canvas by James
Rosenquist. The artist presents objects of
familiarity in a new way. This Pop Art study
has the collage effect of a cinema montage.

enough removed from our everyday
experience to be really recreative. It is
too concrete, too close to home, and
thus inevitably puts us in the same
frame of reference as the cinematog-
rapher who made the film, But studying
some aspect of the history of painting
or viewing contemporary painting of the
most advanced, often seemingly out-
landish, often difficult, styles is the
stuff of renewed vision. Try it without
prejudice. It really works. =

Three Miracles of St. Zénobius, tempera on wood by Sandro Botticelli, is a fine example of the
application of monocular perspective, with its characteristic single vanishing point. Narrow
horizontal composition suggests the aspect ratio of the anamorphic film format. (Photos courtesy of

the Metropolitan Museum of Art.)




INDUSTRY

Free European Tours Offered In
Travel Information Survey Program

Many AMERICAN CINEMATOG-
RAPHER readers travel extensively,
either for pleasure or in the course of
professional duties. Because we feel that
they may wish to avail themselves of the
opportunity offered in the following
press bulletin, we are publishing it
exactly as it was received from ROME:

ACCOMPLISHMENT OF 5000
CRUISES BY AIR AND LAND IN
EUROPE “21 DAYS WHERE YOU
WANT” FOR TWO PERSONS OF-
FERED GRATIS BY THE “SOCIETE’
POUR L°ACCROISSEMENT DU
TOURISME INTERNATIONAL” WITH
STARTS FROM 20 U.S.A. TOWNS.

In cooperation with hotels and tour-
Ist organisations of eight European
countries, the SATI| has disposed an
enquiry on preferences of American
tourists in spending their holidays in
Europe. There were scheduled 5000
cruises by air and land in Europe for
two persons, for the duration of 21
days, as better specified below,

The names of the persons entitled to
these cruises will be regularly drawn out
among all people who will send a simple
card to the SATI, Enquiries Service
U.S.A. Via Pandolfo 1°, n. 8-00162
ROMA, indicating their names, sur-
names, addresses and professions; they
should also declare whether they visited
already Europe or not and point out the
periods in which they would like to

. a new home in the heart of Hollywood! make their travels, specifying the res-
New headquarters for the West’s largest FPRR OFIhE PErious GOSN, |
supplier of equipment to the motion picture dramenﬁfﬂi:ﬁ :’; hz;iisﬁ'?;sm;;i!mﬁ
il]f]}lﬂtl‘}’. A SALES & RENTAL CENTER by registered letter, by which they will
(with a lot more room ), housing the most get also all informations useful to pro-
complete and fully stocked inventory of pro- gram their travels.
fessional motion picture equipment. Oper- The drawings will take place on the

Y I SR . ok ) I1st and the 15th December 1968 and
ated by professionals for professionals!
Y1 L L ofessionals January, February, March and April

AFTER MARCH 15th, WE,LL BE AT: wﬁl’gl';e travellers will be given: 1) N. 1

1026 North Highland AUEHUB, HO"Y‘WOOd return ticket by air U.S.A.—Lisboa (Por-

1 ; tugal), tourist class; 2)n. 1 bill for
(14 block south of Santa Monica Blvd.) stilizing a FIAT 500 L mod. 1969

motor-car for 20 days in Europe; 3) n. 1
card for 20 free of charge overnight
stays in hotels adherent to the SATI

B I n " s & s va E R I ne organisation (in Portugal, Spain, Italy,
4 -

Switzerland, W. Germany, Holland, Bel-
6424 SANTA MONICA BLVD., LOS ANGELES., CALIF. 90038 ' glle and Francgj for the |j}e-ri[jd5
213 HOLLYWOOD 4-5166 « CABLE BIRNSAW-HOLLYWOOD chosen.

Each traveller will have to bind him-
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North, East, South or West
Fast, Personal Service Without Request

self to fulfil a form by answering ques-
. . . - . ® 16mm ECO — Ektachrome — Anscochrome processing
tions regarding the tourist attractions in ® 16mm Work printing & Release printing

Europe, in the sphere of this enterprise, e R ® 16mm TV printing on mognetic or optical stock
- : o I ® J&mm Creative editing
when the travel will be accomplished. ) ® 16mm Double system inferlock
We shall do our best to favour the Pt ® 16mm Ultrasonic cleaning

travellers with alloting the periods in ® 35mm Color slide duplicating

accordance with their choosings. £ -ty CHANNEL 8 COLOR LABORATORIES

® > 905 JACKSON STREET » P.O. BOX 1410
USC Honorary Cinema Fraternity i - TAMPA, FLORIDA 33601« PHONE 813/224-7082

To Hold Annual Awards Banquet

Delta Kappa Alpha, national honor-
ary cinema fraternity, will hold its 31st FI LMLINE Pro SSOrIS are
annual awards banquet in the Foyer of e

Town and Gown at the University of

Southern California on February 9 at
7:30 p.m., it is announced by Dr.

"ACTIVITIES | . 4 TALKABOUT SPED)

Bernard Kantor, associate dean of the
USC School of Performing Arts and
chairman of i1ts cinema division.

The USC chapter honored Jimmy
Stewart, Mervyn LeRoy and Mae West
last year, and in the past has conferred
membership upon such leaders of the
motion picture industry as Robert Wise,
George Cukor, Jack L. Warner, Lucille
Ball, Rosalind Russell, Willlam Wyler,
Irene Dunne, Jack Qakie, Frank Capra,
Gregory Peck and many others.

U.F.A./McGraw-Hill Scholarships

Offered They work continuously, without downtime, maintenance prob-
The University Film Association lems or lost film. Unmatched reliability and quality have been
announces opening of the third annual characteristic of all Filmline processors since 1947,

U.F.A./McGraw-Hill scholarship compe- Filmlines exclusive Overdrive Film Transport System guarantees
L ] L] L L ﬂ
tition for motion picture students. Two 100% performance.

awards—one for $1,000 and the second CAN YUUR UPERAT"]N AFFURD ANYTHING I.ESS7

for $500—will be sponsored by the There's a Sensibly Priced Filmline processor for every Need —
McGraw-Hill Book Company and will be Portable . . . Spray . . . Color. Here's a partial listing:
administered by a committee of the
U.F.A.

The scholarships are intended to ac-
knowledge, reward and encourage excel-

Model Film Type Process Film Size Speeds

R-15TC Rev. & Neg/Pos. B&W 16mm 15FPM
RTS Rev. & Neg/Pos. B&W 16mm 85-125FPM
lence in creative film making, scholarly A Rev. & Neg/Pos. B&W 16mm 36-72FPM
ok R ; R-60S Rev. & Neg/Pos. B&W 16mm 60-100FPM

rfesearch ar!d .cntlcal writing. Applica- NP36 Neg/Pos. B&W 1Emm 90FPM
tions are invited from students who S.150 Neg/Pos. B&W Spray 16/35 160FPM
expect to make careers either as film FE-30 Ektachrome Color 16mm 30FPM
makers or as film teachers and scholars. FE-50 Ektachrome Color 16mm 50FPM
Applicants must be currently en- FE-100 Ektachrome Color 16 or 16/35 100FPM
rolled as graduate students in university FEC-100 § Eastman Neg/Pos. Color 16 or 16/35 100FPM
departments affiliated with the Univer- FEC-150 @ Eastman Neg/Pos. Color 16 or 16/35 150FPM
sity Film Association and must be work- FEC-200 g Eastman Neg/Pos. Color 16 or 16/35 200FPM
ing towards a graduate degree either in FEC-300 g Eastman Neg/Pos. Color 16 or 16/35 300FPM

film or in a closely related area with a Custom Units Built To Specification for Any Installation

specialization in film. PARTIAL LIST OF

Application blanks and information RECENT INSTALLATIONS: For literature write:
about the scholarships can be secured Byron Motion Pictures, Capital Film La-
from the University Film Association, boratories, Color Service Company, De

. v s : . . . Luxe Laboratories, General Film Labora-
Division of TV-Radio-Film, University tories, Guffanti Film Laboratories,

of lowa, lowa City, lowa 52240. Dead- Movielab, Pathe Laboratories, Precision CORPORATION
line for applications is May 15, ol Laboratories MILFORD, CONNECTICUT
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I traded my sports car
for a new

Tandbery

SERIES 11

PORTABLE/SOLID STATE
BATTERY OPERATED / TAPE RECORDER

SURPASSES HIGH FIDELITY
WITH NATURALLY CLEAR SOUND

Designed to exacting, professional standards . . . for those who
demand the ultimate! Engineers, radio and [V peopie, reporters,
sducators and businessmen and sports car enthusiasts recognize
it as another example of Tandberg superiority. FE.‘E‘HLH‘”"I{-::_ 3 sepa-
rate heads and 3 speeds, the Model 11 accommodates /7 reels
(with cover off) and is available in full and 1% track models.
Accepts ten 1.5 volt D cell batteries and provides mixing facilities
with separate level controls, automatic limiting control, built-in
speaker and 200 ohm monitor headphone socket. Weighs just

10 Ibs

SPECIFICATIONS
Frequency Response: 71, ips —
30-20,000 Hz (=2db 40-16,000
Hz); 334 ps — 30-13,000 Hz
(+2db 50-9,000 Hz); 1/& I1ps —
30-7,000 Hz (=2db 60-4,500
Hz). Signal-to-noise Ratio: (@ 714
ips 61 db. Wow: 714 ips better
than .1%;: 374 1ps better than
1594: 1% ips better than .35%9;.
Erase & Bias Frequency: 855
KHz 2 KHz: below 59, distor-
tion. Transistor Complement: 4]
transistors, 8 diodes, 2 zener

diodes. £449 50 ALSO AVAILABLE:

for better, clearer, more natural sound. "F“-OTGNE" “ﬂ‘hl “'lP

e For Professional Sound Fi
Tandbery B
OF AMERICA, INC. sl iy ol

P.0O. Box 171 power supply optional.
8 Third Avenue, Pelham N.Y. 10803 $699.00

914 PE 80772

FILMING “THE BET”

Continued from Page 209

rocking right on the horizon, through all
of this orange sunset feeling. Then we
dissolve through to a kind of Oedipus
shot of my mother.

In order to get the chair to rock just
right, and on cue, we rigged a cord from
the chair, through a series of pulleys, to
the camera position. Simply by pulling
on the cord, we could get the chair to
rock.

Following this there was another
scene that really took a bit of doing. In
the script the description read, simply
enough: “DISSOLVE TO the face of a
beautiful girl who runs nude through
the ice and entices him to make love.”

First of all, the young lady who was
to do the nude scene (Elizabeth
Knowles) had cut her hair very short,
which meant that we had to put a fall
on her, as well as complete body make-
up. This called for getting up at about
2:30 or 3:00 in the morning in order to
get all of that done before driving to the
location.

What | had originally wanted was
back-light on snow, so that | could get
all those nice little sparkles. We drove all
the way up the Angeles Crest Highway,
after calling the weather department
and praying, “Please snow, please
snow!” Nothing happened.

So we drove clear back up into the
Sierras and found snow all right—but no
privacy for the young lady who had to
run around in the nude. We finally did
find some privacy, but the snow was SO
deep that | couldn’t run in it with the
hand-held, high-speed Arriflex camera,
plus all those batteries and stuif that |
had strapped onto me, which totalled
close to 100 pounds—and, of course, |
had to run after her in the scene. So we
scrapped that idea after making two
trips up there.

Finally they said it was going to
snow in the Tehachapis. So off we went
bright and early. And since it isn't so far
away, we got up at about 2:30 and | put
the fall on her here in town and did all
the body make-up and so on and then
bundled her up in something so she
wouldn't be too cold, but at the same
time something that wouldn’t smear up
all the make-up. We drove to the Te-
hachapis all the way to the top ot
Mount Pinas, and nothing . . . a little bit
of snow. Coming back down we saw this
area that was about 1/4 of a mile away.
This must have been about 8:30 in the
morning, something like that, and | said
to her, “That looks like ice. You wait
here. I'm going to find out.” So | ran

Continued on Page 246
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HOLLYWOOD'S ONE STOP RENTAL HOUSE

w 469-3601 _

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

F« B/CECO:

7051 Santa Monica Blvd., Hollywood, California 90038 (213) 463-3601

N 315 West 43rd Street. New York, New York 10036 |51 East 10th Ave.
(212) JU 6-1420 Cable: CINEQUIP Telex: 1-25497 | (305) 888-4604

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

Telex: 67-4536

~ Hialeah, Fla. 33010
Telex: 51532

|ANI\|0UNCII\IG

the new revised, enlarged edition

& PROFESSIONAL CINEMATOGRAPHY

By CHARLES G. CLARKE, ASC
Professional Guidance For Aspiring Cinematographers

A new expanded and revised edition of the well known ‘‘how-to-do-it" book on cinematog-
raphy, by Charles G. Clarke, ASC, will soon be off the press and available to the public.
Based on the author’s practical experience of over forty years as First Cameraman and
Director of Photography, it covers the art of the professional tmemalnﬁranhﬂ in its every
aspect, with particular emphasis given 1o set lighting, composition and camera technigue.
Included in this edition are the lalest process and special effects procedures, up to date
information on lighting equipment and film materials, with full explanations as to their
practical applications. All in a well illustrated, case-bound work of approximately 200 pages.

SUBJECTS INCLUDE: Camera, cameéra mounts . . . Lenses, wide-screen lenses . . . Filters and
Filter elfects . . . Day-for-night photography . . . Exposure for color and black and white
films . . . Light meters and their use . . . Color temperature meters . . . Equipment for
sét lighting and its control . . . Camera angles and techniques . . . Special lighting prob-
lems . . . Color psychology . . . Composition . . .
Special photographic effects ., . . Set operation on
the sound-stage . . . New film emulsions . .

professional

cinematogr a])hy

Second Edition

--tr

- .

Forced development data,

ABOUT THE AUTHOR: Charles G, Clarke, ASC, a
top Director of Photography at 20th Century-Fox
for many years, and an ASC member, taught
Advanced Cinematography at the University of
California at Los Angeles, where he recognized
a need for practical professional guidance for
studenls striving to be the industry's future Di-
rectors of Photography, It is this need which has
given rise to his publication of a book on the
subject and subsequently the lales! revised edi-
tion of Professional Cinemalography. The first
edition of this valuable book has become required
reading at many universities and schools offering

courses in cinematography,
10"

Order now and be assured of
your copy of the revised edi-
tion of this valuable book!
Postpaid for only . . .
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The American Cinematographer
P.0. Box 2230, Hollywood, Californis 90028

Please send me ...copies of PROFESSIONAL
CINEMATOGRAPHY @ $10.00 ea., postpaid. Ne
C.0.D.'s. Single book orders will nol be billed.
Check or money order must accompany orders
for single bocks.

Name
Street
ity
State — cosne s

California residents please remit 5% Sales Tax
(50 per copy). Foreien buyers please pay by
International Money Order or US funds,




2 : “THE BOSTON STRANGLER"
Language is no barrier. Continued from Page 205

The translation of a script from English into
another language is fairly easy, but adapting both
to the same film can be tricky

We have published a special booklet which explains matte position at the right or left and
now to solve this problem, pan it toward the center—or vice versa.
“Colburn Comments on Foreign Language Films" will save This was in order to avoid having to go
you time and money, and it's FREE. Send for yours today. to a traveling matte later. It was especi-
ally valuable when we would start with
a full frame and then narrow down to a
fragment of the scene in a small panel,
GEOQ. W. COLBURN LABORATORY, INC. or the other way around.

164 N. Wacker Drive « Chicago, Ill, 60606 For example, in a chase sequence we
Telephone (area code 312) 332-6286 started on a full-frame shot of the
strangler running toward the camera
with a man pursuing him in the back-
ground. The idea was to zoom in on the
man pursuing, and then have the matte
focus in on a closeup of him as he
screams. It was a very tough job to
zoom with the matte in the camera and
faaring make sure that he would end up in
Unit precisely the right spot in the grid—so,
in this case, we used a grid made of
transparent film and marked on that
film the area where he had to end up. It
took several takes and great coordina-
tion for the operator to end up with
him precisely centered, but we did it
over until it was perfect, and all on one
continuous piece of film.

One of the things | learned through
testing was that it was very easy to lose
the matte line, especially in low-key
scenes, if | did not light so that all four
sides of the matte had some highlight or
information to preserve the shape of the
panel. Since the matte was black, the
edges would blend into any truly dark
area in the scene and this really created
a problem, especially in the night scenes
PREE'SIBN where it was so dark that there just
F"_M f R wasn’t any separation between the edges

| L. of the matte and the darkest areas of
EDITOR o | the scene.
MODEL gl , For a while, we even thought of
PFE 910 . _ using a white matte, but the white
matte overpowered the scenes. | just
MODEL S616-2SP had to find ways to light the edges so
Counter for measuring in seconds, that you could determine where the
minutes, hours. matte stopped and the scene began.

In the full-frame scene that was on
the screen just before transition to a
multiple-image sequence, | would usual-
ly set a composition that had a huge,
| bold framing piece in the foreground,
Consists of Model PD-16 Precision 16mm SR with generally no light on it at all. This
Professional Viewer with Model S616-2S synch- | ' framing piece would be positioned to
ronizer mounted on base in dead sync. match precisely so that it would become

- l t of one t int
MODEL S$635-4 35MM as shown a panel or part of one as we went into

the multi-image montage.
Send for Free Literature. MODEL S616-4 16MM In the exteriors, for example, we

PRECISION LABORATORIES used the bold trunk of a tree in the

nd, the side of a car, a fire
DIVISION ‘OF PRECISION CINE EQUIPMENT CORPORATION . O
894 East, 51st Street  Brooklyn, N.Y. 11203 oy

could find to fill one side of the frame,
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outlining an area that would eventually
become a panel.

We used two cameras in shooting
most of the location scenes, and on
some, as many as five.

Sometimes we would use the linear
elements of a full-frame scene as a
compositional base for panels coming
up In the next scene. For example,
there's one sequence that takes place in
a lonely Boston park. Positioned behind
a fence, the camera picks up a woman
walking along. Then we see a man
walking. Suspicious and fearful, she
scurries along the minute she passes
him. The camera dollies in closer and
closer until it arrives so near to the
fence that there are five bars filling the
frame. These bars become frames for
panels showing activity going on in
different parts of the city.

This took a bit of care in lighting and
matching, for here you have five scenes
that have to go into one frame of film
side by side eventually. Color values and
density values become important, be-
cause if one of the five scenes is lighted
more brightly than the others, or has
more vivid color, your eye will go to that
panel and ignore the others. We went by
the rule that color values were impor-
tant throughout the whole show. "

MARION ROTHMAN

Editor

“THE BOSTON STRANGLER” is
my first feature as an Editor, but | had
worked with Richard Fleischer as an
Assistant Editor on “FANTASTIC
VOYAGE'" and “'‘DOCTOR DO-
LYTELE.™

He asked me to cut this film and |
started working on it in the very early
stages of planning. | was relatively new
to editing, but | have a feeling he felt
that this would be an advantage, be-
cause | did not have fixed ideas and
rules limiting me. | have talked to some
highly experienced editors who told me,
quite frankly, that they would have
been floored by the challenge. | proba-
bly didn‘t know enough to be floored
by it—which is great, because | wasn’t
inclined to say, ““You can’t do that."”

The truth is that we can do many
things that may not have been done
before. With the multiple-image tech-
nique, for example, | think that, to a
certain extent, you have to set your
own rules and conventions.

The pre-planning done by Dick
Fleischer, Fred Harpman and Dick Kline
was a great advantage to me in the
editing phase, because they shot every-
thing to the proper size for the final
panel composites. The only problem
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RENTALS

PR

'SALES SERVICE

w: CAMERA MART

1845 BROADWAY (AT 60TH ST.), NEW YORK, N.Y. 10023

o

—0'Connor Model 100-B Fluid
Head. Professional model for use
with cameras weighing up to 100
Ibs. Fingertip control and counter-
balanced spring action.

—0'Connor Model C Fluid Head. Perfectly
controlled pan and tilt action for cameras weighing
up to 20 Ibs. Fully adjustable drag — indepen-
dantly set for both pan and tilt. Counterbalanced
head in tilt position.

A" N

:
I

— Miller Model

—Camart Three Wheel Light
Weight Collapsable Triped Dolly.
Moves heaviest camera in any direc-
tion even while shooting.

Write for descriptive
Iiterature and prices

~NCE Hydrofluid ~NCE Baby Legs. Seasoned
a semi-hydraulic princi- pan and tilt action uti-
essential. No slack, no adjustment permits fast M
—~Camart Sta-Sets. Fits easily and securely
into tripod leg. Provides non-slip, quiet, vibration
free support,
|
l
—Camart
lapsable Triangle. Higid tripod for your camera
twisting or buckling. or car platform.

D Filuid Action Tripod Ball-Leveling Pan and maplewood with self aligning leg
ple for use where smooth lizes the silicone damp-
bounce, no backlash. leveling of tripod.
~NCE Hi-Hat. For low angle
f‘/ \ Car Top Clamps.
support with true lock center tripod when atop
LOOK TO CAMERA MART FOR EVERYTHING

Head. Precision built on Tilthead Tripod. Smooth locks. Adjustable from 24" to 327,
panning and tilting is ening effect. Ball-type
2 photography.
—Camart Heavy-Duty Col- Steady support
casting. No breaking Hinges, a station wagon
YOU NEED FOR MOTION PICTURE PRODUCTION

157-8917



Averbeck-Warren Associates, Inc®
...sounds like a bad case of

Hoof and Mouth!

Check Qur

16mm& 35mm Film Production

It's OK...we've had our ﬁhots'

HOUSTON A-11 PROCESSOR

A fully automatic processor for reversal and
negative-positive films, producing exceptionally fine
gquality work. Daylight loading feature-makes special
partitions unnecessary and casters allow for con-
venient placement of the machine. Can be operated
sherever power, water and drain facilities are avail-
able. In excellent condition and offered at a fraction
of original cost of $8,000.00.

Only $1950.00

BELL & HOWELL
CINE PR'NTERS ]6;;35,;’70&“{1 PROCESSOEEE .
35MM Model D | i fpmmesife™ s

Morse, 70mm model EH-8 neg./pos. ... ....3950.00

; ' ; Mt Kodak Versamat ... 5700.00
Features include adjustable 5-way printing Py o g 248500

aperture that eliminates picture bleeding and Fonda Mauermatic, Fairchild Mini Rapid and others
300-watt high-intensity light source. from $27.50 to $17,000.00 in 8mm, 16mm, 3I5mm,

JOmm up to 12".
[EEE L= ————— & =]
$3935000 /) BELL & HOWELL

300-Watt selenium rectifier for all 16mm ond

35mm Bell & Howell Printers. Lotest B&H : 7 4 EYMO
mm

$12.000 Hﬂmf*ld E:rmm Printer . __51‘295,'00

£9.000 Arri 35mm Printer $1400.00 MOV'E

CAMERA

The camera all professional newsreel photographers
depend on for perfect results! Sturdy, rugged, dur-
able—the leader of the industry. Extremely versatile.
Speeds—8, 16, and 24 frames.

Straight tube viewer and foolage counter.
Quick, eaasy lens Interchange. 100 ft. film capacity.

2" BELL & HOWELL LENS
List

16MM x 400 MAGAZINES | %) oFie $199.°°
For Mitchell Cameras Also available at comparable bargain prices . .

A few Eyemo “‘Q's" with large spider turret and pro-

BRAND vision for magazine and motor, Also motors, maga-
zines and a large variety of lenses and other acces-

sories offered at special prices.
Write for complete list.

WE BUY, SELL, TRADE RENT AND REPAIR ALL EQUIPMENT

Al prices fabk our planl. Ecvigmest
- Hollywood -0
ound. Chach with srder plesse or 9%
Captait. bhalpers o9 dpllewey, Pefihges

Camrmmexraa . v o

&89 SUMNSET BLVD., HOLLYWOOD 28, CALF. HO &-1318

was the sideways or up and down
shifting within the frame.

They would put these dailies through
their optical printer according to the
sequence plan and give me a very quick
black and white composite with the
scenes printed in their respective panels.

In effect, they would go through the
same procedure that would be necessary
to produce the final composite, except
that they would not have to go to all
the trouble of making separation
masters or inter-positives.

In my optical order | would have
indicated which particular shot would
go into which panel, the size and shape
of the matte to be used, the scene’s
duration on the screen, how it came in
and went out, whether it was a direct
cut from black or a dissolve or a fade.
The black and white composite which
they gave me back would tell me if my
timing was correct, whether certain
scenes looked well together and whether
| would have to make any adjustments.
Using the dailies in this way made it
possible to get these answers practically
overnight, instead of having to wait
several weeks for a finished color com-
posite.

The main problem of editing mul-
tiple-image sequences is the fact that, as

The sketches which were made ahead
of time made it possible to eliminate
almost all of the dialogue an editor
would ordinarily have to engage in with
the Photo Effects department, because
they had the same sketches that | had. |
did have to give certain instructions, of
course, but normally they could tell
from the sketches just how each scene
should be positioned within the frame.

To me the biggest problem in cutting
multiple-image footage has to do with
something you can’t very well pre-plan.
It is not the selection of the significant
action, but how to get from one group
of panels to the next group of panels.
You cannot simply make direct cuts.
You have to achieve a flow of smooth
panel transitions. You must preserve a
pleasing design, while considering where
the eye is going to go within the frame.
Laying out the opticals is very much
like working a puzzle. You have to
enjoy puzzles in order to enjoy working
on this kind of film—and luckily | do.

We hit upon an idea that speeded the
editing up considerably. It involved
using the color daily as a sort of
negative to make a trial composite. For
example, | would plan out a multiple-
image sequence that had several panels
working within it. Then | would write
out the optical order and give it to the
Photo Effects department along with
the separate scenes in color daily form.
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far as | know, there has never been
developed any suitable apparatus for
handling several strips of film at once.
You have all these strips of film and a
Moviola through which you can run
only one strip at a time. You also have a
synchronizer that you are lucky if you
can get more than four strips into.

The truth is that you just can't sit
there at the Moviola and imagine twelve,
or even seven, scenes on the screen
together. You do your best to visualize
where the significant action in each
panel is and how it will relate to the
others. You try to retain it all in your
mind, but you‘re never sure whether it
will work until you see it in composite
form.

| think that until someone dreams up
some sort of more elaborate viewing
apparatus, this is the way it will have to
work. L]

L.B. ABBOTT
Special Photographic Effects

Our department became involved
with “THE BOSTON STRANGLER" at
the onset of the pre-planning stage. The
multiple-image approach was a product
of Richard Fleischer’s thinking and it
was backed up with an excellent story-
board by Fred Harpman, who is a very
talented designer. He and the director
worked things out so well in advance
that we were able to go “by the
numbers” in doing our part of it. We
manufactured a grid they could put into
the viewing tube of the camera in order
to line up the shots directly with the
panels on the storyboard.

The picture was shot in Panavision
which, of course, is an anamorphic
system, but for technical reasons many
of the multiple-image scenes were shot
with spherical lenses. This was all right,
because we knew about It in advance
and had planned for it. We were able to
optically squeeze these scenes and set
them in nicely.

We used a double-head optical print-
er for all of the multiple-image work,
which was a great help. It enabled us to
carry a matte in the prime head and the
subject matter film strip in the aerial
image head. This head can zoom and
relocate an image in the frame and do
everything a normal single-head optical
printer can do. You design your mattes
to open or close or do whatever you
want them to do. This leaves you free to
locate the subject matter you are trying
to put into a particular panel, in any
dimension you may want it.

We did all of our duping with separa-

Continued on Page 245
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SOUND SYSTEMS
Recorders Dubbers Interlock

Super 8mm Duplication
From 16 or 35mm Master Tracks

16mm “Master”” Recorders
Studio and Portable

16mm Interlock Dubbers
For Music, Dialog and Effects

35mm and Combination 16/35mm
Recorders and Dubbers

Model M-7
16MM to BMM
16MM 1o 3I6MM

Model M-5
Studio
Recording
System

MAIL REQUEST FORM TODAY

o HME [5H souno sysrems

8750 SHIRLEY AVE., DEPT A-C
NORTHRIDGE, CALIFORNIA USA Zip Code 91234

PLEASE SEND THE NEW AMEGA ‘69 CATALOG

NAME

COMPANY

STREET

CITY ZIP CODE

STATE COUNTRY
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Positive Silky Smooth Action

 BOOK REVIEW

FOR YOUR 35mm ARRIFLEX

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 full 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 $159.50

Complete $699.50

(Can be purchased separately)

$540.00

Other accessories for tripods avail-
able at your dealer or order from . ..

The ultimate 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.

fa
Distributed ond Serviced by V. J. Pincetich
B % 6500 Sonta Monica Blvd. Phone HO 7-8189
Ury-to-Dry Time
F L M AT Only 26 Minutes
| IC -
Water-Qut and Tie-In
Fits Limited Space
of Replenishment
High Velocity
Adjustable Automatic
HILLS Oil-Free

Hollywood, Calif. 90038
R 0 ESSOR simple Installation
COLOR P C to Replenishment Tanks
CONTINUOUS FILM PROCESSING ”
Flow and Volume
Circulation-Filtration
Thermostatic Controls
Air Compressor for

MILLER PROFESSIONAL EQUIPMENT
TOPS IN ITS CLASS
Requires Only Water-in,
FOR EKTACHROME ME-4 E
Full View Monitoring
at 50 Feet per Minute
L
L
®
squeegees Included

Avalilable with
combination 16mm
flush Super-8 rollers.

MAGAZINE LOAD includes
=2 000' magazines $19.200

DARK ROOM LOAD $18,900

iF.0.B. Chalfont, Pa.)

Prices Subject to Change
Without Notice)

el el ool

MANUFACTURING CO., INC,

CHALFONT, PA. 18194
215-335-1944

Mfrs. of Film Processing Equipt. for Color or Black/White Process

|

THE PARADE'S GONE BY. By Kevin
Brownlow. New York: Alfred A. Knopf.
1968. lllustrated. 608 pages. $13.95,

Here is a vivid, nostalgic story of the
silent film era told primarily by means
of interviews with many of the surviving
Hollywood stars, directors, cameramen
and other technicians and craftsmen
who helped create this golden period of
picture making. It is a big, handsome
book with a veritable treasury of 261
stills, many never before published. Not
only is this an entertaining book to read
and to look at, but it is sure to become
a valuable reference work for anyone
interested in motion pictures.

Kevin Brownlow is a young British
film-maker who has long been fascin-
ated by the early history of the movies
and the people who made them. Fortun-
ately, he was able to personally inter-
view many movie greats. Thus, we read
first-hand accounts of what it was like
during those halycon days when an art
was in the making. They all speak in this
book—directors like Allan Dwan, Wil-
liam Wellman, Henry King; stars like
Mary Pickford, Buster Keaton, Harold
Lloyd, Gloria Swanson; cameramen like
Charles Rosher; editors like William
Hornbeck and Margaret Booth; art di-
rectors, writers, stunt men and even the
“back-lot”” workers without whom no
film could ever be made.

The author has a real admiration and
affection for the cameraman, singled
out in a splendidly written chapter.
“The value of the cameraman’s contri-
bution to a motion picture cannot be
overestimated,” he writes. “Not that
there is much danger. Reviewers still
talk in terms of a director’'s ‘fine,
atmospheric lighting” or his ‘brilliant
handling of the camera.” Hardly ever
does the cameraman rate a mention.
This misconception has led to the as-
sumption that lighting and composition
are elements controlled by the director,
with the cameraman merely carrying
out instructions. Only a handful of
directors—Maurice Tourneur, Joset von
Sternberg, Clarence Brown, Rex Ingram
—have ever influenced the photography
of their pictures, In each case they
worked with a cameraman who was
little short of a genius. These camera-
men—John van der Broek, Lee Garmes,
Bert Glennon, Hal Rosson, Jackson
Rose, Arthur Miller, Milton Moore, Wil-
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liam Daniels, John Seitz—respected their
directors, understood what they were
aiming for, and achieved the finest
poussible results.”

Charles Rosher, ASC, one of the
all-time greats in cinematography, is the
subject of an entire chapter. And it isa .ontaining five gel holders. A handy filt
fascinating one that recounts his rather gl ot Bestgit 8 ety ey
breath-taking adventures filming Mexi-
can bandit Pancho Villa's 1913 exploits
to his wonderfully creative years with
Mary Pickford—years that produced
some of the screen’s finest photography.

The author decries today's practice
of often judging silent pictures by some
of the revivals seen on television: bad
prints shown at the wrong speed that
distort their beauty. “At their best,” he
writes, ““the photography glistened and
gleamed, lights and gauzes fused with
magical effect until the art of lighting
reached its zenith. It was not merely the
stories or the stars that gave magic to
the silent screen. It was the patience,
hard work, tenacity, and skill of the
silent-film technician—the man who, in | |
less than ten vyears, had developed a ,_ - N
craft and perfected an art.” = Wl a3 ﬁ? J

ROBERT V. KERNS

Sl | .Y BIRNS & SAWYER, Inc.

" .
el B 1 ]
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in & light-weight, see-through

GELS FOR BELLS! NEW:

BEHIND THE CAMERAS
Continued from Page 192

METRO-GOLDWYN-MAYER

ALFIO CONTINI: "“Zabriskie Point”; Carlo
Ponti Prod., Color-Panavision

MARIO CAPRIOTTI: "“Samurai on a Horse"';
Allen Klein Prod., shooting in Japan

MPO VIDEOTRONICS, INC
JOE COLEMAN : Commercials

PARAMOUNT

MICHAEL NEBBIA, FRED HOFFMAN:
“Alice’s Restaurant”; Florin Prod., shooting

in Lenox, Mass. MULTIPLE Behind-the-Lens Filter Holders for the ANGENIEUX 12 — 120 for ARRIFLEX and ECLAIR

NPR cameras. Use one to three gel filters in combination — air spaced — for film and effects requirements,

These holders are beautifully and functionally designed in keeping with the fine craftsmanship ui_tha
equipment for which they are made. A ring of color color-codes each holder for easy reference to canister

chart notations of its filter types and values, with resultant exposure index for three films.

CLAUDE RENOIR: "The Adventurers’';
Eastmancolor & Panavision, a Joseph E.
Levine Presentation, shooting in ltaly, NY &
Colombia

The kit is complete with four

DAVID WATKINS, "Catch 22", Eastman- slip-on holders, gel cutter,

color-Panavision, shooting in Guaymus

GIULO ALBNICO: "H2S5"; shooting in

French Alps
JOHN FINGER: "Gomer Pyle" (tv)

tweezer, and filter file for extra
gels, with file index. All
contained in two weatherproof,
indestructible canisters.

FILTER HOLDER KIT

Type AE3GS $35.00
SID HICKOX, ASC: "Mayberry R. F. D." (tv)
Shipped Air-Mail postpaid
HARNESS SMITH, ASC: TED VOG-
LANDER, ASC: “"Bonanza’ (tv)
Additional information on

MAURY GERTSMAN, ASC: “Here's Lucy” request,

(tv)

CUSTOM MADE BY

SO CENTER CUSTOM PHOTOGRAPHICS

WILL CLINE, ASC: CHARLES BURKE,
ASC: "Big Valley" (tv)

P.0O. Box 25007 Portland, Oregon 97226
PHONE 503-292-5569

10-day money back guarantee if not completely satisfied.
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CAMERA-MART

LOWEL LIGHT

VA et

the modern Sun
Reflector by

Lowel-Light

Portable,

lighweight
The Vari flector has
a bright even re-

flection you can

soMen or

diffuse by a
finger-operated

lever. Mylar and
aluminum slat con-
struction is rigid in wind,
rolls up in seconds for
storage or travel in its own
carrying tube. Floods like a
spotlight, doubles as a
shadowless indoor “fill,"
Washable, scratch resis-
tant surface. Special
stand allows, pan, till

& height adjustments

4 x 4 Vari-flector
complete with stand

and case (/" x
42")  $149.50
2 x 2 Vari-flector
Hand-hold model

$29.00
2 x 2 Stand

mounting model
$39.50

Pat Pending

4" x 24") $8.50

\Q? lé ?g

2 x 2 Fiber carry case

-

LOWEL LIGHT LOCATION KIT

41

Everything in one compact case 412" x
27%" x 6%2". Six Lowel-Lights. Six Lowel
barndoors, two 9 ft., 5-section PIC stands,
three 25 ft. extension cables, two 25 amp
fuses, 12 yd. roll paffer taps . .. complete

$143.00

Lowel-Lights Model K5, five Lowel-Lights
with gaffer tape and case $40.00

Gaffer Tape, 12 yard roll $2.40, 30 yd
roll $3.95 Lowel Barndoors $6.75 each

For further information write

the CAMERA*MART inc.

1845 Broadway, New York 23, N. Y.
PlLaza 7-6977
B B B O O e O E E .

MEREDITH NICHOLSON, ASC: "Get

Smart”” (tv)
MONROE ASKINS, ASC: "“"Gunsmoke’ (tv)

FRANK PHILLIPS, ASC: "Hawaii Five-O"
(tv)

PAUL VOGEL, ASC: "My Three Sons™ (tv)

TWENTIETH-CENTURY FOX

CHARLES WHEELER, ASC: TAKAQO
SALTO: “Tora, Tora, Tora", Fox-Panavision-
color, shooting in Japan, Hawaii, DC

LEON SHAMROY, ASC: "Justine''; A Pan-
dro Berman Prod., Panavision, shooting in
Tunisia

GAYNE RESCHER, ASC: “John & Mary",
widescreen-color, shooting In Biograph
Studios, Bronx,

HENRY STRADLING, ASC: “On a Clear
Day You Can See Forever”, Panavision

DAKE DEVERNAEBM ASC: "The Ghost and
Mrs. Muir®™ (tv)

LLOYD AHERN, ASC: “Julia” (tv)
RICHARD KELLEY, ASC: “Felony Squad"

(tv)
FREDERICK GATELY, ASC: "Lancer” (tv)

JACK SWAIN, ASC: "Daniel Boone' (tv)

HENRI DECAE: "The Only Game in Town"',
George Stevens-Fred Kohimer Prod. shooting
in Paris

UNITED ARTISTS

BURNETT GUFFEY, ASC: "The One With
The Fuzz'', color, Mirisch-DFI-TFT Prod.,

WITOLD SOBEOCINSKI: "Adventures of
Gerard”; Sir Nigel Films-A.G. Zug Prod.,
shooting in Rome

MICHAEL REE: “"On Her Majesty’s Secret
Service'’: Technicolor-Panavision, shooting in
England

GIUSEPPE ROSSOLINI dERAMO OPPO:
““Quemada’’. P.E.A. Prod.

JACK HILLIARD, BSC: Wide-

screen-color

“"Topaz ";

ROBERT MORENO: "Skuliduggary’’, Tech-
nicolor-Panavision, shooting in Jamaica

STANLEY POLITO: "Colossus'': Techni-

color-Panavision
ELLIS THACKERY, ASC: "lronsides’’ (tv)

WM. MARGULIES, ASC, GENE POLITO,
RAY FLIN: “It Takes A Thief” (tv)

BENJAMIN H. KLINE; ASC: “Blondie™ (tv)

WARNER BROS.—7 ARTS

ROBERT SURTEES, ASC: "The Arrange-
ment”: Athena Ent. Prod., Technicolor-
Panavision, shooting in New York

MARGARITA PILIKHINA: “Tschaikowsky"';
Soviet Ministry of Cinematography, shooting
in Moscow.

ARTHUR GRANT: “Frankenstein Must Be
Destroyed”’, Wide-Screen, shooting in London

WM. SPENCER, ASC: "F.B.l." (tv) ]

TV-COMMERCIAL/
INDUSTRIAL-FILM
PRODUCERS

LAST YEAR
WE GAVE
$5,000,000

TOCREATIVE

FIRMS IN
NEW YORK.

NOW WE'RE

OFFERING
THE SAME
SERVICES IN

CALIFORNIA.

You get cash the day you
complete your job or receive a
signed contract from your client
. . . and you never borrow a cent.
It's a special financial service
designed for creative firms and
only for creative firms. There are
no financial statements required,
no contracts to tie you down,

No waiting, no red-tape,
non-recourse. And it's

highly confidential,

FREE Yes, | want to know more
about Jeff-Craig's specialized finan.
cial services for creative firms
Please rush me my FREE copy of
Jelf.-Craig's Wonderful World of
Money.

[ ] Please call me _
to set up an appointment

Name

Firm

Address

City State Zip

FOR CONFIDENTIAL DISCUSSION
CALL HOLLYWOOD 5-6666

JEFF-CRAIG ASSOCIATES, INC

6725 Sunset Bivd., Hollywood, Califernia 90028

In New York; 257 Park Avenue South,
New York, N. Y, 10010 m 212-777-8810
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“THE BOSTON STRANGLER"
Continued from Page 241

post production

our specialty since 1956

® For independent producers of 16mm Industrial, Documentary, Educa-
tional and Entertainment films a ALL SERVICES required to complete
your film: Creative Editing (work print & final A&B), Scoring, narration,
sound eflects, release printing ® PLUS . . . complete 16mm BAW and
Ektachrome lab and prinling facililies—to speed things up!!

Reasonable Prices * Small or Partial Jobs Accepted -
Buy Only The Service(s) You Need.

Write or Call

tions, which produces a much better
quality of dupe. If, for example, six
panels were to appear in the frame at
the same time, we would Cinex for
color and density each of the six separ-
ate scenes, lay them out on a timing
board and then go up and down the
Cinex strips until we found compatible
matches. Then a technician would sit at
the optical printer for four hours and

ol
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INDUSTRIAL COLORFILM SERVICES, INC.

put it all together.

There is one multiple-image sequence
in the picture which involves several TV
screens, some in black and white and
others in color. We set up a closed-
circuit television chain and photo-
graphed the material right off of it. This
closed-circuit system was designed to
run at 24 frames per second, instead of
the normal 30, so that the phasing
problem was eliminated.

One thing that helped very much,
especially since editing of the multiple-
image Ssequences was such a problem,
was the practice of making what we
called “quick and dirty" black and
white assemblages of the panels into
composites, using the color dailies. We'd
throw these together very quickly and
everyone would look at them and say,
“Let's make this a one-foot dissolve
instead of two,” or “Let's slip this
action eight frames forward, or two feet
backward."

This was a really practical way of
checking simply for the mechanics of
the sequence. We didn't have to get
involved with color or balance or any-
thing like that.

The use of the multiple panels, es-
pecially in this film, is very effective. It
makes possible the progression of
several story lines simultaneously and
you can tell so much story in such a
short space of time. The technique has
its own special sense of excitement
which seems to exhilarate the audience.
What amazes me is the ability of the
viewer to scan so many images and
absorb so much, | wouldn't have be-
lieved it if | hadn't experienced it
myseilf.

| really believe that the success of
this multiple-image technique depends
mainly upon the designer and the direct-
or. Fleischer is marvelous at this sort of
thing. He really is a great pre-planner.
Once he gets it set he doesn’t change his
mind. He goes that route. Which means
that when we get all the parts, they
actually fit together. With such careful
preparation, the mechanics at my end—
though tedious—become relatively
simple. @
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That's the size of it.

A complete monitor speaker system.

Make room for Gotham's new Model QY Integrated Monitor Speaker.

But not too much room. It doesn't need it. The new Gotham Model OY gives
you highest quality monitoring in a minimum of space.

This amazingly compact system includes all the features that usually

FILMING “THE BET"
Continued from page 236

the 1/4 of a mile down there and a 1/4
of a mile back and said, "Come on,
come on! It's beautiful!” | jumped into
all this equipment, and we ran down
there. It had been two weeks since she
had rehearsed the shot, and | was out of
breath by the time we got there, of
course, running with all this camera
equipment. There were just the two of
us. We got down there and | took about
three deep breaths and said, “It's melt-
ing! It’s melting! It’s melting! The light
is just right. Strip, baby!™ | climbed into
all this camera equipment and this poor
young lady went running in the nude In
about a 33" temperature and we got the
thing in one take.

This struck me later as a bit phenom-
enal because, since this was a dream, or
fantasy, sequence, it was shot in slow-
motion. When you’re shooting at 80
frames the action has to be fast. Other-

require much more space. It has two built-in 30 Watt silicon transistor,
output transformer-less amplifiers so you don’t need external ones; a bal-
anced bridging input; and multiple speakers with electronic crossover.

You can order this system in high impact grey Formica.® Or in oiled prime
walnut, for the boss’ office!

Write today for our
complete 6-page brochure.

wise it will drag and the audience will
get bored with the whole thing. To get
it just right usually calls for several
(Made in W. Germany by Klein+Hummel) G rehearsals and many takes. However, we
P — 2, INA got it right in the first take. | made

» s UDIO CORPORATION another for protection, but didn't

ad o bother to have it processed. We drove

- home very relieved that we had gotten

INTRODUCING THES()S MINI- Sl.ATE

When | first decided to do this

particular film, | knew | was going to
Compact and lightweight, this
spring loaded automatic slate is

have to deal with what was going on
inside the man’s mind, and | decided
constructed of heavy duty metal
enclosed in a tough plastic jack-

that the best way to do that would be
to use color as a tool instead of as a

et. Just cock it—press the top

with your finger—and the clap-

TAKE | SCENE | PROD N

SPRING LOADED, READY FOR USE

WEE b sceny

Available in black or white —
please specify

Save $2.55. Order now at special

introductory price of g
(regular price $12.50) 9.95

PRESS . . . CLAPSTICK RELEASES!

MAIL ORDERS PROMPTLY FILLED

East Coast: Dept. 231, 311 West 43rd St.,
New York, N.Y. 10036 . . . (212) MU 9.9150

West Coast: 7051 Santa Monica Boulevard,

black and white, but the minute we go
on with grease pencil and easily

why the dream sequences are in color,
available today.

Years ago, when | first started experi-

PR iy
! state—for me, anyway—was to concen-

rich cobalt blue. It would start in my

until, finally, my entire mind would be

effect in some way so that when the
Hollywood, Calif, 90038 . . , (213) 469-3601 the same feeling. What | wanted was to

medium. So when we see the character
_ on camera in the room, the scenes are in
stick releases automatically.
Plastic covering can be writien into what is in his mind, the scenes
wiped clean. The most conven- dissolve into color. This is the reason
ient, reliable slate of its type
as well as the sequences that occur when
Specifications: 7" long, 414" high, he is under self-induced hypnosis.
14" wide, weight: 10 oz.
menting with self-hypnosis, | found that
the easiest way to go into the hypnotic
: trate very, very hard on a certain color,
A and that color was always blue—a very
mind’s eye as a tiny little spot and it
would get larger and larger and larger
“a feeling of blue."”

Well, | wanted to duplicate this
chap was in the process of hypnotizing
himself the sudience would get kind of
see, first, a close-up of his face. The guy
would close his eyes and begin to

SOS PHOTO-CINE-OPTICS, INC.

A DIVISION OF F&B/CECO INDUSTRIES, INC. Over 40 years of quality service
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concentrate and we would hear his
thought process, verbalized on the
sound track. In this way the audience
also would be able to view the blue that
would completely overwhelm his mind.
S0 we went to an optical, which starts
with a little blue spot in the corner of
the eye, and it finally grows and grows
until it does fill the entire screen. In
order to achieve that |, first of all, had
to find something that would give me an
Interesting blue and have some move-
ment to it, something that wouldn’t just
be a gel. So | went around for a week
staring through every blue object |
could find. One day, in the drug store, |
picked up a plastic tube of blue sham-
poo and held it up to my eye, tipping it
so that the air bubble would float gently
up to the top.

| said to myself: “This is /t, man.
This is going to work!” So | took a pair
of plastic crayon boxes and welded
them together with plastic cement. |
inserted a tube in the bottom and bored
an air hole in the top and filled the
thing up with this blue shampoo. Then |
mounted it behind a sheet of seamless
paper into which | had cut a hole just
big enough so that you could see the
container. | put a 650-watt quartz light
behind it that had a blue filter over it.

| mounted the Eclair camera with a
motorized 25mm-to-250mm Angenieux
zoom lens and a plus-2 diopter. | needed
the diopter in order to be able to fill the
entire frame. 10 get that tiny little spot
of blue to grow, | cut two half-circles of
black paper, and | had poor little Al
Husky—Dbless his heart—standing behind
the seamless with these half circles,
slowly spreading them apart and moving
them around so that the circle got larger
and larger. Just before it got to the
point where he was actually pulling
those half-circles out from behind the
hole in the seamless, | started the zoom
motor on the Angenieux and we
zoomed in all the way.

As we were zooming in, Al not only
moved the two pieces of paper, but he
also kept blowing air through the piece
of tubing to make bubbles come up
through the shampoo. It worked pretty
well.

Some of the other scenes shot in
color were actually filmed in the ice
field where | had made the nude scenes
with Elizabeth. | shot out-of-focus
scenes of ice droplets falling off of tree
branches, and got a beautiful effect by
catching the light at just the right angle
where it would actually refract, and |
would get different colors of the spec-
trum off of these little droplets. But all
of this was terribly time-consuming.

The final shot in the picture, the
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sunrise scene in which the protagonist
emerges from his self-imposed imprison-
ment, was actually the last shot that was
filmed. It took me two weeks of driving
around I1n order to find a location
someplace that would look like the
exterior of a cabin out in the middle of
nowhere, a place that would not be
cluttered up with telephone lines and
moving automobiles and all that—but
also a place so located that the sun
would be rising directly into the lens as
the door opened, in order that | might
get the cloud effects | was after.

| finally found just the right location
in Saugus, about 60 miles from Holly-
wood, and during the next month and a
half, whenever the weather looked like
it was going to be right, I'd get up
before dawn and drive all the way to
Saugus. |'d set the camera up and watch
the sun begin to rise, and watch the
clouds, and stand there and wish | could
blow them in the right direction. Then
I'd shake my head, pack up the camera,
turn around and go home. | made 18
trips up there to Saugus before | finally
got the scene that | wanted.

When the photography had been
completed, my living room, which had
been our studio, now became our cut-
ting room-—complete with WMoviola,
rewinds and all that. Then Michael
Moore, who did the sound with me,
started coming over as often as possible
and he would sit in the bedroom with
the Nagra recorder on the desk and say
to me, "Okay now, |'ve got to have
water pouring—three gurgles in about
4/10th’s of a second and then four
drops after that.”

Anyone paying close attention to the
effects track on the picture will find
that there i1sn't a single place in there
where anything occurs that there 15 not
an appropriate sound effect. It is all
covered even to the point where, when |
throw a pencil down on a table, the
pencil hits point first and then eraser
end after that. That was all laid in wild.
All the dialogue was wild too, because
there was no way in the world that |
would have in that small room, on a
fairly busy street, been able to record
sound. So all the dialogue was laid in
wild, and 1t went on, and on, and on,
into about seven tracks, as | recall.

Looking back at the filming experi-
ence now, | would say that the main
technical problem was that of having to
shoot in such close quarters, usually
backed clear up against the wall. For

| one shot | ended up by taking out a

window so that we could mount the
camera outside, and then had to build a
black box around it to keep out the
daylight.

|

now-direct focusing |
& tilting :

LQD B
LOWELL |
|QUARTZ !

interchangeable,
quartz lamps:
500, 750, 1000 watts

unprecedented LF
flood-spot range fiam

3 quick-change
reflectors

O modular
accessories

light weight
location
kits

PLUS wall mounting with Lowel-Light
Gaffer Tape, PLUS swing-away ground
pin plug, PLUS accessories that inter-
change with Lowell Quartz “Remote”
model.

The LQD, only $57.50

LOWEL-LIGHT

421 W.54th ST., NEW YORK 10019
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We used some very wide angle lenses,
of course—the 9.8mm Kinoptic, rented
from Mark Armistead, plus an Angen-
ieux 18.5mm lens which | own. The
Kinoptic took in practically the entire

room and we had a devil of a time

trying to figure out where we were

' going to put the lights in order to keep

E GO' the cables out of the shot. Had it not
s A been for quartz lights—if we were still
messing around with ancient, cumber-

DVE“T“ RE some lighting equipment—we never
would have made it. We took reqular

fﬂr .harefnntr 'ﬂﬂﬁtiﬂﬂﬁrs ColorTran stands and, using grip heads,
ran them across like a grid from sup-

ports on the ceiling. We hung some of

EXPLORE EXOTIC our lamps from that as well as from the

CARIBBEAN ISLANDS bracket | had rigged for the swinging |

light effect.
WEST "ml[sf BAHAMAS The extreme wide-angle lenses pro- O I O R
VIRGIN ISLES duced considerable peripheral distor-
_ tion, which was fine. In many instances
N{! DI_HSh resnr?s :IUSt da"?'_gmd we went out of our way to get distor-
fishing . . . skindiving . . . sailing. | tion, because the film itself is based on
Comfortable cabins... distortion: visual distortion, audio dis-

Good “Grub 'n Grog". tortion, psychological distortion. Sound
distortion was particularly emphasized

in the self-hypnosis sequence where you l I
10 DAYS hear the chap reading aloud from a SO ND
UNDER SA". book and, superimposed over that, is his

from 1"'200 thought-voice with completely different

. timbre characteristics. When you hear
these two voices simultaneously they
are distorted and you can concentrate |

on one or the other, but you find your
attention hopping back and forth be-
tween the two voices, understanding 24/ HOUR
both of them and knowing what they
are saying. Ryder Sound Services did a S E I IVI C E
beautiful job of helping us get off-beat
effects such as ‘Fh's‘ United Film Industries, Inc., the Rocky
When the film was completed, Na- | mountain Region’'s most complete labo-
tional General was kind enough to let ratory facilities for processing, work print-
' me show it for a week at the Lido ing, edge numbering, and release print

Theatre, along with “ELVIRA MADI- production — including complete sound re-

"o : cording, music library, editing, titling, and
GAN" in order to check audience reac- stop motion work:

tion. They liked the film so much that Fast service on 16mm Ektachrome MS,
they then booked it into the Fox | EF, ER. and ECO emulsions, and Ekta-

Wilshire Theatre for five weeks, which chrome R (7388) sound track application.

was necessary in order that it might Processing 8mm and 16mm, 7 days a weex,
for film producers, businessmen, scientific

9 ua!ufyi for possible Academy labs. test and research centers, expernment
nomination. stations, hospitals, schools, and television.
It has been shown at film festivals in Air Express or Air Freight shipment, Write

Venice, Edinburgh, Tunis, Cork and or phone for full information and price list,
Sydney—and has been given the CINE

Golden Eagle Award. The film is being

handled by the William Morris Agency, = =

but except for one agreement with the ” ” I t e I m
Manson Distributing Corporation, no

release has been set as yet. in dHStries, inc.
| didn't make “THE BET" to sell,
1028 ACOMA STREET

per se—| made it to sell me, so that |

would be able to say: “Hey, look—I've DENVER, COLO. 80204

‘ CRmszs learned my job.” | hope that it has PHGNE303/244-4629
~ ' served that purpose. Now it's just a

\\ ‘, matter of seeing what happens in the

future. i

Mail today for free adventure booklet
CAP'N MIKE:

P.0. Box 120, Dept. S
Miami Beach, Florida 33138
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HOWARD A. ANDERSON CO.

SPECIAL PHOTOGRAPHIC EFFECTS AND OPTICALS FOR
MOTION PICTURES AND TELEVISION.

@ CREATORS OF DISTINCTIVE IDEAS AND DESIGNS FOR
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«[1TLES * MINIATURES *BLUE BACKING

PARAMOUNT STUDIOS (STAGE )
5451 MARATHON STREET

HOLLYWOOD, CALIFORNIA 90038 *|NSERTS «MATTE PAINTINGS
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FILMING FOOTBALL
Continued from Page 212

when the cameraman thinks he can
catch some special play. There is no set
formula for shooting slow motion. It is
left up to the discretion of the camera-
man, but most cameramen know that
the best slow motion action is the run.
NFL-AFL Films makes extensive use of
slow motion footage. This has been
highly praised by sports fans who enjoy
seeing a spectacular play slowed down.

Camera speed is extremely important
and must be constantly checked. Both
Leff and Weber frequently check the
camera tachometer to make certain the
camera is up to the required 48 fps.

Sideline action and half-time action,
however, is shot at 24 fps.

The scoreboard is filmed at appropri-
ate intervals. All injured players are
photographed coming off the field.

Leff and Weber believe the toughest
type of play to photograph is the
passing game. In shooting this type of
action, it is important for the camera-
men to know the characteristics of the
two teams. The low trajectory, fast pass
is the hardest to follow. Experience by
NFL-AFL crews has shown that this
type of coverage is best done by starting
the play with a medium field size and
then moving in with a zoom after the
pass has been completed, with the ball
kept in the top rear of the frame. In
that way the cameraman is able to pick
up the receiver before the ball gets
there. The ideal way, of course, would
be to pan downfield and have the
camera on the receiver before the ball
arrives. Not too many cameramen have
mastered this technique which calls for
a sort of ““sixth sense’".

“One of the aims of a good football
cameraman is to never miss a play,”
points out Leff. “By that | mean not get

INTERCRAFT HAS IT

SENNHEISER

N7 T
mmmrmmm:mmnrrm THE “SHOT OUN miKE™
T
12707,

TELE-CONDENSER MICROPHONES LTTTTE

m Very narrow pick-up angle ® Condenser quality—full frequency response ® Light weight—can be hand held

ALSO — SENNHEISER WIRELESS SYSTEMS for voice/music and/or 60 Hz (cps) sync transmissions.

JENSEN 2058 FILM SOUND SYNCHRONIZER
(resolver) for the Nagra and Tandberg 11P tape

recorders

m Post-sync shooting against a pre-recorded sync tape with battery
operation s Sync sound transfer from tape to film = Camera speed
checking.

JENSEN CRYSTAL CONTROLLED D.C. MOTORS

¥ for Arriflex models S and M and other Cameras. Permils synchronous
operation between one recorder and an indefinite number of Cameras.

For descriptive literature write:

The
I INTERCRAFT

CORPORATION

354 West 45th Street
New York, N.Y. 10036
Telephone: (212) 765-1859
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‘faked out’ by a quarterback and not
lose direction of the ball on a pass or a
kick. As an example | may be shooting a
game that | may feel is an outstanding
one photographically when all of a
sudden a quarterback going back to pass
might make several arm fakes before
passing and | lose the ball after he lets it
go. When this happens | get pretty angry
at myself. A good cameraman should be
able to stay with it because he might
miss a winning touchdown. Generally
speaking, NFL-AFL teams pass fifty
percent of the time so the cameraman
has got to understand all of the tricks of
holding the camera on the ball.”

“Another problem that we must con-
stantly cope with is the shadow that
falls across the field in the late after-
noon as the sun goes down,” says Leff.
“This causes an exposure difference of
from two to three stops because the
shadow usually runs diagonally across
the field. A play might start in sunlight,
go into the shadowed area and move
back into sunlight before it is over.
When this happens, the exposure must
be adjusted. In an ideal case, it is done
by the assistant cameraman. But some-
times | am working alone and have to
do it myself. It is something that you
have to practice to be able to do with
any degree of accuracy.”

Image sharpness in filming football is
important; hence, the desirability of
using a reflex camera like the Arriflex.

Concentration and strict attention to
the job at hand are assets the football
cameraman must have. It is important
to constantly watch footage. Nothing is
more exasperating than to be caught
short on a magazine load. “You never
take the outcome of a pro-football game
for granted because the unexpected
usually happens,” says Leff.

Weber handles the ground action
working close to the scrimmage line to
get close-ups. It i1s essential to use a
good lens such as the Angenieux 12-120
varifocal. This lens gives the cameraman
the scope he needs.

“|I have to second-guess the quarter-
back—to figure out what he is going to
do,” says Weber. "l must think ahead
and try to position myself so | can get
the best action for that particular play.

“In comparison with the top camera,
whose job i1s to record the whole game,
my assignment is to get the dynamic
scenes—the close-ups—to literally place
the viewer into the center of the game,”
adds Weber.

His job also includes filming side-line
action—bench action—and spectator re-
action. But here the emphasis is on the
dramatic or the unusual. The human
interest angle is most important in

AMERICAN CINEMATOGRAPHER, FEBRUARY, 1969

PHONE

(214) 631-5670

DAY OR NIGHT

we can process your color
original and make a color
workprint overnight. ..

for screening prior to the
next day’s shooting!

For quality processing PDQ
.Use the HOT LINE to PSI.

PRODUCER
SERVICES, INC.

3011 Midas. Dallas, Texas 765247




{ ‘r—~~]
SR

All you need to make
movies is a 16mm Bolex,
a lens, and talent.

[

All you need to make
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Bul Bolex is a system as well as a cam-
era. It can be outhitted for your specific
prolessional needs. Beginwith the
H-16 Rex-5 body, which has rellex
viewing, a magazine saddle, lilter slot,
and variable shuller speed

Add the lightweight 400 fool magazine,
constant speed molor, take-up motor,

rechargeable power pack, and you are
ready 10 shoot 12 minutes of uninter-
rupled synchronou ound foolage

Choose lrom a wide range ol optically
perlect lenses, lrom 1ast 10mm wide
angle to 150mm macro-tele. From
zooms with elecinc exposure conlrol
buill in (o a prime lens

i/0.95.

as lagl as

The Bolex H-106 Rex-5 has aulomatic
threading, vanable speeds from 12 10
to 64 {rames per second, single frame
control. it can be hand-held or mounl-
ed on a tnipod. Fully outlitted, the came-
era weighs less than 13 pounds

Bolex cameras. made with Swiss
waich making precision, have proven

their accuracy over many years ume,
under the most adverse condilions,
and al tropic and arclic temperalures.
This is the Bolex H-16 Rex-5, The Pro-
fessional,

For a copy of Bolex magazine's spe-
cial Issue on communicalions, wrile
Paillard Iincorporated, 18900 Lower
Road, Linden, New Jersey 07036.

BOL.E2X

Bolex H-16 Rex 5,
The Professional,

catching sideline action and the ““mole”
must be constantly alert for this sort of
shot. He must avoid the common-
place—the bland. The idea is to capture
the atmosphere and excitement that is
generated in a crowded stadium where
tension is often at a fever pitch.

“Moles” generally work as close to
the line of scrimmage as possible. They
have to favor the offensive team but
never get into the position where they
must shoot over the defensive line and
miss the quarterback.

End-zone shots are always great
favorites with editors at NFL-AFL
Films. This calls for mobility on the
part of the ground cameraman. He must
get into position quickly, frame his shot
and shoot. There is not much time. End-
zone shots give an unusual head-on
angle which is most effective. They are
made when the offensive team is inside
the defensive team’s twenty-yard line.
The quarterback must be in the shot
even if the cameraman has to cheat a
little bit to frame him.

Filming cut-away and reaction shots
is a primary responsibility of ground
cameramen like Weber. Sometimes he is
called Lipnn to film pre-game material
such as crowds entering the stadium. If
there is an unusual situation such as
extreme heat, extreme cold, heavy rain
or snow, these elements are filmed.
Off-stage action, so to speak, gives
NFL-AFL film editors the type of ma-
terial they need to intercut with the
primary footage.

“1 look for human interest shots and
try to avoid the commonplace,” says
Weber. ““Sometimes | will concentrate
on shooting cut-aways and reaction
shots. A case in point occurred during the
Kansas City Chiefs-Oakland Raiders
game. Kansas City went into
the game the favorite but by the end of
the third quarter it was pretty obvious
they were being beaten, so | stopped
shooting the game and crossed to the
Kansas City bench to record their woes
—and there were lots of long faces
there! The anguish of the players, their
coaches, and their supporters is fair
game for any cameramen. A player
slumped in dejection on the bench
speaks eloquently. In contrast, | also
filmed action on the Oakland side. Here
it was all joy and jubilation. | try, as
well, to look for the unusual amongst
the spectators. It was raining and quite
naturally the spectators were using a
variety of ways to cover themselves. |
noticed one attractive girl with an elab-
orate coiffure. She had a big piece of
plastic—easily large enough to cover her
body—but she was carefully shielding
her hair-do—and getting soaked all over
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OBITUARY
Walter Beyer

It was with profound sorrow that the
membership of the American Society of
Cinematographers learned of the passing
of its beloved Associate Member, Walter
Beyer, on January 12.

Born in Leipzig, Germany on Novem-
ber 29, 1913, Mr. Beyer came to the
United States in 1951 and became a
naturalized citizen in 1957.

He was employed initially as a labor-
atory engineer by the Bell and Howell
Camera Corporation and joined Para-
mount Pictures as a special projects
engineer in 1952. In 1955 he resigned
from Paramount to join the staff of the
Motion Picture Research Council, where
he remained until that organization was
disbanded in 1960. He worked briefly
for Revue Studios and was then ap-
pointed head of research engineering at
Universal Pictures Company, Inc., the
position he held at the time of his
death.

Survived by his widow and daughter,
Walter Beyer will be sadly missed by his
many friends in the motion picture
industry. =

FLORIDA

TOGA FILM EQUIPMENT
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Hollywood, Florida 33020
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in the process. So | photographed her.
Candid shots like these are the ones |
try to get.”

The football cameraman’s job is im-
portant when the game is over. He must
collect his equipment and secure the
programs and shot sheets needed by the
film editors to cut the film into the
weekly TV shows. Then he has to
get his film to the airport and speed it
on its way to the laboratory. According
to Gene Leff, the editorial staff at
NFL-AFL Films is a quick study in
efficiency and speed. “The editorial
staff has to work very quickly to get the
material ready for the weekly shows,
consequently they work directly with
original material. Three Steenbeck edit-
ing machines are used in a dust-free,
air-conditioned room. These viewing
machines, which are European counter-
parts of our Moviola, seem to be ideal
for the type of editing required.”

Earlier in this article, we mentioned
that each season NFL-AFL Films does a
special program on some particular as-
pect of professional football. Last sea-
son Ed Sabol brought a camera and
sound crew to the San Diego area and
filmed material for a projected show
that will be aired in the Fall. His subject
was Sid Gillman, head coach and general
manager of the San Diego Chargers. The
success of the special he had previously
produced and directed on Vince Lom-
bardi was the yardstick Sabol used in
filming material on Gillman.

Sabol uses no set script in doing
these shows. The style is strictly cinema
verite—nothing is staged. The camera
records the events as they take place.
Gillman was photographed at work and
play in the four days that preceded last
season’s crushing defeat by the New
York Jets. While Gillman's team was
being beaten by the Jets, Sabol’s camera
and sound crew centered on the sideline
action around the Chargers’ head coach.
It was a bitter day for Gillman but there
was drama, tension and excitement, and
that is the stuff good films are made of.
All of this was captured on film by
Sabol’s roving camera crew that
searched and probed out the moments
of drama.

Doing a show like this one calls for
complete camera and sound mobility.

Gillman was literally “wired for
sound.” A small Sennheiser wireless
type microphone was hung around his
neck and concealed under his shirt. The
signals were fed into a Sennheiser re-
ceiver and, in turn, were recorded by a
Nagra .11l recorder, A cameraman and a
soundman followed his every move and
utterance.

Following an energetic, dynamic per-
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sonality like Sid Gillman about for five
days can be vigorous. It is even tougher
when you are loaded down with an
Eclair NPR camera and Nagra/Senn-
heiser sound gear. But that is the job
that Sabol assigned Cinematographer
Morris Kellman and Soundman Jack
Newman during the five days they
filmed Gillman in action.

One of the tough things about this
sort of work is for the cameraman to
remain as unobtrusive as possible—to
not “bug” the subject. Of course that is
all but impossible to do with a profes-
sional motion picture camera—even a
highly portable camera outfit like the
Eciair NPR. But the cameraman and
soundman can minimize their presence
to a certain extent. They can sense
when to stay back and when to move in,
It is an intuition that a good cameraman
needs in this type of filming. He has to
get the shot, but, at the same time,
avoid bothering his subject too much. If
the subject gets annoyed, it shows in the
film and the sense of reality is ruined.

Morris Kellman is the sort of camera-
man who combines all of these qualities
and watching him at work during the
five days Gillman was his subject was
rewarding. According to Sabol, the cam-
eraman must be his own director. “You
have to minimize your crew as much as
possible. | tell my cameraman what |
want and leave it up to him. The
cameraman has got to have initiative.
You can’t have too many people moving
around the camera in most of these
situations we film. This is especially true
during the game when we keep the crew
down to just the cameraman and the
soundman with the assistant moving in
from time to time to check exposure
and F/stops.” In other words, the cam-
eraman has to be discreet, but still he
must get the shot.

The Eclair NPR camera, fitted with
the Angenieux 12mm-120mm F/2.2
lens, was the workhorse of the assign-
ment. Kellman used a carrying rig of his
own design. It consisted of parts of a
CECO brace and a Samcine support.
The sync-pulse generator was tied into
the Nagra recorder so that it acted like
an umbilical cord in linking the camera-
man to the soundman. Soundman New-
man carried his Sennheiser receiver and
Nagra |ll sound recorder over each
shoulder. Although Gillman was wearing
a wireless mike, other sounds were
picked up with an Electro-Voice mike
Newman carried in his hand. In addition
to mixing the sound, Newman also
covered his cameraman—protected him
so to speak., He acted as his third eye.
So it was interesting to watch the two
men in action. Kellman concentrated on
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the camera operation—fighting to seek
out the best composition. Newman
guided him “blind-man” style by tap-
ping his shoulders, leading him about.
The cameraman is literally blind to what
is happening around him. His eye is
glued to the viewfinder. From time to
time the assistant cameraman moves in
and quietly checks the exposure, chang-
ing the stop when necessary. This leaves
the cinematographer free to concentrate
on the subject. And that is the way it
must be if he is to get a good picture!
The whole operation is a study in
teamwork.

“You have to be fast in shooting this
type of material,”” says Kellman. “Noth-
ing waits for you to get set. You either
get the shot or it is gone. And that’s it!”

Experience has shown that the cam-
eraman must be completely mobile, so
much of the filming is done by Kellman

| using the shoulder rig. The tripod is

seldom used but when tripod usage is
feasible Kellman mounts his Eclair on
one. “You must keep up with your
subject as he goes about his normal
activities and it can’t be done if you use
a tripod,”’ explains Kellman.

According to Sabol, this particular

- special will be either devoted exclusively

to Sid Gillman or will be split with an
NFL counterpart. “You have to play
these things by ear,” explains Sabol. He

' believes in shooting the film, doing the

interviews and then building his material
in the cutting room.

Sabol’s approach to a show of this
type is to analyze the man behind the
players of professional football—to
strive for the human angle. What sort of
a person is the coach? What is he like
away from the field? What are his
hobbies? How does he spend his free
time? And soon . .

The camera crew followed Gillman
about on the practice field and recorded
his classroom sessions with the players
studying the blackboard diagrams. Then
the coach was filmed “off duty™ at his
pleasant home in the nearby spa of La
Costa—listening to his fine collection of

' jazz records, playing tennis, picking at

the piano and reminiscing about his
career.

In filming the interiors, Kellman fav-
ors using the bounce light technique. In
most cases he directs his lamps at the
ceiling. This causes a soft even lighting
pattern that seems to wrap around the
subject. Lowel "quartz” lamps and
sometimes Sylvania Pro Sun-Guns are
used. The lamps are generally placed in
the four corners of a room and pointed
at walls and ceilings. With Ektachrome
Type B film, Kellman can work at an
exposure of between F/2.8 and F/4.
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Some scenes were made in the San
Diego stadium locker room. Here Kell-
man went the available light route. He
switched to an Angenieux
9.5mm-90mm varifocal lens (to get the
extra width and depth in such a con- -,
fined area) and pushed the film two l
stops. Once again he worked at an
exposure of between F/2.8 and F/4.

; Result: a natural effect in the lighting. Record I ng
DAVID E.LANCER PRODS. But the moment of high drama took E q Ul pmenf

; lace during the agame between Gill-
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The Chargers took a bruising 37-15
defeat in the process but there were
many moments of tense drama that the
camera was able to record. Some of
Gillman's comments during his ordeal
are—well, colorful, to say the least! And
they will probably end up on the
cutting room floor. Remember the wire-
less mike? Still, there will be a lot of
what Gillman did say in the completed
film.

In addition to Kellman and Newman,
Sabol stationed a second crew across the
field in the west end-zone. This crew
was located on a specially erected paral-
lel and included Cameraman Jack
Loosli, Soundman Fred Magnusson and
an assistant cameraman. Loosli's Arri-
flex Model M camera was equipped with
a 600mm Omnitar telephoto lens. This
was directed across the field at Gillman
and covered the embattled coach in a
head and shoulders shot as he directed
his players from the sidelines. Magnus-
son’s Nagra |1l was tuned to the wireless
mike on Gillman. These signals were fed
into a Sennheiser receiver attached to a
small ladder behind the Charger bench.
A cable connected the receiver to Mag-
nusson’s Nagra on the other side of the
field.

While all this activity was being
directed at Coach Gillman, his team was
not being neglected. Both Leff and
Weber were filming the game itself. As
usual Weber was the “mole” and Leff
was on the main camera.

Sabol sees a similarity between his
two subjects—Gillman and Lombardi.
“Both men come from the same mold,"”
says Sabol. “Both are traditional
coaches. Both coached at West Point.
Both are totally involved in football
with great dedication and complete
knowledge of the game of football.”

Perhaps Sabol, better than anyone
else, sums up the hazards of filming
professional football and its personali-
ties: “We don't have the luxury of
retakes in this business. We have to get
it the first time or not at all. We only
get one chance. No more. That's the
only way we can get the intimacy our
pictures must have.” n

114 West 70 St, N.Y., N.Y. 10023 (212) 874-0590
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Tebe: Wuppertal 630343 Canad,
Tde: 9214346

HARRISON

CAMERA & LIGHTING CORPORATION

Rentals and Sales of
Motion Picture Equipment and Supplies
Harrison, where the service is

24 hour service

6745 N.E. 3rd Ave, {305)-757-0251

Miami, Florida 33138
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BUY — SELL — SWAP HERE

STUDIO PRODUCTION EQUIPMENT

sed ARRIFLEX 1685 for sale. Lenses
Schneider 25mm FL5=16mm FL9=Sonnar
50mm F1.5. VS Motor. Cine 60 under camera
flat battery (New), 400 Foot mag. Matte Box.
$1650. In New York City. American Cinema-
tographer, Box 1685.

- —

ARRIFLEX 16-BL, superb condition, Ange-
nieux 12/5-75mm zoom, all extras including
two magazines, battery, charger, cases, body
brace, etc. ART NAPOLEON, 845 Thayer
Avenue, Los Angeles, California 90024 (213)
279-2834

WESTREX 35 mag recording system RA
1400 series, $3,000. Reeves 35 mag recording
system PV 1000 w/6 pos console $1500.
Fairchild # 126 1/4" tape console recorders
Picsync @ $950. Other goodies. BEN SOBIN
J9-44 49 5t. LIC NY 11104

FOR SALE—Cine-Voice Auricon 400 f1, con-
version variable density sound, T.V. shutter
sync motor, factory rebuilt last month, in
mint condition $1000.00. Arriflex tripod
(New) $100. Dolly new, $75. Optical Reader,
$65. D.C. to AC Converter 12 volt to 60 cv.
@ 110 wvolts, $50. ColorTran Jr. $26.
CHARLES HARRISON, 1024 South 22, St.
Joseph, Mo.

S N

PROFESSIONAL CINE PRODUCTS builds a
14-0z. combination optical magnetic amplifer
for Cine Voice.
Free from PROFESSIONAL CINE PRO-
DUCTS 1 set ZOOM-SEE RINGS 1 sunshade
and 1 series 9 glass filter with every 12 to 120
zoom we sell.

— e ——

PROFESSIONAL CINE PRODUCTS sells
equipment at savings.

MITCHELL NC converted to reflex., zoom
lens, magazines and motor, $5500. 35mm
blue seal film recorder with variable ares
galvanometer $2000.00. Same with variable
density galvanometer $1500. J. BURGI
CONTNER, 6048 SW 32nd St., Miami,
Florida.

AURICON PRO-200 w/400 ft. Conversion
and Magazine, VA Sound, excell, con. $800.
Bolex H-16 w/ 17/25/75mm lenses $110
Angenieux 12-120 w/long finder, mint cond.,
$800. WARREN ROSSIN PRODUCTIONS,
226 W, Rittenhouse Sq., Phila. Pa. 19103

—_—— e —

J5MM Mitchell Reflex Hajinal Conversion,
Mint condition, all accessories, two Fairchild
Recorders, Good Cond. Schematics. 16MM
Moviola. Pan Cinor Lenses 17:856—%250 and
25:100-5300. 70DL Filmo $325. complete.
PRODUCERS RENTAL CORP., 22 W. 46th
St., New York—We Buy & Sell,
PROFESSIONAL CINE PRODUCTS gives 48
hours service on FILMO & AURICON
FILTER SLOTS. Also quick service on Auri-
con and filmo repairs.

STUDIO PRODUCTION EQUIPT.

ONE-AMPE X 7000 video tape recorder, with
two ampex video cameras-model 6007, like
new less than two hours use. $3,800.
Complete theatre projection booth, consisting
of two 35mm Super Simplex projectors, with
R. C. A. sound heads, Peerless arcs, Hertner
generator, amplifiers, etc. $3,100. 1231C
Westrex 35mm variable area optical recorder
includes two light valves, magazines and all
amplification in excellent condition, $4,500.
Maurer model 10, 16mm optical recorder
with all amplification, 1-400 ft and one 1200
ft magazine in excellent condition, $4,200.
Inquire, we have many other items. WARREN
SOUND STUDIOS, Inc. 35 N. E. 6Z2nd St.
Miami, Fla., 33138-754-9539

STELLAVOX pilotone recorder, complete
$495; 1200 ft Mauer mags., $475 ea; Canon
scoopic demonstrator $795; Folding shoulder
pods, new $49.50. PROFESSIONAL CINE
PRODUCTS, 2959 Ladybird Lane, Dallas,
Texas 75220,

EYMO "Q" 3 lens turret, 6 lenses. 12 volt
motor, 4 four hundred ft. magazines, Mitchell
type finder, rack over, all cases, factory
reconditioned. $595, Stancil-Hoffman 17mm
synchronous tape recorder, spare pre amplifier
in two cases excellent condition $495. P. O.
Box 2345, Sarasota, Fla.

Pan Cinor 70 Zoom lens, C mount, no finder,
guaranteed, $250. BRUCER STELLER, 2023
SE Brookwood, Hillsboro, Oregon 97123

—

ECLAIR 16 NPR-2 magazines Angenieux
10x12 zoom, Like New—-$5200. Tel. (213)
326-0815

GENERAL CAMERA SS NI lightweight
conversion with 9.595mm Angenieux zoom
with shortfinder, 3-400° Mitchell Magnesium
magazines, Frezzolini 1000 D crystal
controlled inverter, alignment prism, cases.
Like new condition. $5,000. ROBERT
KAYLOR, 799 Broadway, New York,
212/473-4220

Animation stand., horizontal, custom. Com-
plete with Quartz lites, transparency holders.
Acme peg bar. B&H 2709 camera with two
oUmm lens, single frame Photosonic motor,
glectronic timer to 15 sec. Filmstrip and
motion pix aperture plates, 400° metal maga-
zine, Tilter pack holder, frame counter, etc.
used but in good condition. FOB Park Ridae,
$2,500. TELECINE FILM STUDIOS, INC,
100 South Northwest Hwy, Park Ridge, IIl.

200 ft. mag for Cine Special. Best offer.
KIHKMAN, 476 McGraw, Seattle, 98109

RENTALS

ARRIFLEX cameras—New and used-—Sales—
Service—Rentals—Authorized dealer. CINE-
LEASE INC. 1331 Ponus Ridge, New Canaan,
Connecticut 06840

SERVICES AVAILABLE

FILMING IN INDIA? ASIA? Vishnu Mathur
has Arriflex BL with 10:1 Zoom Beaulieu Bell
Howell all 1T6mm cameras with Nagra, Color-
tran lights, Molepack battery light and fully
experienced sound recordist and production
manager doing regular assignments for NBC
CBC BBC address: 26A Hanuman Lane, New
Delhi, Telegrams MOBILCREW Phones 46085
or 72497

PROFESSIONAL CINE PRODUCTS HAS
MOVED TO 2958 LADYBIRD LANE,
DALLAS, TEXAS 75220. AC 214 FL7-3045,
FILTER SLOT Filmo or Auricon, quick
service,. PHOTOMART, 228 S. Franklin,
Tampa, Fla.

ARCTIC, Eskimo Life, Polar bear a specialty.
All Alaskan wildlife on assignment or will
outfit and assist. Pilot; guide; outfitter. RON
HAYES, Box 1711, Anchorage, Alaska,
PROFESSIONAL CINE PRODUCTS repairs
all types of CONVERSIONS.

DIRECTOR, EDITOR, CAMERAMAN:
Experienced in all phases of Motion Picture
and sound, including thorough knowledge of
animation. Award winner. Seeking position,
preferably in Western USA. Dept. 1681,
AMERICAN CINEMATOGRAPHER

FILMS FOR SALE

16MM CLASSICS. Catalog . MANBECK
PICTURES 3621-C Wakonda Dr., Des Moines,
lowa 5032

FOOTAGE LIBRARY—-Several Hundred
thousand feet 16mm. Color Films of Wildlife,
adventure, education, reasonable rates.
Assignments: Documentary, Wildlife Scien-
tific, anyvwhere on earth. Owns ARRI BL,
Nagra, Magnasync, other equipment—20 years
experience Wildlife photography, big game
guide and outfitter registered Alaska—15
years experience |.V. program presentation.
Would sell adventure series “'Star in the
North”. PIONEER PRODUCTIONS, INC..
P.0. Box 303, Anchorage, Alaska

—_————————— = ——mam

WANTED

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 Mr. Gordon, PHOTO TECH-
NICAL ADVERTISING AND PUBLISHING
CO., INC., 311 W. 43 St., New York, N.Y.
10036.

-

Will pay top price. FOUAD SAID, 8600
Sunset Blvd., Los Angeles, Ca 90069

WANTED: Two NC Mitchell cameras. Will
pay top price. FOUAD SAID, 8600 Sunset
Blvd., Los Angeles, Ca 90069

RATES: Ads set in lightface type, 30¢ per word. Minlmum ad, $3.00. Text set in
lightface capital letters (except 1st word and advertiser's name) 50¢ per worg.
ified display format (text set in beldface type, capitals or upper-and-lower

case) $3.00

Office, American Cinema
ciose 1st of month preceding date of issue.

per line. Send copy with remittance to cover payment to Editorial

er, P.O, Box 2230, Hollywood 28, Calif. Forms
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HENRY GROSSMAN ASSOCIATES

Rite Lite Projector Iris

HGA Film Cleaner Pad

HGA Ft Lambert meter

Special Audio devices to your specs
Send for literature

519 8. Fifth Ave., Mt. Vernon, N.Y. 10550
(914) 664-5393

S —

AUTOMATIC DAYLIGHT PRDCESSOR

—— ® Processes up to 200 F1.
® Super B 1o 105mm
® Movia—X-Ray—Microfllm
® Motor Driven—Portable
® Block & White—Color
® 400 Fi1. Tank Avaoilable
® Guarantesd
Write tor Free Litergture,

“MICRO RECORD CORP. 4714 Souh Aw

Beacen, N.Y. 12508
IN FLORIDA IT'S

WARREN SOUND STUDIOS

Complete sound production facilities

® Mixing @ Dubbing = Transfer m Interlock Screen-
ing Facilities ® 16 or 35 mm = Editing = Loc.
Sound Trucks = Westrex, Nagra & RCA Equipment
35 NE 62nd St. = Miami, Florida 33138
Telephone: (305) 754.9539

| EDITING AND
ALL POST
PRODUCTION
B W SERVICES

1585 CROSSROADS OF THE WORLD
Hollywood, California 90028
Phone (213) 469-7705

= e — -

Watch for another new

HYDROFLUID PRODUCT

Write for details to:

NATIONAL CINE EQUIPMENT, INC.

J7 W. 65th S5t., N.Y., NY. 10023

FOR ALL 16mm LAB SERVICES

 AWESTERN (Cine

3]1 S. Pearl 51.—Danvar, Ceolo. 80109
1138 M. La Breo—Hollywooed, Calif. 90038

OUND
TRIPING

AERCO

Box 171 Pennsauvken, N.J. 08110

PUBLISHER'S CORRECTION
BACH AURICON, INC.

Prices in the January, 1969
issue should have been:

Auricon Super 1200-$6,425.00

Auricon "Pro-600 Special”’
$1,620.00 and up.

Auricon Pro—600-%51,820.00
and up

Cine-Voice 11—-51,180.00

POSITIONS AVAILABLE

MOTION picture

sound enginear and amimator needed. Exper
ienced 1in Tomm and S5mm. Send resume and
samples, KellTZ &

Oak Grove Dallas. Texas 75204

imeraman. hilm editor. |

HERNDON, INC., 3601

LINWOOD DUNN, ASC
Former Head u_f- RK O Studio f'..}l':ﬁ‘rl'.n Hi'pL

CREATIVE
SPECIAL EFFECTS

Complete Advisory and Technical Services
From Story ldeas to Theater Screen.

“West Side Story,” “My Fair Lady,”™
“Mad. Mad World." “Hawaii,"
“The Bible,” “Thoroughly Modern Millie,”
Expo 6770 Shows, “Darling Lilt,™

“The Great Bank Robbery,” “Airport™

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

Phone: 4695808 Cable: FILMEFX

PROFESSIONAL
LAMINATED SOUND STRIPING

SINCE 1958
THE

“The Bast In the Worid"” — 380 FL. Minimum Order
T36V: $0. ATLANTIC BLYD.
LOS ARGELES, CALIFORNIA »0022
Fast Service — Free Brochure

ERNESTO CAPARROS

Director of Photography
MU 8-0263

New York City
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EXPOSURE
DEPTH-OF-FIELD
IMAGE SHARPNESS

It's easy with the Arriflex 35 2 CV's variable shutter.
Clearly marked in 15° increments . . . get the exact
opening you need, anywhere between 165° and 0°. Add
to this the bright-as-life Arriflex mirror-shutter reflex
viewing system . . . The camera's compact, go-anywhere
design . . . and its line of accessories that let it build
from a 200-ft. hand camera to a complete blimped
studio system. Arriflex 352CV—the camera that gives
you more control—

more exposure control

Lenses give their finest images at certain apertures.
Maintain these apertures by adjusting exposure with
the variable shutter instead of the diaphram. The vari-
able shutter can also eliminate the need for ND filters
and the optical deterioration they create.

more depth-of-field control

A ‘busy’ background can ruin an otherwise good shot.
Wash it out—close down the shutter and open the lens
to reduce depth-of-field—the background stays in its
place: the background.

more sharpness control

Fast-moving subjects may speed by too quickly to regis-
ter at the wide-open shutter speed of 1/48 sec. So
close down the shutter—just enough to ‘freeze’ the
action in each frame and get sharper pictures on the
screen.

ARRIFLEX 33 cv —

with VARIABLE sHUTTER UIIEN i




OERUILE

= 60,000 square feet of well planned work space m Finest modern equipment
= Highly skilled, experienced personnel m Two high-speed Ektachrome developing

machines m One for immediate processing of your Ektachrome commercial ECO
= One for immediate processing of your Ektachrome MS or EF and Ektachrome

prints m Same day service on Ektachrome original with edge-numbered
Ektachrome daily print.

OTHER LABORATORY SERVIGES

= 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
m re-recording = sound mixing theater

s preview theater m sound and picture interlocks
= music and effects libraries = editorial services MOTION PICTURES

= conforming = editorial rooms for rent
65 K Street, Northeost, Washington, D.C. 20002 » 202-783-27(0

“Color-Correct”® js our exclusive trademark The World's Most Sophisticated Film lab




