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YOU'VE GOT IT ALL
WITH JUST DNE CALL!
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CAMERAS
LIGHTS
SOUND
GRIP
FILTERS, GELS
CABLES AND EQUIPMENT
GENERATORS AND TRUCKS

Everything for motion picture and video production.

464-3800 464-3800

940 N. ORANGE DRIVE ® HOLLYWOOD, CALIFORNIA 90038




RINTERS:

6mm BELL & HOWELL Model C Printer.
ontinuous contact with Automatic Addi-
ve Light Source, Standard Speed Reader,
oundhead, Fader & Rectifier $25,000.00

6mm BELL & HOWELL Model C Printer.
sontinuous contact with Automatic Addi-
ve Light Source, High Speed Reader,
oundhead. Fader & Rectifier $32.000.00

5mm PETERSON Bi Directional Panel
rinter, continuous contact with Automatic
\dditive Light Source, High Speed Header,
youndhead, Fader, Air Vacuum Squeeges

$50,000.00

15/16mm DePUE Optical Reduction
rinter with B & H Automatic Additive
ight Source, Fader and Standard Speed
leader $25,000.00
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on your compet‘ition
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ddition General Camera makest

35/16/S-8/R-8 BELL & HOWELL/SEIKI
Optical Printer with Bell & Howell Ad -
ditive Light Source, Reader, Movements &
sprocket assemblies for all formats, Wet
Printing, Daylight magazines, elc.

$85,000.00

16/Dual S-8 PETERSON COR Jr. Printer
1:3 Format with Manual Additive Light
Source $24,500.00

16/Dual S-8 PETERSON COR Sr. Printer

1:3 Format with Automatic Additive Light

Source, Air Vacuum Squeeges
$40,000.00

16mm PETERSON PEDESTAL Printer,
with Automatic B & W Light Source (con-
vertible to additive color) with one B & H
Light Valve, Soundhead and Standara
Speed Reader $14,950.00

he “inflation busters’

nt.These are machines of the

his equipr_nant
cost leasing plan. Why wait

1 you can get the edge
come Whe™ Y for less. Because

to contact General Camera today.

16mm TAKITA Model CP-2100 Printer,
continuous contact, with Automatic Sub-

tractive Light Source, Fader Soundhead
and Rectifier $17,500.00

S/8 PETERSON Pedestal Printer, contin-
uous contact, Manual Subtractive Light
Source. Rectifier & Loop Tree $7,995.00

35/16 DePUE Optical Printer, Reduction/
Blow-up/Contact Model 3K with Manual
Subtractive Filter wheel Lamphouse for
35:16; 16:35; 35:35; 16:16 $7,995.00

16/S-8 Takita Model OP-5000 Optical
Printer with wet system, Freeze Frame and
RF Cue. Manual Subtractive $17,500.00

S-8/R-8 Takita Optical Printer.Prints from
Single S-8 to Regular 8, 1:4 format, Day-
light Printer $17,500.00

35/16 KODAK OPTICAL SOUND RE-
DUCTION Printer, Model C with Subtrac-
tive Lamphouse $4,995.00

Bell & Howell Model J 16mm Printer with
Peterson Soundhead, Super Intensity
Lamphouse $5,995.00

Bell & Howell Model D 35mm Printer
with Standard 300W High Intensity Lamp-
house (rebuilt) & Rectifier $3,995.00

HFC 16/S-8 Optical Printer: 1:4 format
$12,000.00

ACME 35mm Contact Printer with Unit |
shuttle. Acme subtractive Lamphouse on
Heavy Duty Base $10,000.00

NOTE: All above printers are guaranteed to be in
excellent operating condition. All will be checked
out and reconditioned if necessary. We also offer
other used printers such as B & H Model J & D,
35/32mm, Model D with special adaptations,
Union, DeBrie, Maurer, etc. and generally atclose
out prices with no guarantee. Tell us of your re-
quirements and we will advise accoraingly.

FOB New York — subject to prior sale

PROCESSORS:

35/16 FILMLINE ECN Il Color Processor,
with Demand drive soft touch rollers, re-
plenishment panel, 75 fpm, pumps, filters,
etc $35,000.00

16mm FILMLINE FE-50 Reversal Color
Processor for ME-4 VNF etc. 50 fpm com-
plete with replenishment panel, tanks, ex-
tras Daylight Operating $8,500.00

16mm FILMLINE R-36-TC REVERSAL B
& W Processor 36 fpm Daylight Operating
$3,995.00

16mm HOUSTON FEARLESS Model A-
11, Reversal B & W Processor with exira
set of 35mm Rollers, Daylight $1,995.00

ACCESSORIES:

Lipsner Smith 16/35 Film Cleaner, Ullra
Sonic, New $13,000.00

Republic Engineering Buffer $1,500.00
B&H Keyboard & Punch $2,500.00

CINECRAFT Additive Tape Punch
$2,995.00

540 West 36th St.,
New York, N.Y. 10018

(212) 594-8700
TELEX: 14-7136



How to mount
the insurmountable.

Sometimes, location problems appear to be insurmountable. But. with
your great ingenuity and our small devices—it’s easy to put lights on top of doors,
on pipes, posts, partitions, on walls and windows. almost anywhere you dream of.

Lowel—the way to end location nightmares. And all those mounting
production problems.

For equipment and kits see an authorized Lowel dealer. For brochures
contact us. Lowel-Light Manufacturing. Inc.. 121 West 54 Street. New York.
N TOO01Y. (212) 245-6714 Telex—=6663971 1. Cable—Lowelight. West
coast=73107 West Olive \ve., Burbank, California 91505. (21.3) 846-7 740

lowel=
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The American Society of Cinematographers is not a labor union or a guild, but is an educational, cultural and professional
organization. Membership is by invitation to those who are actively engaged as Directors of Photography and have
demonstrated outstanding ability. Not all cinematographers can place the initials A.S.C. after their names. A.S.C. member-
ship has become one of the highest honors that can be bestowed upon a professional cinematographer, a mark of prestige
and distinction.
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“One great moment 1s 1o rth waiting forall day.”

Spanish-born cinematographer Nestor
Almendros has earned Academy Award
nominations for the cinematography of three
of bis first four major American films— Days
of Heaven, Kramer vs Kramer, and The
Blue Lagoon—and in 1978 he won the Acad-
emy Award for Days of Heaven. He has been
celebrated for his work with premiere French
directors, including Frangois Truffaut, Eric
Robmer, and Barbet Schroeder.

"My background is different from most
cinematographers. I never apprenticed
with a master, so I never directly copied a
master's style or techniques. I just grabbed
the camera and started shooting. I merely
was infatuated with the avant-garde cinema
[ had seen—especially in the first films
of the French New Wave: those by Jean
Rouch and others. That kind of cinema ver-
ité, the handheld camera look, was what |
was after: show things as they are, with no
distortions.

“That 1s stll my approach. I use a mini-
mum of artificial lights. I light sets by my
eye. and use the light meter only to set ex-
posures later. Lighting should be logical, not
arty. Days of Heaven was shot with very
little light. Oh, we had lights, even big arcs.
But most of the time we weren 't using
them. I felt I didn’t need all those lights.
What I wanted was bouncing light, natural
light. Rather than create an artificial
moment, I'd wait for the real one to
happen. One great moment is worth
waiting for all day.

“"Kramer vs Kramer. on the other hand.
is an imitation of natural light. It's mostly

done in the studio. I applied natural-light
technique: imagining the sun, for instance,
outside the Kramers' apartment. It was

a realistic approach to an artificial situation.
[ would not have a back light if it were

not justified by a window or light behind.
And | refused catwalks and sets without ceil-
ings. In reality, lights don't come from

the angles of a room, they come from the
center top, table or tloor lamps, or the
windows. An audience can intuit if lighting
is artificial. They sense something is glossy
or unbelievable. You can cheat more in
black-and-white, but color film especially
calls for reality.

“In most mowies, including my current
film. Stab, 1 have restricted myself to a
color or two only. Black-and-white is like a
tuxedo, always elegant. Color. if you 're
not careful with it, can be vulgar. The Blue
Lagoon is different from any other film
[ have done. The subject matter called for
the use of all colors. It was a challenge
to use all the colors to try to produce a
beautiful and elegant film. The Blue Lagoon,
incidentally, was shot entirely on Kodak film
and developed in Sydney. The scene where
the girl is swimming at nught and the boy
sees her for the first time as a woman was
the result of superimpositions. The Eastman
color negative Il film 5247 could really
take it. Days of Heaven was also on the
5247 stock and developed in Vancouver.
The prints were done in Hollywood.

“There has been relatively little change
in cameras, but film technology has ad-
vanced rapidly, especially the possibilities of

pushing and increasing the speed of Kodak
color film. I simply could not have shot
Days of Heaven the way I did on early
color stock. The great thing about film s,
everything looks better than it is. Tape, on
the other hand, is too real. There is no
magic, NO transposition.
“Cinematography is not an art in and of
itself, it 1s part of an art. For an art to be
an art, it has to be independent of anything.
"Since my childhood, I have always
been a film buff. So I consider it a great privi-
lege to have shot Charlie Chaplin’s last
film —a beautitul documentary, scenes with
his wife and children. And I was lucky
enough to do the last feature by Roberto
Rossellini, in Pans, just two months before
he died. And my parents didn’t want me to
be a filmmaker!”

If you would like to receive our monthly
publication about filmmakers, Kodak
Professional Foram, write Eastman Kodak
Company, Dept.640, 343 State Street,
Rochester, N.Y. 14650,

©Eastman Kodak Company, 1981

FASTMAN KODAK COMPANY

MOTION PICTURE AND AUDIOVISUAL MARKETS DIVISION
ATLANTA: 404/351-6510

CHICAGO: 312/654-5300

DALLAS: 214/351-3221

HOLLYWOOD: 213/464-6131

NEW YORK: 212/930-7500

ROCHESTER: 716/254-1300

SAN FRANCISCO: 415/928-1300

WASH.. D.C: 703/558-9220

America’s
Storyteller




LINEMA WORKSHOP

By ANTON WILSON

NICAD BATTERY LIFE Il

There are three categories of battery
failure:

1. The “permanent” failure,

2. The “temporary” or “reversible” fail-

ure, and

3. The “functional” failure.

There are remedies for the latter two
conditions but “permanent” failure is
death to a NiCad cell. The permanent fail-
ure usually results from either an internal
short circuit or an open circuit. The short
circuit can either be a “dead” (low resist-
ance) short or a high impedance short. In
the case of a dead short, the cell in es-
sence becomes a piece of wire, It will not
accept a charge nor will it contribute any
power to the battery. The symptoms of a
shorted cell are typically an open circuit
(no load) voltage 1.3 to 1.4 volts lower
than normal and a voltage under load that
Is about 1.2 volts lower than normal. Note
that capacity of the remaining cells in the
battery is not seriously affected assuming
that the device being powered can still
function on the reduced voltage. By the
way, this is one of the big benefits of the
modern wide range “switching type” regu-
lators found in most state-of-the-art video
equipment. Such equipment will usually
function on voltages from 10.8 up to 18
volts. Thus a 14.4 volt NiCad can lose one
or even two shorted cells and still power
one of these devices without any prob-
lems. On the other hand, if a 12-volt NiCad
battery is employed, the device being
powered will cease to function as soon as
even one cell becomes shorted.

The “high impedance” short circuit can
be considered a “partial” or “slow” short
circuit. This partial short provides a small
path that will slowly self-discharge the af-
flicted cell. Such a cell can be charged if
the charge current is significantly higher
than the current being dissipated by the
slow internal short. However, even if the
cell is charged, it will slowly lose all its
capacity in a few days or even hours
depending upon the severity of the short.

The symptoms of a battery afflicted with
a high impedance shorted cell will vary
depending upon the time elapsed since
charging. Immediately off charge, such a
battery will behave perfectly normally with
little or no reduction of capacity or voltage.
However, with longer interims between
charging and actual use, the battery will

1072

exhibit progressively less capacity. Once
again, the high-voltage 14.4 or 13.2 volt
battery will tend to compensate for this
problem, whereas a device powered by a
12-volt battery will die as soon as the
weak cell is fully discharged. The best way
to combat the high impedance short prob-
lems is to fully charge or recharge a sus-
pect battery at the slow overnight rate, the
evening immediately preceding the day of
use.

These internal short circuits are the
most common cause of death for a NiCad.
As with all things, death is inevitable, but
certain conditions and practices will cer-
tainly speed its arrival. The internal short
is usually caused by the two plates inside
the cell coming into contact with one an-
other. This could be the result of a physical
shock or a direct hit that dents the cells.
The two plates are kept apart by a tissue-
thin separator material. A dent in the case
can pinch the separator material and
cause the two plates to touch (dead
short), or almost touch (high impedance
short). Obviously the best defense is not
to bang batteries about. Despite the best
of intentions, batteries in our industry are
bound to experience some rough han-
dling and in anticipation of such, a battery
should offer some protection to the cells
inside. Choose batteries with hard outside
cases, as opposed to soft coverings. The
construction should not transmit the
shock of a fall directly to the internal cells.

The other main cause of internal short
circuits is separator breakdown caused by
excessive or elevated temperatures. Pro-
longed exposure to high temperatures will
accelerate the decomposition of the sepa-
rator material. Obviously, the best de-
fense is to keep batteries cool. Do not
leave them on overnight charge longer
than 16 hours.

Extending the overnight charge rate for
days or even weeks will not damage the
battery due to overcharging (venting), but
the elevated temperatures resulting from
this continuous charge current will reduce
the life expectancy of the battery. Do not
leave batteries in a hot trunk or van. Do not
leave battenes in direct sunlight, whether
indoors or out. Brief exposure to higher
temperatures will have little effect on life,
but frequent excursions to elevated tem-

peratures that result in the raising of the
average battery temperature will most

assuredly have an adverse effect on life
expectancy. Heat is the biggest enemy of
batteries. So whenever possible keep bat-
teries in the coolest available place. In hot
climate batteries that will not be used for
an extended time should be charged and
then stored in an air conditioned room or
refrigerator. (While heat is the number one
Killer of cells, very low temperatures must
likewise be avoided during charging).
There is also a certain amount of heat
generated within the cell during dis-
charge, due to its internal resistance. This
Is usually negligible at low current drains
but can become significant at higher rela-
tive currents, especially in hotter climates.
For example, a camera drawing 2 amps
will discharge a 4-ampere-hour battery
("D" size) in two hours at the 2 "C" rate.
This same camera will discharge a one-
ampere-hour (sub “C") battery in a 2 hour
at the 2 “C" rate. Because the smaller
one-ampere-hour sub “C” cell has a
higher internal resistance, it will generate
more heat during discharge. One can thus
expect longer life and more dependable
service from the larger "D" size 4-ampere-
hour battery. Likewise, "D" size 4-
ampere-hour batteries in portable lighting
service (8 amp/2 “C" rate) should not be
expected to give the same length of serv-
ice they would if used with a portable 34"
VTR (one-amp/Va "C" rate).
Over-discharging a battery can also in-
vite a short circuit. Because a short circuit
IS a direct path from the positive to nega-
tive, tremendous current will flow through
this internal path the instant it forms.
Assuming the cell has some charge left,
this high current can often vaporize in-
ternal short circuits as they develop. This
self-correcting phenomenon cannot take
place if the cell is discharged close to zero
volts. Therefore, it is good practice not to
over-discharge a battery. Change to a
fresh battery at the first indication of de-
pletion and charge depleted batteries as
soon as possible after use. Batteries
should be stored in the charge condition
and should receive an additional slow
overnight charge the night preceding re-
use. | have heard some people mention
that they have corrected an internally
shorted cell by charging it for a few sec-
onds with a tremendously high current.
While this procedure is sometimes suc-
Continued on Page 1127
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“Shooting in the intense heat and
humidity of the Amazon jungle
was the acid test for my GSMO. It ~

came through with flying colors.”
Jan Peterson

“Working on the Amazon
gold rush story for ABC-
TV's 20/20 News Magazine
involved filming in the
roughest terrain imagin-
able, in an area that is not
even charted on the map
—far away from any
scheduled commercial
flights that could rush
replacement equipment, if
necessary. And the nature
of the terrain was such that
we had to travel light, with
no backup camera.

‘I took a gamble on one
camera: my own GSMO,
equipped with two 400
cassette-load magazines,
three plug-in batteries, and
one Angenieux 9.5-57mm
zoom lens,” says Jan
Peterson, the New York-
based cinematographer
whose recent credits also
include a promotional
documentary featuring
Hollywood designer

“It was the rainy season.
Temperatures averaged
around 100-105°F. We
were constantly beset with
heavy humidity, as well as
subject to sudden
downpours that turned
everything into mud. There
were times | couldn't even
put the camera down for
fear it would sink under. Yet
none of this all-pervasive
mud ever got inside the
GSMO camera.

“What with all the dirt, the
mud, the intense heat and
extreme humidity, the
Amazon jungle shoot was
quite a test for the GSMO.
Especially for the
electronics of the camera.
But GSMO came through it
all with flying colors,
performing flawlessly.

A “People’s Camera”

"GSMO has the potential
to be a true ‘people’s

Edith Head. camera.' A camera thatis
; quiet enough to yield
Steep Inclines and professional results.
Sudden Downpours : Dependable and rugged
“For five days | was handhnld:ng my GSMO constantly. enough for any kind of filming situations. Easy to maintain
Carrying my gear in the intense heat, trekking up steep in the field. Always ready to shoot.
;;ﬁgzet;:salkmg SCDSS Ceep Iavines. climpbing over gian “Yet GSMO is the lightest, most affordable 16mm camera

of its kind. Perfectly suited for the young, independent doc-
umentary filmmaker who may be also inclined to take off—
with camera and knapsack—pursuing ideas and creative
projects on his own time and money."

For further information, please contact:

cinema| 2= feroducts

lechnology inThe Service Of Crealivity

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

cinem
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the new
« Steenbecks »

Superior conception and a high
manufacture level have made us
famous as the “specialists for film
editing machines” on the interna-
tional market. With this “STEEN-
BECK generation” we are setting up
new scales for picture-sound syn-
chronization.

Prove the facts:

® large, brilliant picture

through new optics, TV

? electronic reproduction of film

universal counter possible |

® high sound quality
also for stereo

® time decoder
IRT-EBU-system
facilitates and
shortens the
synchronization

simplified
threading way

= fully electronic drive mvariable speed up to 10ply
| , synch. speed m electronical coupling system =

excellent wow and flutter values = Holoscope

equipment on request.

Descriptive literature will be submitted upon

request

2045 Eton Avenue « Suite A m Canoga Park, CA 91304 « (213) 998-4033

STEENBECK INC.
Manufacturers of the Worlds Finest Flatbed Editors



Down with the high
cost of shipping!

Ours

Economical, lightweight,
far less costly to ship

Theirs

Expensive, heavy,
costly to ship

Requires film can Messy
Easily stick-on
dstizped label

Limited choice
of colors

Time-consuming
handling

Straps can shred
and come open
in transit

Virtually
indestructible,
with patented

dust / moisture-resistant
design and no springs

Full inventory
at hive convenient
locations

Easy-to-use
address card
holder

Widest choice of sizes

and contigurations for

single or multiple reels,
videocassettes, etc.

Your choice
of colors,
custom
L e imprinting
Eliminates P &
film can
Free
“Lost Film"
torwarding
service

Positive Action
Locking System —
won t come open
in transit like
“pushbutton” cases

When it comes to shipping and storing your valuable films and tapes, nothing
comes close to Plio-Magic® by PRCA. These lightweight cases are more
economical to handle, while providing your valuable Erintﬁ with the maximum
protection available. So why pay more and get less? Save substantially on
shipping and get many extra benefits in the bargain. For more information and

our free catalog, please write or call:

B
of America

Plastic Reel Corporation of America
475 Boulevard, Elmwood Park, New Jersey 07407 (201) 796-6600
Chicago (312) 942-1950 = Dallas (214) 669-0040 ®= Hollywood (213) 851-7532 ® New York (212) 541-6464

£ 1981 Plastic Reel Corporation of Amenca
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When you buy
anewArriflexcamera,
Arriflex will

buy your old Arriflex.

A continuing program
designed to make trading up easier
and more affordable.

oday’s cameras are cost-
effective because of
the sophisticated production
values they make possible.
But it’s no secret that they
cost a lot.

One way to soften the blow
is to trade in your old
equipment. But that can be
difficult, especially if you’re
in a hurry. And the results can
sometimes be disappointing.

The Arriflex trade-up
program is designed to benefit
you and us by making it
easier to buy a new Arriflex. We
don’t buy used equipment for
cash. But we carefully evaluate
your individual Arriflex.
Deducting its trade-in value,
we then tell you how much
it’ll cost you to buy a new
Arriflex.

For more information or for
an estimate on your Arriflex,

please call us at our New York
office: (914) 353-1400;

or at our California office:
(213) 841-7070.

If you want to buy
a used Arriflex, where
better to buy it

than from Arriflex?
The cameras we take as
trade-ins, we service and
recondition as only we can do
it. Then we offer them for
sale, with the Arriflex Corpora-
tion one-year Warranty.*

That’s as long a warranty
as you get with most new
cameras. And it’s not that long
because we're generous.
Arriflexes in general hold up
longer; and we make sure
these are in top shape before we
sell them. They're not new —

but they’re certainly better
than most used cameras.

# On new cameras, Arriflex Corporation gives vou a two vear Warranty.

ARRIFLEX CORPORATION

500 Route 303, Blauvelt, New York 10913.
600 N. Victory Blvd., Burbank, Calif. 91502.
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THE BOOKSHELF

By GEORGE L. GEORGE

ASPECTS OF CINEMA

Published since 1934 as the Screen
Achievement Record Bulletin by the
Academy of Motion Pictures Arts and Sci-
ences, it became in 1978 the Academy'’s
ANNUAL INDEX OF MOTION PICTURE
CREDITS. Edited by Verna Ramsey, the
recently issued 1979 edition compiles a
full record of all films shown in the Los
Angeles area during the covered year.
Each cross-indexed entry provides com-
plete production data on the film, its pro-
ducer, director, writer, cinematographer
and other technicians, and the cast
(Greenwood Press, 88 Post Rd. W., West-
port, CT 06880; $150).

In a revised edition of HOW TO READ A
FILM, noted film scholar James Monaco
investigates the psychological, political
and social effects of the medium on con-
temporary life, and pinpoints the motiva-
tions of our concerns for the artistry and
techniques of film (Oxford U. Press $25/
11.95).

John Mercer's knowledgeable survey,
THE INFORMATION FILM, deals with
production techniques, distribution poten-
tial, teaching methodology and useful-
ness of educational films, providing valu-
able guidance to both educators and
students (Stipes, 10 Chester St., Cham-
paign, IL 61820; $6).

A perceptive study of American docu-
mentary films from 1931 to 1942, FILM
ON THE LEFT by William Alexander
presents a detailed historic overview,
based on talks with leading filmmakers, of
the major trends that affected the develop-
ment of this committed genre and the so-
cial orientation of their authors (Princeton
U. Press $27.50/12.50).

James Brosnan, in an updated edition
of JAMES BOND IN THE CINEMA, dis-
cusses the continuing popularity of the
Agent 007 figure and his personality
changes caused by successive per-
formers, and provides expert information
on the films' spectacular special effects
(A.S. Barnes $12.95).

In THEORIES OF AUTHORSHIP, edi-
tor John Caughie assembles scholarly es-
says on the film author as the central fig-
ure in cinematic theory and critique,
synthesizing ably the philosophical and
pragmatic debates surrounding this con-
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troversial concept (Routledge & Keegan
Paul $28/14).

THE CHANGING HOLLYWOOD

In MOVING PICTURES, Budd
Schulberg vividly recaptures Hollywood
of the 1920s and 1930s, with its gold rush
atmosphere and cutthroat competition,
and traces the career of his father, movie
tycoon B. P. Schulberg. This is an excep-
tionally engrossing book about an explo-
sive era of film history (Stein & Day
$16.95).

An ever-popular film genre is heralded
by Clive Hirschhorn in an entertaining vol-
ume, THE HOLLYWOOD MUSICAL. This
comprehensive survey of every song-
and-dance film since 1927 provides lively
synopses, perceptive appraisals of direc-
tors and performers, and lists songs and
musical numbers in an attractive and well-
illustrated large format book (Crown $30).

Robert Dooley's sweeping panorama of
American films of the 1930s, FROM
SCARLETT TO SCARFACE is an appeal-
ing combination of film history, popular
culture and fond memories. Dooley’s fa-
miliarity with the industry, its leading per-
sonalities and memorable accomplish-
ments add up to a superb evocation of a
grand era (Harcourt Brace Jovanovich

$25).

The spirited atmosphere surrounding
film production is captured by photogra-
pher Arlene Alda in ON SET, a sensitive
words-and-pictures report on the making
of THE FOUR SEASONS, a film written,
directed and starring husband Alan Alda
(Fireside/S&S $9.95).

In THE MOVIES GROW UP, the dis-
cerning film critic of the Los Angeles
Times, Charles Champlin, traces the me-
dium’'s progress from 1940 to 1980, con-
trasting the lush times of yesteryear with
today’'s competitive uncertainties (Ohio U.
Press $25.95/12.95).

The economics of film are knowingly
analyzed in THE MOVIE BUSINESS by
David Lees and Stan Berkowitz, stressing
the risks involved and the weight of deci-
sion-making Iin todays volatile market
(Vintage $4.95).

David Thomson, in OVEREXPOS-
URES, shrewdly assesses the crisis of the
American film industry— decining profits,
rising costs, television competition—but
sees hope in the emergence of a new
breed of maverick filmmakers (Morrow

$13.95/8.95).
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The story behind the Academy Awards
is told by Peter H. Brown in THE REAL
OSCAR, a lively and often sensational
tale of shady deals and underhanded co-
ercion, but also of honest achievements
and deserved glory (Arlington $15.95).

ARTS AND TECHNIQUES

In DIRECTING: THE TELEVISION
COMMERCIAL, Ben Gradus shares his
experience of many years as a top practi-
tioner of the craft. His book is a thoroughly
professional and exhaustive guide to the
technical know-how, the esthetic sense
and the psychological attitude a success-
ful TV spot director must develop. Spon-
sored by the Directors Guild of America,
Gradus’s text provides invaluable guid-
ance to students of the medium and a
unique standard of reference to his fellow
directors (Hastings House $26.95/
16.95).

Avant garde director John Waters,
whose recent feature POLYESTER is
achieving the cult status of his earlier
PINK FLAMINGOS, presents in SHOCK
VALUE an unvarnished view of under-
ground filmmaking. Itis a provocative, fas-
cinating and hilarious autobiography, a
spirited defense of bad taste that tran-
scends itself to the point of normalcy and
reveals a lively subculture of style and
substance (Delta $9.95).

In WHO PLAYED WHO IN THE MOV-
IES, Roy Pickard provides an ample list of
celebrated personalities of history, litera-
ture and mythology, and the names of per-
formers who played them on the screen. It
is both a useful reference work and a boon
to cinema buffs (Schocken $6.95).

Expert advice on surviving in Holly-
wood while building a film/TV acting ca-
reer is offered by CBS producer Bernard
Sampler (with Steve Posner) in their serv-
iceable manual. In FRONT OF THE CAM-
ERA (Dutton $13.95). Lea Bayers Rapp's
PUT YOUR KID IN SHOW BUSINESS is
an informative, practical guide for parents
on how children can break into film, televi-
sion and modeling (Sterling $12.95/
6.95).

Ingmar Bergman’s screenplay, FROM
THE LIFE OF THE MARIONETTES is a
paradigm of the director’'s view of life and
its underlying potential for violence. Its
stark realism, fully carried out in the film
itself, involves action taking place at dif-
ferent times in an effective contrapuntal

style (Pantheor. $8.95/2.95). i

SIX PLATE:
1 PICTURE, 2 TRACKS

SIX PLATE:

1 PICTURE, 2 TRACKS
Academy, 1.85:1, Anamorphic.

]
v
o e

EIGHT PLATE: |
2 PICTURES, 2 TRACKS

KEM quality and
versatility at
a competitive price.

Compact and interchangeable.
Brilliant picture in 16 and 35,
with flicker-free KEM-Scope
prism. Faster-threading single
sprocket drive also increases
work area. Simple to operate:
single-lever variable speed con-
trol, instant start/stop button.
Manual inching in sync or each
track separately. Picture and
sound modules include twin pic-
ture screens, switchable aspect
ratios, multi-track sound heads.

EAST OF THE ROLCKIES

MM Editing Systems Inc.
230 Park Avenue (at 45th St.), Rm.
339, N.Y.N.Y. 10169 (212) 697-5865

WEST COAST AND TEXAS:

KEM Editing Systems Inc.
7237 Santa Monica Blvd., Hollywood
California 90046 [ (213) 850-0200
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Now theres a counter
that measures up to your
needs. COUNTER INTELLIGENCE
is designed to save you time. (An
estimated 25% — 50%!)

Counter Intelligence can read any film
format with true frame accuracy, and give
you correct running time at 24, 25 or 30* frames
per second with the flick of a switch. No calculations.
No complications. Try that with your mechanical or
electronic counter.

You can install encoders on any film transport in your
studio, then place the display where it's most convenient for
you. In less than ten minutes you will be up and counting.

The PRESET function allows you to enter positions and
lengths into the counter. You can measure intervals, backtime,
or start in the middle of the reel, knowing that Counter
Intelligence will keep you in sync. No need to rewind.

If you want to see both footage and time simultaneously,
add the optional Simultaneous Time Display Module.

Frustrated by lost frames when you transfer to video in

*with Video Drop Frame Correction Module and with the
SMPTE Time Code Reader Moduie

COUNTER

SMPTE Drop Frame Mode? At the press of a
button, the optional Video Drop Frame Correction
Module will tell you the correct running time for
television. No more surprises when you're at the mercy
of the transter service.

You can even transform your film counter into a video
reader by adding the optional SMPTE Time Code Reader
Module. Just plug it in and you have a low cost reader that
can go where you need it. Your savings in window dubs
alone will justify getting Counter Intelligence for everyone
In your studio.

You can get Counter Intelligence for just $975. This
includes the Model Z80-1 and one optical encoder. Options
include the Large Screen Projection Display Module for
$750, the Simultaneous Time Display Module for $244, and
the Video Drop Frame Correction Module for $444.

Future modules will expand the system for production
as well as post-production.

So let Counter Intelligence take care of the calculating
while you spend your time where it s most valuabie.

For further information write or call:

FILM AUTOMATION CORPORATION
30 Berry Street, S.F., Ca. 94107
415-777-2599

INTELLIGENCE
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O’Connor Model 100. ;
Fluid smooth control
to follow the action

in any direction.

SIMULTANEOUS PAN
AND TILT CONTROL.

Unlike cumbersome gear heads
that require tremendous coordination
to operate the separate pan and tilt
controls, the O'Connor 100 follows
the action at any speed in any direc-
tion with the gentle touch of your
hand. Panning and tilting are simul-
taneous, so the camera obeys your
every command.

OUR NEW
SIDEMOUNTING
PLATFORM.

"__-" Designed for easier
camera loading, this
new platform receives

the camera from
the side,so it can

gt

A -

be lifted more comfortably at the lens properly counterbalanced at all times.
and the rear ofthe body. The mounting Double handles are also available for
plate can be ordered to any length video users.

providing support for those extra

long and heavy lenses. Plus, the plat- O'CONNOR PRECISION
form is made adjustable to balance TH ROUGHOUT-

the camera on the head and its a
quick release type with a built in _ _ +
safety feature. Built of magnesium and aluminum
alloy castings, this low profile head
weighs only 16 |bs. Separate controls
F“'M OR TELEVISION' for the pan drag, pan lock, tilt drag
= = and tilt lock all improve the
flexibility and repeatability of
camera movement.The tilt range
is £ 60° with a 360° pan.

»  ASK THE
MAN WHO
OWNS ONE.

There must be a
reason why so many
of the world’s greatest
cinematographers

insist on the O'Connor
Model 100. Maybe because
it's diagonable.

the Model 100 has
been the camera
head for feature film
production. But today,
television crews are dis-
covering their creative =
potential with O'Connor [P¥|
fluid heads.To accom- (X
modate a wide range of
cameras and acces-
sories, the 100 is
available with
a 300, 500
(standard) §
and 700 in-Ib springs to
assure that your camera is

FLUID CAMERA HEADS

O'Connor Engineering Labs., Inc., 100 Kalmus Drive, Costa Mesa, CA 92626 ¢ (714) 979-3993 e TELEX 685 641
O'Connor Engineering Ltd., 14 Av. Industrielle, 1227 Carouge, Geneva, Switzerland ® Phone (022) 42 79 38 e TELEX 28 449
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TALKING TECHNICALLY

By DAVID W. SAMUELSON

BACKGROUND REPRODUCTION
RATIOS

One of the consequences of all the Spe-
cial Effects pictures being made these
days is that in order to satisfy the demand
for greater background image quality, it
has encouraged us equipment suppliers
to bring out the large format cameras from
the store room, where they have lan-
guished for years.

When | was at Panavision in Los
Angeles, earlier this year, they were busy
checking out 65mm cameras as though it
was an everyday event, and in London we
have recently bought four butterfly-type
Vistavision cameras, which we are modi-
fying to make into modern reflex view-
finder crystal-controlled cameras, and
into compact projectors, for Front Projec-
tion purposes.

We, like Industrial Light and Magic, go
for Vistavision rather than 65mm, be-
cause it can be processed by any labora-
tory, whereas 65mm ECN |l color negative
can, so far as | know, only be processed
by MGM in Culver City.

The reason for all this renewed interest
in large format cameras is the need to
maintain photographic quality during the
various stages of process photography,
so that an image which is 8 combination of
many elements may be inter-cut with
scenes which have only been through the

U R e e e T R R

HHEEE]

]
. o
n
i
4
=
it

TRE

1
talt, ol

i}

~nmgp

R R AR S I i e e T 1 L)
2t o | e o iy
el e 3F TRE F BT

o=l |
o iB IR LE T
LIHF] }
AT TE T T

s
T

et MR
- o b :li i Bk
gl v L rem st
4t
3 T

"l
llllll

I-‘

e :-':-'.:L-:’;E:E :—T:zrnzr" "'j' - :E-j;_"a"::'!\:i-._lf':“'] N :!J!-I: 1 !|.'r':;:p-_-:_l-=
A I e eSS Lol b o e LR B

ACADEMY INSIDE FULL FRAME

e L

ANAMORPHIC INSIDE FULL FRAME

IR T

s

e -
-':"E".'l.
i

o
-
i hs

1080

camera once.

Even the most simple superimposed
background will be a negative-positive
generation older than the foreground and,
whereas a 1:1 copy ratio is perfectly
satisfactory, background image degra-
dation soon begins to manifest itself if the
director demands a big-head closeup
which only takes in a small part of the
background.

The size of the background screen
makes no difference to image quality, so
long as the maximum amount of plate im-
age Is used and the camera takes in the
maximum area of the plate or more.

Whether the background screen is 10 feet
or 100 feet wide is immaterial; itis the area
of the plate camera negative compared to
the area of the foreground camera nega-
tive that counts.

When using a regular 35mm motion
picture camera to shoot background
plates the regular “Academy” aperture
mask should be removed or the aperture
plate exchanged for one with a “full" or
“silent” size opening to make use of the
largest possible negative area that a regu-
lar 35mm camera can produce.

The size of the opening of an “Acad-

Continued on Page 1124

B85/70mm PLATE/38mm ANAMORAPHIC CAMERA
ax 4 |
1
25X +
N 7] VISTAVISION ¢ 1.5:1 ANAMORPHIC PLATE/35mm ANAMORPHIC CAMERA
2 - \ | T | VISTAVISION PLATE/ACADEMY CAMERA
% h__" "~._I]
5 |
E %®
< 18x+ Y \"1
: N\ \ ] VISTAVISION PLATE/ANAMORPHIC CAMERA
3 \, \ N 1 T FULL FRAME PLATE/ACADEMY CAMERA
o E, . 1
PN ' \
\ ..
X ) N | [T FULL FRAME ANAMORPHIC PLATE/ANAMORPHIC CAMERA
b L - p
\ "~.__:~ _ 1" x.
0.5X - e L8 -f"
T 22 TR :
REPRODUCTION RATIO @ SFS
65/70mm 35mm FULL FRAME
1:912 x-870ins ‘980 x-735ins.
L ——
B |
35mm VISTAVISION g
1-470 X -908ins ins.
. 16mm
‘404 x -2951ns.
35mm ANAMORPHIC
-864 X -732ins. D 8mm
L 209 X-158ins.
© SFS
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THE NAGRA

SOUNDTOTE

Now the Nagra SOUNDTOTE is " Changing batteries with the
nere to take a load off your Nagra in the standard carrying case
shoulders. It's not just another 3 ! IS a time-wasting hassle. Now you
carrying case. . g _ wh can change batteries without

removing the Nagra from the
SOUNDTOTE in less time than ever
before.

The Nagra SOUNDTOTE has
been designed by a professional
soundman to solve the problems of
location sound recording and to
provide maximum comfort and ease
of operation while recording under
any conditions.

Eliminates fatigue. The Nagra
SOUNDTOTE uses a specially
designed suspension belt and
harness so that 90% of the weight
of the Nagra and accessories is
distributed evenly on the hips, the
balance is on the shoulders.

Hands free operation. On long
hikes to difficult or remote locations,
the Nagra SOUNDTOTE can be
reversed and worn as a low
backpack for more comfort and
frees the hands while climbing and
hiking. A specially fitted front pocket
IS used to hold two wireless
microphone receivers or extra
rolls of tape. The suspension
belt and harness allows
the operator to quickly
attach or remove
a fully loaded
Nagra in the
SOUNDTQOTE
without
disconnecting
cables.

FPadded shoulder harness.
Relieves neck strain and tired
shoulders.

Quick relase buckles.

On-the-move operation.
Easy access to all controls
and connections. Can be
used with 5" or 7" reels on
Nagra Models Ill, IV, and4.2.

No runouts. The remaining
tape can be easily seen
through a window located
conveniently on the front.

Clear cover allows Weight is supporied
access (o controls on hips, with quick

and provides release buckle on
protechon from the the back.
alemeants,

Accessory pocket for
wireless receiver.

All straps are 100%
nylon, attaching

hardware is heavy-duty {*
nylon or rust proof
fasteners

The Nagra SOUNDTOTE is so
comfortable . . . so easy to
use . .. that you must try it to

C tructed of ial i i |
Syl believe it Check t out before your
water-repellant matenal. Absorbs next location production. As

90% less heat than a conventional ALAN GORDON ENTERPRISES
black case. about all your other sales and rental

requirements. Most pros do.

Weighs 28 oz. without
recorder. An exclusive product of:

alan gordon enterprises inc.

1430 Cahuenga Bivd., Hollywood, CA 90028
Address Correspondence to P.O. Box 315, Hollywood, CA 90028
Telephone: (213) 466-3561 - (21J) 985-5500
Zippers are extra-strong brass and all closures TWX: 910-321-4526 » Cable: GORDENT

are velcro for water and dirt protection.

COPYRIGHT © 1981 ALAN GORDON ENTERPRISES INC
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OUTPUT AT FULL
FLOOD POSITION:

BRAND X 4k
DISTANCE sNoLgs SPREAD
50 f: | 94 fc
401t | 150fc
30 ft 260fc
201t 650fc
- .
ARRI 4k
DISTANCE ,no\'te  SPREAD
50t 1281c [ 45 ft |
401t 200fc
301t 380fc ‘
201t

Above: Lighting Director Peter Edwards
aligns ARRI 4k beam on plaster cyclorama.

“Emmy-winning Lig&tin
Director tests the ARF
versus the competition:

HMI

L4

After testing twice, Peter
Edwards finds the ARRI has more output
and less fall-off at the edges.

Photocell centered
in beam with remote meter
scale near lamphead.

Bter Edwards is Supervising
Lighting Director at CFTO-

TV in Toronto; and he is Chairman
of The Society of Television Light-
ing Directors, Canada. He has won
two Emmy Awards for his lighting.

“CFTO wanted to buy HMI
lights for a series to be shot on loca-
tion)’ says Mr. Edwards. “So we ran
side-by-side tests comparing the
4k units of three imported brands.
The ARRI 4k had by far the worst

output’’

“It turned out, as I suspected,
that the ARRI unit had been mis-

1082

2 T e ————
TABLE FULL FLOOD OUTPUT,
- EQUALIZED SPREADS:
) — . i ]
LIGHT | DISTANCE | rOOT o | SPREAD
I | .
BRAND X 28 ft 340fc 30 ft
ARRI 36 ft 360 fc 30 ft J

aligned. By the time another unit
was available, we had bought the
better of the other two brands. To
satisfy our curiosity, we later de-
cided to compare the second ARRI
with the brand we’d bought.’

“We duplicated our earlier test
procedure. As Table A shows, the
second ARRI unit had greater
output than ours. The ARRI beam
spread was more even, edge-to-edge,

with a sharper drop-off. It wasn’t
as wide.’

“To compare apples with ap-
ples, we pulled the ARRI unit
back until its beam spread exactly
matched the other light’s. Table B
shows the results. The ARRI’s out-

put was greater, even with the unit
209% further away.’

“The ARRI’s beam had almost
the quality of a hard-edged spot-
light’ says Mr. Edwards. “Very
linear across its field — unlike most
Fresnels’’

“To blend with another source,
you could feather the ARRI’s edge
by spotting the fixture up a little
and either pulling it back or drop-
ping in a scrim. For single-source
lighting, the ARRI’s even field
would make exposure much more
consistent right across the subject.’

“T’he ARRI unit is built like a
tank. It’s a handful, compared with
the brand we bought; but you could
rely on it to work in any weather,
I should think, which is important
for a location tool’’

ARRIFLEX CORNPORATIOM

500 Route 303, Blauvelt, New York 10913.
(914) 353-1400. And 600 No. Victory Blvd.,
Burbank, California 91502. (213) 841-7070.

Canada: ARRI/NAGRA Inc.,6467 Northam,
Mississauga, Ont. L4V 1J2. (416) 677-4033.

AMERICAN CINEMATOGRAPHER, NOVEMBER, 1981



= 2

ASp—

-
—
-

A ﬂ*‘l_ﬁ-_"f
—~— r o
M " L

;z_

i ¥ MNC-71CP
s
[

IDIRECT
FROM
NVER

CINEMA PRODUCTS: FOR SALE OR RENT video cameras. And recorders —the 3 inch JVC 440LU or
We can put you in a Steadicam™ or any Cinema one-inch portables. All you need for single or multi-camera
Products camera or accessory. Direct from Denver. shoots —the digital CP coaxial control system, HMI lights,
No problem. Steadicam™, Plus the CP U/F-16 Upright Flatbed Editing
Denver has the best, most centralized and direct Console. We have it all, for sale or for rent.
shipping service available. Which means wherever you are, Plus we service what we sell, in our shop or on location.
renting or buying film or video equipment from Film/Video Factory trained and authorized, with over a decade of
Equipment Service Company in Denver saves transit time, experience. We can train you on the Steadicam'™ in Denver
shipping costs and the worry and expense of delayed or on location. Or we have experienced operators available.
production schedules due to carrier transfer error. S0 when you think of Cinema Products, think of Film/
Film/Video Equipment Service Company is an Video Equipment Service Company. Call for our competitive
exclusive Mountain States dealer for all Cinema Products rental rates and ask about our rental rebate plan. We can put

film and video equipment and accessories. CP-16R and the  you in Cinema Products equipment. Direct from Denver.
state-of-the-art GSMO film cameras. MNC-71CP ENG/EFP No problem.

U/F-16

FILM/VIDEO
EQUIPMENT
SERVICE
comenany
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RENTAL

SALES

SERVICE

1875 S. Pearl, Denver, CO 80210

(303) 778-8616




NEW FROM LTM IN 1981:

* CABLE MICRO-LIGHTS (CML) AND MICROSET (MSL) SYSTEMS ... flexible-cable, fibre-
optic lights ... cool to the touch ... the tiniest HMI lights in the industry!

* 6K HMI FRESNEL ... the most daylight output ... the biggest spread ... the biggest Fresnel
lens in the industry ... and amazingly energy-efficient ... with new, expanded ballast-
integrated controls ... new self-monitoring system with indicator lights keeps constant

check on its own frequency and voltage!

* 12V/120V AUTO-INVERTER ... the first 500W current inverter in the industry ... lets you
operate HMI lights from an auto or truck battery!

* 1K AUTO-INVERTER ... more than double the capacity of the LTM 500W standard model!
* ULTRA-LIGHTWEIGHT MICROPHONE POLES ... smooth telescoping action, super strong,

ideal balance!

Year after year, LTM leads the field worldwide in appl-
cation of the newest technology to lights for motion pic-
ture and television production.

One reason why is that LTM is the only manufacturer
of HMI lights to produce a// the components—including
ballasts—of its own lights*; which permits us to react to

LTM HMI FIBRE-OPTICS

Years-ahead, true-daylight
fibre-optics! Now available
for exquisite control and
precision in lighting of
closeup photography ...
auto interiors . .. miniatures
... special effects ...
highlighting ... commercial
product shots ... surgical
and medical filming ...
and an endless list of
imaginative uses of the
amazingly flexible, versatile
LTM Cable Micro-Light
(CML) and Microset
Lighting (MSL) Systems.

These exciting new LTM
flexible-cable lights provide
flicker-free, balanced, true-
daylight quality in precisely
controllable areas, from
the size of a microdot or

Is the company that
sets the state of
the art in motion
picture and video
lighting.

new technological developments much more quickly and
efficiently than any other company in the field. And,
with our own manufacturing facilities, we are able to
refine and improve our products as rapidly and as often
as research, development, engineering and design can
come up with better ways to provide better lighting.

*Bulbs not included

CML AND MSLSYSTEMS

pinhead to the diameter of
a pen-light beam. And the
flexible fibre-optic cables
et you move and direct
these ultra-miniature lights
with ease, to “‘paint’’ your
subjects in marvelously
subtle or sharply startling
detail.

All miniature accessories
will be available for use
with our CM Lights and
MSL Systems, including
Fresnels, barn-doors, gels,
soft-lights, etc. LTM also
will create custom Cable
Micro-Lights and/or
Microset Lighting Systems
for special lighting needs.
Our technicians are
available for consultation
by appointment.

NEW LUXARC 6K FRESNEL: FINALLY ... THE LIGHT TO
REPLACE THE BRUTE ARC ... SAME OUTPUT, BUT
USES ONLY 65 AMPS A.C. VS. 225 AMPS D.C.!

_ \| ”M’é’,’
N
1160 N. Las Palmas Avenue, Hollywood, CA 90038 ¢ (213) 460-6166 * Telex 67-7693

LTM FRANCE:

1084

104 Boulevard Saint-Denis ® 92400 Courbevoice-France ®

LTM CORP. OF AMERICA

788-44-50
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wWhen you
need microphones
with“reach;

reach for these!

S

- - :

¥ -

N o sy '. i |
ey "

oy
T =
L |

|
| b . --I -
| 1 4 T80 = §
& i L i S T R i il i i J
_,_'n. = ._.i_r'-l_.-"r.__ Tl o R i el -

L i el e - A s . i .
— | H15S Hypercardioid System at no charge — no matter what caused
' The CL42S reaches ' rand. = The CH15S is actually more directional  the damage!
fﬂim mﬂfiamﬁr§MM£“fhan any than a mini Shﬂtgl}ﬂ mike—in a pﬂﬂk" We can do this because we build
other shotgun of its size ever made. age that's only 4 inches long thatweighs  {hase microphones to meet our stan-
Our exclusive line bypass port makes less than 6 oz. Specially designed dards for performance, ruggedness
it more directional at low frequencies for boom and fishpule use in TV and and durability. We ﬂCCEpt nnthing less.
so you won't have to sacrifice fre- motion picture studios, but equally and if you're a professional, buying
quency response when you use it on at home wherever working space is a professional quality microphone, you
a boom. Diffraction vanes maintain small and you have need fora compact, shouldn't either.
high-frequency directivity to preserve highly directional microphone.
uniform frequency response if the

“talent” gets a little off-mike.

AlNE

Compatible with phantom or AB power, L
the CH15S comes complete with wind- U SystemC
Phantom or AB powered, the CL42S screen, shock mount and carrying | Erreerrvpr——
comes complete with windscreen, shock case. And, this microphone is rugged.
mount, carrying case and handle for

hand-held applications. And it’s rugged.

The Electro-Voice Warranty

Electro-Voice backs up these two EI I. 'V 2 =
microphones with the only uncondi- EV ec rO' Olce
tional warranty in the business: for two @ | o g‘Uth company

600 Cecil Street, Buchanan, Michigan 49107

years we will replace or repair your
CL42S or CH15S microphone, when
returned to Electro-Voice for service,



Why is Aaton alone?

Super 16 1s getting a lot of publicity* these days. The
reasons are many, the first being simply the 40%
increase of usable 1image dimensions for 35 mm blow
up. That, plus high definition TV (in 1 : 1.66 format
ratio, 1200 horizontal lines) 1s one of the principal
motivations of going from 16 to Super 16. People are
going from 35 to Super 16 as well. The reason 1is
economics : not just the raw stock, but running
expenses, cost of equipment purchase or rental.

But why 1s the Adton 7L TR alone 1n being chosen for
Super 16 applications? Why do discerning film-
makers prefer the Aidton to other 16 mm
cameras when 1t comes to blow-up?

The answer is Image quality.

The Aidton 7LTR 1s the only 16 mm camera originally
designed with both Super 16 and standard 16. This
doesn’t mean just an interchangeable aperture plate
with a wider gate : any camera manufacturer can do
that. It means optimum image steadiness : vertically,
horizontally and in depth.
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Vertical steadiness 1s ensur-
ed by various means : some
cameras have registration
ins... With its absolutely
inear claw movement, the §&
Aidton LTR positive claw
provides vertical steadiness * 3 v 9
ln the ra'nge Of 1/ 2O(X)th Of Bnh:r%ungchmnpmem available for the film he directed in

order to study the relative merits of Super 16 and 35 mm. The results —

lmage dlmenS]_OnS very I"mhrabl'c Fur_Supcr 16 — *:Eiﬂ hl‘.l" seen at Du .*\I:I_.l,ﬂh{‘l‘l'ﬂlﬂl‘if:ﬁ in :';qu

York. (Photo : Diane Young.)

The Aéidton meets the same tolerances for horizontal
steadiness, because the film 1s positioned laterally with
micron accuracy at the gate. Some other cameras have
no lateral positioning system whatsoever at the gate...
and the projected 1images weave from left to right.

In-depth steadiness 1s obtained by maintaining the
film firmly in the same plane at all times : this is easy
in the LTR, because the film loop 1s long and flat, and
the rear 1mage pressure plate spring loaded so as to
keep the film 1n place firmly. Such a system obviously
provides better steadiness than one in which the ﬁlm
«floats » over the aperture.

With the progress of lenses and film stocks, with the
promise of high definition TV to come, Super 16 has
an enormous potential.

Film-makers : think about Super 16, the standard for
16 mm film. Be demanding : ask for more than just a
bigger aperture.

Camera manufacturers : join us.
Super 16 is the future of the 16 mm film medium.
New York, NY 100]9

Aaton alone

Articles in the %.m rican Cinematographer. Sept. and Nov. 1981 by Irwin Young & Rune Ericson respectively, in Eyepiece (London) by
Daud Samuelson : papers presented at SMPTE 198(} Technical Conference by Irwin Young, and at Film’81 in London.

1697 Broadway
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The optical crown
and the perfect editing-table

Cinemonta has fulfilled its
promise. it s developed into the
top professional s favourite
table. Already there s an
impressive list of users - and
major film and television
companies are following suit.
The second generation
Cinemonta has been perfected
by constant innovation.

By studying editors at work.
And by adopting suggestions
from an enthusiastic trade.

KIM Associates, Inc.

5161 River Road, Building no. 20

Bethesda. MD 20034, LUSA.

Tel. (301) 986.7944, telex 908041

sl

Cinemonta

The most striking Cinemonta
characteristic is picture quality,
even at low speed. This is the
result of an exclusive Oldelft
development: the optical crown.
And the Cinemonta viewer gives
excellent viewing from all
angles - a boon for a studio
audience. Cinemonta is perfec-
tion. For the film editor working
at a musical, the table layout,
speed and sound gquality make
his task a pleasure. At the touch

"

o i e =l = f
A" Ix..-' '...'T.|f‘:n.|n|':f i

of a button an electric counter
times the film in seconds,
minutes, feet, metres and
frames. And at speeds from 2
up to 2z synch we've cut out
all that Donald Duck chatter.
The secret”? A tone corrector
that can be fitted to the
Cinemonta: it keeps speech
and music understandable.
Does all this add up to perfec-
tion? We believe it does.

dustrie De Oude Delft

Postbox 72. 2600 MD Delft. Holland.

- - & ] Ll
lel. (015) 14 5¢

149 telex 38011

mustralia. John Barmy. P O BoX 199 Artarmon QUG 2 ' 3L dia, mal 3 Ko I iNEw | 1

A . Raszkowvi | .-r. (18 W i i 4 ) Korea, My L Ji0 4 T ' L. .B0x 1% i 2100

Fs m. ARC s.p.rl  Bud 4 15 1 jisanls T D2-7357599 Holland, Folic, Kruyderiaan 35 BA MNiewuwe o 102 5

H Cire TV, Muhlars | HOL MALLIA ] BH-886421 lugal, G & H | 10 19 1OUE LisBOoa K i 279

- 18, Cinamart In 110 De Lagauchatigéra Est. Montreal-Uuebs i ) yINQAL 1 | EqQuipm Electr. & Hardware Centre, Unit N

L ia. Soundmix, 65 Fr | f J |. 36 91 p l | ingapore 0820. Tel. 2930198

D ark . Ole Bru H.L K-187 | 3 l Ribadavia 33, Madnd

E ind, PA 65 King Hoa wiaden, VIDCQ, Bergsgatan 2. S104 22 Stockhoim. Tel 503640

Finland., G.W. Berg. Fabvansgatan 14, SF-00130, Helsinglor: itzariand, Cing Swiss. Faubourg du Lac 2, 2000 Neuchatal. Tel, 245040
France. Techni-Cine-Phot. 84bis. Bivd Jean Jaurés. 93402 Samt-Ouen Tel 2577113 Yugostavia, Medikomerc, Marsala Tita 30, Sarajevo 71000 Tel, 36471/36473
Hong Kong. Edutec International, Perm. Gomt bidg. 24th fioor

1-77 Connaught
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if you process
your film with Chem-Tone,

you're in good company.

“Wherever I'm

shooting, I feel as
though TVC is right

“I've used TVC
successfully for several
years. 1 know I can
depend on the people there. I like their

there. They care about 142 ‘@ work and I like
my film.” | their attitude.”

| Ny
Fred Levinson Lou La Rose

Fred Levinson and Company  Director/Cinematographer, La Rose Production, Ltd.

“100% of ‘Maniac” was “You could say
Chem-Toned. That that the Chem-Tone
saved us a ton of process was

absolutely essential to

money.”
this film.”

Director/Producer “Maniac”  Director “Best Boy”

“In an industry noted
for its variables, one

® thing never changes.
f TV(C’s consistent

| “\ excellence.”

“At TVC the quality ™ _~
control is beyond . sl
reproach.”

o2 . N/
Jimmy Collins Leo Lebowitz

Darector/Cinematographer/Jayan Film Productions Director/Cinematographer
Atlanta

Only t\/@ has ChemTone

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

COMPLETE POST-PRODUCTION
IN ONE TABLETOP STUDIO
... for both Super-8mm and 16mm!

g

”~
K1\ /
,}fﬂ i/’l\

e
\V

Model 686SR

EDITFILM...RECORD... MIX...DUB
TO HIGHEST PROFESSIONAL STANDARDS!

Complete post-production picture and
sound in one compact, efficient unit . . . plus external screen
projection with viewer removed. Superbly engineered and
precision-crafted to exacting professional standards

performance-proved by vears of dependable. trouble-free use
throughout Europe.

SonEMEc I US. A INC.

Guaranteed factory service:
(213) 464-2125
905 N.COLE AVE., HOLLYWOOD, CA 90038

Exclusive US. lm;:mtmn and I hstnibutors
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TWO CHANNEL
DIGITAL FILM TO TAPE TO

VIDEO
ETTECTS TRANSFEJ TRANSFERS

Over the past 30 years we have built a nationwide reputation for
providing quality post production services to the film industry. The
same skills, dedication and workmanship are now available to

you for your post production video needs.

For immediate answers to immediate questions call the
toll free MPL Sales Department number

1-800-238-2636

motion picture laboratories, inc.

781 South Main, Memphis, TN 38101 (901) 774-4944

—
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“The U/F-16 gave me the
extratime needed

for creative editing
without going over

budget.”

Gray Warriner

President, Camera One & |
Productions

"Having reliable editing equipment to
work with is just as important as
having an absolutely reliable camera.
Because the eaiting room is where the
real work begins. It is there that you
can make or break a film!"” says Gray
Warriner, the Seattle-based filmmaker
whose recent industrial -
documentary “Protein From the o
Sea"” (made for Alaska Native
Film Productions) has already
won several prestigious awards,
including the Cine Golden
Eagle, the Indy Award, and the
Eastman Award.

The U/F-16 to the Rescue

"I had always planned on
buying a good 16 mm editing
table. | was still researching the
market when, during the post-
production on ‘Protein From the
Sea, ' two rented flatbeds broke
down on me: one right after the other.
The film absolutely had to be finished
on time. And the deadline was
approaching fast.

‘| needed a dependable machine.
The simpler, the better. While the
U/F-16 editing console did not look
like a conventional flatbed editor,
there was Cinema Products’
reputation for innovative, yet rugged
and dependable equipment behind it.

“I got my U/F-16 by airfreight two
days after | ordered it, and was able to
complete the film on schedule.

A Dependable “Upright” Flatbed

“What makes the U/F-16 so
dependable is that it is basically a

e
™ u

A

mechanical system, combining the
best features of an upright editor with
the sophisticated features of a modern
flatbed. No torque motors, no
complicated relays, no extraneous
electronics.
“I doubt that there is a simpler
=)

a« #

v

‘\'.",_1'

threading path possible. There is only
one large drive sprocket. And the three-
tiered arrangement of the platters
means that you don't have to snake

the film around idler rollers to get to

the picture or sound heads. When you
make lots of quick cuts in a film like
‘Protein From the Sea’that means,
literally, hours of saved time!

“The offset stacking of the film paths
means that everything is close to you,
within easy reach. It also provides for
more available working space than
you normally get even on larger tables.

“An extra bonus is that its
lightweight, compact design also
makes the U/F-16 very portable. It fits

O .

v ‘I}

n“_ﬂ*

through standard doorways, and can
be easily transported in a small van.
Even in a mid-sized passenger

car, if need be.

Simple to Service
"You don’t have to be a technician to
serwce the U/F-16. If a belt works

> loose, you can check it out

immediately without calling in
an electronics engineer.
‘ Everything about the U/F-16 is
readily accessible. The owner's
manual covers ailmost
everything that can possibly go
wrong. If you can read, you can
fix it. It's that simple.

“Besides, the CP service
people are only a phone call
away. If any real problem were
to develop, they could talk me
through it. If the trouble were in
any of the modular electronic
circuit boards, | could simply pop
It out and pop in a replacement board.

“There is no question in my mind
that much of the success of ‘Protein
From The Sea’is due to the U/F-16.

It gave me the extra time | needed
for creative editing without going
over budget.”

For further information, please contact

Sinemal = [products

chroiogy inThe Service OF Creotvily
2037 Granville Avenue, Los Angeles, California 90025
iedephone: (213) 478-0711 & (213) 477-1971 « Tolex 49-1339




“An important American Film!
One of the vear’s ten best!”
Los Angeles Times

\
N\, It i1s a joy to watch!
A\ N\ One of the year’s ten best!”

» "L". !

N\ H\ Time Magazine
. o0\

2\

____'_ E j / )

o

“Irresistible! One of

the year’s ten best”
Boston Globe

“Abounds with sharp,

sweet touches...”
Newsweek

“About as sweet and
engaging a movie as
anyone can make”

New York Times

Best Screenplay —
LLos Angeles Film Critics Award

Return of the
Secaucus

Produced by William Aydelott and Jeffrey Nelson
Cinematographer Austin de Besche

Music score by Mason Daring

Written and Directed by John Sayles

‘\ Du Art Film Labs, 245 West 55th Streeet, New York, NY 10019

|
DU AR I L~ (212) 757-4580
p Du Art New England, 39 Chap

CHUEM TABORATORIES. INC. el Street. Newton, MA 02160
L (617) 969-0666
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On Location With
The New Tulip Crane
From Matthews

PR I"‘r &
= i ? S

|

AT R e

Photographed at The Burbank Studios.
Home of Warmner Boos, Columbia Plictures and - 0 1 '
many Independent Production Companics o - ‘ .

Finally, a Crane system engineered to offer economy and designed. Constructed of lightweight acrospace am W'
portability without sacrificing creative versatility! system weighs approximately 600 Ibs. Registered md Tl ;-‘:
At home on rough terrain, studio floor, or standard dolly track — certified mechanically safe. "":.E‘!
the Twlip Crane, with its full range of accessorics, is ideally suited  Ask for a detailed brochure from your Matthews du!er, your pm-
for film and video commercial and feature applications. fessional source for grip and lighting equipment and

Folds to 8 feet for ecasy transport. Fast set-up time. Maximum At last, creative photography does not have to M’W
height of 16 feet. Negative drop of minus 3 feet. Computer the new Twlip Crane from Matthm

HEAD OFFICE: matthews matthews Middenweg 49D
2405 Empire Avenue

‘ . : 1394 Ad Nederhorst Den Berg
A215)849-6811 or B43.6715 Tel: (2945) 3988

Burbank. California 91504
Telex: 691599 (MATTHEW ) STUDID EQUIPMENT, INC EUROPA, INC Telex: 10254 (GRIMA NL)




For information concerning
sales and/or rental of the
Tulip Crane,
please contact the
Jfollowing companies:

EAST/SOUTHEAST

THE CAMERA MART, INC.
456 West 55th Street
New York, New York 10019
(212) 757-6977

CAMERA SERVICE CENTER, INC.
625 West S4th Street
New York, New York 10019
(212) 757-0906

FILMARTS
38 Newbury Strecet
Boston, Massachusetts 02116
(617) 266-7468

LEE LIGHTING AMERICA, 1I'TD.
534 West 25th Street
New York, New York 10001
(212)691-1910

PRODUCTION SERVICES-ATLANTA
2000 Lakewood Way, Building 4
Atlanta, Georgia 30315
(404)622-1311

CHARLES ROSS, INC.,
333 West 52nd Street
New York, New York 10019
(212) 246-5470

R & R LIGHTING COMPANY, INC.
813 Silver Spring Avenue
Silver Spring, Marviand 20910
(301) 5894710

MIDWEST

INNERVISION
11783 Borman Drive
St. Louis, Missouri 63141
(314) 569-2500

MEDIA SPECIALTIES
8232 Vicar ‘
San Antonio, Texas 78218
(512) 657-5997

WEST

ACADEMY LEASING
22468 Paul Revere Drive
Woodland Hills, California 91364
(213) 340-2704

CINEMA SERVICES OF LAS VEGAS
3050 Sheridan Street
Las Vegas, Nevada 89102
(702) 876-4667

RT. ASSOCIATES
1262 Leafwood Heights
Novato, California 94947
(415) 5634184

J. WOOLF RENTALS
15602 Morrison Street
Sherman Oaks, California 91403

~ (213)981-5303
N S
- AUSTRALIA
SAMUELSON FILM SERVICE
Australia PTY ITD
1G k Avenue, North Ryde
Svdney, 2113, N.SW. Australia
“Australia (612) B88-2766

&

INDU/TRY ACTIVITIE/S

1981/82 UNITED STATES FILM AND
VIDEO FESTIVAL SET FOR JANUARY

The United States Film and Video Fes-
tival, the country’s major showcase for
American independent filmmaking and
video production, will be held for its fourth
consecutive year, January 22-31, 1982.
For the second year, the site of the festival
will be Park City, Utah, a historic mining
town and ski resort in the mountains 26
miles east of Salt Lake City.

The newly appointed Board of Trustees
and National Advisory Council demon-
strate the festival's commitment to ex-
panding its range of film and video inter-
ests. Actor and director Robert Redford is
honorary chairman of the event. Mark Ro-
senberg, Senior Vice President of Pro-
duction, Warner Brothers Studios, is
chairman of the festival. Director Sydney
Pollack, honorary chairman last year, re-
mains on the Board of Trustees.

The three major television networks are
represented on the Advisory Council for
the first time, joining representatives from
motion picture studios such as Warner
Brothers, Paramount, 20th Century Fox,
Universal and United Artists. Additional
Advisory Council members come fromtal-
ent agencies, independent producers,
creative talent and industry management.

The highly successtful 1980/81 United
States Film and Video Festival was at-
tended by approximately 15,000 partici-
pants. Film industry representation in-
creased four-fold over the previous year,
and attendance at film screenings and
seminars more than doubled. Highlights
included seminars and speeches by Ro-
bert Redford, Martin Sheen, Lamont
Johnson, Mark Rydell and Peter Fonda;
the John Ford Medallion honoring Henry
Fonda; awards for independent feature
films to “Heartland,” “Gal Young Un" and
“The Return of the Secaucus Seven;"” and
special screenings of documentaries and
films by new directors.

The 1981/82 festival will include
screenings, competitions, seminars,
workshops, banquets and special events
to highlight excellence in film and video.
Complete programming details will be
distributed to press as they become

available.

2nd Annual Visual Communications
Congress/West Scheduled November

10-12

VCC/West, which made its debut last

year, will be back with its program of com-
prehensive seminars and an equipment
exhibition November 10, 11 and 12 at the
Century Plaza Hotel in Los Angeles. At-
tendance at the Congress reflects the rap-
idly expanding use of visual techniques
for more effective business, industry,
medical, and government communica-
tion. The VCC also reflects interest in the
new communications technologies such
as interactive video, videotext, telecom-
munication, videodisc, etc.

The Los Angeles Times, In its review of
the first Congress, called VCC/West ...
“a communications showcase ... a pre-
view of techniques that will be used for
communicating information, presenta-
tions, and promotions.” The New York
Times in reviewing the 3-year-old VCC/
East called it ... "stimulating ... new and
interesting ... filled with visual excite-
ment.’

The seminars cover a variety of sub-
jects dealing with film and television pro-
duction, photography, and audio-visual
presentations.

In addition to the seminar program, sev-
eral associations such as the Interna-
tional Television Association, the Informa-
tion Film Producers, and the Association
for Multi-lmage will conduct concurrent
meetings. |

The New York VCC draws over
10,000—a mixture of productior special-
ists and management who supervise or
use these services.

VCC/West attendance was over 4,000
in its first year with a projected 6,000 for
the second year.

Corporate management-attendance in-
cludes sales, promotion, and advertising
executives, training supervisors and pub-
lic relations managers. VCC also attracts
educators, medical media specialists, law
enforcement officials and government of-
ficials who are involved in these subjects.

For information on the 3-day seminar
program contact: VCC/Conference Man-
agement Corporation, 500 Summer
Street, Stamford, Conn. 06901. Exhibit in-
formation is handled by the Visual Com-
munications Congress Exhibit, 475 Park
Avenue South, New York, N.Y. 10016.

MOVING?

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

CODE.
AMERICAN CINEMATOGRAPHER
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BEHIND THE SCENES OF

LOST IFRK.

Top talents from two continents lend their varied expertise to create
a rousing action-adventure romp that is delighting audiences everywhere

RAIDERS OF THE LOST ARK is the
result of one of the most significant film-
making collaborations in motion picture
history. It was directed by Steven Spiel-
berg, the filmmaker responsible for two of
the most successful films in history—
CLOSE ENCOUNTERS OF THE THIRD
KIND and JAWS. RAIDERS was con-
ceived by George Lucas, the creator of the
phenomenal STAR WARS saga, and pro-
duced under his Lucasfilm Ltd. banner.
This collaboration marks the first time dur-
ing their 11-year friendship that these two
important filmmakers have worked to-
gether.

Their decision to collaborate came
about in 1977, while both were vacation-
ing in Hawaii, a week before STAR WARS
premiered in New York. “George had gone
to Hawaii to get away from what he
thought would be a monumental disaster,”

On location in Tunisia for RAIDERS OF THE LOST ARK, hundreds of extras dig at the site of

says Spielberg.

“When George got the news that the
film was a hit the first week, and he was
suddenly laughing again, he told me the
story of these movies he wanted to make,
a series of archeology films.”

Spielberg remembers that Lucas de-
scribed this series “"as following the
exploits of an adventurer/archeologist,
Indiana Jones" and resembling the serials
from the 1930s and 1940s.

‘I said, ‘That's really an exciting film.
I've always wanted to bring a senal to life
that blends Lash LaRue, Spy Smasher,
Masked Marvel and Tailspin Tommy with
elements from Edgar Rice Burroughs and
George’s great imagination.”

For Lucas, the concept of a RAIDERS
series took form about ten years ago. “|
wanted to make an action/adventure kind
of serial film. This idea came to me about

the ancient city of Tanis, where it is believed that the Ark of the Covenant last came to rest.

This archeological excavation set was dug out of the Sahara Desert at Tozeur, Tunisia in more

than 130-degree heat, a horrendous experience for the cast and crew.

| — ":_:_-.

the same time | had the idea for STAR
WARS. But | got more interested in STAR
WARS, so | put RAIDERS on the shelf, fig-
ured | d get to it someday,” he says.

About six months after their Hawaii trip,
Lucas offered Spielberg the project.
Spielberg accepted, and they made tenta-
tive plans to begin production in 1980.

Lucas says he was inspired to write
RAIDERS OF THE LOST ARK for very
personal reasons. “| really did it so | could
enjoy It. Because | just wanted to see this
movie.”

Since RAIDERS was conceived as a
serial, he also has two more chapters
sketched out; these will definitely be
made, now that the first film has proved
successful.

RAIDERS OF THE LOST ARK stars
Harrison Ford, Karen Allen, Paul Free-
man, John Rhys-Davies, Ronald Lacey
and Denholm Elliott. It is a Lucasfilm Ltd.
production of a Steven Spielberg film, di-
rected by Spielberg and produced by
Frank Marshall. Lawrence Kasdan wrote
the screenplay, which is based on a story
by George Lucas and Philip Kaufman.
George Lucas and Howard Kazanijian are
executive producers of the Paramount
Pictures release. The music is by John
Williams.

Lucas chose to set his story in 1936 in
order to use some intriguing facts. Adolf
Hitler was an avid student of religious doc-
trine and artifacts, and believed in the
power of the occult. There exists docu-
mented proof that the German Reichs-
chancellor had commissioned profes-
sional investigations into all manner of
religio-occultist claims.

Lucas’ epic tale centers around the fan-
tastic adventures of an archeologist/
adventurer, Indiana Jones (Harrison
Ford), and his perilous quest for a valu-
able holy artifact, the Ark of the Covenant.

Styled after the cliffhanging serials that,
in the 1930s, played on Saturday after-
noons in theatres across America, RAID-
ERS contains many of the high-action
elements that left audiences on the edges
of their seats.

The story incorporates exotic locations,
lost cities and mad ambitions in addition to
power-crazed villains, and their well-
matched rivals. There are also romantic
interludes, dangerous liaisons and terrify-
ing chases. Furthermore, our daredevil
hero is endowed with remarkable dex-
terity and ingenuity which allow him to
escape certain death.

The elusive treasure that provokes a
race between nations is the Ark of the

Covenant, a gold-encrusted wooden
chest which, according to Biblical lore,
contains the broken tablets of the Ten
Commandments. The Ark is said to bring
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The two most brilliantly original (and suc-
cessful) filimmakers of the decade— George
Lucas and Steven Spielberg, looking “Beau

invincible and mysterious powers to the
one who possesses it. But, the legend
goes, there are disastrous consequences
for those who meddle with it.

No one has seen the Ark since its dis-
appearance from the Temple of Solomon
in Jerusalem in approximately 980 B.C.
According to one legend, an Egyptian
pharoah may have carried it to Tanis and
buried it in the tomb known as the Well of
the Souls.

In 1936, American Intelligence has es-
tablished that the Nazis are excavating in
Egypt and that they seem to have found
the lost city of Tanis. Their mission? To find
the Ark of the Covenant for Hitler, whose
tyrannical power will be legitimized by
its possession. As pointed out in the Old
Testament, the Ark will be recovered at the
time of the coming of the True Messiah, a
designation Hitler lusts for.

The Nazis don't have the necessary
headpiece to the staff of Ra which iIs
needed to determine the precise location
of the Ark. Professor Abner Ravenwood,

Continued on Page 1115

Star of the film Harrison Ford perches atop
a 45-foot jackal statue on the Well of the
Souls set at EMI-Eistree Studios outside of

Geste” in Tunisia. London.

(LEFT) Lucas and Spielberg pose with the Hovitos Indian extras on location in Hawaii, which served as the setting for the South American
scenes in RAIDERS. (RIGHT) Executive Producer Lucas takes a look through the camera. (BELOW LEFT) Producer Frank Marshall; executive
producers George Lucas and Howard Kazanuian, director Steven Spielberg, cinematographer Douglas Slocombe; and first assistant director
David Tomblin on the Hawaii location. (RIGHT) A German submarine carrying the priceless Ark pulls into an elaborate pen hidden in a
beautiful tropical island.




There’s no limit to the texture of lighting
you can achieve when you keep rolls of
Rosco’s Tough Rolux on your set.

William Fraker, who directed and then
osed for the pictures below, suggests
our techniques for Tough Rolux

diffusion...all geared to getting the

desired effect in a particular situation.
Rosco calls the material Tough Rolux
because it’s tough enough to stand up

to hot lights. Each roll of Tough Rolux
ields 100 square feet of material. It can

u

’ e used in the gel frame of a light fixture,
How to use Rosco’s Ellgh Rolux or rolled out in large sheets in front of a
for a little diffusion. Or a lot of diffusion. bank of lights. Fraker, and other

: ; filmmakers, have used it as a tent,
Ora SPOt Of dlffl.lSIOl‘l. shredded it, cut holes in it—and even

used it as a white reflective surface for

Or anything in between. bouncing light.

As versatile as it is, Tough Rolux is
only one of 16 useful Rosco diffusion

Shredded Rolux . Framed Rolux




materials. You’'ll find them all at your
rental house or Rosco dealer.

Fraker on diffusion

Rosco asked Bill Fraker to demonstrate in
print four techniques for diffusing light
with Tough Rolux. He lit the scene with
four HMI fresnel units in flood position.
Because he prefers a mixture of hard and
soft light, Fraker left one hard light
without diffusion throughout all the
photos. It was positioned behind his
right ear.

Shredded Rolux

Because Tough Rolux handles heat

so well, it can be used directly on the
luminaire. In the first picture below, 3"
vertical slashes were cut in the Rolux and
inserted into the color frame of the key
light. This technique helps bring out the
texture of skin tones, adding life and
character to them.

Tented Rolux

Framed Rolux
Tough Rolux was clipped into a 4 ft.
square grip frame and positioned 5 ft. in

front of the key light which was opened
to full flood.

Tented Rolux

For overall soft light, nothing has quite
the effect of building a tent with Tough
Rolux. The individual light sources (three
used here for soft front lighting) virtually
disappear and the full “tent” becomes
the effective source.

Slit Rolux
For a dramatic highlight, Fraker had a slit
cut into Tough Rolux so the hard light

punched through to provide an arresting
accent.

About Bill Fraker
William A. Fraker, ASC, has just
completed directing “The Legend Of The

Lone Ranger.” A four-time Academy
Award nominee, he photographed such
films as “Heaven Can Wait”, “Looking
For Mr. Goodbar”, “Rosemary’s Baby”,
and “1941”. He is president of the
American Society of Cinematographers
and a member of the Board of Governors
of the Academy of Motion Picture Arts
and Sciences and the Executive Board of

IATSE Local 659.

MOSCO '

36 Bush Avenue, Port Chester, New York 10573
914-937-1300 Telex: 131472

1135 North Hi%_hland Avenue, Los Angeles, CA 90038
213-462-2233 Telex: 691123

69/71 Upper Ground, London SE19 PQ England
01-633-9220 Telex: 8953352
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“"OF NARROW MISSES AND CLOSE CALLS"”

Homage to a galaxy of Saturday matinee serial stars and their derring-do
inspires a wild adventure flick with non-stop action all the way through

By STEVEN SPIELBERG
Director

The project which eventually ended up
on the screen as RAIDERS OF THE
LOST ARK began with George Lucas in
the early 1970s. As | understand it, he got
two ideas very close together: STAR
WARS and RAIDERS. He was going to
make one or the other at the time and
decided to make STAR WARS first.

George and | happened to be in Hawalii
at the same time in May of 1977. STAR
WARS had just opened and George came
back from the telephone, having discov-
ered that the film, in the first weekend of
its initial limited run, was a big hit.

Then he told me the story, as if to say,

.. and for my next number, I'm going
to...” Sobegan RAIDERS OF THE LOST
ARK. He told me he wanted to make a
movie about an archeologist who was also
an adventuring soldier of fortune, Indiana
Jones, and his pursuit of the lost Ark of the
Covenant in a race against time and des-
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tiny with Hitler's best Nazi archeologists. |
had told George some time before this
that | had always wanted to make a James
Bond-style adventure thriller and he said,
“I've got something very similar to what
you would like to do.” Sure enough, there
were all the “Bonding” elements, but with-
out the hardware and the gimmickry,
which is what appealed to me.

During that fateful encounter on the
beach (while we were building a monu-
mental sand castle), George finished tell-
iIng me the basic elements of the story, and
my tongue was hanging out when he
dropped a bomb by informing me that the
film was probably going to be directed by
Phil Kaufman who had helped him initially
with a few elements of the story. George
asked me to hold my breath and he would
check with Phil and see if Phil was going
to give it up for something else and,
sure enough, some months later George

called me and said, “Are you still inter-
ested in that movie | told you about in
Hawaii, because Phil isn't going to do it
now?" | said, “Yes, | am, certainly.” We sat
down and George suggested that | select
the writer. | had just convinced Universal
to purchase a script for me called CONTI-
NENTAL DIVIDE by a new writer | had dis-
covered named Larry Kasdan, who had
only written one screenplay prior to that
called THE BODYGUARD. When | got
Universal to buy the script—at the time, for
me to produce and direct— | brought Larry
in to meet George. | was very impressed
with Larry, and | said, “I'd like Larry to write
RAIDERS.

George read CONTINENTAL DIVIDE
over the weekend, and on Monday we all
had a meeting and George and | offered
him the job. Larry began working on
RAIDERS and, in four or five months,
came back with a wonderful, but overly

(LEFT) Director Steven Spielberg used the meticulous miniature of the Tanis archeological digs to develop and prepare camera angles for
RAIDERS OF THE LOST ARK. (RIGHT) Filming on the set of the Tanis archeological digs in Tunisia. (BELOW LEFT) Spielberg looks through a
viewfinder at his star, Karen Allen, among dozens of spooky, foul-smelling mummies, as camera operator Chic Waterson (in mask) looks on.
(RIGHT) Spielberg, George Lucas and cast members break for lunch while filming aboard the tramp steamer Bantu Wind, off the coast of

France.
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In RAIDERS OF THE LOST ARK, director
Steven Spielberg captures in an authentic
way the spirit of the great 1930s action-ad-
venture flicks.

long first-draft screenplay. Several
months after that George and Larry did
some private work on it and George
helped to streamline and cut it down to a
shootable length and then it was turned
over to me and | began making the movie.
That was in December of 1979, when |
officially started on it. We began shooting
inJune of 1980 and finished in Sept. 1980.
It was actually the shortest schedule of
completion that I've been involved with
since THE SUGARLAND EXPRESS.
SUGARLAND took 55 days. RAIDERS,
for all of it's spectacle and expansive-
ness, we shot in 73 days, which I'm quite
proud of.

| had grown up with serials. There was a
revival theatre near my house in Phoenix,
Arizona, the Kiva theatre, and on Satur-
days they would show a double feature
and sandwich in between 10 cartoons,
previews of coming attractions from 20
years past, and usually two serials. Every
Saturday | would go there and | would see
these old revival movies and these old re-
vival serials: TAILSPIN TOMMY, and
MASKED MARVEL, SPY SMASHER,
DON WINSLOW OF THE NAVY, COM-
MANDER CODY—and | always won-
dered why Hollywood hadn’t done any-
thing to revive the genre of the outdoor
adventure; of narrow misses and close
calls. It was just amazing to me that it
hadn't been done before.

When | sat down to make the movie,
George, as Executive Producer, was very

true to form, as with Irwin Kirshneron THE
EMPIRE STRIKES BACK and Bill Norton
on MORE AMERICAN GRAFFITTI, in

the sense that he believes that a director
directs and an Executive Producer com-
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pliments the team with positive reinforce-
ment and George was wonderful at that.
My first choice as Director of Photogra-
phy, of course, and the first person | hired,
was Douglas Slocombe. Having worked
with Dougie for the two weeks of prep and
shooting on the CLOSE ENCOUNTERS
India sequence, | had met Camera Opera-
tor Chic Waterson and Assistant Camera-
man Robin Vidgeon and Dougie in India
for the first time, and that's quite a place to
get to know somebody. We sort of gave
each other shelter from the culture shock
of working on the outskirts of India and got
to know each other very well over the
twelve days that we were there.
Afterwards | told Dougie that | really
wanted to work with him on a complete
feature and I'm sure that he thought | was
just another Hollywood director blowing

| L . '1'
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Spielberg, who makes films to turn both the audience and himself on, has fun with Karen
Allen and a small furry friend on location. (BELOW) Spielberg on location in Tunisia with
production designer Norman Reynolds, who created some bizarre and spectacular sets for

the picture.
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Spielberg decided that the only way he could bring this movie in on schedule and on budget
was to storyboard not only the sequences involving fights and chases, but also the se-
quences involving behavior, attitudes and dialogue. He wound up having to use four story-
board artists instead of the usual one. (BELOW) Closeup of a single storyboarded scene.
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Yankee smoke up the British Union Jack,
so three years later he was very surprised
to hear from me.

Of course, the second person rounded
up was Michael Kahn, who had edited
"1941" and CLOSE ENCOUNTERS, plus
two films | had executive produced: USED
CARS and POLTERGEIST. Michael has
been with me for five years now and is a
remarkable collaborator.
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| had always wanted to work with
Production Designer Norman Reynolds
who, coincidentally, had just finished
with George on STAR WARS and THE
EMPIRE STRIKES BACK.

George suggested Robert Watts, who
had been with him for a long time, to
be the Production Manager and Associate
Producer.

When | went to England on my first

‘recce’ | discovered a well-oiled STAR
WARS machine of technicians and arti-
sans who have been working on the STAR
WARS series now since 1976. They were
very used to working together and we all,
in concert, decided to get the same team
that made STAR WARS, THE EMPIRE
STRIKES BACK, and also, by coinci-
dence, SUPERMAN. They were very
accustomed to difficult locations, spectac-
ular sets, and eccentric special effects, so
it came as no surprise to them when they
first heard news that the script was going
to take place in four countries on three
continents with seven massive scenic
structures and many physical and optical
special effects. They had been there
before.

Every movie has surprises. You can
make all the JAWS and STAR WARS in
the world, but every special effects movie
has something in it that teaches you
something you probably wouldn't want to
do again. | keep saying to myself, after |
finish a massive production, that I'm going
to make my “little movie,” and | never
have. | said it after SUGARLAND, which
was massive in its day and in its own
scale. After JAWS | said | would never go
underwater and work with anything with
pneumatics or hydraulics; and after
CLOSE ENCOUNTERS | said, “That's it
with 70mm and optical effects and matte
paintings.” After “1941" | said, “No more
minatures and no more multiple story
lines.” And | wound up smack dab in the
middle of it again with RAIDERS OF THE
LOST ARK.

| really wanted to make RAIDERS eco-
nomically and make it look like $40 million
and, in fact, spend only $20 million—
which was the original intended budget.
The $20 million actually would pay for 87
days of shooting, but | had devised a sec-
ond schedule of 73 days that very few
people knew about— Paramount Pictures,
for one.

That was the schedule that we ulti-
mately met. | just found that, by not doing
15 takes on each shot, but by doing only,
let's say, three to five takes, | was able to
get a lot more spontaneity into the film
with less self-indulgence and pretentious-
ness. | didn't have a lot of time to try differ-
ent things, but | think I've made enough
movies that involved horrendous logis-
tics—JAWS, CLOSE ENCOUNTERS
and "1941" —for me to finally receive my
diploma, graduate with both honor and in-
famy, and get into the field where | could
make a movie responsibly for a relatively
medium budget that would appear to be
something more expensive.

That was the challenge. That and, of
course, trying to make a movie that would

Continued on Page 1138
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Small Production? Large Production?

WE'VE GOT THE
LIGHT SOLUTION.
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Whether it's illuminating 42 St., for a spectacular Superman night flight sequence
or lighting a studio scene for a 30 second TV commercial...Charles Ross is
equipped to do the job and to do it well.

We've got the most comprehensive and up-to-the-minute range of lighting
equipment in the East and the expertise to go with it.

No assignment too tough for us and no
problems too big or too small. We welcome
challenges...and the opportunity to custom
design lighting packages to your exact needs and

your budget. It figures, light solutions are our specialty.  The Light Source
333 West 52nd St., N.Y., N.Y. 10019 212/246-5470
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THROUGH A GLASS NOT-S0O-DARKLY

By DOUGLAS SLOCOMBE, BSC
Director of Photography

| first worked with Steven Spielberg
when he asked me to photograph the In-
dian sequence on CLOSE ENCOUN-
TERS. My faithful crew consisting of Chic
Waterson, operator, and Robin Vidgeon,
focus, were, as usual, with me and we had
an exhilarating week in Bombay where we
had the opportunity of appraising our tal-
ented new director. We had just finished
shooting JULIA with Fred Zinnemann and
did not realize then that this picture was

The director felt he wanted a film noir approach—until he saw these
images, infused with subtle luminosity, shining from the silver screen

later to join our own as a nomination for
the Oscars with Vilmos Zigmond eventu-
ally walking off with the coveted award.
Steven was a delight to work with—
clear and definite in his ideas of set-ups
and how he would like the result to look
and, at the same time, receptive to alter-
native ideas. The shooting went very
smoothly, and, in fact, we were several
days ahead of schedule. He subsequently
promised me one of his future pictures

¢
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RAIDERS OF THE LOST ARK Director of Photography Douglas Slocombe, BSC, whose
credits include: THE LION IN WINTER, JESUS CHRIST SUPERSTAR, TRAVELS WITH MY
AUNT and JULIA, among many others. (BELOW) Spielberg and Slocombe, who had worked
together on the India sequence of CLOSE ENCOUNTERS, discuss lighting of the climactic

sequence of RAIDERS.

and, to my delight, kept to his word and
offered me RAIDERS.

The weeks of preparation were to be-
come as fascinating as the shooting. End-
less discussions with the art department
and Norman Reynolds, together with Kit
West, of Special Effects, started at the
drawing stage, then continued while we
pored over models, and were still being
fabricated while the wood and plaster be-
gan to be assembled on the various
stages. During these early days, Steven
discussed lighting effects with me, as well
as the various visual tricks to be provided
by Kit West. Norman Reynolds was able
to incorporate early in his sets the gaps |
needed for hiding lights and Kit required
for his electro-magnetic cylinders of com-
pressed air and thousands of evil-looking,
but hopefully harmless, darts. In addition
to all of this, the proverbial storyboards
were drawn up and exhibited on 8 x5-foot
tracking boards which were carted around
from offices for discussion to the actual
sets when shooting.

| have personally fought slightly shy of
these, feeling that the invention on the
floor was often more creative and less in-
hibited than the preconceptions fostered
while gazing at a model or a batch of set
drawings. However, with a director like
Steven, my fears were soon at rest, for the
drawings helped the props and general
floor crew to appreciate and provide for
what was about to be attempted. Steven
was relaxed enough to be able to discard
the original conception if he saw a better
approach at the last minute.

Many directors are happy to leave the
camera set-ups to the cameraman or op-
erator, and we have always enjoyed this
trust, but Steven is so generally inventive
that he likes to make these decisions him-
self, and obviously enjoys this direct ap-
proach to fulfill his ideas. This does not
mean that he was not open to suggestions
and, in fact, often listened to ideas put for-
ward by Chic or myself. He also loves the
feel of the camera and often liked to take
the camera and operate himself (much to
Chic’s consternation. Being a particularly
talented operator and highly jealous of his
craft—he doesn't even like me to take the
camera.)

Most of the sets on RAIDERS were on
the large side. The submarine pens at La
Rochelle were huge gloomy dungeons
with fading German graffiti on the damp
walls to bear witness to the Nazi German
wartime presence in France. This was our
first location and we started off well, re-
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(LEFT) On Kauai, Hawaii location crew prepares to shoot scene of entrance to the temple of the Chachapoyan warriors. (RIGHT) In Hawaiian
jungle setting, Spielberg checks out nature’s lighting to make sure thatenough “shards” of sunlight are shimmering through the foliage, while
Slocombe (extreme left) looks on. (BELOW LEFT) Rehearsing a tense scene with Harrison Ford on the set of the Temple of the Chachapoyan
warriors. (RIGHT) The crew gathers around the Flying Wing to watch Ford in a fight scene with actor Pat Roach on location in Tunisia.

With the aid of expert snake wranglers,
Spielberg and Slocombe plot an artistic
composition of large reptiles for Well of the
Souls sequence.
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turning to England ahead of schedule.
There the studio sets awaited us in various
degrees of readiness and | had an inter-
esting time as all of them needed different
types of effect and mood lighting.

The mystery of the Peruvian caves with
their supposedly pre-Colombian built-in
protective weaponry, the 1930s tavern
with the sinister Nazi agents’ shadows on
the wall (an idea of Steven’s), and the
gradual replacement of the flickers from a
central log-burning fireplace by the all-en-
qulfing flames of the subsequent real fire.

Perhaps the most rewarding sets were
the so-called map room, with its single
shaft of light from the top opening (for
which we used an army searchlight), sup-
posedly in the desert, and the Well of the
Souls either requiring to be top-lit, as if
from the tablet-covered opening at the
top, or from the flames of the torches with
which the several thousand snakes were
apparently held at bay below.

Then the discovery and revelation of the
Ark required a special luminous effect.
The later sequence in the canyon, where
the Ark is at last opened, needed not only

Continued on Page 1123

Spielberg, Slocombe, camera operator Wa-
terson and assistant director David Tomblin
watch camera rehearsal of a scene between
Ford and Allen.







controlled way, so that it looked like it
might have some sort of mind of its own.
We had to build a miniature of the entire
set (about four feet wide and five feet
deep) and run fire through it in order to
sweep up the Nazis, who had expired as a
result of looking when they shouldn't have
looked. There were also a number of
matte paintings, most of which were done
by Michael Pangrazio. To top it all off, we
had to create a special makeup for the
monster-type work dealing with Tohts
melting head, Bellog’s exploding head
and Dietrich's shrinking head— as well as
producing the myriad of ghosts.

When we started the picture and evalu-
ated what would have to be done in the po

t h‘ﬁhh o
final sequence, we assumed that, with the Vv -
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ghosts and all, a lot of the work would in- , \k“ t‘ "." UL F :-%ﬁ
volve animation. In the meantime | came £ i 'L!" 52 P

upwith acouple ofideasforfilmingcertain  Harrison Ford lets off a bit of steam in hurseplay with Photographic Effects Supervisor
materials during the course of principal Richard Edlund between set-ups. (BELOW) Edlund rides the crane during filming of a minia-
photography that would give us some- ture of the Nazi submarine. A full-size submarine, built by Bavaria Studios in Munich, was

thing to tie in to when we got to the effects shipped and assembled in La Rochelle, France for other scenes.
studio. One idea involved a special filter
that we shot the sequence with, and the
other was a sort of harness arrangement
that all of the various Nazis wore in the set.
This harness had a very bright little projec-
tor bulb in the front, sticking out on a little
bendable wire apparatus. Then around
behind, inside their shirts, was an enor-
mous flashbulb that produced a flash last-
ing about two seconds. The flashbulb was
bright enough to light up the entire inside
of their shirts to look like they were being
struck by the Wrath of God. It would not be
an effect that we would have to animate on
top of each person; it would be something
that would actually be part of the original
photography, causing flares to bounce
from one actor to the other and onto the
ground, as though the effect were actually
happening in the scene.

Many times, when you try to animate

that sort of thing on top of live action, the Artist at work on a matte painting of the Nepalese settlement in which the Raven Bar, belong-
subtleties of the light that is bouncing ing to Marion Ravenwood (Karen Allen) is Iuca!ted. RAIDER required quite a few matte paint-
around from one object or person to an- ings, but not nearly as many as George Lucas’ THE EMPIRE STRIKES BACK.

other, plus the subtleties of cloth texture
and other elements like that, turn out to be
details that you can't quite get without
more testing and more work than you can
afford.

We did some tests at Industrial Light
and Magic in Marin County that involved
casting high school students and dressing
them up in Nazi uniforms. We got some
interesting dry ice pumps arranged and
placed a big anamorphic mirror inside the
Ark that would reflect light back into the
camera through this filter which | had built
on a machine. | didn't want the filter to pro-
duce the effect of a star filter, and yet |
wanted it to be something unique. | had

come up with this filter idea a couple of
years before and had been looking for
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something to use it on. It produces a
“crowned” flare from a source, so that the
effect is that of a sort of winged flare, In-
stead of a straight one across the screen.
It is a somewhat subtle element, but | think
it was helpful in making real that destruc-
tion scene, when all the Nazis get hit. We
shot the tests at |.L.M. and even cut a little
sequence together. At this time, Steven
was shooting in London and | went over
there and worked with Dougie Slocombe
on the lighting and the “look™ of the se-
quence.

We had built our own Ark at |.L.M. and
had put in quite a bit of work to get a cer-
tain look worked out. Then we communi-
cated transatlantically with Norman Rey-
nolds, who was doing the production
design, as well as supervising construc-
tion of the major props, in order to get
some of these effects elements lined up. g - 4 _ 350

When we got to London | found out that - e e e s T N e ey "

all of the shirts these guys were wearing A i Nagi sold 4 in the hair-raisind track ch :
| group of miniature Nazi soldiers used in the hair-raising truck chase sequence to portray
were a bit small forthem, sowe hadtobe  y.0¢01'0¢ the soldiers over a cliff. This is quite possibly the most intricate sequence in the
very careful about putting those big flash- picture and involved a wide range of movie magic, most of it performed by stuntmen. How-
Continued on Page 1144 ever, Edlund and his crew shot several inserts and closeups under the moving truck.
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(LEFT) For the Pan American “China Clipper” sequence it was discovered, fortunately, that there was a British-made flying boat of the same
type located not far from the studio and actors were photographed boarding it, with the proper surroundings matted in later. (RIGHT) A
miniature model of the flying boat built to show the aircraft in flight. (BELOW) Technician operates the electronic controls that make the model
perform realistically. (RIGHT) Photographing the model “in flight.”
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| have a scene to film that re-

quires panning from bright (f/16)
exterior light to dim (f/3.2) interior
light. | will not have available the equip-
ment necessary to balance the interior
light level with the exterior. What do
you recommend in order to make a
smooth transition and exposure
change?

A If you are unable to redesign your
shot, try manipulating the aperture
of the lens as you pan from exterior to inte-
rior. Work with the aperture much like a
focus puller does. Adjust the aperture
fromf/16,tof/8,tof/5.6,t0f/4,t0 1/3.2.
With a properly adjusted aperture, you
should not be able to see these changes.
It should come out as a perfectly natural
transition. The aperture changes have to
be made right alongside the camera, by
hand. There is no substitute for it and you
have to design your shot with that in mind.
One word of caution: aperture changes of
this type will work as long as you don't
have visible depth-of-field changes. On a
pan, there should be no problem. How-
ever, you will be in trouble when filming
something coming straight toward you,
where you would suddenly see areas go-
ing out of focus. The limitations with this
technique are severe to this extent.

What is the name of the screen
material that is used for front
projection?

The most successfully used mate-

rial for this process is called Scotch-
lite, manufactured by 3M Company. It is
used because of its tremendous reflec-
tance qualities.

| have heard the term “video tap™
used with reference to film cam-
eras. Can you explain?

This term applies to the use of a
small video camera tapped into the
film camera optical viewing system for
purposes of accurately recording your film
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sequence on video tape. This has been a
very controversial tool from its first incep-
tion. However, properly used, many direc-
tors find it invaluable to be able to instantly
replay a given scene to review the con-
tents. Directors, such as Blake Edwards,
find it extremely helpful to be able to re-
play a comedy sequence and see if it
works right, then and there. Camera oper-
ators, however, oftentimes find the video
tap to be a hindrance, especially when
stopped down. The TV camera takes
away a lot of light from the eyepiece, mak-
ing it difficult to see the frame edges. With
rapid television technology, these prob-
lems should be solved in the near future.

| am about to film a sequence on

location that s lit entirely by fluo-
rescent fixtures. It is a large room, with
more than eighty fixtures overhead. |
am aware of the use of fluorescent
light compensating filters. Do you
have any other suggestions to film un-
der these conditions?

Yes, measure the light with a color
temperature meter—it may well
read somewhere in the range of 4000°K.
Rather than filtering your camera lens,
which will affect everything in the scene,
filter only your kicker and fill lights using
Rosco half-blue gels, which will bring
these lights up to about 4000°K. Then,
most importantly, call your lab timer and
tell him you are lighting everything at
4000°K. Knowing that, he will be able to
bring the entire thing down to 3200°K in
the timing. This process should give you a
very natural look. £
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MAKING SURE THE ACTION NEVER STOPPED

The wall-to-wall knock-down-and-drag-out in this film required not
only derring-do, but a thorough knowledge of stuntwork mechanics

What sticks in the minds of most de-
lighted viewers of RAIDERS OF THE
LOST ARK is the fact that the action begins
almost on the first frame of the picture and
never stops all the way to the end. Mainly
responsible for this wall-to-wall action was
Stunt Coordinator Glenn Randall and his
international crew of top stuntmen.

Randall was literally raised in the film in-
dustry. His father, Glenn Randall, Sr., was
a horse trainer and showman who, among
many other movie-related accomplish-
ments, trained Roy Rogers' famous
horse, Trigger, and was associated with
Rogers for more than 20 years.

‘| grew up going to Republic Studios
when he used to take care of Trigger,” re-
calls Glenn Randall, Jr., “so | can remem-
ber playing on some of those backlot sets
when | was a very small boy— dreaming of
the day when | would grow up to be a
stuntman. Either that or a professional
football player. | was good in athletics, but
lacked the size."

During his teenage years he worked as
an entertainer in rodeos. “I think | worked
every major arena from Madison Square
Garden to the Cow Palace between the
ages of 17 and 20," he says. "l appeared in
these rodeos as a performer, not as a
competitor. | was part of a contract act and
we worked all the rodeos, international
horse shows and outdoor events.”

After that, he got his boyhood wish and
became a top stuntman in Hollywood. Al-
though he is now a Stunt Coordinator and
Second Unit Director, he still does some of
the stunts for every picture he works on. “I
usually do the most demanding stunts my-
self, so that the stuntmen working with me
will know that | wouldn't ask them to do
anything I'm not willing to do myself,
he explains.

The closest he ever came to getting
killed was on Michael Winner's production
of FIREPOWER. However, he considers
THE BLACK STALLION to be the tough-
est job he ever had to tackle, "l had to be
the watchdog for a very young boy and a
very valuable horse. | was required to put
them into very dangerous areas—so it
was very nerve-wracking, he says.

In addition to RAIDERS OF THE LOST
ARK, his most recent assignments have
included: LION OF THE DESERT,
GHOST STORY, POLTERGEIST and
Steven Spielberg's A BOY'S LIFE, on
which he is currently at work.

In the interview for American Cinema-
tographer which follows, he describes the
special action challenges posed by
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RAIDER, and explains how he went about
meeting those challenges.

QUESTION: Having worked very
closely with Steven Spielberg on
RAIDERS OF THE LOST ARK, what
comments would you have on that
working relationship?

RANDALL: When you work with Steven,
he forces you to learn and you are con-
stantly learning with him. He's not afraid
to try new things and he has a good con-
cept of what he is going after. He'll take
advantage of whatever situation presents
itself, so he does keep you on your toes.

QUESTION: What was your initial im-
pression when you were first made
familiar with the project?

RANDALL: RAIDERS was a challenge
from the very beginning. After reading the
script, | knew | had my work cut out for me,
but Steven had each entire sequence
quite well story-boarded, so from there on
it was a matter of figuring out how we
could duplicate the storyboards in terms
of action and put on the film what he had
drawn on paper.

QUESTION: What kind of preparation
time did you have?

RANDALL: We had ample time to prep
everything in London and, luckily, | had
done several films there, so | knew what
talent in the stunt field | had to draw from. |

was fortunate in being able to get the best
boys in Europe. | drew one man out of
Italy and the rest came from London.
Then | brought over a couple of key boys
from the States. Collectively we had one
hell of a crew. | can’t say enough about
the personnel that was collected to work
on the film. They got the top people from
both continents. They were all very dedi-
cated and worked hard and Steven kept
everyone on their toes.

QUESTION: What was your major aim
in preparing the stunts for RAIDERS?

RANDALL: Going into it, what | had in the
back of my mind was to try to keep Harri-
son Ford as involved in the action as | pos-
sibly could, so that the audience would
realize it was actually Harrison perform-
ing all those feats. We were able to come
up with devices and shoot in such a way
that Harrison was capable of doing about
95% of what his charagter was called
upon to do in the script. | was proud of
that and | was also proud of the way that
Harrison cooperated with us in getting
it accomplished. There were several in-
stances in which | aQsolutely didn't feel
that we wanted to take any chances or risk
his safety, but he did all his own fights
and he worked very hard with the choreo-
graphing and trying to learn those things
that we wanted to incorporate into the vari-
Ous sequences.

QUESTION: What would yau say was
your greatest challenge in “putting

On the set of RAIDERS OF THE LOST ARK, Stunt Coerdinator Glenn Randall choreographsa
fightfor Harrison Ford and opponent. Like the matinee serials of the 1930s and 1940s, RAID-
ERS derives its impact from non-stop action, which called for a great deal of pra-pla'nning on
Randall’s part, plus the ability to improvise on a moment’s notice when plans were changed.
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him into the action,” so to speak?

RANDALL: One of the major challenges
was getting Harrison onto the front of that
truck in the chase sequence—hanging
onto the front of the truck, a leg on either
side of a wheel, while racing down a
bumpy road —which can be highly dan-
gerous. It takes only a bad turn, a bad
rock or a bad bump and you are in a lot of
trouble. We came up with some rigs and
devices that would put him safely into
those positions. Of course, after you fig-
ure those things out, they become very
simple. But when you first consider the
problem, you say, “"How in the hell are we
going to do this?”

QUESTION: Was the truck you used a
standard model or did you have to have
one specially built for the sequence?

RANDALL: There were a lot of little prob-
lems that we had to overcome in respect
to that truck. The cab of the real truck that
we used during the chase was so small
that we actually couldn't do any of the
fighting inside of it, so we had a process
cab made up. It was probably a third
larger than the cab of the real truck that
we used. It was a mock-up that we had
them build and we put it on the back of the
camera car and were able to do about
70% of the fighting inside that mock-up
cab. Its those problems that you look at
very closely in pre-production, while try-
ing to figure out how you're going to
accomplish the effects that Steven is go-
ing to shoot.

QUESTION:Is ittrue that the bulk of the
sequence was shot by the second unit,

with the cuts of Harrison filled in later?

RANDALL: We spent about three weeks
shooting the major portion of the se-
quence and when the first unit joined us
we punched in with all of Harrison's close-
ups and closeups of the principals and
tied them to the action. | find that this is the
best way to do it—shoot your action first
and then come back with your principals
and do your coverage. It's normally done
just the opposite.

QUESTION: Do things sometimes hap-
pen which aren’t in the script, but add

to the impact of a sequence?

RANDALL: Yes. When you're doing
action, many times things will happen that
you can take advantage of. For example,
in BEN HUR, when Charlton Heston fell
out of the chariot, that was not planned.

That was a stunt that went wrong, but it
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was such exciting footage that by incor-
porating a shot of Heston crawling back
into the chariot they came off with a mag-
nificent bit of action. Its things like that
you could take advantage of if you shoot a
lot of your action first and then come back
and incorporate your principals into those
exciting moments. The end result can be
overwhelming. Hollywood has always
done it just in reverse. We have had to
match the action that was done by the first
unit, and normally that can be very dry
and uninteresting.

QUESTION: How did it happen that you
were able to do it the other way around

on this picture?

RANDALL: | really don't know how it
came about. It just seems that's the way
the time scheduling worked out. I'm sure
there was quite a bit of thought put into it,
but | would think they preferred to leave a
unit there in the beginning to get started,
so that when the first unit came over every-
thing was pretty well in hand and had
been tested and proven.

QUESTION: How did you approach
matching the principals’ footage with
the action you had already shot just
with the second unit?

RANDALL: We knew going in where we
planned to do our matching and where
we were going to put Harrison. Those
areas we knew about well in advance. But
after you've had the opportunity to do it
once so that you know where all your
problems lie, you have a chance to get the
bugs out of your rigging and correct all
the mistakes you may have made with the
stuntmen. So when it's time to shoot the
principals, it's proven. You've already
tested it and you know what’s safe and
where you can put him in without really
jeopardizing him.

QUESTION: As a result of how you did
it on this film, do you now feel this is
the proper approach as a standard
procedure?

RANDALL: Most definitely —without
question. | would advocate doing it that
way on all features. It just works so much
better. In the situations we encounter
while filming, you're often shooting in a
strange location, with strange livestock,
strange equipment and a lot of variables.
As you work with those strange elements,
you have an opportunity to solve your
problems with the second unit, before
you get your principals in. Its so much
safer. You are able to get much better

4

Randall spent many months in the Libyan
desert staging mass action for LION OF
THE DESERT. He is shown here with UCLA-
educated director Moustapha Akkad.

stuff because you know what the horses
and equipment are capable of, how far
you can push them, and just what prob-
lems you are going to run into with them —
and those are more or less worked out
before you really get involved with shoot-
ing the money, so to speak.

QUESTION: Where did you shoot the
truck sequence?

RANDALL: Near Nefta, a little town in
Tunisia. We worked about 50 miles out
from that town. We tried to utilize three dif-
ferent looks in the sequence, ranging
from high desert to oasis to mountains
and we had to have continuity changes in
all of them so that the footage would
pretty well match.

QUESTION: Were there special hard-
ships attendant to shooting in that par-
ticular location?

RANDALL: Anytime you go out of the
country you are going to have hardships.
The materials and special equipment you
might find necessary aren't available to
you. Whatever it might be, you'd better
have thought of it well in advance and
brought it with you, because the chances
of being able to go to a store to get it or
have it shipped over in a matter of days is

very remote. It's not like Hollywood, where
whatever your need might be, you make a

Continued on Page 1136
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INDEPENDENT FILMMAKERS AND THE NEW HOLLYWOOD

Seminar indicates that current revolution in film financing, production
and distribution may offer independent producers increased opportunities

By SCOTT HENDERSON

The event was sold out far ahead of its
scheduled date, and on that day a crowd
of 450 film-oriented men and women (pre-
dominantly young) packed the ballroom of
the Hollywood Roosevelt Hotel practically
to the rafters. The happening: an all-day
seminar entitled “The New American Cin-
ema: A How-to for Independent Feature
Filmmakers,” which was sponsored by the
Independent Feature Project (Los
Angeles) in conjunction with FILMEX.

The program consisted of five separate
panels designated as follows: (1) HOW
TO FINANCE AN INDEPENDENT FEA-
TURE, (2) HOW TO GET A FILM SEEN
AND RECOGNIZED, (3) HOW TO SELL
A FILM, Part | (Theatrical Distribution,
Domestic and Foreign), (4) HOW TO
SELL A FILM, Part Il (Television Sales,
Domestic and Foreign) and (5) THE IN-
DEPENDENT AND THE INDUSTRY.

Appearing on the various panels were
30 experts in various areas of flmmaking
and distribution, including representatives
of the major studios, pay-TV, cable,
agents, publicists, film critics, exhibitors,
independent distributors, entertainment
lawyers, plus independent producers and
directors. The panelists represented the
most experienced, most practical and
most knowledgeable group to grace such
a podium within memory. To a person they
were highly articulate, and what they had
to say added up to a fund of valuable infor-
mation for anyone interested in indepen-
dent filmmaking.

In 1979 the IFP was formed when a
group of filmmakers got together in New
York with the idea of creating a greater
awareness of the American independent
movemeént, and of serving the particular
needs of independent filmmakers.

To answer these needs the IFP has held

two successful independent film markets,
has collected and made available valu-
able resource information, and has publi-
cized the independents and their work
internationally.

The Independent Feature Project is a
national organization, and its Southern
Californiaarmisthe IFP/L.A., an associa-
tion of local independents.

“New American Cinema"” was designed
as a conference to address the special
problems of true independent filmmakers
in America, and their new strength in
the expanding market, a market which
includes pay-TV, cable, cassettes and
discs.

The features under discussion were not
those made by the “mini-majors,” nor the
big independents who function essentially
like the studios. They were the work of
individual filmmakers who get their films
done, often at a fraction of the normal
Hollywood budget, because they have
something to say and feel strongly
enough about it to buck the odds. More
often than not, they have no pre-arranged
distribution, and must work at selling their
films once those films are completed.

In the first seminar of the day, HOW TO
FINANCE AN INDEPENDENT FEA-
TURE, Jonathan Sanger, producer of
THE ELEPHANT MAN, said, “Although |
believe in independent financing—and |
believe in “independence” as a key
word—my reason for making THE ELE-
PHANT MAN as an independent film was
really because | wanted to have control
over it, not because | felt that it would be
impossible to finance through normal stu-
dio channels—although | think it would
have been very difficult.”

Sanger went on to say that he raised the
money through a network pre-sale and

advances against foreign distribution. He
observed, "It was very important to me to
keep within a very tight budget, because |
knew the amount of money | had to raise
was money that | wasn't going to get any-
more. That was it. Whatever | could raise
was all | was going to have, and if | ran
over budget, there was no place for more
money to come from. | was going to have
to shut down.”

Susan O'Connell, co-producer of TELL
ME A RIDDLE, said, “I'd like to talk a little
about private investors, because an awful
lot of independent filmmakers are going
that route right now ... You go to your
friends and family first. You have to be
able to get people who believe in you and
know you ... So some of the people who
invested with us were family and friends,
but immediately we had to go out to per-
fectstrangers... Atthe same time you are
convincing people that they are going to
make money, you also have to let them
know that they may not make a dime,
because it is a high-risk venture.”

Ms. O'Connell went on to say that it is
advisable to look for “virgin investors” in
the midwest, rather than in the large urban
centers of both coasts. "When we were
fund raising, we didn't get a dime from Los
Angeles and we didn't get much more
than that from New York,” she said ... "We
got a lot of money from Chicago and a lot
from San Francisco, so there are a lot of
places that are untapped.”

Los Angeles attorney Ed Mosk, a top
specialist in motion picture business and
law, was asked for his advice on attracting
film investors, and he replied, “I've had
peoplecome in and ask me to be of help to
them with projects that were so unthought
out, so ineptly prepared, that there was
just no way that they were going to get

(LEFT) Prepaid tickets are eagerly picked up for all-day seminar entitled “The New American Cinema: A How-to for Independent Filmmakers”,
held recently at the Hollywood Roosevelt Hotel. (RIGHT) The seminar was sold out early on and the demand for tickets exceeded the supply
several times over. Many people came from distant cities and out-of-state to attend.
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(LEFT) Attendees packed the ballroom of the Hollywood Roosevelt Hotel. Approximately 450 people occupied every available space. (RIGHT)
Panelists get together prior to “going on” in order to decide who will cover what. (BELOW LEFT) Gregory Nava welcomes those attending the
seminar and explains that the Independent Feature Project was formed two years ago to help further and promote independent filmmaking
and to share information that might not otherwise be easily available. (RIGHT) Moderator Anna Thomas dons Groucho mask to loosen up
crowd, as she prepares to lead panel discussion on HOW TO FINANCE AN INDEPENDENT FEATURE.
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anyone interested. As far as I'm con-
cerned, the first point is doing your home-
work. Doing your homework means hav-
ing thought through, as far as your project
IS concerned, why someone should be In-
vesting in that project ... As a matter of
simple professionalism, | think these days
it Is absolutely essential that you have a
prospectus. That prospectus must be
carefully prepared and recognize the nat-
ure of the people with whom you will be
dealing ... You put into that document the
elements of the risk factors ... Those are
the things that literally say to the investor,
You're crazy if you invest in this project.
Yet those elements are absolutely essen-
tial. Their purpose is to protect you, so that
if the project doesn’'t work out and some
unhappy investor decides to sue you, you
can at least say to him, ‘Look, | gave you
fair warning of the problem." If you have
failed to give fair warning, there is an ele-
ment of danger.”

In this seminar, grants and endow-
ments were discussed at some length, as
were bank loans and letters of credit.

The second seminar, HOW TO GET
YOUR FILM SEEN AND RECOGNIZED,

made the point that film festivals, critical
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reviews and free publicity are essential to
the marketing of an independent feature.
Festival directors, publicists, filmmakers
and Los Angeles Times film critic Kevin
Thomas discussed the best strategies for
making use of the festival circuit, domesti-
cally and abroad, and ways for getting
critics to see and review films.

In the United States, the Chicago, New
York and San Francisco film festivals were
considered most important for indepen-
dent filmmakers, while the Rotterdam,
Edinburgh and Berlin film festivals ranked
highest abroad.

The third seminar, HOW TO SELL A
FILM, Part | (Theatrical Distribution,
Domestic and Foreign), got down to the
nitty-gritty by discussing what you do with
a film once you've made it. One of the
most salient points was brought home by
Seattle film entrepreneur Jeff Dowd, who
said, “l think it is very important, when you
make a film, to start by thinking about
what your audience is. If it's a personal
statement, it had better be a personal
statement that other people share, or you
should be writing a poem or article. But if
you are going to go out there in the
marketplace and ask other people to take

a chance on you, then you'd better not
burn them because they want to take that
chance... The reason that people go to a
film after the first weekend—which is usu-
ally bought or promoted in various ways—
is that one friend turns to another friend
and says, ‘| saw a film, THE BLACK STAL-
LION." The other friend says, ‘What did
you think of it?' In the next two senten-
ces—or maybe the next five minutes—
friend A is going to tell friend B the reason
why he has to go see that film ... So you
have to start considering what it is that
creates the sense of urgency that people
must see your film.”"

A great deal of discussion followed on
how to get a distributor, negative pick-up
deals and marketing.

The fourth seminar, HOW TO SELL A
FILM, Part Il (Television Sales, Foreign
and Domestic), dwelt on the point that
STV, cable and foreign television have a
need for, and are buying, independent film
products. It was established that in the
United States, there is an increasing con-
nection between cable TV and theatrical
release. This seminar examined how TV

sales and theatrical release can be used
together for the successful marketing of
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an independent film.

The fifth and final seminar, THE INDE-
PENDENT AND THE INDUSTRY, posed
the question: Can there be a healthy rela-
tionship between the film industry and the
independent filmmaker, or must an Ameri-
can “New Wave" by its very nature be anti-
Hollywood? Studio executives, indepen-
dent filmmakers who have worked in
Hollywood, as well as independent film-
makers who have stayed independent,
discussed the creative and financial ques-
tions involved.

Following the seminars, there was a
cocktail reception, during the course of
which the discussions continued on an in-
formal basis far into the evening, with ev-
eryone agreeing that the event had been
most informative and worthwhile.

What follows are opinions and com-
ments of some of the IFP/L.A. members
on the seminar in general and the aims of
the organization in particular:

GREGORY NAVA

The thing that is amazing to me is that
nine fiimmakers —all of whom are ex-
tremely busy —felt the need to take the
time to organize such an event. It was a
tremendous amount of work. There was
more involved here than just a conference
on independent film; we wanted to see
how much interest there was among film-
makers in L.A. in the idea of independent
feature filmmaking. The response was
overwhelming. Even the most optimistic of
us was taken by surprise.

| feel that all this is indicative of the fact
that the climate is right for the develop-
ment of a true independent film move-
ment in the United States. There have
always been independent fiimmakers,
but this is the first time that there has been
a powerful need to start a nationwide or-
ganization that will focus the energies of
independent filmmakers.

Naturally, what we re talking aboutis an
extremely difficult thing to achieve. Fi-
nancing and marketing, the central fo-

cuses of our conference, are the greatest
obstacles to overcome. But everyone,
even people in the studio system, sense
that the film industry is at the beginning of
a great change. As a result of the expand-
ing pay TV systems that are growing in
the United States, the next ten years are
going to be critical ones for the film indus-
try. | believe that independent filmmaking
will grow tremendously in this period.

ANNA THOMAS

To a large extent, people don't read
anymore. They watch and listen instead.
The film language has become our main
form of communication. And right now, al-
most everything that hits the screenin this
country in a major, effective way is con-
trolled by a very closed industry. Half a
dozen people make all the decisions.
Why should anyone be surprised that the
product all seems the same?

But if this situation doesn't change, it's
very bad news for all of us. I'm not saying
there shouldn't be an industry —there
should. But there must be room for differ-
ent, individual voices, or freedom of ex-
pression will just become a term in the
history boOKS.

There's a huge wave of interest in inde-
pendent filmmaking in this country right
now, a sort of renaissance. Partly it's a re-
action to that stifling, closed up industry,
and partly its economic —there are new
markets screaming for product and the
independents are finding ways to provide
it.

But so much time is wasted when peo-
ple work in isolation from each other. The
studios have systems that more or less
work for them, and we need systems that
can help us do what we're doing. Being
independent and retaining your individ-
ual vision doesn't have to mean that you
can’'t communicate with other filmmakers
and learn something from their experi-
ences. My hope is that the IFP/LA can
facilitate that kind of "keeping in touch”

Los Angeles Times film critic Kevin
Thomas, one of those rare reviewers who
genuinely likes film, appeared on HOW TO
GET A FILM SEEN AND RECOGNIZED
panel.

here. It can do things like consolidate in-
formation about what are the best ave-
nues of distribution for our films, and the
most reasonable avenues for financing.
Eventually, | think it could very efficiently
put independents in touch with people
who offer services we need, and with
people who want to buy what we're sell-
ing. That has already happened to some
extent with the IFP Market in New York,
and we hope to do more of it.

Frankly, its very refreshing to be in a sit-
uation where you don't have to explain
what an independent film is, and people
are really interested in the exact kind of
film you make. But the way things are set
up now, most filmmakers waste a huge
amount of time before they getinto such a
situation. The IFP, as it gains strength,
could really cut down on that wasted
time.

LAN BROOKES RITZ

The IFP/L.A. is a paradox. Propelled
with the force and substance of a masto-
don and the curiosity and vitality of a
child, it goes everywhere at once. Its al-
ternating current, neither moored nor en-
cumbered by tradition or precedent, is
both prismatic and myopic, lumbering

Continued on Page 1159

(LEFT) After each panel discussion, members of the audience lined up at microphones to ask questions of the panelists, all of whom were
carefully selected experts in their fields or independent filmmakers who had been successful in producing and distributing their films.
(RIGHT) Lively discussions continued into the post-conference cocktail reception in the hotel's supper club. Vastly encouraged by the high

degree of enthusiasm displayed at this conference, the Independent Feature Project/Los Angeles plans to sponsor other events and activi-
ties of interest to filmmakers.




BEHIND THE SCENES
Continued from Page 1097

the archeologist who has the headpiece,
was last seen in the region of Nepal. The
American government has recruited Indi-
ana Jones to find the riddle-breaking
medallion and to get to the Ark before the
Nazis do.

“The thing to keep in mind about this
film is that it is only a movie,” says
Spielberg. RAIDERS is not a statement of
the times. It's certainly not a historical doc-
umentary of the way things were in 1936.
It takes all the license of an exotic enter-
tainment that aims to thrill and scare and
strike one with a sense of wonder.”

Producer Marshall adds that as the
script was being written, the filmmakers
were very careful to make certain all cir-
cumstances in the film were believable. “It
was important that there was a way Indy
could get out of all the amazingly difficult
situations. He couldn't cross that line
where people would say, ‘No, it's abso-
lutely impossible to survive that.”

Spielberg distinguishes the style of this
film from more realistic pictures by its
heightened drama.

While Spielberg is quick to point out that
the film is not about real life, he also
stresses that “it's not a send-up, and it's
not an imitation of anything. It's a super-
natural adventure—it's found its own fan-
tastic elements in a genre that sadly has
been dormant for decades in American
cinema.

RAIDERS OF THE LOST ARK does
not employ technological special effects
on the order of STAR WARS. “"The film
essentially takes place during a period of
time in which the cleverness of the hero is
pitted against an enemy of despicable
class and wit,” Spielberg notes.

But like the STAR WARS films, RAID-
ERS embraces the highest and most visu-
ally stimulating production values “to give
filmgoers that extra special tingle of ex-
pectance and excitement that makes
them gasp, sigh, laugh and cry,” says
Marshall.

Director Spielberg says, "It was getting
to the end of the time for choosing a lead
and | had gone to see THE EMPIRE
STRIKES BACK and Harrison was so ob-
viously right to play Indiana Jones that
George and | approached him the next
day. Harrison is a remarkable combina-
tion of Errol Flynn from THE ADVEN-
TURES OF DON JUAN and Humphrey
Bogart as Fred C. Dobbs in THE TREAS-
URE OF SIERRA MADRE. He can be vil-
lainous and romantic all at once.”

Ford says he quickly recognized “a
really good part in what could be a really
good movie” when it was offered to him.
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Massive units for the elaborate set representing the ancient South American temple of the
Chachapoyan Warriors under construction at EMI-Elstree Studios. Under Production De-
signer Norman Reynolds, direction, more than 200 plasterers, carpenters, riggers, painters,
electricians, special effects technicians and scenic artists worked together as a team.

But he was as concerned as Spielberg
“about any elements in the role or the film
that might be similar to Han Solo or STAR
WARS," and generally tried to avoid this.

‘I think the two characters are as unlike
each other as they are alike,” he points
out about Solo and Jones. “They're both
adventurers. They're both fast-talking,
smooth guys in a certain way. But Indiana
Jones is a character who has some other
dimensions. Han Solo is a less compli-
cated person than Indiana, aless sophisti-
cated person.

“Indiana is kind of a swashbuckling
hero-type, but he has human frailties,
fears and money problems, and, there-
fore, iIs more down to earth.

"He does brave things, but | wouldn't
describe him as a hero. He teaches, but |
wouldn't describe him as an intellectual.
He doesn't have any fancy gadgetry keep-
ing him at a distance from enemies and
trouble. He's right in there with just a bull-
whip to keep the world at bay.”

Karen Allen, the star of ABC's multi-part
series of John Steinbeck's EAST OF
EDEN, was cast as Indiana’s beautiful
and spunky companion. She also has co-
starred with Brad Davis in A SMALL CIR-
CLE OF FRIENDS and with Al Pacino in
CRUISING.

Locations for RAIDERS OF THE LOST
ARK were scouted by executive producer
Howard Kazanjian, producer Frank Mar-
shall, associate producer Robert Watts
and production designer Norman Reyn-
olds. Their exhaustive worldwide search
concluded with a decision to shoot the film
in the French coastal city of La Rochelle,
at the EMI-Elstree Studios outside Lon-

don, in the Tunisian desert and in Hawaii.
Production began in the beautiful, his-

toric city of La Rochelle (nest of Calvinism
in the early 17th century), which is located
approximately 100 miles north of Bor-
deaux. Its primary attraction for the film's
producers was the German U-boat that
sat securely in an antiquated World War |
submarine pen near La Rochelle. Since
a location was needed for the suspense-
ful scene in which Indiana Jones' and
Marion's tramp steamer is ambushed by
a German submarine, La Rochelle saved
the production inestimable costs.

The submarine pens, which proved
invaluable to the production, are huge
caverns built to house six submarines
each. Despite the many direct hits scored
by Allied bombers, evidenced by pock-
marked craters on their exteriors, these
pens continue to stand as poignant re-
minders of World War Il.

Consisting of 12-foot-thick walls and
two six-foot-thick roofs, the pen used by
the production had a stark, gray interior.
The visual impact of the pen was further
enhanced by a rocklike sea entrance con-
structed by the art department.

Before filming began in La Rochelle, the
production faced the challenge of finding
a 1930s-era tramp steamer for Indiana
Jones' and Marion’s escape with the Ark.

An original coal-fired version was not to
be found. A replica that had been con-
structed at the Bavaria Studios in Munich
wasn't deemed seaworthy. Fortunately,

an adaptable Egyptian vessel was spot-
ted in an Irish port, commissioned for a

month, refitted by the art department and
Continued on Page 1128
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THIRTY-THIRD EMMY AWARDS PRESENTATION

In contrast to last year's telecast of TV's top awards, made dismal
by the actors’ strike, this year’s was a spectacular in every way

By HERB A. LIGHTMAN

As has been the custom during the past
several years, the Thirty-third Annual
Emmy Awards Presentation of the Acad-
emy of Television Arts & Sciences was di-
vided into two parts.

The Emmy Awards Banquet, with Gil
Gerard and Connie Sellecca as hosts,
was held in the Grand Ballroom of the Los
Angeles Bonaventure Hotel on the eve-
ning of September 12, where Emmys in
33 categories of television production
were presented.

Onthe following evening, the awards for
what the Academy oddly calls "Nighttime
Programming” were presented on a na-
tionwide telecast originating from the Pas-
adena Civic Auditorium. This was fol-
lowed by the Governors Ball at the
Century Plaza Hotel.

It must be said that the show featured
on the telecast was one of the most enter-
taining and thoroughly professional spec-
tacles of its kind ever presented by any
Academy or like organization. Hosted by
Edward Asner and Shirley MacLaine, pro-
duced and directed by Steve Binder in
stunning sets by Roy Christopher, with
lively choreography by Lester Wilson ancd
spirited musical direction by Jack Elliott,
the show teed off with a rousing musical
number in which the casts of dozens of the
top TV shows sang successive verses of
an up-beat patter song. It was a tour de
force of production and editing.

From that point on, the pace never fal-
tered, despite the fact that Emmys were
awarded Iin 28 additional categories.
Asner and MaclLaine were genial, witty | | 4
hosts and even though some of the win- | 1':-"."'\ *
ners thanked everybody but the doctors ' ‘ |

(ABOVE RIGHT) Director of Photography William H. Cronjager, ASC accepts EMMY Award for “Outstanding Cinematography for a Series” (for
a single episode of a regular series) for the “Hill Street Station" pilot episode of the HILL STREET BLUES series. (BELOW LEFT) Annette
Funicello, former teenage star of the original “Mickey Mouse Club"” show, poses with her old pals, Mickey and Minnie. (RIGHT) Photographs of

happy EMMY winners were abundant.
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who delivered them, the actual award pre-
sentations moved right along.

It was an especially touching moment
when homage was paid to Lucille Ball, one
of the true pioneers of TV programming
and a grand trouper in every medium of
entertainment.

Of special interest to AMERICAN CIN-
EMATOGRAPHER readers were the cin-
ematography awards. ITwo awards reiat-
ing to cinematography were presented.
The first, for “Outstanding Cinematogra-

phy for a Series” (for a single episode of a
reqular series), went to William H. Cronja-
ger, ASC, for the “Hill Street Station"” epi-
sode of the Hill Street Blues series.

The second cinematographic award, for
“QOutstanding Cinematography for a Lim-
ited Series or a Special” (for a single epi-
sode of a limited series, or for a special),
went to British cinematographer Arthur F.
Ibbetson, BSC, for “Little Lord Fauntle-
roy.” Mr. Ibbetson could not be present to
accept his "Emmy"” personally. l

It was a truly emotional moment when Shir-
ley MacLaine presented a special award to
grand trouper, Lucille Ball, for her contribu-
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Music by Manny Harmon and his orchestra enlivened the Emmy Awards Banquet in the
Grand Ballroom of the Los Angeles Bonaventure Hotel, the first of the two Emmy Awards
ceremonies, held on the evenings of Sept. 12 and 13, respectively. (BELOW) Loni Anderson,
star of “WKRP IN CINCINNATI", lent her luminous presence as a presenter on both shows.

tionstotheartof TV.

Peter O'Toole (ABOVE) and Rod Steiger
(BELOW) electrified the telecast audience
with their readings from the works of the
late Paddy Chayefsky.
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Small photo at right shows 16SR
with magazine removed. You

can see film channel and aper-
ture on the camera housing.

That housing consists of two

1118

24 Karal
gold-plated plugs:

This is the first

camera ever to build both
speed and accuracy

of maintenance and repair
into the original,

modular design. The plug-in
wiring is just one

detaill of a system designed
to save money later.

he two best conductors of electricity

are silver and copper; but they
oxidize. So does steel, of course. Gold
doesn’t; and it’s the third best conductor.

So gold gives you both excellent cur-
rent flow and a firm contact, even in the
humid tropics and in salt ocean spray.
And you can go to corrosive places like

that years from now, and still rely on it.

The big photo at left shows the front
of the rear half of the 16SR camera hous-
Ing (see caption below it). In the top right
corner, you can see one of several plugs.
Eight gold-plated pins, pointing directly
at you—two in the top row, three in the
rows below.

modular die-castings: front and
rear. Big photo above shows
front of rear casting. You are
looking at aperture from other
side—from inside the housing.
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loliSenics

Modular saves time.

All cameras need routine
maintenance. Modular design
makes adjustment quicker.
Repair 1s quicker, too. Since
the camera is designed to be
dismantled easily, we can get
at the trouble fast.

A T T T TTT1

But that’s only part of it.
The malfunctioning or dam-
aged component can be re-
placed immediately, from our
stock. We can put in another
on-off switch, for example,

while you wait. Downtime
measured in minutes.

This advertisement tells
only a fraction of the modular
story, of course. But the fact is:
The 16SR is the most sophis-
ticated 16mm camera in the
world. It’s also the simplest to
service.

one of those. Note that pins and
sockets are keyed so they can
be connected only one way, to
ensure correct polarity. Photo at
far left is the actual size of the
compact 16SR camera housing.

In big photo at far left, you can
see wiring harness emerging at
various points inside rear half
of camera housing, plus several
gold-plated pins and sockets.
Photo above is a closer look at

Those pins are part of the
wiring harness of the rear hali.
They connect with a gold-
plated socket that’s part of the
wiring harness inside the front
half of the camera housing.

The 16SR consists of fif-
teen interchangeable modules.
The front and rear camera
housing halves are two of
them. When we separate those
two (or any other) modules for
service, we unplug the wires.

The wiring harness
is itself a spare part.

There are no loose wires
inside the 16SR. And all fifteen

modules can be put together
without using a soldering iron.
A perfect soldered joint is the
best there is. But soldering isn’t
always done right. Gold-plated
plugs are more foolproof and
faster to work with.

Time is money and

will continue to be.
When you buy a camera,
you know the purchase price.
But you don’t know what
skilled service labor will cost
three years from now. You

don’t know what it will cost
to rent another camera while

yours is being worked on, three
years from now.
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16SR

Youget
what you
pay for.
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ARRIFLEX CORPORATION

500 Route 303, Blauvelt, New York 10913.
(914) 353-1400. And 600 No. Victory Blvd.,
Burbank, California 91502. (213) 841-7070.

Canada: ARRI/NAGRA Inc.,6467 Northam,
Mississauga, Ont. L4V 1J2. (416) 677-4033.
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ANEMMY AWARD-WINNING CINEMATOGRAPHER TALKS ABOUT THE FILM THAT WON

A compromise between so-called documentary photography and “Hollywood”
quality presented a technical challenge which led to the coveted award

At the Emmy Awards Banquet held at
the Los Angeles Bonaventure Hotel on
the evening of Saturday, September 12,
a capacity black-tie crowd of television
artists and technicians gathered to pay
tribute to their peers who had been nomi-
nated for awards representing outstand-
ing work during the previous season.

Two awards relating to cinematography
were presented. The first, for “"Outstand-
ing Cinematography for a Series™ (for a
single episode of aregular series), wentto
William H. Cronjager, ASC, for the "Hill
Street Station” episode of the Hill Street
Blues series.

The second cinematographic award, for
“Outstanding Cinematography for a Limi-
ted Series or a Special” (for a single epi-
sode of a limited series, or for a special),
went to British cinematographer Arthur F.
Ibbetson, BSC, for “Little Lord Fauntle-
roy." Mr. Ibbetson could not be present to
accept his “Emmy" personally.

In the interview that follows, William H.
Cronjager, ASC discusses his work on the
pilot of the popular Hill Street Blues series
which, incidentally, garnered an armload
of awards for various members of its cast
and crew.

QUESTION: Can you give me a bit of
background to your photography of
the “Hill Street Blues” pilot, which won
you the Emmy Award?

CRONJAGER: The pilot film that we shot,
called “Hill Street Station,” had to do with
a ghetto area police precinct in Chicago
and all of the problems which they had to
deal with as a law enforcement agency.
When | wentin for the interview to discuss
my doing the show, the producers told
me that they had ideas for an entirely dif-
ferent photographic approach-which
was to make a so-called "documentary”
type of film, but with good photographic
quality.

QUESTION: And what was your reac-
tion to that suggestion?

CRONJAGER: At first it was somewhat
difficult for me to conceive of it. On the one
hand, they wanted a documentary ap-
proach (which, in my opinion, implied
straight news photography) and, on the
other hand, they wanted to Incorporate
into it stylistic “Hollywood” motion picture
photography, as we call it.

QUESTION: How did you resolve this
dilemma?
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CRONJAGER: We kind of kicked the idea
around and came up with the approach
of degrading the image on the film to a
certain degree. This is nothing new,

of course. It has been done quite often
before.

QUESTION: What means did you use
for “degrading” the image?

CRONJAGER: We employed certain fil-
tration to achieve the desired look—not
“Hollywood,” but not documentary either.
Halfway down the street, you might say.
The story line of the pilot film was powerful
and the episode was well acted so, fortu-
nately, we had an opportunity to employ
our photographic idea and, in that re-
spect, things just worked out fine.

QUESTION: What are some of the spe-
cific elements of the photographic
style—besides the degrading of the
image?

CRONJAGER: A lot of hand-held work, a
lot of movement here and there within the
precinct. Then, as we proceeded from
episode to episode, we would discover
new methods—-Dbut, as you know, in mo-
tion picture photography there’s really
nothing "“new"” under the sun. We just kind

of “sophisticated” some old ideas. | used
a lot of techniques learned from the peo-
ple I'd worked with in the past, while | was
growing up as an assistant cameraman
and operator—great cinematographers
like Joe Ruttenberg, Leon Shamroy and
Arthur Miller. Everybody learns from
everybody else.

QUESTION: Am | correct in assuming
that while the “Hill Street Blues” series
supposedly takes place in Chicago, it
is shotin its entirety in Los Angeles?

CRONJAGER: That's right. We shoot it
here, but have to make it look like Chi-
cago. We employ downtown L.A. and
EastL.A., the derelict areas. We work with
rival gangs and all that sort of thing-—
down around 5th and Main or Wall Street
and San Pedro. We have, probably, six to
eight Los Angeles police officers with us
atall times.

QUESTION: And what is your personal
reaction to working in those areas?

CRONJAGER: While its dramatically in-
teresting, its also kind of depressing for a
motion picture crew to go down into those
areas. We work in sleazy bars and
shabby rooming houses—and we see the
other side of humanity.

William H. Cronjager, ASC, winner of “Outstanding Cinematography for a Series” EMMY for
his photography of “Hill Street Blues” pilot. A fourth generation cameraman, with two great
uncles, an uncle and his father behind the camera, Cronjager trained with such legendary
cinematographers as Joseph Ruttenberg, Leon Shamroy and Arthur Miller—and he works in

the classic tradition.




QUESTION: Getting back to the photo-
graphic style, you said that the pro-
ducers wanted a documentary feel to
the photography, but also a certain
Hollywood polish. Were you actually
able to meld those two opposing
ideas?

CRONJAGER: Pretty much. | would still
employ cross-light, half-light and back-
light-what | learned from some great
cameramen in the past-but we would
achieve something of a documentary look
through the combination of filtration and
the lab process. We achieved it with the
cooperation of Deluxe Laboratories.

QUESTION: Are you personally com-
fortable with this mixture of styles?

CRONJAGER: Basically, when you try to
mix two such opposed styles, you're
working in a dangerous area. To make the
statement that you want the style "docu-
mentary,” but you also want it good-
those two ideas just don't equate.

COMMENT: There was a time—and
not so long go—when the term “docu-
mentary” was synonymous with bad

photography.

CRONJAGER: Correct! And, realistically,
that's the way I've always judged it. You
think of a combat cameraman out in the
field, getting whatever he can get. To have
a quality picture and a bad picture at
the same time is a very difficult thing to
deal with.

QUESTION: While the exteriors for
“Hill Street Blues” are shot on location
in various areas of Los angeles, it's my
understanding that most of the interi-
ors (sleazy bars and shabby rooming
houses excepted) are shot on the
sound stage. Is that correct?

CRONJAGER: Yes. On the sound stage
we have a huge station house complex
which includes the booking desk, the
fingerprinting area, the main squad room,
the roll call room, the chief's office and the
bathroom. Its a very large standing set.

QUESTION: Now, if you're on the
streets for your exteriors (the “real”
thing, so to speak), but on the sound
stage for your interiors, how do you
maintain a consistency of the good-
bad look your producers want?

CRONJAGER: We use one form of filtra-
tion for the location exteriors and a com-
pletely different filtration process for the
sound stage interiors. This enables us to
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come halfway between the seedy docu-
mentary look and that certain degree of
quality that we're trying to maintain. For
us, the difficult part was to hit this mid-
point between documentary and quality.
Sometimes, when you're talking to a pro-
ducer, he'll say, "I don't want it to look
good.” How, as a photographer, can you
respond to such a statement? Your whole
training has been dedicated to making
things look good. But | feel that I've man-
aged to achieve a certain degree of real-
ism on “Hill Street Blues” without making
it look bad. The result is a completely dif-
ferent look.

QUESTION: Getting onto the subject of
lighting, | would assume that, with all
those location exteriors, you would
use some HMI lighting. Is that so?

CRONJAGER: No. | use 9-lights and
arcs. We've been making good pictures
with such lighting units for a long, long
time and | see no particular reason to
change. But then, I'm a fourth generation
cameraman—two great uncles, an uncle,
my father and myself-and that repre-
sents a lot of cinematic history. My philos-
ophy is to keep it simple. Simplicity is the
keynote of art.

QUESTION: Do you use basically hard
or soft light?

CRONJAGER: Basically, its hard light—
Babies, Juniors, Seniors—strictly hard
light, No soft, diffused lighting. Essen-
tially, it's old-fashioned Hollywood “good”
lighting. We don't fake them out with 25
footcandles of fill light.

QUESTION: Do you believe, as many
top cameramen do, thatin recent years
soft light has become a kind of cop-
out?

CRONJAGER: In my personal opinion, it
has become a cop-out to cover a lack of
knowledge. Any slide-rule technictan can
flood a set with soft light and get an expo-
sure—especially in color. But, as I've said
before, There aren't many Artie Millers
and Leon Shamroys and Joe Rutten-
bergs and Bob Surtees running around
these days.

QUESTION: You mentioned earlier the
hand-held aspect of photographing
“Hill Street Blues.” Could you tell me a
bit more about that?

CRONJAGER: Well, it's a deviation from
the norm of always staying on the crab
dolly. Hand-held photography is espe-
cially effective in covering some kind of

fight—a gun fight, a fist fight or falling on
boxes. We have employed it a lot in interi-
ors like the roll call room—which has
worked for the action in that room. It just
kind of offsets the general steadiness of
the rest of the picture. We've taken it out of
the rough-and-tumble scene that would
normally call for hand-held work and
we've moved it into the basically normal
roll call room, with actors speaking their
dialogue.

QUESTION: Do you use stabiliza-
tion devices like the Steadicam or
Panaglide?

CRONJAGER: We haven't up to this point
—although we have an operator who is so
smooth with the hand-held camera that
we call him “Panaglide.” We really haven't
had the necessity for using those devices
yet. I'm not saying that we won't in the
future, but we seem to be surviving on the
path we've been travelling so far.

QUESTION: What about camera move-
ment in general? Is there a lot of it in
these shows?

CRONJAGER: There's a great deal of it.
Like in the squad room, where it’s just a
hustle-bustle of activity—gquys going to
the filing cabinet and bringing in drunks
and all of that. We often go from one side
of the set to the other. Practically every
set-up is a relight for the whole set. We
kind of work our way through that. Its a
jumble, but its meant to be a jumble.
We're trying to convey the atmosphere
and activity of a police station that is
pretty much understaffed, but which con-
tinues to deal with immense problems.

QUESTION: Do you have a lot of night
exterior shooting?

CRONJAGER: Not a great deal—just an
average amount, | would say. We mightgo
four shows without working one night and
then, on the fifth show, we would work two
nights. There were two nights involved in
the pilot, but it's pretty much a daytime
show.

QUESTION: How do you feel about the
content of the show?

CRONJAGER: It doesn't pull any
punches, but it doesn't seem to offend
anybody. Racial and ethnic terms that
might be considered insulting are used
blatantly, but they are just very honest
statements and not meant to offend any-
body. They're just calling it the way it is,
and | believe this accounts, in part, for the
success of the show. Even in East Los
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TiFFEN

Universal Rotating

The Tiffen Universal Rotating Matte Box gives you the opportunity

Matte Box

to hold three

filters with a collapsible rubber lens shade on all of your lenses.

The Universal Matte Box
consists of five parts; the
rotating body assembly, two
filter frames for holding 3x3
inch filters, the front mount
with the rubber lens shade,
and a Series 9 insert ring.

The rotating body assembly,
the two filter frames, and the
Series 9 insert ring are made
of aluminum, milled, and
machined to very close toler-
ances and then black ano-
dized to our specifications
The front mount is made of a very
tough and durable Space Age plastic,
machined and milled to fit the matte
box and rubber lens shade. The
rubber lens shade is made from a very
mg?‘ed material that will stand up to
the hottest or coldest of situations. The
lock screws are made from stainless
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LENS ADAPTER RINGS
steel to prevent corrosion. The matte
box complete weight is 15 ounces and
is only 3 inches long from front to back.

The matte box fits over your lenses by
the use of lens adapters. The Series 9
insert ring allows you to hold a Series 9
filter in place when you are using the

adapter ring with your matte box.
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HEAR VIEW OF
MATTE BOX

The matte box allows you to
hold two 3x3 inch filters, or
two 4x4 inch filters. By re-
moving the filter stop screw,
graduates can be slipped in
and moved up and down with
ease. You can do all of the
above with a Series 9 filter in
place when using the adapt-
er ring, and the lens shade
may be on at all times.

With the many varieties of
lens adapters, and the many
Series 9 adapter rings for
your lenses, you can use the matte
box with any 16mm camera with fixed
or zoom lenses, and with several
35mm cameras and lenses with no
extraneous support gear.

With the many combinations of filters
that can be used, and the many lenses
that can be fitted, this is why we call it
the TIFFEN UNIVERSAL ROTATING
MATTE BOX. Stock No. 439.

Write Department AC for New
Professional Brochure and Price List

TIFFEN

90 OSER AVENUE
HAUPPAUGE, NEW YORK 11788

516/273-2500 Telex 96-7748

Angeles, the ethnic groups accept it. It's
real to them.

QUESTION: When shooting night-for-
night, do you ever push the film, or do
you just expose it normally?

CRONJAGER: Sometimes | do. It just
depends on the conditions. It's the same
as discussing another cinematographer’s
work. Sometimes my wife asks me, “What
do you think of this show?" | say, “| can't
really answer your question, because |
don't know what conditions they were
operating under,”

QUESTION: Obviously you were
trained in the old school of cinematog-
raphy, and that is where the quality lies.
At the same time, on a television
schedule, you can’t always take the
amount of time that it requires to get
that kind of perfectionist quality. How
do you keép it moving and still main-
tain a high level of quality?

CRONJAGER: Herein lies the difference.
When we did the pilot, which was a one-
hour show, we had a 12-day shooting
schedule. That gave us more tirhe to deal
with certain aspects of quality. But then
the schedule went to seven days and we
were back to episodic television. This is
where we are right now with “Hill Street.”
We re in episodic television, but still trying
to maintain a certain degree of quality -
which is very difficult to do, because you
just don't have enough time. “DOCTOR
ZHIVAGO" was a beautiful picture, right?
Well, it should have been. There were 165
days of principal photography. It's like a
still photographer who goes out and
shoots 2,000 pictures a day and comes
up with two good ones, as compared to
giving a photographer four rolls of film
and saying, “Have at it!” There's a differ-
ence.

COMMENT: Even so, having been
trained in the school where a certain
amount of time is necessary in order to
get the quality result, it must have
taken quite an adjustment for you to
have to rush so fast.

CRONJAGER: | remember many years
ago at 20th Century-Fox when | was an
assistant cameraman and the studio was
carrying Leon Shamroy, a great cinema-
tographer, on contract. They had this TV
pilot to do and, since they were paying
Shammy anyway, someone suggested
that he be assigned to photograph it. But
someone else said, "Shammy can't han-
dle it. He's just a big feature cameraman.”

Well, | have to t8ll you—-and | was his as-
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sistant at the time—that the man was
amazing. With the amount of knowledge
he had, he was able to breeze through it
at half-speed and make it look wonderful.
He was the only guy | ever saw in my life
who could walk off a set with a racing
form, go to the barbershop and come
back to his gaffer and say, “"What hap-
pened to that ight in the corner?” Just as
it's unfair to assume that a "big feature
cinematographer” can't shoot fast
enough for TV, its also unfair to think that
a so-called TV cinematographer can't
shoot features. | know some darned good
TV cinematographers who could do quite
well on big-budget features, given a fea-
ture shooting schedule. =

PHOTOGRAPHING “RAIDERS”
Continued from Page 1105

cooperation between Steven, Norman, Kit
West and myself, but also that of Richard
Edlund, who brought with him a Vista-
Vision 8-sprocket pull-down camera, to-
gether with his background of virtuosity
from the George Lucas ILM (Industrial
Light and Magic) Company.

Here, at times, | would have to light the
set with the subsequent added effects in
mind and have to incorporate stage ef-
fects that would match in with the subse-
quent additions.

QOur locations in Tunisia were mostly in
town or desert and brought up the age-old
problem of how to treat the desert cine-
matographically. Sand can either be
made to look heat-haze-hot by overex-
posing it (with the added benefit of seeing
actors’' faces and expressions) or you can
expose the sand normally and have shad-
owy figures. We opted mostly for the
former, as Steven felt the heat effect to be
paramount— and | agreed.

The jungle scenes which open the pic-
ture, and which typically were shot last,
were, on the contrary, mostly in overgrown
jungle-type forest and were deliberately
made gloomy with shafts of light, plenty of
shadow and some mist effects.

Shooting was accomplished in Panavi-
sion anamorphic through mostly wide-an-
gle prime lenses and the lighting contrasts
varied between a 3:1 ratio and 10:1. The
negative was developed by the Rank Labs
in England and the final grading was done
in the MGM Labs under the able supervi-
sion of Bob McMillan and Steven himself,
who invited me over to join them, only to
be prevented from doing so by an opera-
tion for a torn muscle induced by the ap-
parently incorrect use of a chain saw at my
country home.

Seeing the final printin 35mm as well as
70mm, | was well satisfied and only re-
gretted missing the trip to California and a

chance to see my friends again. L
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Arriflex 35 IlI

Wherever professional cinematography is
practiced, the name Arriflex commands
respect. Because professionals
appreciate the technology
and precision
craftsmanship
that are the hall-
marks of Arriflex
equipment. And
they appreciate the Arriflex 16SR
personalized attention that is the hallmark of
Camera Mart—the headquarters of quality
equipment like Arriflex. All the Arri's and all
their accessories are available for sale,
rental or long-term lease at Camera Mart,
which also provides reliable
factory-authorized service.
Camera Mart and Arriflex—

' | together they make your
- picture perfect.

Arritlex
Superspeed
Lenses By Zeiss

meCamera Mart, .

456 West 55th Street, New York, NY 10019 (212) 757-6977 Telex: 1-2078
Sales * Service * Rentals
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The ARRI

Lightweight Mattebox

clamps onto most lenses,
works with almost any camera.

The lightest weight, most compact
and most economical way to mount two filters
and a sunshade on all your lenses.

The Lightweight Mattebox

has three basic components: a sun-
shade, a frame and an adapter ring.

The frame contains two 3 inch
square filter-holders. The adapter-
ring fits onto the back of the frame;
the sunshade fits onto the front.

The complete unit weighs 10 ozs
and measures 3 inches front to back.

The frame, filter-holders and
adapter ring are aluminum, milled

for perfect flatness and finished in
black. The sunshade is aluminum

and black rubber.
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You fit the adapter-ring over
the front of the lens barrel and
then clamp it tight. Various adapter
rings are available, designed to fit
Schneider and Zeiss fixed focal-
length lenses, plus Angenieux and
Zeiss zooms. You can use other
lenses, too.

There’s a choice of two sun-
shades: a 6%” x 5%4” rectangular
one and a round one 6°%"” in diam-
eter. The round one is for use with
zooms and hard lenses whose front
end revolves.

Since the unit fits onto the
lens, you can use it with any 16mm
camera — and with several 35mm
cameras, too. And with no extra-
neous support gear, it's easy to
hand-hold any of them.

Whatever camera and just
about whatever lenses you shoot
with, you can use the same sun-
shade and the same standard 3 inch
square filters — two at a time. It
could simplify your life.

SRR

ARRIFLEX CORPORATION

500 Route 303, Blauvelt, New York 10913.
(914) 353-1400. And 600 No. Victory Blvd.,
Burbank, California 91502. (213) 841-7070.

Canada: ARRI/NAGRA Inc,, 6467 Northam,
Mississauga, Onl. L4V 1J2. (416) 677-4033.

TALKING TECHNICALLY
Continued from Page 1080

emy” format camera aperture plate is
0.864 x 0.630" (21.95 x 16mm), 0.544 sq.
in. (351 sq. mm), and that of a “full”
frame, 0.980 x 0.735" (24.89 x 18.67mm),
0.720 sq. in. (465 sq. mm), an increase
of 32%.

In order to take advantage of this in-
creased copy ratio (1.32:1) itis necessary
to have a slightly wider angle lens on the
camera than on the background projector,
a situation which can be maximized when
one or the other is fitted with a zoom lens.
Even when using lenses of similar focal
length on both the projector and the cam-
era, where there will be no definition ad-
vantage, the larger projector image will
give the possibility to make small camera
pans and tilts without going off the edge of
the plate.

When using process photography only
as a means to put animage in a window or
other opening in a set, the copy ratio can
be very high, in which case there will be
little, if any, noticeable loss in background
Image quality compared to the fore-
ground.

The height of an anamorphic frame is
the same as that of Full frame (0.735 in.,
18.67mm) and the width is the same as
the Academy frame, so the advantage of
shooting plates on the larger format using
an anamorphic lens on the plate camera is
the possibility of doing a slight pan without
a reduction of the magnification ratio.

To gain reproduction ratio with the ana-
morphic format, it is necessary to shoot
plates with an 8-hole “"double frame”
35mm Vistavision format camera or a
Super Panavision 65mm camera.

Hopefully, Eastman Kodak or some
other film stock manufacturer, will eventu-
ally produce a fine-grain, high-definition,
low-contrast negative for process photog-
raphy, even if it does cost two or three
stops of film speed.

The camera aperture size of the Vis-
tavision format is 1.485 x 0.991 in. (37.72
X 25.17mm), an image area of 1.472 sq.
in. (949.5 sq, mm), with an aspect ratio of
1.5:1. This is a slightly wider ratio than
Academy (1.37:1), leaving a little space
to pan on either side of the plate when
the Academy frame is enlarged to take
advantage of the extra area. It is consider-
ably higher than anamorphic, leaving
space to tilt up or down. Used to its maxi-

mum the copy ratio using a Vistavision
camera with an Academy format camera

IS 2.4:1 and 1.45:1 with anamorphic.

A 1.5:1 anamorphic attachment is avail-
able to use with the Vistavision format,
giving a resultant aspect ratio of 2.25:1.
When this system is used in conjunction
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MINOLTA METERS f

They Set Professional Standards

| If you're a photographer who
i demands precision and quality . . .
| there's no better choice than a
Minolta meter. In the studio, on
location, for television or film,
Minolta meters are preferred by
pros. There's a model for every
sitfuation, offering state-of-the-art
features like readouts in 1/10 stop
iIncrements, memory and computer-
Ing capability, and easy to read LCD
displays. Plus, there’s an impressive
array of accessories to enhance
each meter's performance.

AT EMPIRE YOU'LL GET . ..
® |
EMPIRE EXPOSURE METER SERVICE T Y T o i
45 West 45th Sireet » New York, NY 10036 accuracy as long as you own it!

(212) JU6-0327

MINNESQOITA

your shoot in the midwest is

and the entire upper right here. From wheatfields

- d f to snow fields, cityscapes
miawes to landscapes, Minnesota

offers more than a wide
variety of locations. We
can present producers
with complete pro-
fessional production
capabilities; from
35mm to 16mm to

video. Call
Minnesota.
You'll be glad
you did.
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In Australia, New Zealand & Asia

foreverything required in Film &
Teler?isig:? Equipment

Stage, Theatre
Television Lamps

Lee Lighting Filters

.-i"l _E-S"' - -Li. I\".-'."' F"l_ |!‘|.

WE ARE NOW
MAJOR SUPPLIERS
THROUGHOUT ASIA
FOR ALL LEADING BRANDS:

GE
GEC
SYLVANIA

PHILIPS
THORN

Sales @ Rental @ Service

105 RESERVE ROAD
ARTARMON, NSW 2064
SYDNEY, AUSTRALIA
TELEPHONE: (02) 439 6955

TELEX: 24482
CABLE: BARRYSYDNEY

Offices & Agents in:
KOREA
MALAYSIA

NEW ZEALAND
TAIWAN

SCENIC FOG EFFECT FILTERS.

What will they do for you?

(See answers below)

Can you rell the difference berween phoro A and
photo B? One is real fog, and the orher was shor using
a Harrison Scenic Fog Filter ro create the foq effect.

The newest creation in a long line of effects,
designed by Harrison, creares a narural looking fog
scene. Having less fog in the foreground and more fog
in the skyline — jusr like mother nature.

Now you can creare a narural looking fog using rhe
Scenic Fog Effects, anyplace, anytime. Varying the
degree of effect for a particular scene by using the (5)
different filrersin the ser. Individual filrers are available
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124 spay3 Doy Jiuadxx—y ‘D04 |[DINIDN—Y Siamsuy

dSizes range from all popular series sizes rhrough
professional 6.600 x 6.600.

Be prepared the next time you go on location. Call
or write Harrison with your Fog
requirements rogday!

- . =
Harrison -Harrison
6363 Sanra Monica Boulevard

Hollywood, California 20038
Phone: 213-464-8263 = Cable: HARALINE
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with a 35mm anamorphic camera, almost
all of the Vistavision plate is utilized, giving
a copy ratio of 2.17:1. If the same angmor-
phic unit is used on both the plate camera
and the plate projector, any optical distor-
tion incorporated at the time of photogra-
phy will be corrected on re-photography.

65mm ornginal photography and 70mm
projection iIs a non-anamorphic system
which gives an aspect ratio of 2.29:1. The
size of a 65mm camera aperture plate Is
2.072 x 0.906 in. (52.63 x 23.00mm). An
area of 1,88 sq. in. (1210 sq. mm). When
used with a 35mm anamorphic camera
the resultant copy ratio is 3.2:1.

The size of a 16mm camera aperture Is
0.404 x 0.295" (10.26 x 7.49mm), 0.119
sq. in. (76.85 sq. mm), making the use of a
16mm camera with a full-frame 35mm
process plate, where there IS gn image
area increase of 506%, a very attractive
proposition.

Another important reason to shoot
process plates with a full aperture gate in
a 35mm camera is the possibility of being
able to “flop-over” the plate so that it may
be used in either direction. Thus, provid-
ing there is no distinguishable lettering or
other “handed” object on the plate, a 3/4
back travelling plate can be used either
way round simply by projecting with the
emulsion towards the lens or to the light
source. For this reason, lettering, efc.,
should be avoided when shooting process
plates. 3

CINEMA WORKSHOP
Continued from Page 1072

cessful in zapping away the short, it actu-
ally burns a larger hole in the separator.
Thus, the rebirth of the cell is only tempo-
rary and the short will undoubtedly be
quick to return.

The other cause of the permanent bat-
tery failure is the “open circuit” condition
which will be the next topic. \
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: OPTICAL PRINTERS 35,16,S8 & 8mm.

ANIMATION STAND,COMPOUND TABLE

* STOP MOTION MOTORS, REMOTE CONTROLS

WITH LED COUNTER AND PRESETTER.
* INTERVALOMETER-TIMER, RANGE .2 Sec. - 2.7 Hr.
# BOLEX H8 SUPER 8 CONVERSIONS, ACME CEL PUNCH,
X 300 WATT QUARTZ LIGHT SOURCE, SEQUENCE CONTROL

FOR FURTHER INFORMATION DIRECT YOUR INQUIRIES TO:

J-K CAMERA ENGINEERING,INC.

o 5101 SAN LEANDRO ST., OAKLAND, CA. 94601-(415) 534-0018
mEesepsss s RERENE RS e R e ses s e ER s Ne =

Faa s s ssssdenseessenseeeen
CC IR T R TR TR O TR IR RO I IR TR S L IR I )

=

TECH CAMERA

Sales * Rentals * Service

%

PROFESSIONAL

Motion Picture,

Gideon Ben-Akiva * Bob Lovelace

TECH CAMERA

6370 Santa Monica Boulevard
Hollywood, California S0038

(213) 466-3238
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BEHIND THE SCENES
Continued from Page 1115

sailed to the coast of France.

There were many problems associated
with filming both vessels on an open sea.
“To get a clear skyline, we had to shoot
three miles out,” reports Watts. “If the
waves got higher than three feet, the own-
ers wouldn't let the sub out. We had to get
the shot within five consecutive days, and
it was raining when we arrived.

“Each day we had to ferry out cast, crew
and equipment to the steamer, transfer
everything across a heaving four-foot gap
between vessels—which looks like a mile
when you're going up and down in the
swells and have to jump—and by the end
of several days' shooting in those condi-
tions, everyone's hotel room was pitching
and swaying."

From La Rochelle, the production
moved to London's EMI-Elstree Studios.
Five of Elstree’s major sound stages had
been reserved for two massive sets which
would involve three months of construc-
tion and ten months of shooting.

These sets were the Well of the Souls
(where Indiana Jones finally locates the
Ark and its deadly protectors) and the
Temple of the Chachapoyon Warriors
(where Indiana encounters an ingenious
system of traps and snares).

Conceived by Lucas, the sets were de-
signed by STAR WARS Academy Award-
winning art director, Norman Reynolds,
who served as production designer on
THE EMPIRE STRIKES BACK as well as
RAIDERS. Under Reynolds’ direction,
more than 200 plasterers, carpenters,
riggers, painters, electricians, special
effects technicians and scenic artists
worked together as a team.

The sets may well be the most expen-
sive and complex built on a sound stage in
a decade. They may also be among the
last.

“The cost of producing sets like these is
huge,” says Reynolds. “Very shortly, infla-
tion will make it impossible to do this kind
of picture.”

Lucas adds, “That, in fact, is why | am
concentrating on this big production-value
type film now—while we can still afford it.”

The Well of the Souls is involved in one
of the film's most intriguing sequences.
After making careful calculations with the
headpiece of the Staff of Ra, Indiana
Jones finds the hallowed tomb, removes a
stone slab for access through the roof,
then discovers that what appears to be a
thick carpet on the Well's floor is in fact a
slithering mass of poisonous snakes.

Despite the obvious dangers, Spielberg
used more than 6,000 live reptiles, includ-
iIng pythons, cobras and boa constrictors,
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Producer Frank Marshall, doubling as a snake wrangler, sets up an insert of his scaly
charges on the Well of the Souls set. Says Marshall of this experience, “| had to cure myself of
a common phobia about snakes. But once you see other people, like a snake handler, not
worried about it, then you touch one. Then | got to be real comfortable with them.”

to shoot this sequence. All of these crea-
tures were handled by snake expert Mike
Culling and five well-trained assistants.
“Most of the cobras in the film are around
six feet long,” says Culling. “We did use a
12-foot one that took four of us to hold.”

Spielberg remembers, “Karen Allen
couldn’t find her mark because there were
over 6,000 snakes on the ground.”

Every unit member on the set wore
protective clothing: high rubber boots
and strengthened canvas trousers and
jackets.

"Most snakes should be handled with
caution, because most people can't iden-
tity them correctly,” says Culling. “The
cobras can Kill inside three minutes and
can paralyze a person in 30 seconds.
Their double fangs can punch through
thick leather and deliver sufficient venom
to stun their victim or make him uncon-
scious instantly.

"We couldn't film these scenes without
having serum standing by with a doctor
to administer it. In fact, the day before
we started shooting, we discovered the
serum was out of date and we had to have
a replacement stock specially flown in
from Paris, the only place we could find it."

Since there are no existing illustrations
of the Well of the Souls, Reynolds created
their Well from various Biblical and schol-
arly references.

The result was an impressively large al-
tar consisting of four towering statues of
the jackal-like Egyptian god, Anubis.
Standing 30 feet high, the statues support
the roof of the chamber that Indiana Jones
enters. Adjoining the Well of the Souls are
catacombs containing several hundred

human skeletons.

An equally impressive set was that of
the Temple of the Chachapoyon Warriors.
Among the devious traps laid for unwary
intruders like Indiana Jones are hundreds
of tarantulas, poisoned darts aimed to kill
when triggered by broken beams of light,
stone doors with steel teeth that clash
shut impaling their prey, and a colossal
boulder that blocks escape.

Appealing to everyone's worst fears,
Spielberg again opted for using real crea-
tures. Working with about 50 live tarantu-
las, he actually affixed them to the clothes
of Ford and actor Alfred Molina for their
scene in the temple.

Reynolds also designed two other
sets: Marion's Nepalese drinking den, The
Raven, which is razed to the ground by fire
and explosion; and a 100-acre excavation
site featuring extensive mineworks, tow-
ers, and bivouac for 1,000 Nazi soldiers
and Arab laborers.

The Nazis’ archeological excavation set
was dug out of the Sahara Desert on loca-
tion at Tozeur, Tunisia, in more than 130-
degree blistering heat. After searching the
Mediterranean for a suitable location,
Spielberg and Reynolds settled on the
STAR WARS canyon area in Tunisia.
Again, they were faced with an extensive
logistical task of building a major exterior
set 1,500 miles from their studio base in
England.

"We had to lay an aircraft landing strip
and two-foot-thick concrete taxiing area,
build mining shafts and lay truck rails on
wooden viaducts for hundreds of yards.
And it all had to be done in the middle
of summer when temperatures were 130
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degrees and more in the shade. From the
set construction point of view alone,”
Reynolds says, “| can tell you no effort
was spared. It's all there on the screen.”

Reynolds’ Academy Award-winning art
director, Les Dilley, concentrated on build-
ing and/or acquiring vehicles of the 1930s
era. He found an original Nazi staff car
for the thrilling chase scene in which the
Nazis attempt to escape from the desert
with the Ark. But the car's rarity made
it impractical to use in the chase se-
quences. Dilley turned to Classic Cars, an

English firm specializing in vintage car
renovation, and commissioned two rep-
licas using modern Jaguar chassis and
engines.

Assistant art director Fred Hole super-
vised the colossal destruction of the full-
sized Flying Wing aircraft he had re-
searched and designed for construction
by the Vickers Aeronautical firm. A suc-
cession of strategically placed charges
set by special effects expert Kit West
ripped the plane apart.

“Working with the British crew on RAID-
ERS was the best experience I've had
working on a movie. From Norman Rey-
nolds, the art director, and his entire
bunch, Doug Slocombe and his camera
crew, to the ‘chippies’ and the ‘sparks,
it was absolutely fulfilling. There was no
bitterness, no temperaments; everybody
worked together to make a good movie,”
says Spielberg.

He continues, “They worked faster than
any crew I've had, which is one of the main
reasons we finished the film 12 days
ahead of schedule. We were averaging
40 set-ups a day on location, and inside,
under difficult lighting conditions, we
were averaging 15 shots a day. That is the
fastest I've ever shot next to my experi-
ence in television. | never shot a picture
this quickly without having to compromise
quality. And it proved to me that you can
make a movie that should have cost $35
million for $20 million."

While Spielberg was filming at the
Elstree Studios, veteran action director
Mickey Moore was directing the second
unit in a hair-raising suspenseful chase
sequence which alone took five weeks to
film.

It was the first time Spielberg had
worked with a second unit director. While
Moore worked from nearly 200 storyboard
sketches provided by Spielberg, he made
many valuable additional contributions.

“Mickey kept to the basic sketches so
we could cut the picture, but for every
sketch he must have gotten me three or
four extra shots I'd never planned on get-
ting, bonuses that often were much better
than the original sketch | had drawn,” says
Spielberg. w
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New Cameras &

12-120 Angenieux "0 Finder C Mt

New chhnric Filters

’ Accessories
Arrillax 185GBS 4500.00
' Arriflgx 35mm 200° Mag 295.00
’ CP Gismo w/400° Mag 8400.00
CP400' Mitchell Mag 270.00
’ CPGismo Case 210.00
CP Mika/Light Bracke! 70.00
‘ CP 12X Findar &75.00
Fibrabilt Cases 50% Ol
IDI Crystal Pistol Probe 300.00
’ ProMaster 66 Casa i 90.00
QOxbarry Media Pro
' wiBolex Compiote 700000
Flimography Table with above 200.00
’ Spectra Pro Il Mater . 150 00
’ J4 Zoom Motor Package 1500 00
’ Used Cameras &
Accessories
’ ACL 200" Magazing 150,00
’ Auricon Conversions Crystal .. 450,00
BAH 70 TMRA Body 125.00
' BAHTOW2Smmi19 .. . .. .. 20000
Eclair ACL wiZ 200" Mag 4500 .00
' Eclair 400" ACL Mags 1000.00
Arri 16mm Fibreglass Blimp 500.00
’ Arti 18Bmm Melal Blimp 19500
Arritlex 35 1B, VS Motor, Case 1450 00
’ Arrillex 16 Animation Motor .. . B00.00
CP18A wiHead and Case 950,00
' Arritlax 185 Body 170000
Arriflex 185GS Boady 1900.00
' Arritlex BL w/12-120 Lens/Case 795000
CP Studio Rig 1100.00
' Video Cameéra w/9-108 Lens 14000 00
/ Used Sound
J Equipment
’ Used Nagra SNN 1500.00
MA11 Amplitiers 100.00
§ New Lenses
' Data Rings for Most
Angenieux Lenses 4500
‘ Angenieux 15x 10 1500.00
Arri TSmm Cinegon 12.2 39500
‘ Arrl 100mm Cinegon 12 495 00
Arri Mount 5.9 Anganinux 1490 00
' Canon 18-108 1.6 C Mt 500,00
Canon 9mm Wide Angle
' Altlachmaent ce e k2900
Contury Duplikin 4/Arri 5 75.00
' Century 6850mm 6.8 385.00
Century 3.5nmm CPR M1 550.00
Cantury 50mm 10.95 C M1 ... 200,00
Angenioux 1.5x Tele Attachment . 1500.00
Angenieux 9.5 10 57 CPR M1 . T00.00
Angenieux 10-150 CPR M1 3700.00
Angenieux 16-44 T1.3 CPR Mi 3300.00
’ Angenigux 28mm CPR M1 1000.00
Ultra T 8mm Arri?CPR Mt 1100.00
‘ Ultra T 12 Smm Arri/CPR MY 550.00
Ultra T 16mm ArtliCPR M{ . 450 .00
' Ultra T 25mm AriCPR Mt 360.00
Kingplik 25mm 12 Armi M1 150.00
‘ Kinoplik 75mm 12 Arrl M1 175.00
Kinoptik 100mm 12 Arri Mt _Asn 00
' Kinoptik 100mm 12 C Mt . e e s 25000
Kinoptik 150mm 125 Arri Mt ... .. .400.00
' Angenieux 12-240 “0O" Finder,
“C" Mt 300000
‘ Used Lenses
’ 25mm 1.4 Xenon Arri Mt 895.00
S0mm 12 Xenon Arrl Mt | . 150.00
‘ 10X12 Angenisux in BL Housing.  1200.00
Vario Switar 10-100 Bolex Mt 500.00
' 90557 Angenleux C Ml w/Finder . 1500.00
9.5-85 Angenieux Arri M1 1500.00
’ 12-120 Angenigoux C M1
wilong linder . . B00.00
’ Angenieux 50mm 11 u.': Mt . 150.00
12-240 Angenieux “O" Finder
‘ C M1 2000 .00
' Colortran 910 - 19.50
' Colortran 0 2500
Colortran #6 15.75
’ CP Dichoric Filter 2500
laniaro Dichroics 55.00
’ New Projectors
' Eimo 16mm Optlical Proj &G4 00
Eimo 20mm 1.4 Lens 75.00
' Eimo Twin Hi Fi Speakers S.00
singer Inataload 16mm Projector . . 585.00
' Singer 2120 16mm Projecior 495.00
Bauer RET 16mm Projeclor 750.00

P&1,0%

o " W W W W W . W

C IN E
Used Projectors

Siemonsa Sync Double Systemn
Projector : : 1250 00
t6mm Sound Projeciors lrnm 310500
w9l Day Warranty

Fairchiid TOO7 and T037 325.00
BAMH 745 Film Strip Projectors 59.00
3 for 150.00
Rocord Players 4 Speed 5 for 100.00
Sharp AD40] Cassetie
Recorders 51or 175.00
16mm Optical Magnatic
Projectors from 400 00
New Sound
Equipment

A1 LAS Sound Accessories 60% Ot
TS1-N Nagra SN Tape Winder 900.00
Altair Cable Tester v e - 20.00
Vega Model 83 Diversity Receiver .  900.00
Vega Modeal 7T Tranamitier;

Freq 161.780 .. - . 200.00
Beyer M500 Microphone . 7000
EVMiniMicHeadOnly ... ... ... ..2000
EV Hypercardiold Mic Capsule . . . . .50.00
EV Mypercardioid Cond System . . . 200,00
EV Omni Microphone 86 00
EV Single D Cardioid Mic .. ... 5000
EV Cardioid Mic .o s o 99,00
EV Cardioid wiBlast Filter .- 110,00
EV Cardiold Mic o2 14500
EV Cardioid w/Blast Fllter .0 = 15000
EV Studio Mic : 240.00
EVOmniMic . ... = B88.00
EY Omni Mic ah 85 00
EV Pro Monitor Speaker . . . s« 12500
Electronic Pre Amp : ... 15000

Editall 50% Off
GKC Amplitier Speaker 19500
GKC Mic Cue Head 55.00
GKC Mic Live Amp Model B 90.00

GKC Headphone Amplitier 500 39.00

SM Pitat Transter Unit 950.00
MNagra SNN Recorder 2400.00
Mic Minet . = .« - . #00.00
Resolver for SN 450.00
Nagra Stereo Recorder .. . 5000.00
AKG Power Supply .40.00
AKG Mic Capsule : v v - 30.00
AKG Lavalier Mic 100.00
AKG Mini Lav Mic .o+« 100.00
AKG Mic . s« « 50,00
Robins Small Tape Eraser %0.00
Robins Head Demagnetizer 11.00
Gibson Girl Y Tape Splices . & 00
Video Head Cleaning Kit 5.00
Sennheiser Headphones 2500
Sennheiser Headphones . .55.00
Sennheiser Power Supply 125.00
Sennheiser Dynamic Mic 150.00
Sennheiser Electret Cond Omni Mic 45.00
Sennheiser Direclional Mic 150.00
Sennheiser Mic . 100.00
Sennheiser Battery Aﬂlmur 60.00
Sennheiser Shockmount 40.00
Sennheiser Tranamitter . . 25.00
All Shure Products In Stock 35% ON
Sony Lavalier Mics 75.00
TELEX-All Products In Stock 38% ON
New Tripods
Arri Shoulder Support . .. 150.00
Cina 60 Snaplock Jr .=« 132.00
Gitzo 3 Section Monopod v o« « 3900
Gitzo Monopod . 45 00
Univ 168V Head, Flal base 380.00
Univ 2058V wiClaw Ball 525.00
Lisand Shoulder Mount e e 2900
Lisand Shoulder Brace, Video Mt . . 125.00
Quick Sat Quick Releases 50.00
Used Tripods

Used 100C Head w/Ball Leve! Base

& Case 1500.00
BAS 200 Lags 90.00
Miller F Head 130.00
Miller Pro Head 280.00
O'Connor 20 Head .. . . 400.00
O'Connor S0 w/BAS 200 Legs ... 950,00

Nome

For more Information on Motion Picture Equipment,
Sales, Service & Rentals, coll or write.

Please mail me odditional Information:
Service

OUND
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New Lighting

Cine 80 30 V. Head 149.00 ’
Coloriran PuP ., .. 2500
Colortran 3.8KX8 Dimmer Pack 900,00
Ple BS-2 Light Stands . . 16.00
Colortran FARCYC Light . 20 00
Colortran LOK3 30 Volt Light 49.00
Colortran Mini 10 Light 120.00
Colortran Dual 1000 85 00
Colortran Mini Pro Bsam Booster . . 1500
Colortran Mitee Grip 30.00
CP Bubblalite Kit (2-Lites) 400.00
CP Aorolite Kit 450.00
3200 K Bio Light . .. 100.00
J0V Frazrolini Bailt . 200
IOV Frezzl Lite Head 100
Kllegl 12° Scoop 60
Kliegl 16" Scoop 100
Space Cyc 100
C-T Mini Pan 20 100
G-T Super Scoop 60

Lowel Lighting Equipmaent

Barndoors for Tape Up Lugm
Ceiling Link

Black Matt Link Ersmm
Flag Frame ..

Link Umbrella

Water Weight

Case for K5 Kit

LQD Barndoor . .
Quartz D3 Light Kit .
CQuartzD3I&IKIT ...
Quartz D 4 Light Kit

5an 58888 uazrnony

SS8S383 38823888222 RR3RSRRR2R838 BI3R=8S88

Roll Up Cartier ;
Soft Light Barndoor Sat
Tota-Clamp
Tola-Mount
Tota Stand . .
Tota Daptor .1
Tota Vs Flag 6
Tota Kit 83 _.410
Tota Kit B4 T10
Large Varillector Stand & Case 350
#1 Reliectiors —Omni o vl
#2 Rellectors —Omni 30V ..B
Omni Full Scrim ..B
Omni Half Scrim Iy
Graduated Scrim 10
Cookaloris ....0
Omni I Kit . .. 700
Omni 4 Kit . .. 025
New Editing
Equipment

Ciro 35mm Splicer . . \ .150.00
Cinabug 35mm Perf Cross Frimu

Splicer . s« 19,00
Cine 1835 Pert Hlpilr Hl:hlnt .. 150.00
Perfix 16mm Film Mender | .. 180,00
Perfix 18 & 35mm Film Mundur 190.00
Perlix 16/35 & Filmstrip Mender . . . 220.00
Moviola Ext, Arm Assambly

Mod. 20 ... 100.00
Moviola Sound Reader __ . . . ... 1500
Moviola Search Head Kit for

Mod 20 . .. . o - 23100
Moviola Torgue Mﬂim Eunln::-: (185 & B6

Editors i ... 10000
16mm 4 Gang E'rm:hrnmnr 250.00
Spacer 16mm . 2.00
Friction Drag 4.00
Maior-Hancock Ho! E‘-pucir 500 00

Used Editing
Equipment

Moviola Upright . 1500.00
Moviola Upright w/Search/Opt/Mag

on Picture 1900.00

Subject To Pnor Sale!

TO ORDER
TOLL FREE

800-638-4480

Sales . Rentals

Address

11710 Baltimore Ave.

Beltsville, MD 20705 Clt
(301) 953-9600 -

C A8 8% 8 8 8 %83 A8 8 8 8 8 8% 8 8 8% 8% 8% 8 8% % % 8 8% 8%\
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By ROBERT BLALACK

The script for WOLFEN clearly and elo-
quently called out the idea of "Alien Vi-
sion,” as an integral part of the screenplay.
Alien Vision was a visual technique by
which some aspects of the character of
the Wolfen were to be presented. Wolfen
are not able to speak words, at least words
intelligible to humans. The director was
limited to showing the Wolfen in action,
showing their point of view, and having
people talk about them.

Before | was involved in the film, the di-
rector, Michael Wadleigh, and the pro-
ducer had commissioned a series of film
tests, before principal photography, with
various film emulsions, such as ultravio-
let-infrared. They also looked into the vari-
ous facilities with “electronic” printers to
see what they could do. Not satisfied with
the possibilities of the various technigues
open to them prior to principal photogra-
phy, they decided to shoot all of the Alien
Vision during daylight, so as to have a fully
exposed negative, and then, in post-pro-
duction, to deal with the problem of how to
transform the footage into "Alien Vision."

| was asked in September, 1980, to ex-
plore the possibilities of the footage they
shot. We structured a situation where for
ten weeks we would produce a series of
different “looks" for how the Wolfen saw at
night, how they saw during the day, what
they saw when they were looking at peo-
ple, what their memory looked like, and a
series of other tests. The most interesting
test series was called “SmelloVision,”
which was the director's term for the
Wolfen's ability to reconstruct what had
happened between people by the rem-
nants of the smells they left behind, a sort
of visualization of the detective's "nose.”

We went through a very extensive bat-
tery of tests, searching for the “day” look
and the “night” look. The night look tests
ranged from a black sky, to a sky that has
graduationin it, from blue to green. We did
a series of tests where we printed the fore-
ground with natural color, and tinted the
sky a series of colors. We added to these
permutations, a series of tests when we
flashed the red, green and blue separa-
tions, all the way to about a 1.2 density
flash over base, so that the contrast was

greatly reduced. Then we tried adding in
hi-con outlines which we derived either by
the color or the contrast in the scene.

We went through just about every pos-
sible printing combination that we could
come up with and showed Michael Wad-
leigh and Orion the material in the first part
of November. They arrived at a decision
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HOW THE WORLD LOOKS THROUGH THE EYES OF (CINEMATIC) WOLVES

Simulating a lupine point of view for the film WOLFEN involved a
great deal of testing, patience and a willingness to try new effects

for the night look, and wanted to do more
exploration on the day look, so we spent
another six weeks experimenting with
how Wolfen see during the day.

We went for a very desaturated look,
that was just a little above black and white.
When we cut the desaturated material
against the objective footage in the film,
we found that there wasn't enough visual
contrast between the objective photogra-
phy and the Alien Vision, so you really
didn't know which was normal and which
was Alien Vision. It turned out that the
‘electric’ look, which is in the film now,
was the most successful day look.

During January, 1981, we started into
production and worked thrugh June, up to
about two weeks before the release prints
were in the theaters. We did approxi-
mately thirty-five minutes of maternal dur-
ing the period of January to June, of
which, as they were continually editing,
they ended up using approximately
twenty minutes.

We had discussions during the test
phase as to whether the Wolfen point of
view should attempt to simulate realisti-
cally how a wolf sees. We ran very quickly
into a brick wall in that area, as we could
not find anyone who could say he had
seen through the eyes of Wolfen or
wolves. This area is very speculative, and
limited largely to dog research.

Some researchers feel that dogs see in
a monochrome, like black and white, and

that they don't distinguish color. Other re-
searchers feel that dogs have a color sen-
sitivity, but it is not experienced in the
same fashion that we experience color
sensitivity.

We rejected doing the Wolfen point of
view in black and white because, like the
desaturated material, it simply wasn't a
visually interesting point of view. We fi-
nally ended up taking the position that
what we had to do was create the idea of
how these creatures see, and not the real-
ity of how they see. We hoped to leave the
audience with an impression of how an-
other creature might see the world, as op-
posed to a scientific description.

Presenting the world through the eyes
of another was a key part of the script—
whether it was the Wolfen, the Indians, the
rich, or the detectives. Obviously the film
IS concerned both with different points of
view and the prejudice that we all have, at
some levels, for those points of view which
are not identical to our own.

Basically we had to come up with a se-
ries of techniques that worked visually,
and could be done with a volume of shots
somewhere between a hundred and fifty
and two hundred and fifty cuts. So the
techniques couldn't be so elaborate that
we simply wouldn't be able to do them
within the available time period.

The technique that we finally arrived at
for the night look was to derive the sky
matte from a panchromatic hi-con, taking

Robert Blalack accepting Academy “Oscar” for his work on special effects team of STAR
WARS. Of the WOLFEN project, he says, “Aside from the three key people who helped us
coordinate the exact requirements, there was a team of 12 people at Praxis [his company]
headed by Bob Block. To the degree that the effects are successful, the success was pro-
duced by the dedication to craft and teamwork which the entire group demonstrated through

their efforts.”




(TOP OF PAGE) Bright outlines around objects in this ghostly park scene create an almost “solarized” effect. (ABOVE) LEFT) One early
version of night vision simulated a “phosphorescent” feeling, in which the light appeared to come from within the objects and people. (RIGHT)
Daytime test in the abandoned ship graveyard. The blood red ship symbolizes the Wolfen perception of the anger and indifference of city life.

(BELOW LEFT) A day-for-night test wherein the “mustard gas” look was designed to provoke a feeling of the poison the Wolfen could taste.
(RIGHT) The same scene with a gradation of color in the sky. (BOTTOM OF PAGE) The scene as it finally appears in the film.
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(TOP OF PAGE) Desolate ghetto area of New York with dark sky printed in. (ABOVE LEFT) An early test for the color mood of Wall Street. The
black clouds obscure the gold hues of the area. (RIGHT) At one point the day exteriors were tested with a slightly green flesh tone and a pale

red sky. (BELOW LEFT) An early test for night vision, which had the Wolfen seeing night asif it were day. (RIGHT) An early test for night vision
in which the distant glow on the horizon simulates the energy from the city lights. (BOTTOM OF PAGE) A bridge scene with distant almost
white buildings silhouetted against a black sky.




the positive 5369 directly from the 5247
negative, using either red, green, blue or
white light. Then, based on what the color
was in the original sceen, we would make
a negative from that positive at the proper
exposure so that the negative would be-
come the sky matte. In about ninety-five
percent of the cases, we made the sky
matte in one full generation of positive and
negative.

Some of these lab procedures, such as
making the hi-con positives and separa-
tions were done at Technicolor. We tried to
push as many of the basic film elements
as possible onto Technicolor, because
when we got the film elements, we would
have to make a whole series of other cus-
tom film elements.

The basic problem on a job like this,
which is different from something like the
blue screen composites that | was respon-
sible for in STAR WARS, was that the
WOLFEN shots were each slightly differ-
ent in terms of how they would react to our
basic Alien Vision techniques. When you
set up to do a volume of blue screen shots,
you can lock into a set-up, as long as your
blue screen negative is exposed consist-
ently. Once you have a blue screen set-up,
it's a routine procedure to produce the
shots, and a large volume of blue screen
composites becomes little more than a
film handling problem.

In WOLFEN, we still had all of the film
handling problems and problems of mak-
ing intermediate elements, but the original
negatives varied wildly, because they
were shot under semi-controlled situa-
tions outdoors, where you cannot control
either the color of the sky or which part of
the sky the cameraman is framing. We
had to treat each shot differently, within
our general technique. It turned out in
some cases that a green separation was
better for a sky matte and in some cases
red was better, etc. We had to methodi-
cally work through each shot to find which
variation of the technique would work for
that particular shot.

We went through a whole series of tests
where the sky was an electric magenta,
people’s flesh tones were tinted yellow or
blue or green, a number of different com-
binations. We ended up with basically the
natural colors that are in the scene and the
addition of two separate hi-con overlays
which add a line outline, producing a glis-
tening effect.

The thing that was most intriguing in
terms of how we perceive color, was that
through all of the tests that we did the most
striking visual effect, the effect that had
the most impact with the largest group of
people, was the technique where we
printed back the scenes with their natural
color, with the addition of either the sky
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matte or an outline on top of it.

| found this to be contrary to what |
would have expected. | thought that peo-
ple would prefer the more “exotic” looks
we had achieved. So we found a very in-
teresting perceptual reality through all of
this testing.

The line outline which produced the
kind of glistening effect | mentioned has
been likened by some viewers to the “so-
larization” technique used in printing by
some still photographers. The word solar-
1zation 1s, of course, a kind of catch term
for all of the techniques involved with ma-
nipulating negative and positive images
from an original scene. In a sense, the
blue screen techniques involve elements
of solarization, where you use a negative
and a positive. There hasn't been a lot of
sophisticated work done In this area of so-
larization in motion pictures. What we did
just scratches the surface. What | think is
a more accurate description of what we
did is the term "masking techniques,’
where we create masks or mattes which
can either be hi-contrast or continuous
tone, to print down (or up) sections of the
image.

I mentioned earlier that all of the original
photographic material provided to us was
daylght exposed. The reason for this was
that once we generated a sky matte, we
could print the foreground either at full
daylight brightness or down as far as de-
sired. By printing the daylight negative
down a stop in exposure on the printer, we
produced the idea that the Wolfen had a
much more sensitive visual ability. They
could see night as if it was day, as far as
we mere mortals are concerned.

In the climactic sequence of WOLFEN
the two human characters stalking the
Wolfen use so-called “night scopes” to
see through the darkness. The director
deliberately put these electronic image
enhancers into the film in order to create
an analogy between what “weak” humans
have to use to see at night, as opposed to
the “strong” Wolfen, who use their own
eyes.

We found that the mask used to matte
the sky, when carefully exposed and de-
veloped, would matte only sky, and the
foreground below the sky would be unaf-
fected by the matte. In some cases we
would have to come in with rotoscope ani-
mation and clean up areas other than the
sky where we couldn't photographically
separate the sky and the foreground.

There was a whole series of shots
where there was some of the negative sky
matte appearing in the foreground, and it
didn’'t appear objectionable, and actually
enhanced the image. The sky was gener-
ally bright enough that if we were carefulin
how we made the positive first-generation
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panchromatic hi-con, and the negative
from it, we could clip the gray scale at a
point where we isolated the sky.

When we ran into a sky which was basi-
cally white, for some reason, that | am still
not clear about, it turned out that either a
white separation, red, green and/or blue,
would be the best first-generation posi-
tive. We had to wedge test the four color
combinations and see how the sky would
react on film. We would then pick the color
in the positive that produced the most
clear sky because that would then come
back dark in the negative.

The rim lighting effect which | men-
tioned earlier turned out to be a bonus
generated by an undersized sky matte. As
we increased the exposure of the sky
matte, we eliminated that line outline, or
rim light effect. The denser we made the
sky matte, the tighter the matte fights re-
ducing the rim light effect. It was the
choice of the producer and the director to
do a dramatic line outline which, in purely
technical terms, might be described as a
kind of “fringing.” It is somewhat ironic that
fringing is usually the element you fight to
get rid of in conventional composite work.
Itis certainly something you wouldn’'t want
to promote in blue screen. In fact, we goto
great lengths to avoid it in our blue screen
work.

The number of individual pieces of film
needed to generate the required effect
varied somewhat from scene to scene, but
for a typical scene we would composite
three color separations, printing back
each separation bi-packed with the sky
matte and a supplementary matte. So on
a night shot, we are typically looking at a
printback involving about seven pieces of
film.

On a day shot, the number of elements
were more elaborate. We were still print-
ing back from three color separations, and
we might have either a red or a green hi-
con, from which we would make five or
seven generations. We would also run a
light sky matte for the day material, which
was very thin. So we would have twelve to
fifteen intermediate pieces of film ele-
ments for the day shots.

As filmmakers again embrace the sub-
jective fantasy, which currently seems to
be the basic attraction to Hollywood's
“public,” this sort of imagery becomes
more attractive to filmmakers. We are cur-
rently providing sequences for CAT PEO-
PLE for Paul Schrader, and are testing se-
quences for ESCAPE ARTIST for Caleb
Deschanel. Both films have different
needs and involve quite different tech-
niques. | won't talk about them here, but
will leave the reader to make his own
judgement as to the success of this style

of image enhancement. &
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“RAIDERS” ACTION
Continued from Page 1111

phone call and its there within two hours.
It takes a lot of coordinating and a real
good game plan before you even get
started. And whateveritis, if you think you
might need it you'd better bring two of
them. Chances are they are just not avail-
able where you re shooting.

COMMENT: Aside from those prob-
lems, | should imagine there were
many others having to do with sheer
logistics—accommodations, trans-
portation, catering—that sort of
thing.?

RANDALL: Surprisingly not. Because
George Lucas shot in Tunisia before (on
STAR WARS) and we were using a lot of
his key production people, they had eve-
rything so well-organized that we had very
few foul-ups, as compared to doing films
on location in the States, where we have
problems on a daily basis. When you go
to a very primitive country like Tunisia
where there is a language barrier, you
have a right to expect all kinds of prob-
lems with a production company as big
as the one we had for RAIDERS. But
to have so few foul-ups is quite a feat in
itself and a tribute to the people in
those departments who were able to
accomplish it.

QUESTION: What about the language

Although as Stunt Coordinator he is not re-
quired to do so, Randall often performs the
most dangerous stunts himself to maintain
high crew morale.
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problem in those exotic locales?

RANDALL: Its strange, but I've done
three films in foreign countries where I've
had to work with a language problem and
its amazing that there is an international
language that we all speak and that is film.
Even though we might have different ter-
minology for equipment—we call it a
camera car, they call it a “casper;” we call
it scaffolding, they call it a “rostrum”™—its
basically all the same. So the language
difference, in my field, didn't really
present that big of a problem.

QUESTION: How did the English stunt-
men stack up against ours?

RANDALL: On the whole, the American
stuntmen are the finest stuntmen in the
world. In England, in recent years, they
have started to adopt the attitude of the
American stuntman—meaning that they
are more aggressive, more willing to take
chances in new fields. | found them to be
rather hesitant about trying something
they had not done before and proven.
They are not necessarily afraid of injury,
butthey are afraid of not being able to pull
it off and be successful with the stunt,
whereas a lot of American stunt gaffers
are willing to take those chances. When |
speak of taking chances, I'm not talking
about taking chances of hurting some-
body or getting somebody killed. I'm talk-
ing about committing a company to deal-
ing with a particular stunt in a certain way,
with the chance that it won't come off as
originally planned. There are American
stunt coordinators who will gamble, who
will risk that possibility of failing, but if they
are successful, they will have come
up with something original—something
unique. The English and European stunt-
men do not have the aggressiveness to do
that. They will sit back and more orless do
those things that they know will be suc-
cessful. Thats why we are continually
developing new techniques, new equip-
ment, new gags, whereas they have
lagged six or seven years behind us.

QUESTION: But how do they compare
in terms of actual ability to do the
stunts?

RANDALL: As far as ability goes, | found
that the boys that | had would compare
with some of the better stuntmen in Amer-
ica. They just need to be exposed to our
way of doing things a little more. The year
before RAIDERS | was in Libya for seven
or eight months on a picture and, again, |
had an international crew of stuntmen. |
had stuntmen from Spain, from America,
from England, from Italy, and that's one of

the reasons | was able to come up with
the crew | had on RAIDERS. I'd had an
opportunity to see and judge the better
stuntmen over there and knew them well.
They knew me well. So when RAIDERS
came about | was able to get those peo-
ple and put a cohesive team together that
could get the work done.

QUESTION: Aside from the truck
chase, what other sequences in the
film did you find especially challeng-
ing in terms of your work??

RANDALL: Every time | think of another
sequence | recall a different challenge
that we had, but | think that the piece of
action in the Well of The Souls sequence,
when Indiana Jones was on top of that 30-
foot statue and we took it through the
breakaway wall, was a special challenge.
It was a major feat in terms of the mechan-
ics and some great technicians and the
art department did a wonderful job. We
were able to do that for real. We had a man
on the head of that statue and took it
through a huge breakaway wall, which
was a considerable accomplishment.
Originally when they looked at it, they
thought they would have to use a dummy,
but | felt that we could rig it and devise the
proper safety measures so that we could
actually use a real man and get a much
more thrilling and believable piece of
business. It was quite a challenge, but we
were able to pull it off.

QUESTION: Didn’t Harrison Ford do
some of his own rope work in that
sequence?

RANDALL: Harrison did all of his own
rope work. We had an opportunity to work
with him on that. He got very good at it
and was able to do dialog while he was
doing stunts. That's one thing a stuntman
doesn’t have to worry about. He can
scream when he gets hurt and he can
cuss just before he has a wreck, but an
actor always has to stay in character and
still go through the same heartache and
trial that a stuntman does —so there is a
double burden on him.

QUESTION: How often do you find an
actor of star status who can do his own
stunts and is willing to do them?

RANDALL: Not often, but I'm the last per-
son to advocate having actors do their
own stunt work. | think it's foolish for a pro-
duction company to even consider letting
them do it, but | think there is a fine line
that can be drawn so that an actor can do

Continued on Page 1143
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(LEFT) Stunt Coordinator Glenn Randall sets up a scene in which Harrison Ford, as Indiana Jones, astride a magnificent white stallion, takes
off after a German truck on the set of the Tanis digs in Tunisia. (RIGHT) Ford has a go at it for the cameras. (BELOW LEFT) Jones runs for his life
as a huge boulder, crushing everything in its path, rolls relentlessly toward him. Ford performed this action himself—about a dozen times.
(RIGHT) Jones squares off to fight an Arab virtuoso swordsman with his whip, but takes a short cut by shooting him instead.

(LEFT) Director Steven Spielberg, always keen to be right in the middle of the action, spars with brawny Pat Roach, prior to the filming of
Roach’s big fight with Harrison Ford. (RIGHT) Ford moves in for the big fight scene with Roach under the Flying Wing. There was a near-
disaster when Ford tripped and fell and the wheel began to move across his tibia. The only thing that saved his leg from being shattered in a
hundred pieces was the fact that it was so hot that the rubber was soft and pliable, and the concrete pad was covered with two inches of sand.
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SUGARLAND EXPRESS. | would have

been in a helpless quandry had it not been
for seven years of making movies at hard
labor.

| really decided that the only way | could
bring this movie in for the budget and on
schedule, was to storyboard not only the
sequences involving fights and chases,
but also the sequences involving behavior,
attitudes and dialogue. | wound up having
to employ four artists instead of the usual
one, starting with Ed Verreaux, who was
my principal artist, and Dave Negron and

1140

Director Spielberg gives instructions to Ford and Allen prior to filming the climactic se-
quence of RAIDERS OF THE LOST ARK. (BELOW) Ford and Spielberg take a break beside the
tramp steamer Bantu Wind, in reality a trawler of Egyptian registry which was converted by
the art department and sailed to the coast of France for actual filming aboard on the high

Michael Lloyd and Joe Johnson up at ILM.

It took at least four artists to complete
my vision of the movie in the mere four
months | had of production design prep. In
the interest of saving money, we didn't
start prep until very early in 1980, for a
June start. Now, that's squeezing it pretty
tight. I'm used to at least a one-year prep,
and | only really had about six months to
prepare the picture from production de-
sign to casting, through location selection.

By storyboarding everything, | was re-
ally able to rely on only 50% of the story-

boards for most of the movie. What | usu-
ally do, on most projects is prepare with
drawings between 60% and 75% of the
film. Yet | won't feel compelled to stick to
every board, because | allow the boards to
be my fall-back design. But if I'm inspired
and some divine madness hits me and |
think of a better way to do something, | try
to be flexible enough to drop the home-
work and hear the inspiration.

Certainly, with CLOSE ENCOUNT-
ERS, the whole last 25 minutes of the
special effects were storyboarded and |
had to stick to the storyboards almost
maniacally, because a lot of the elements
had been photographed before our pro-
duction unit arrived in Mobile, Alabama,
and certainly a lot of the elements had
been shot to fit perfectly into those pre-
concepts. So | couldn’'t do much changing
there.

With “1941" there were a lot of changes
made because the on-set ideas kept get-
ting better and better. With RAIDERS, |
felt that | needed every storyboard to stay
on schedule. | probably stuck to the story-
boards on RAIDERS generally more than
| had in other situations, because | really
felt that, in my head, | had directed a pretty
good movie, way back in January, Febru-
ary, March—and why change it in June,
July, August and September? | stuck to a
lot of the storyboards, especially involving
the truck chase which was 100% story-
boarded, and Mickey Moore who substan-
tially directed the master shots and the
stunt work of the truck chase, pretty much
stuck to 85% of the sketches and did a
wonderful job. As a matter of fact, on each
slate, they would first give the scene num-
ber and they would flip the slate around
and there would be that sketch to compare
it to the actual shot achieved by the sec-
ond unit. That was a really good way to
work. Of course, Mickey, who himself is a
very creative individual, made the time to
add two or three shots of his own to make
the chase even more exciting.

| had never used a second unit director
before and | only agreed to use a second
unit director for the truck chase because it
was a very extensive pursuit and covered
alot of different locations. The second unit
began shooting the truck chase a week
before we came to Tunisia so they were
well into it when we arrived at Nefta. |
directed all the sequences involving
principals in the truck chase, everything
involving Harrison. Everything involving

wider shots using doubles, Mickey did. It
was really the only way to make the chase
exciting without adding an extra 15 days
to the 73 | scheduled.

As part of my pre-planning of the visual
style of the picture, | would cut out pictures
from different glossy color magazines on
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fashion or art or photography and | would
discuss them with Dougie Slocombe—
especially in terms of the general "look”
and such elements as cross-'.ghting. I'd
say, “"Dougie, I'd love to get them against
the hot window and let them go real black
against it.” And he would say, “Thats a
lovely shot and very attainable.” We did
that very early on.

| originally wanted a much moodier, al-
most neo-Brechtian style of light and
shadow for this film. | wanted the film to
resemble more, say, THE INFORMER—
the film being more film noir than | eventu-
ally accomplished. But | found that the
movie was beginning to paint itself out of
the corner | put it in, by the kind of sketchy
brightness which is Dougie’s forte and |
began to see what Dougie was doing. He
was giving it a fuller look. Not a flat look; he
was giving it a very nice backlit look, but a
very full backlit look and because of that
he was getting amazing depth of field due
to the number of lights he was using. In the
dailies, of course, it looked very dark and
moody and atmospheric, while on the set
it looked very bright, but he was not shoot-
ing wide open, to say the least. He was
stopping down. So between my original
discussions with Dougie about film noir
and the subsequent results from our col-
laboration, and seeing a couple of days'
dailies that looked kind of sketchy—very
sketchy—perhaps film noir, and then see-
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movie is much prettier in color than it is in
black and white.’

| believe that the photographic style of
this movie happened by itself through an
interesting compromise between what
Dougie loves to do and what | wanted from
him. We each came half way and we found
what will now be hopefully, the continuing
style of the RAIDERS saga.

There are all sorts of things that we had
to consider, like the Raven Bar. | wanted
the Raven to have big shadows on the
wall. So Dougie gave me these wonderful
shadows on the wall, but | wanted black
shadows and a good way to get black
shadows is not to use any fill light. How-
ever, if you don't use any fill light, you can't
see the eyes, and with the film as fast as it
IS today, one arc light, when directed
against somebody, and continuing on and
hitting anything other than black dubatine,
Is going to reflect back and fill in your
shadows. The walls of the Raven Bar in
RAIDERS OF THE LOST ARK were a
kind of cream adobe sod color and they
took a lot of the key light and just sent it
right back and diffused the shadows
against the wall, so | didn’t exactly get my
Brechtian black against white on the walls,
but Dougie still achieved a very classy,
moody look.

In the Peruvian sequence, which was
actually shot on Kauai, in the Hawaiian
Islands, | wanted a real jungle feeling—a
walking into a kind of netherworld that we
hadn't seen before. And | just loved the
way the sun in the morning would come
through the flora, so we used so much
smoke outdoors in broad daylight just to
get the sunbeams, those shards, to show
that it became a running gag all through
the film. We would be constantly saying,
“Are any shards showing yet? No? Then
more smoke, and Kit West, the effects
man, would go running through with his
hot smoker, chasing the wind. Of course,
the wind would shift and Kit, who preferred
to work alone, and weighed over 200
pounds, would suddenly double-time right
across a meadow and he'd pump the
smoke in. Sure enough, the smoke would
get there and the wind would shift again
and you'd see the little figure of Kit running
60 or 70 yards across the meadow, run-
ning like Earl Campbell. This happened
constantly, but with a lot of patience in
Hawalii and still staying ahead of schedule
we were able to get some really nice at-
mospheres with smoke.

Dougie, more than any cameraman l've
ever worked with, uses the sun as a key
arc light, and lets essentially everything
follow its route. | remember, in India on
CLOSE ENCOUNTERS, where Dougie
kept saying, "Can we choose the location

Continued on Page 1160
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“RAIDERS ACTION"
Continued from Page 1136

enough of the action to be recognizable
as actually having done it. I'd certainly
hate to see a company put actors in the
position of having to do their own stunts,
because it's a highly specialized field.
There are probably actors who would be
more than willing to try a lot of things, but
they would possibly not possess the
physical attributes that it takes to do
them. Harrison just happens to be capa-
ble of doing them. Yet, if you ask him, he’ll
say, “Not me! I'm the biggest coward in
the world.” But in actual fact, he is not. He
will go for a lot of things, and he’ll spend
the time to learn what he has to do to get
the job done, instead of just going out and

trying it.

QUESTION: You've said that there was
a great deal of pre-planning on this
project, but to what extent did you have
to improvise?

RANDALL: On RAIDERS the problems of
improvising we faced occurred on a daily
basis. We always had problems that we
had to overcome by devising a way of
doing things right now. Steven Spielberg
is very creative, and just when you think
you've got everything well in hand, he'll
throw something at you that just shatters
your game plan and you've got to be
quick on your feet to come up with a solu-
tion for him. As well-planned as you try to
be going into a film like this, you will al-
ways have unforeseen physical problems
—whether it's having to back a truck
down a half-mile because there is no
place for the driver to turn it around, or the
fact that a certain stunt didn't go accord-
ing to the game plan. Problems like that
you live with on a daily basis. It's a chal-
lenge. Even when everything is going
smoothly, its still a challenge to accom-
plish what you've set out to do.

QUESTION: In the sequence where the
giant rock chases Harrison, | under-
stand that he did that himself, but you
still had to coordinate the action, didn't
you?

RANDALL: We tested it. | had an oppor-
tunity to see it and time it and test the rate
at which the rock would roll. A lot of peo-
ple thought it was just a big phony ball. In
fact, it was a phony ball, but it was made
of plaster of Paris and I'm sure that it had
to weigh several hundred pounds. So if it
had hit Harrison, I'm sure he wouldn't
have known the difference between a real
rock and the phony one. It would still have

AMERICAN CINEMATOGRAPHER, NOVEMBER, 1981

done great damage. Harrison was there
while we tested it and ran it and timed it,
and we played with it quite a bit before we
felt comfortable in letting him do it. | re-
member that just prior to shooting the
scene someone raised the question as to
whether it would be safe for Harrison to
do it. Steven looked me straight in the eye
and said, “Glenn, is it safe?” It was a judg-
ment call. | felt that he could do it; | felt that
it was safe—and it was. We pulled it off
and, obviously, nobody was hurt.

QUESTION: | gather from what you've
just said that Steven Spielberg is not
one of those directors who just throws
caution (and safety) to the winds in the
pursuit of the most spectacular effect.
Is that true?

RANDALL: Yes. Steven is very safety con-
scious. In the filming of RAIDERS he re-
lied on me to make sure that things were
safe, and if | had any hesitation or doubts
about something maybe not being safe,
he would be the first to say, “Lets not do it
then.” A lot of directors would say, "If you
can't do it, then I'll find somebody who
can.” Steven never took that attitude. His
attitude was: "Glenn, you've had the ex-
perience and I'm going to trust in your
judgment.” | really didn't have to tell him
something was unsafe very many times,
and if | did, | always tried to have some-
thing to put in its place. I'd say, "Maybe
we can't do it this way, Steven, but possi-
bly, if you can accept it shot in a different
way, we can make it safe so that you can
get the same impact on film and maintain
the story that you are trying to tell.”

QUESTION: What elements do you
consider when making a judgment as
to whether a stunt is safe or unsafe.?

RANDALL: You're called on to make
those decisions a lot of times because
you're the expert in the field. Quite often
you're doing things that have not been
done before —or that you've never done
before—and these are judgment calls.
You have to judge the person doing it; you
have to judge the technicians handling
the effects; you have to judge the capabil-
ities of the people working in and around
that particular sequence —and then, hav-
ing weighed all those elements, you make
up your mind whether its safe or not.
There are a lot of unknown variables in-
volved. Fortunately (knock on wood!), I've
been working at this for 20 years and have
yet to get anybody hurt. Thats not to say
that it couldn’t happen tomorrow, but I'm
very, very conscious of safety—for actors,

Continued on Page 1152
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SPECIAL VISUAL EFFECTS
Continued from Page 1108

bulbs inside their clothes. The actual se-
quence was filmed mainly in long shots
and all of this was done in London. We had
only three days to shoot the entire end se-
quence, including all of the production
material leading up to the devastation.

After shooting everything in long shots
in London, | went around the set after it
was all finished and marked off sections
that | wanted. We shipped them back to
Marin County in a sea container, where
we rebuilt part of the set and shot all of the
closeups—using similar materials, using
our friends in the old harnesses again, us-
ing air cannons to affect the Nazis like a
big blast of wind hitting them.

Then we tackled the problem of creating
the ghosts. We had originally planned to
“materialize” the ghosts by using an ani-
mating technique, but when we finally
started getting into it, we discovered that
we weren't achieving the look that we
needed—to say nothing of the time that
would be needed to produce as many
ghosts as finally became necessary.

Also, the storyboards changed a little bit
as we moved along, so we came up with a
method of using our big tank, building ar-
matures and flying the “ghosts™ around in
water, using forward and backward mo-
tions. Steve Gawley, one of our model
shop experts, did the flying of the ghosts,
while | watched through our EMPIRE
camera. | would have a clip of the scene In
the camera, so that | could watch the mo-
tion of the ghosts in relation to the scene.
We shot enough footage to be sure that
we had as much as we needed and the
final ghost effects were put together opti-
cally by Conrad Buff. We would select and
edit all of the ghosts separately. We had
one shot in which we did about 50 passes
through the camera in order to get a swirl-
Ing vortex of ghosts.

To refer back to what | said earlier about
not giving the audience too much to see,
and yet not cheating them—some of
these shots were cut to go by very, very
fast, onthe screen and the amount of work
that would go into each of these shots
would seem out of proportion to the
amount of time that it would be on the
screen. However, if the impression IS
there, then you have succeeded and there
is no point in leaving the scene on the
screen any longer because, as | say, if you
leave it on too long and your edges start
showing, you begin to give yourself away.

We had a girl who was featured in only
one of the shots. We made her up and flew
her around on a wire rig. | shot the plates
of her in sharp focus and then rear-pro-

Continued overleaf
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The Nazi submarine was portrayed as hidden in a pen within a huge seaside cave, so this
miniature was built to simulate the entrance to the cave. (BELOW) Special effects technician
generates chemical clouds in a 7 x 7 x 4-foot water tank, in extension of the technique devel-
oped by Douglas Trumbull for CLOSE ENCOUNTERS OF THE THIRD KIND.
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A miniature of the huge grotto set in which the climactic (“Wrath of God") sequence of RAID-
ERS takes place. (OPPOSITE PAGE) The full-size grotto set built on a sound stage at EMI-
E_!stree Studios, Borehamwood, England. The set had to be very carefully rigged for explo-
sions and other special effects that contribute to the spectacular climactic action.







The villains in RAIDERS all meet horrible ends, as the Wrath of God strikes them. (LEFT) Life molds were made of the characters in the
screaming attitudes they would finally assume. The actors had to hold their positions while plaster castings were made of their features, after
which Makeup Artist Chris Walas had to rebuild their faces from the molds. (RIGHT) Belloq, the Frenchman, whose head was blown up by
using a sort of plaster skull with a pliable substance over it. Another villain had his head shrink and a third got his head melted down—layer by

layer.
jected them through an inversion layerin a
tank in order to achieve confusion and to
break up the image, taking the sharpness
away without losing the entire image. That
was, again, the case of a great deal of
work being devoted to a small bit of screen
time.

At any rate, once | had her image, | shot
a skeleton to match, lining it up by projec-

tion to get the effect of a “live” ghost turn- E >
ing into the face of Death. We then did a 3 ;&“

white-in optical and rear-projected that el- et "" * H 3 ﬂ s f" ”R“ ’

ement through a tank that would distort il i A -":*"t' Y 2T :.Jr '

the image and reduce it to just the right o A ( m - ;"r ﬂ 5 .y - s .G

amount of information that we wanted to + d{‘t. _fﬂu Bk sk K:‘W"‘A:‘ﬁ » FIM
show. This was done using our motion- e TR T T Y Y S ""_"""‘_‘"“"""”“"‘ S Arensy,,
control camera and high-speed track, with i

a rear-projector in synchronization. It was

all pre-programmed so that we could do a

number of takes to get confusion at vari-

ous levels, and then we would pick the

best one at dailies. Do
| feel that the most successful of the Q! '_..'_',
grisly ends of the three lead "Bad Guys"

(ABOVE RIGHT) A miniature of the beautifully sculptured golden lid of the Ark of the Covenant. (BELOW LEFT) Indiana and Marion in the
middle of the burning Raven Bar, early in the action. (RIGHT) Miniature of the interior of the Well of the Souls, with its supposedly huge statues
of jackals. The statues were also built full-size on the studio sound stage and one of them was rigged to crash through a wall with Harrison
Ford on top of it.




was the melting head of Toht. | liked that
one the best (if “like" is the right word).
That was actually done as a time-lapse
shot and Special Make-up Effects artist
Chris Walas did most of the work on that,
preparing the sculpture from a life mold
that was done on the lot in London while |
was there. The time-lapse for the melting
nhead was shot at a little less than a frame
a second and a certain amount of optical
work was done on the shot, which in-
cluded matting fire in on one side of the
frame. We did some other rather messy
things to the face to get it the way we
wanted it. We built the face and head out
of gelatin and used heat to make it melt.
Chris constructed it in layers, so that it
would meit down in a certain way. A lot of
people turn their heads when they see that
shot, so | guess it was successful.

We took life molds of the characters in
the screaming positions they would ulti-
mately reach. We had them hold their po-
sitions while we took castings of their
faces and then Chris Walas had to rebuild
their faces from the molds.

In the case of Bellog, the Frenchman,
we blew his head up by using a sort of
plaster skull with a pliable substance over
it to build the sculpture up. Then we took a
little bit of primer cord, quite a bit of com-
pressed air, two shotguns and a few blood
bags—and it all got pretty grisly. The
stage was an absolute mess after we got
that shot. We had to blow his head up
three times before we got what we
wanted. Then, since he was standing be-
hind the fire, we had to matte in the fire
(shot separately) over his face. That cut

Miniature Nazi soldiers are supported by a
jet of smoke for compositing into scene in
which they will be shown tumbling out of a
truck and over a cliff.
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was on the screen for maybe 30 frames —
Currently at

reduced a little over a second.

prices The shrinking head—which was not my
g favorite shot in the picture—involved an

Finnavaly awful lot of work, but it was one of those

; shots that we didn't have enough time to

''''''''''''
TE

do again and again in order to get it right.
Ul S T 1.0 ey However, George cut in just the right
iR C——" | amount of that shot in just the right place
Pih R e —and it worked.

Incidentally, the shrinking head effect
involved a vacuum and various exotic
materials. It took eight or nine people to
control the effect, manipulating different
levers inside the head, all of which had to
be done by hand.

During the pyrotechnics in the final se-
quence, when fire sweeps the Nazis,

g Bgdddgdg -i.|-..'

it And r:aming ﬂh 5Im is the
S U 89—a milestone in capsulc and "
: amplifier technology — that’s already ™~
become a favorite among performers and
sound engineers.

_ Everyone involved in the sound produc- there are a couple of shots which | feel
o L Erorlr I Or R Lot turned out quite well. One was the scene
nizes Neumann as the top of the line. A W,h'ch the fire from the Ark s*hnt o '?ff
Now. we're ﬂlﬁﬂ he]ping your bottom the island. It was a Iﬂng shot with the fire
line with a sizable reduction of prices. shooting from the top of the island into a
Write or call today for our new brochure hole in the clouds (which was filmed in our
and a listing of the dealers near you. cloud tank). The island was actually Marin
Island, just a few miles from |.L.M. in San
@ Francisco Bay. Michael Pangrazio painted
0 SOT HHAaAaN in added detail for the island itself. We
T o AUDIO CORPORATION : .
. 741 Washington St., New York, NY 10014 » (212) 741-7411 then shot the fire on a separate piece of
Audm“;;;f;:'é:gf:';‘;Jﬂ:}l:’;'mmm film and controlled it through a tube. The
P.O. Box 1180, 7100 Heibronn, West Germany clouds were also done as a separate item.
GA-19 All of this was then matted in with a reflec-

tion of the water.
We see the peak of the fire changing di-
rection. It starts coming back down onto

A.ﬂel' YOu've shol it your way. - the island, then sweeps down through the

# altar set, over the Nazis, who are all lying
shool l.t owur way. . dead on the ground. All of that was shot in

oy 3 miniature. The Nazis were only about 42
inches long.

We shot it upside-down, so that the fire
would actually rise toward the floor. We cut
away to Indiana and Marion tied to the
stake and then we cut back to a shot of the

WhBIB‘?G'I you fire going around them. The original plate
3;:5.‘[2?: g;:g' was done blue screen and | shot the fire in

: two pieces — a foreground fire and a back-
Cine-Craft Laboratories - ground fire—to actually put theminto the
Hollywood, Orlando, Minneapolis-St. Paul, and Denver, from fire and show them in a situation of peril.
coast-to-coast and in-between, we're right where you need us most. We Then we cut to the fire sweeping back in
offer a full range of lab services: 35mm and lémm processing and the other direction, revealing an empty set

printing, film-to-video transfers, filmstrips, sound mixing, blow-ups,
reductions, titling, opticals and more. much more.

with all the Nazis swept away. One of them
you see flying through the air burning up.
. We used a lot of gunpowder for that.

We're the moving image labs. Before the crew went off for location
shooting in Tunisia, | had discussed cer-
= i tain of the matte shots very carefully with

s Michael (Mickey) Moore, the second unit
WEStern C lne—C raft director, and he got pretty much the shots
CINE LABORATORIES that we needed—for instance, for the

312 S. Pearl Street 45 N. Texas Avenue truck-off-the-cliff shot. There was a matte
Denver. Colorado 80209 Orlando, Florida 32805

(303) 744-1017 (305) 298-0012 painting involved, of course, and we built a
4915 W. 35th Stree! 13062 Saticoy Stree miniature truck and used a few Stop-mo-
Minneapolis. Minnesota 55416 N. Hollywood. California 21605 tion puppet Nazis who flailed their arms
(612) 922-1360 (213) 765-1418 around in the air when the truck went off
the cliff.
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When the time came to shoot the Pan
American "China Clipper” sequence we
knew that there was apparently only one
similar seaplane in the world that still flies.
But that was in Puerto Rico and we didn't
have the budget to go there and film it. We
did discover, fortunately, that only about
five miles from |.L.M. there was a flying
boat of the required type in drydock. So
we made a miniature of this flying boat
that we found across the bay and did a hel-
icopter plate to show it flying in front of the
Golden Gate bridge. Then we matted that
in to create the illusion of having the plane
take off from San Francisco.

The actual full-size flying boat was not
in the water. It was on dry land and could
not float, so Jim Veilleux went over and
made a helicopter shot of a pier | had
found which would match the angle. We
shot the flying boat being boarded by
some people going up a ramp. The flying
boat, which was a British-made four-
engine seaplane, had one engine that
worked, so we showed them getting
aboard and then started up the engine.
For added realism, we put down some
pans of water to reflect light under the
wings. We then shot the plate of the flying
boat. We next went over to Treasure
Island, which is a nearby Naval base,
where we found a pier that looked pretty
good and which we could then matte un-
der the plate of the flying boat to put it into
the water. With the addition of a matte
painting to fill in the top part of the frame,
we had ourselves a shot of people getting
aboard the China Clipper.

We shot blue screen in London for the
Well of the Souls sequence. The cameras
were up on high rostrums against blue
screens and we shot only the area where
they were digging to find the entrance to
the Well of the Souls. Later on, in our
cloud tank, we put in a cloudy sky back-
ground. One of the shots had a big circular
vortex appearing in the center of it and
there were shots of Sallah commanding
the Arabs to dig harder and faster. There
were five or six shots like that. Then we
animated in the lightning and the rest of
the distance was taken care of by matte
paintings.

The sets we had to work with in London
were wonderful sets. They have great
master plasterers in England. For exam-
ple, in the Well of the Souls sequence,
they used 60 tons of plaster—an incredi-
ble amount of material. The big altar set
for the final sequence of the picture was all
built on one stage. It was very carefully
painted and detailed so that the rocks re-

ally looked like rocks, even though they
were a combination of Styrofoam and

plaster and pipe rigging. All of the shoot-
ing on that huge set was completed in 312
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THE LONDON INTERNATIONAL
FILM SCHOOL

New York, Hong Kong, Wellington, Toranto, Port of Spain, Tel Aviv, Teheran, Lagos, Melbourne —jusi
a few of the studios world wide in which our graduate students arc working

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

Students are thoroughly grounded in all the technical aspects of Film Making, benefiting from the
cxperience of staff who have spent a total of over 200 years in the industry. The 178 students from 42

different countries come privately or are sponsored by Governments, TV stations and Educational
Institutions

xi For turther information writée Lo

r & 4 '} The Administrator, The London International Film School.
24 Shelton Street, London WC2H 9HP.

HOEBUS

when you shoot
in No. California & Nevada

RENTALS/SALES/SERVICE
MOTION PICTURE, VIDEO
LIGHTING & GRIP EQUIPMENT

» Complete line of professional - T
quartz and HMI lighting— e
rental or sale

* Trucks, generators

* Delivery service

» Roscolux and Lee filters

« Complete line of GE, Sylvania
and HMI studio lamps in stock

» Grip equipment & production
supplies

PHOEBUS CO., INC.

145 Bluxome St. 50 Freeport Bivd., Suite 3
San Francisco, CA 94107 Reno/Sparks, NV 89431
(415) 543-7626 Telex 340-901 (702) 359-4519

days. Then it was torn down and sections
of it were shipped to |.L.M. to be rebuilt for
us to film the closer shots.

We did a lot of inserts and pick-up shots
— such as cuts of Marion in the cave with
the skulls and skeletons, and Indiana un-
der the truck during the chase — so we ful-
filled not only the special effects require-
ments but certain second unit functions,
as weill.

In terms of special effects, THE EM-
PIRE STRIKES BACK was more of a con-
trolled situation. We were concerned
mainly with stop-motion and a lot of
matte shots. RAIDERS was more of a
shoot-from-the-hip type of effects picture.
It was a different sort of challenge. It's fun
to work on different projects, where one Is
a certain way and another Is altogether
different.

We expanded our techniques, picking
up from CLOSE ENCOUNTERS OF THE
THIRD KIND the cloud tank technique
that Doug Trumbull and his associates de-
veloped and brought into our grammar.
We used that technigue and came up with
others that could be executed In water.
QOur big tank, the CLOSE ENCOUNTERS
tank, is 7 feet by 7 feet by 4 feet deep, and
it is in use all the time now. It opened up
some different avenues for us. In RAID-
ERS there were a lot of very tricky ani-
mated mattes involved in making the
material we shot in the tank actually work.
Sam Comstock and his crew did a great
job in coordinating all that.

We used rotoscope mattes principally
In what we called the altar sequence, the
final devastation sequence, where all the
ghosts are flying around the people and
you have closeups of the ghosts in pretty
close proximity to the Nazis. It required a
lot of very deft animation work, especially
where something would be crossing In
front of something else at one point, but
not at another. Not to forget the fact that a
number of the ghosts in that sequence
were animated.

Our Optical Photography Supervisor,
Bruce Nicholson, deserves considerable
praise for his contribution to RAIDERS.
We didn’'t have our usual fancy rear-
lighted blue screen in England. We had to
make do with a painted blue background,
the best blue that we could find. Bruce had
to deal with the results when the film was
sent back to |.L.M. He had to come up with
very, very complex density mattes in order
to put 20 or 30 ghost elements into one
shot— all separately photographed, be-
cause every ghost that appeared in RAID-
ERS was on a separate piece of film. We
never shot two or three at a time, with the
exception of the ghost vortex scene,
which required 50 passes through the
camera. All of that was extremely tedious
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and there was some very expert optical
matte work involved.

It was fun to work on RAIDERS, be-
cause there was a certain verve that was
established early in production. The pic-
ture was regarded, in a kind of tongue-
in-cheek way, as being a sort of “B" movie,
in that it was not the kind of project
that allowed you to make 10 or 12 takes on
a scene in order to get it perfect. You
would do two or three takes on a scene
and then move on to the next shot. That
kind of pacing of the production, which
came in under schedule and under
budget, lent a feeling of spontaneity to the
picture which | believe shows on the
screen.

The English crews have ways of work-
ing that are different from ours in the
States, but they are definitely a wonderful
work force, and very talented.

On RAIDERS | especially appreciated
the opportunity of working with Steven
Spielberg who, in my opinion, is one of the
best directors around. He is never at a loss
for an idea. He listens to advice and
chooses the best advice. He knows how
to set up a situation so that it flows incredi-
bly well and can work on schedule. It was
a great pleasure to work with him. El
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RAIDERS ACTION

as well as stuntmen. I'm a firm believer
that there is not a film that has ever been
made—or will be made—that is worth
anybody’s life or limb. We have lost more
stuntmen in the last seven or eight years
than we lost in the previous 30 years and |
believe it's because we are trying bigger
and more dangerous stunts all the time.

QUESTION: Do you think anything can
be done to cut down on these casual-
ties?

RANDALL: There are hundreds of new
people who are trying to get into our pro-
fession, due mainly to the publicity that it's
gotten during the last three or four years.
The competition is great and a lot of times
these people don't have the background
or experience to realize that the camera s
a tool which can create illusions that pro-
duce the same thrill as doing a major
stunt—Dbut without taking the risk. A lot of
kids new to the business have not been
exposed to the oldtimers enough to learn
the techniques to accomplish that. In-
stead of going at reckless speeds that are
uncontroliable, let the camera work for
you. Shoot at 18 frames per second in-
stead of 24, so that you can do things at
controlled speed. | feel that the mounting
casualties have been due mainly to lack of
experience —and, unfortunately, that lack
of experience gets people killed. And not
only stuntmen; it gets crew members
killed, too. We've lost a lot of cameramen,
for example. In my opinion, most of those
casualties could have been avoided. | al-
ways say that there is no such thing as an
accident. If a stunt is well thought out,
well-planned and well-executed, you are
not going ta have accidents.

QUESTION: Aside from letting the
camera work for you-which | feel is ex-
tremely important—-what are some of
the safety precautions that can be put
into play to cut down accidents?

RANDALL: When you get into the techni-
cal aspects of executing stunts, it's not
merely a matter of having the correct
safety equipment, but putting the right
people in charge of that equipment. You
can have the safest piece of equipment in
the world, but in the hands of somebody
who is not qualified to handle that equip-
ment, it can get people killed. So | feel
that one of my biggest responsibilities is
making sure that | put the right people in
the right positions. We have a lot of tre-
mendously talented stuntmen, but they
don't all possess equal talent in every as-
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pect of stunt work. For example, one man
might have a special talent with motorcy-
cles, but he might not be able to handle
horses for a Western. Or maybe he can
handle horses, but he can't handle cars.
So, again, it's a judgment call as to who
you put into those positions.

QUESTION: What are the problems at-
tendant to doubling an actor?

RANDALL: A lot of times you are locked
into doubling an actor and you might find
someone who can do that particular
stunt, but he is not a good double for your
actor. Thats when it starts to get a little
tricky in respect to getting it all accom-
plished without getting somebody hurt.
We used four different people to double
Harrison. They all possessed more or less
equal talents, but some of them were
more strongly suited for one thing than the
other. So we used them in the areas
where they could do the best jobs.

QUESTION: Are stuntmen rather rig-
idly specialized in terms of the types of
stunts they can do-or prefer to do?

RANDALL: Years ago we used to be a
profession of specialists, so if somebody
were known as a “car man,” chances are
that's all he would be able to do. Or if he
worked in Westerns, he would be able to
drive horses or fall horses and teams and
that's about all. Then the industry slowed
down in general and the specialist could
no longer make a livelihood doing just one
thing. If production companies were not
making his kind of film, he didn't survive.
The generation in which | came into the
industry was a more diversified genera-
tion. It was a generation of stuntmen who
were capable of doing high falls, car
work, motorcycle work and fire work. They
trained themselves to be able to do all of
those things. Now [ find that, because of
the size and scope of the stunts that are
being attempted nowadays, they are kind
of going back to being specialists. When |
first came into the industry | was known as
a very good high-fall man, and | went as
high as anybody in the industry. In today's
market | wouldn't even classify myself as
a high-fall man. We used to fall 60 or 70
feet into boxes. loday they've got kids
who jump 200 feet—incredible heights. |
don't think | could look down from that
height and even consider jumping. We
are getting back into the age of the highly-
specialized technician in a given field,
but there will always be a demand for a
good general, all-around stuntman.

QUESTION: Is your own team com-
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prised mainly of specialists?

RANDALL: When I'm preparing to do a
show, wherever it might be, I'm going to
surround myself with those people who
do a number of things, because it makes
me more versatile on a job. | don’t have to
tell a director, "No | can't do it, because
I've got the wrong personnel. I've got to
call back to Hollywood and have some-
body sent out next week so that we can
doit.” If you surround yourself with people
who are capable of doing all of the differ-
ent kinds of stunts, you are going to be
successful.

QUESTION: Getting back to RAIDERS
OF THE LOST ARK, can you tell me
more about that under-the-truck stunt
in the chase sequence?

RANDALL: The basic stunt had been
done years ago in John Fords STAGE-
COACH, as I'm sure you're well aware. We
had problems with the truck that we
wouldn't have had with a stagecoach,
which is much higher off the ground. The
ball housing in the back of the truck we
used was, | think, only eight inches above
the ground, so that to drag a man from the
front of the truck all the way to the back of
the truck was almost an impossibility. We
looked at tires of various sizes to see if we
could get added height off the ground
that way. The only solution we could come
up with was to dig a channel 150 or 200
yards long —wide enough so that a man
could lie in it, yet narrow enough so that |
could get a wheel on either side of it. We
figured that would give us the additional
four or five inches we would need to pass
a man under the truck. We couldn't make
the trench too deep, because then he
would have gone out of sight and the audi-
ence would not have been able to see
what was happening. So the depth was
very critical; it had to be right on the
money. It couldn't be too deep, but it had
to be just deep enough. As far as the rig-
ging to go under the truck was con-
cerned, we used basically the same rig-
ging that they used in STAGECOACH. It
was an iron rod that allowed a man to hold
onto it and keep straight so that, as the
truck passed over him, he could stay be-
tween the wheels. Terry Leonard, one of
the two Americans | brought over (Chuck
Waters was the other), did this stunt and

most of the truck sequence doubling for
Harrison Ford.

QUESTION: Was Terry Leonard the one
who did a similar stunt for LEGEND OF
THE LONE RANGER?

RANDALL: Yes, and he had an accident
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on the picture that could have been a crip-
pling one for him. While he was attempt-
ing it, a horse stepped on him and pulled
him off his rod and the stagecoach ran
over him. When we got ready to do the
truck sequence for us he was just recover-
ing from a bad leg injury where the wheel
had run over it and he had to get himself
prepared, because he would be doing
the same kind of stunt. But he did a fine
job and, fortunately, things worked better
for him this time than they did on THE
LONE RANGER.

QUESTION: What is involved in psych-
ing yourself up for an especially dan-
gerous stunt?

RANDALL: It really depends upon how
comfortable you feel with the stunt that
you are doing, and how qualified you are
to do that stunt. I'm sure that people who
are attempting things that perhaps
they've never attempted before have more
anxieties than somebody who has al-
ready accomplished that particular stunt
and knows all there is to know about it and
exactly what is going to happen. Such
anxiety could work for you and it could
work against you. Sometimes you need
that additional adrenalin to accomplish
whatever you are attempting —and some-
times your problem could be having too
much adrenalin and overshooting your
mark—going faster than you should be
going, jumping farther than.you should
have jumped, not having clear vision of
what you're doing because there is too
much adrenalin pumping through your
system. It can work either way.

QUESTION: How do external personal
problems that have nothing to do with
the stunt affect a stuntman’'s profi-
ciency-problems like a fight with his
girifriend or his wife leaving him-the
usual?

RANDALL: We've all had our problems
and woes in life, but when hes faced with
a situation that can kill him, | don't think a
normal man has anything on his mind
other than what hes doing. He has his
home life, his mortgage and whatever
other problems there may be, but when
he's confronted with that life-or-death sit-
uation, thats foremost in his mind. And if
it's not, then he shouldn't do the stunt.

QUESTION: Have you ever had a stunt-
man say, “Look, I'm having problems. |
just can’t go through with this.”?

RANDALL: I've had stuntmen say that
they d rather not do a particular stunt—
and | respect them for it. | respect them
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wood, by Gideon Ben-

CURTAIN 1 / Akiva and Robert Love-
GOING UP lace. Both Mr. Ben-Akiva
V and Mr. Lovelace have

long been in manufactur-
ing, sales, rentals and serv-
ice to professionals in the
motion picture, TV and
video industry. Both wel-
come the opportunity for
continued service and the
challenge of innovative in-
dustry developments
pointing to a bright new fu-
ture for our industry.

| j——
- ]

— —

- |

TECH CAMERA

6370 Santa Monica Boulevard
Hollywood, California 90038
(213) 466-3238
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because they have good common sense.
They are not being forced into something.
Their egos are not forcing them to do
something that they are not capable of
doing. So | respect the stuntman who
says, "Glenn, maybe we ought to find
someone else to do this particular stunt,
because | don't feel comfortable with it.” |
think that, on the whole, most stuntmen
are like that. | don't think that they are go-
ing to jeopardize life, imb or career at-
tempting something that they know they
shouldn't be atttempting.

QUESTION: Aside from sheer inexperi-
ence, what do you feel is the main
cause of accidents among stuntmen?

RANDALL: A lot of times good stuntmen
—and | qualify them as "good stuntmen”
because we have both kinds—good stunt-
men normally get hurt on a stunt because
they have become so familiarized with it
that they have developed what | call a
“contempt” for that particular stunt. They
no longer take the added precaution.
They no longer get as psyched up to do ft.
And then it catches them. All of a sudden
something happens and they really aren't
mentally prepared for it—only because
they had contempt for it going in. |'ve seen
that happen on quite a few occasions and
| lost a dear friend who was doing a stunt
that he had done for me in a large show
situation maybe 150 times on a daily ba-
sis. A year later, after doing it that many
times for a full season, he was killed doing
the same stunt on a movie—because he
didn't take the extra precaution. He was
so familiar with that particular gag that, in
his mind, nothing could go wrong. It was
so cut and dried. But it isn't! Stunt work
isn’t cut and dried. There's always those
variables which, if you don't pay strict at-
tention to them, can get you maimed or
killed or get somebody else injured.

QUESTION: What would you recom-
mend by way of training for young men
who are thrilled with the romantic idea
of becoming stuntmen?

RANDALL: My first advice would be for
them to stay in school and try to find an-
other profession. Being a stuntman is not
an easy profession. There are a lot of
things that go into the making of a suc-
cessful stuntman-first and foremost of
which is a certain kind of athletic ability. If
someone is totally dedicated and deter-
mined to come to Hollywood to be a stunt-
man, | would say that he should bring a
particular talent with him. He should find
an area in which he can excel and then
excel in it before he tries to get into this

FOR VIDEO
PRODUCTION
ON LOCATION
OR IN STUDIO,
NO ONE HELPS
YOU COVER THE

WASHINGTON

AREA LIKE
VOX-CAM.

Whether your business is
national news coverage or
local commercial productions,
Vox-Cam can provide you with
the equipment, studio and
service to successfully com-
plete your most demanding
video assignments. For loca-
tion productions, our extensive
line of broadcast quality rental
equipment gives you the ability
to cover all your video needs in
one convenient stop. In the
studio, our newly completed
production facility incorpo-
rates a 50" x 30" sound studio
with 1" and 3/4” video tape
capabilities and CMX editing,
plus the latest in lighting and
control room technology. Our
professional staff can provide
you with the technical skills
and service to make sure the
job is done right. We also offer
around-the-clock service and
delivery. So next time vyou
need to cover the Washington/
Baltimore area come to
Vox-Cam for complete video
production coverage. Call or
write for our latest brochure.

al

VOX-CAM

ASSOCIATES, LTD.

3

L

|

VOX-CAM ASSOCIATES, LTD.
813 SILVER SPRING AVENUE
SILVER SPRING, MD 208170
(3017) 589-5377

=
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industry. I've found in recent years that the
boys who have become successful have

YOU CAN'T SHOOT A PICTURE been pulled into Hollywood for a given tal-

WITHOUT A BUDGET! ent—whether it's skydiving or expert high e o et
So — Master The Art of Motion work or championship motorcycle or car 2 Ef;ﬁ 423
) . driving or whatever. You should have 1 shoulder pod
Picture Budgetmg! | something special to offer Hollywood be- | Eabtasy bate
fore thinking that you re just going to go out s e s
there and break the door down. | would SELASONE i

USED 16mm Equipment
for sale

2nd PRINTING

37,90C,00

The Holdly wood Gusde 1o

constant spoed rotor
510,000.00
2 MaGazines

Fillm Budgefing say that it takes as much dedication, as o L —
and much hard work to become a successful | i eportar awplifiat
5 ; i | shoulder pod
Saipt Breakdown stuntman as it does to become a success e v
ful actor—and the chances are that you Auricon Pro 600~ Mod. O 77-C $1,000.00
" 1 Angenieux 12-120 lense
| would be able to make a living more 1 Auricon MA-11 Inverter Mod, 100D SN3443
= I Auricon Amp Mixer MA 11C 75-186 2 mike
| quickly as an actor than as a stuntman. 2 Auricon magazines 400° Auricon
1 Auricon Charger, Amp MA 1IC
Auricon Optical T";i_:h; .',"q:ﬁ:,- Offer
- Machine] fo ' mag.
QUESTION: Assuming that a man has Nad1 _‘,’;“.“‘[_,ﬂ”':' ‘ i
all the right attributes, how long do you ! 15m, 1%, 75 s
r think it would take him to become es- R L T D Bl § 0.0
tablished as a professional stuntman -2 i B e
- * r'.l. . fromc:ob; »00.00
h ln Hnl[ywood? jré;-tl;:-;‘;zu ANCETEEALY

¢ Atteries
< MaGazZ 1nes
and othtr extras
Frezzolini Cordless Mod. M 571 DC $3,500.00
Angeniewx 12 to 120 5N 1264481
3 Miechel Mays SN 5242, 6876, 6528
Ssound recording hoad SN 77226
Transit 0 sound audio amp
£ Transit 0 sound audio amp chargers
i camera battery charger

RANDALL: | would say that it would take
anywhere from seven to ten years to be-
come established well enough to where
he could make a living at it—and that’s if
he has the talent, gets the breaks and has Y cimmre tiary otk

the right attitude, the cooperative make- iy ety
up to be able to join in with a society of SIS’ hasvy” cuty

people who are dedicated to doing
stunts. They make you conform more to
their patterns, as opposed to coming in
with your own ideas, because their pat-

by Danford Chamness

An extraordinary “How To" book — “THE HOLLY-
WO0O0D GUIDE TO FILM BUDGETING AND SCRIPT
BREAKDOWN." one of the most useful books
published for the independent film-maker.
Recommended to production people on all levels.
.| It's the basic budgeting book — comprehensive and
clear. Most important, it's written by a production
professional, Danford Chamness.

Frezolini Mod. 571 AC
Loy only
sound recording head
Frezolinli cordless Mod. 571 ©C 300.00
body only
Fro—600 Mod, OM=75 of for
Anginieoux lLense 9.5 o 95
QU 1r1E

S 500.00

courses nationally. This 224 page book has fully
lustrated examples, techniques and formats and
Incluges:

® A FULL SHOOTING SCRIPT @ SCRIPT BREAK-
DOWN METHOD @ PRODUCTION BOARD LAY- |

been dewveloped by the oldtimers and if
you come in as a cocky, aggressive,
brave young man, they really don't want
you around them, because they don't

Frezaolint Power Inverter
Mrad, 100D

gasy manner, that anyone can grasp a firm under- . g e P o5 k0. 4

standing of the required techniques which Holly- over many years, after a high cost in inju- 2" mont

wood production managers use. It is considered an ries and lives. As a result, there is a cer- e, " UL S e
important text book by many colleges teaching film tain attitude toward doing stunts that has Angenieux Lense 25-250 2,750.00

200 _00

rako Film Prooessor Mod. 216 15,000.00

1= 35mm 60 fpm
also spare parts
Neumade and Edigquip rewinds
L rom:

OUT TECHNIQUE e PRODUCTION BOARD want to be responsible for what's going to i
MANIPULATION ® FINALIZING PRODUCTION happen to you or what you might do to 2 moviesaope viewrs
BOARD TO MASTER PRODUCTION SCHEDULE someone else. It's normally people who ot malickr =MLl G HGRI)
® FULL FOLDOUT PRODUCTION BOARD PANELS have that cocky attitude, that dare-devil, moader, Dual Mip S8/111
® COMPLETE SAMPLE BUDGET WORKED OUT devil-may-care way about them that the ¢ Peiaton WGBS B
T:Ifg :lr? lsuugllil*:] EleFIPHHAh;:T:T:ﬂEESTPuEﬁ | | BAPencncec.animen Wantty Siay. oont- precision Unitized 3 gang | 400,00
OF CAST AND CREW TO MAN HOURS COST e pletely away from. It is not a dare-devil el 1033 with synch rotor

| E“UIPMﬁHT COSTS @ LOCAL LOCATIONS e business. Its a business that has been Im;vi;li:;,;T.I;—::;.l I;u.r:! $00. O
DISTANT LOCATIONS @ PRODUCERS OPTIONS developed and tested and proven and R orille=sbas i ic i
® FACTUAL BUDGETING BY USING “THE they want to keep it safe. B Stacie Fan

magnetic sowd roador
apllfiers Moxl, 1027A
I Precision Sound Readdey 100,00
anpllfler worklng
ognasync Dubher Syston 8,000.00
=400 scries type 15
recarder P.H.
2=400 series type 1!
recorder P.D.
i=moxl, 790 intorlock
l-mend, 801 st
1 Gulliotine tape filmsplicer 100.00
Maler Hanoock hot filmsplicer 195.00

BROOKS STANDARD RATE BOOK" FOR CURRENT
GUILD & UNION SALARIES DATA e PRE-
PRODUCTION PLANNING TO SAVE THOUSANDS
OF PRODUCTION DOLLARS.

ORDER NOW! DON'T DELAY-LIMITED EDITION
In The United States $18.00 Per Copy

Plus $2.00 shipping
Send Money Order or Check

Canada and Foreign Countries MUST SEND U.S.
MONEY ORDERS ONLY. NO OTHERS WILL BE AC-
CEPTED. $28 Per Copy includes Shipping. Bookstores,
Book Dealers, Universities write for special

QUESTION: Is there any specific sport
that you feel would prepare someone
especially well to become a stuntman?

RANDALL: I've always felt that football
players possess a lot of the attributes that
would be useful in doing stunt work. They
are used to getting knocked down and
getting up and having to run another play.
They have learned that you have to play

Miller Fluid Tripod Head 300 .00

W/ wooden legs.

For complete list,callor write:

discounts even when you're hurt. That kind of goes AL MAJOR

THE STANLEY J. BROOKS CO. along with doing stunt work. There are a :'g EEX 22013

1460 Westwood Blvd., Suite 303 lot of times when you have to do a stunt— TAMPA, FL.33622
Los Angeles, CA 90024 \ whether it be laying a motorcycle down or 1813/1876-1313
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GENTURY STANDS
and Accessories

MADE B¥"PROS FOR PROS

Comp ldte line of these
hard- to d grip helpers
in stocks

3001 — CENTURY STAND
40" standard, double riser
with “sliding leg,” folding
type, includes removable
grip head and single exten-
sion arm, %" stud, $165.00.
3001-S — CENTURY
STAND 30" shorty, $160.00.
3003 — GRIP HEAD with sin-
gle extension arm, $52.50.

| 3004 — GRIP HEAD with
double extension arm,
$69.50.

3005 — GOBO ADAPTER
and 40" arm, $26.00.

3006 — CENTURY STAND
60" high boy, double riser
with "sliding leg,” folding
type, includes removable
grip head and single exten-
sion arm, %" stud, $175.00.

3001

- l.?«‘

3004
3060

COMBO lTlHl.'l. $1 75.00 \'

COMBO HHEELS. $60.00

BIRNS & SAWYER

1026 N. HIGHLAND AVE.

falling off a horse-—when you get
thumped or rocked pretty good, and you
have to be able to get back up and do
it again. You've got to possess the inner
strength to be able to do that. A lot of
other sports—high diving, for example -
do not provide the exposure to pain thatis
sometimes involved in doing stunts.
Thats not to say that a stuntman Is a
meathead who is only capable of getting
hurt and getting up and doing it again,
but there are those times and you've got
to have the inner strength to get up and go
again.

QUESTION: Would gymnastics be
good preparation for becoming a
stuntman?

RANDALL: Gymnastics would be good
preparation for doing all of the fancy
moves, but there are so many different ar-
eas of stunt work. Some of them involve
dragging somebody behind a truck and
bouncing him across a road. But the real
bread and butter, the meat and potatoes
of stunt work, is falling down on the
ground-whether it's falling out of a car or
off of a stagecoach or out of an airplane.
When you hit the ground at speed or from
any height, it hurts, and | don't care how
good you are, you have to get up and do it
again.

QUESTION: Thinking back to your ex-
perience in working on RAIDERS OF
THE LOST ARK, what one particular
thing sticks in your mind?

RANDALL: The stunt crew that we had.
I'd had an opportunity to meet all of those
stuntmen on various shows, but when |
brought them all together they had not
met each other. | knew what | was getting,
but they were unknowns to each other, Iin
a certain sense. However, great friend-
ships developed between them. We had
several boys who were our in-house
clowns and they just got together and had
great times. More important—there was
total cooperation as a crew, as a group of
guys all working together. They were not
competing. It was not an international
competition going on. It was total cooper-
ation among all the guys, and | was
pleased and happy that they worked to-
gether as hard as they did. No matter who
was doing the stunt, everybody was there
to help him, and it was a collective effort. |
think that is one of the reasons that it came
off as well as it did. We knew as a group,
even though we were all foreign to each
other in a lot of respects, that we had total
support. There was a high degree of pro-

Motion Picture

Sale

Check these prices on quality
new and used professional
motion picture equipment.

Cameras
Arriflex 16 BLw/12-120 S4700.
Eclair ACL

Frezzi-cordless w/12-120

Bolex Pro 16 w/12-120
Canon Scoopic 16M
Canon Scoopic 16

Bolex Rex 5

Kodak Cine Special

Bealieu R16 BPZ w/12-120

Bell & Howell 70DR

Arrifiex 16 BL 400’ magazines . . .
Mitchell 400’ magazines

Sound

Nagra ll w/Crystal

Nagra SN

Jensen 205 S synchronizer i
Swintek Mark 3-50 A wireless .. 1100.
Nagra SLO—NEW

Tanberg Model i :
Magnasync 702 16mm recorder . 1600.

Editing

HFC 4 gang motorized synchronizer $400.
Ediquip 4 gang

Ediquip sound reader

HFC differential rewind

Moviscop viewer

Magnasync M 79 B editor

Maier Hancock 816 splicer

Lighting

Colortran Quartz King 1000
Sylvania SG-77 Sungun Kit . . . . ..
Colortran Multibeam 2000
Colortran Pro light kit

Colortran Multi-10

Projectors

Bell & Howell 285

Bolex S-221

Bell & Howell 1590 C

Bell & Howell 552

Bell & Howell 1574 C —NEW . . .

. plus many more.

181 Second Street / San Francisco / CA / 94105
415 / 495-3852

LOS ANGELES, CA 30038

(213) 466-8211 » TELEX 673280 fessionalism and brotherhood among the

stuntmen. | found that very gratifying. =&
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The Bogen
Fluid Head

Now you can
roll 'em without
rocking the boat.

Bogen's new lightweight, profes-
sional quality, fluid-damped tripod
head is designed for cine and video
cameras weighing up to 22 Ibs. It's
the perfect head for Bogen's Uni-
versal Tripod, Heavy Duty Tripod
and Cine/Video Dolly.

To find out more about this ex-
ceptional yet affordable equip-
ment, contact your dealer or
write: Bogen Photo Corp., 100 So.
Van Brunt St., P.O. Box 448, Engle-
wood, NJ 07631.

Lester Bogen doesn’'t sell anything
he wouldn’t buy himseilf.

PhatoCorp.
100 50. Van Brunt St P.0. Box 448, Englewood, N.J. 07631

Please send me more information
on the Bogen Fluid Head, Tripods and Dolly.

Name

Address

City

State Zip
AC 11/81
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INDEPENDENT FEATURES
Continued from Page 1114

and mercurial, fixed and malleable.

Admittedly ambitious, IFP /LA seeks to
fulfill an overdue dream in providing a net-
work of services, support, information, ex-
pertise in financing and marketing, and
perhaps, even theatrical exposure for in-
dependent feature films.

Yet “independent”, of itself, implies a
certain renegade quality . .. an adventure-
some spirit to which organizing is at least
suspect, if not repugnant. While the idea
of integrating “independents” into an or-
ganized unit is somewhat amusing, the
realirony is in its potential power, however
long-range. A power that may, someday,.
move the IFP close to those monolithic
structures —the studios.

PIERRE SAUVAGE

The independent filmmaker is the film-
maker who has something to say and
succeeds in saying it.

In theory. it doesn’t matter whether the
budget is $10 million or $750,000,
whether the project is backed by a studio
or strung together with an assortment of
grants wrapped in a second trust-deed.

But originality is —has to be —a gam-
ble. Consensus winds up hedging all
bets; the resources may wind up smoth-
ering instead of liberating. (However
much we pine for them.)

Independence does not guarantee tal-
ent, and cannot even help to generate it.
But some original concepts may survive,
and a few of them will even be good.

Its already happened. The Indepen-
dent Feature Project/Los Angeles wants
to help make it possible for it to happen
again and again.

CHRISTOPHER LEITCH

IFP—LONG RANGE GOALS

—L.A. based information service —
crews, equipment, distributors and
agents sympathetic to independent film-
makers

— Facilities for screening independent
features

—A major participant in the American
Film Market

—A Liaison Office between the industry
and the independent—fundraising and
project coordination

— Research and dewvelop a funding orga-
nization for independent fiimmakers. Cre-
ate new forms of regional distribution with
an eye toward eventual recoupment from
cable, STV and foreign markets

— Make the American Independent a via-
ble alternative for distributors world-wide.

Encourage vitality and experimentation of
style, form and subject matter .

The best in
movie equipment

costs less at Helix!

WANTED: Bolex/Switar Prime Lens Sets in
perfect optical and clean condition. Up to
$1000.00 trade-in toward purchase of Vario
Switar 16-100mm 1.9 with power zoom,
auto/manual exposure control, and Bolex
bayonet mount or C mount,

Offer limited to first 10 customers or until

current inventory runs out.

Vario Switar

16-100mm 1.9 POE-4, C mount with

auto and manual exposure and

POWEr ZOOM . . . . . « v « « + + & $ 2395.00
16-100mm 1.9 as above but with

bayonet mount ., ., ., .. ..... S 1995.00
12.5-100mm 2 with bayonet

mount and multicoating . . . . . $ 1795.00
1I0OmMmfI6RX mount . . .. ... S 425.00
25mm f1.4RX mount ., ... ... $ 350.00
Vario Switar Compact 17-85mm

3.5 bayonet mount. . . ... .. S 425.00
Bolex
H-16EBM camera with power grip,

battery, charger and 3" cable. . . $ 2295.00

H-16EBM camera with power grip,
battery, charger, 3' cable, and Vario

Switar 16-100mm POE4 lens . . $ 2995.00
H-16 Rex 5 cameraonly . . . . .. S 1995.00
H-16SB cameraonly . .. .. ... $1295.00
Angenieux

12-120mm 2.2 with auto and

manual exposure control,

Arrimount , . . . . ... ..., $ 2795.00
12-120mm 2.2 with auto and

manual exposure control,

Arri bayonet mount. . ... ... $ 2995.00
12-120mm 2.2 with auto and

manual exposure control,

RXmount . ... ......... S 2495.00

Beaulieu

R16B-PZ auto with Angenieux 17-68mm
(4:1) 2.2 power zoom lens . .. $ 2395.00
R16B-PZ auto (same as above), Condition

Il, with one year warranty . . . . $ 1995.00
Handgrip battery, 500mA . . . . . $ 132.30
Handgrip battery, 1000mA . ... $ 214.20
Semi-pro NiCad battery, 1000mA S 199.80
200’ daylight load magazine. . .. $ 411.30

4008ZM4 with Schneider 6-70mm 1.4

zoom lens, NiCad, and charger. . $ 1079.50
4008ZM4 with lens, Demo with full

WAITANLY . & & & v e v o o s o o « s S 950.00
5008-S Multispeed with Schneider

6-70mm f1.4 zoom lens. . . . . . $1495.00
5008-S Multispeed with lens, Demo

with full new warranty , . . . . . $ 1195.00
Goko
GM3003 Dual 8 Motorized Viewer

(lefttoright). . . ......... S 7950
Sound unit for above (Suntan or

GORO). : 5 o v v s e S 45.00
Yashica

20X L sound movie camera with 9.5-19mm
1.1 manual zoom lens (with univeral
focus and 2309 shutter) § 129.95

Listed here are just a few of the many motion
picture products available at Helix. For a copy
of the latest Helix catalog which includes
many more motion picture and AV items, as
well as hundreds of other photographic prod-
ucts, send $1.00 to Helix, 325 West Huron St.,
Chicago, Ill. 60610.

HELIXX

325 West Huron Street
Chicago, lllinois 60610
312/944-4400
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equ&pment plus a pertabie
generator truck, gives you
the ability to cover all your
lighting needs in one con-
venient stop. At R & R we
back all of our equipmem

fessional  service and
delivery. Our location in
the Washington, D.C. area
puts us right on top of
national news events every
day. So for your next as-
signment, call R & R
Lighting for the equip-
ment you need, and the
service you want, any time

you want it. Call or write
for our latest brochure.

R &R LIGHTING CO., INC.

813 SILVER SPRING AVE.

SILVER SPRING, MD 20910
(301) 589-4710
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“OF NARROW MISSES
AND CLOSE CALLS”
Continued from Page 1142

according to the azimuth of the sun?”
| remember picking the location that
we eventually selected for CLOSE
ENCOUNTERS based on where the sun
was going to be, and when Dougie and |
went on a recce, in Tunisia, we placed the
stakes for the exterior sets according to
Dougie’s predictions of where the sun was
going to be five months hence, which |
had never really done before. In working
with Vilmos Zsigmond on SUGARLAND
EXPRESS, | found that he hated the sun.
We always waited for the clouds to cover
it. On JAWS the sun was the most taken-
for-granted issue. It was always out and
we didn't care whether 1t was front, side
or back, as long as the shark worked. So
really, for the first time, | became aware
of how the sun could be used as a tool
of great artistry and | think Slocombe
used the sun on RAIDERS the way Vitto-
rio Storaro uses his amber smokey units
inside to such great effect.

Dougie Slocombe is an amazing con-
noisseur when it comes to photographing
women. | took Karen Allen’s freckles off
with makeup and then Dougie took over
from there and made her look just wonder-
ful. She was marvelling in dailies how she
had never appeared better in movies and,
as far as she was concerned, real old-
fashioned Hollywood photography. We
were marvelling at how wonderful Karen
looked, and didn't we wish that style would
come back—not for all movies, but for
films like RAIDERS.

Dougie would take at least twice the
time lighting Karen as he would Harrison.
Now, this is nothing against Harrison, be-
cause my image of Harrison was always
Fred. C. Dobbs out of THE TREASURE
OF THE SIERRA MADRE—five o'clock
shadow and the kind of grumpy and griz-
zled view of everything. Where Harrison
was concerned, Dougie would say, “We're
ready.” And I'd be amazed at how quickly
I'd be back on the set shooting with Harri-
son, but where Karen was concerned, |
would be on the set pacing for a long time,
saying, “Dougie, how are we coming?”
Dougie would smack his lips together—
smack his tongue, which was characteris-
tic of Dougie—and he would say, “Oh, ten
minutes.” I'd always hear 10 minutes for
Karen—ten minutes meaning half-an-
hour—and with Harrison it would be five
minutes meaning 15, which | think was
part of Dougie’s charm.

Dougie always managed to be alittle bit
off on his estimates of lighting by saying
ten minutes. Even on shots that | knew
would take an hour, he would always say
10 minutes, because it would placate me

David H. Luman presents

e

I
The International F ".M

WORKSHOPS

‘ The industry's leading series

of career Lfl‘.‘l‘i‘fﬂpnu‘uf COUrses _fl-._”'
the working professional filmmalker

‘ Intensive one-week workshops

Film Dirccting
;‘.ﬂt illi.f
Cinematography
Lighting
Camera Work
The Steadicam
Special Effects
Commercials
Video

With a distinguished

FACULTY

which includes

Mark Rvdell
Vilmos Zsigmond
Laszlo Rovaes
Conrad Hall
Frank Stanley
Owen Roizman
Mario Tosi
Garrcett Brown

.. and others

1982 Workshop Schedule_.l

February/March
Monterey, California |

June and September
Rockport, Maine

October

| London, England

‘ For complete mfonnation on these and

other classes. write or call:

The International F ’LM

WORKSHOPS

RockrorT, Mare 04856
PHone (207) 236-8581

Produced by the Maine

Photographic Workshop
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for ten minutes and he knew | would be
sitting off in a corner somewhere leaving
him alone to light and do his thing. I'd be
off talking to the actors and preparing
something else, and I'd come back in ten
minutes and say, “Are we ready yet?”
He'd say, "Ten minutes.” Then I'd go away
for ten more minutes and it was a ritual we
shared all through the shooting that still
brought us in 12 days ahead of schedule.

He is wonderful with photographing
women. Then | recalled how well he made
Vanessa Redgrave and Jane Fonda look
in JULIA, and how marvelous he made
everybody look in THE GREAT GATSBY.
Of the remaining great British cinematog-
raphers Dougie is the greatest and at the
rate he is going, he will be the greatest for
many decades to come.

It's interesting that there are so many
different schools of thought and philoso-
phy about lighting. Dougie uses a lot of
small units to light brightly and yet sketch-
ily. He uses a fill light unit called the
"Basher”"—which | would walk around
turning off and he would walk around turn-
ing on—and at times it became another
running sight gag. At the last moment,
Dougie, feeling a little bit insecure with the
amount of fill light, would get the “Basher”
and actually hold it and walk around the
camera during a camera move with the
“Basher” on everybody. He would put so
much diffusion in front of the “Basher” that
you could hardly see the difference in
dailies, although it is there and that is the
difference between a great artist and just
another Director of Photography. He uses
it to really wonderful effect, and yet
it became a running gag with us because |
love heavy backlighting with very little fill,
especially when | am looking for a kind of
heavy, down mood. Dougie likes his down
moods a little on the lighter side.

It was just a fascinating experience
working with one of the great British cine-
matographers for the second time. He's
such an artist, such a responsible artist
and yet he is such an eccentric at the
same time. In a way that you would never
imagine.

For the sequence with the snakes, in the
Well of Souls, the big dilemma there was
the torches. At first there is motivation for
light because they take the great stone off
the top, and they look down 50 feet to the
floor covered with a carpet of snakes. |
wanted a lightning storm to occur then so
it would be easy to motivate some light-
ning mysteriously edging the snakes as
they crawled and slithered and consumed
each other and laid eggs and were gener-
ally acting horribly. But then what happens
when Bellog, the French archeologist,
seals their doom by sealing the tomb and
they are trapped in this huge snake pit
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with torches going out one at a time until
only one remains? Where does the light
come from? It was a problem that Dougie
and | dealt with over a period of a couple of
weeks, trying to rationalize how we could
still see the 30-foot jackal statues and the
hieroglyphics on the walls when we were
down to one torch. We decided together
that we would just take license and pro-
vide an "“invisible movie light" that Holly-
wood invented 40 or 50 years ago and that
comes in handy for just such situations. It
Is what | call "nothing ambiance.’

It was the kind of nothing ambiance that
| think every director is faced with at one
time or another when you have no point
source motivation. You don't have win-
dows, you don't have cracks in the doors,
you don't even have a keyhole. You're
trapped in a black room, so where does
the light come from? It is a really interest-
ing dilemma. Dougie chose to do it with
very, very soft bounce light for overall am-
biance, which gave it a no-light look. I'm
specifically referring to the scene where
the jackal statue falls over, where there is
no light because Marion'’s torch goes out,
and before the jackal statue breaks
through the wall and allows the second
source of soft light to filter through the
catacombs, a very soft blue light.

Dougie is also one of the few cinema-
tographers I've worked with who lights
with hard and soft bounce at the same
time. He really varies his light. Sometimes
he'll soft bounce or hit with a Basher
through about a half-inch of diffusion
someone in the foreground who is in a
;softer part of the set, and yet something
near a harder window in the background
will come in with the full force of a direct
arc. Just the contrast between those
styles within the framework of also using
warm light and cool light and mixing the
two can be exquisite.

| know Storaro works this way, and |
know that Derek Vanlint worked that way
with Ridley Scott on certain portions of
ALIEN, but | haven't seen that style used
very often—mixing a whole variety of
tones and atmospheres in one shot. Life is
like that, but so often cinematographers
find something that works successfully for
them (as do directors) and use it again
and again. | know that | have to concen-
trate on changing my style from film to film
or often I'll be tempted to repeat tech-
niques or approaches that have proved
successful before.

The same thing holds true for cinema-
tography. The cinematographers whom |
admire most are the ones whose style |
can'trecognize from film to film. There are
cinematographers who | could tell you in
the first reel who it is without seeing the
credits. There are others who remain full

The Zeppelin® Wind Screen in-
sures perfect sound recording in
all conditions where wind or air
movement is present. Ilils aero-
dynamic design screens the mi-
crophone from wind but allows
sound in. Although extremely
lightweight, the Zeppelin is vir-
tually indestructible and can be
boom mounted or hand held
with the Independent Suspension
Shock Mount. There are Zep-
pelins available to house Senn-
heiser 816 and 416, AKG CK-8
and CK-9 and other similar mi-
crophones. Zeppelins and ISS
Mounts are all-American made.

alan gordon enterprises inc.

1430 Cahuenga Bivd., Hollywood, CA 90028
Address Correspondence to P.O. Box 315, Mollywood, CA 90028
Telophono: |21 3) 4683561 - (213) 9855500

SHOOTING FILMS
IN BRAZIL?

WE RENT
EVERYTHING YOU NEED.

4 studios, light and grip
equipment, facilities in: customs,
permits, transportation, location

and general production...AND

CAMERA EQUIPMENT!

In our branch in Rio de Janeiro
you will find PHYDIAS
BARBOSA, Production Manager,
who can help you to organize any
kind of picture you need.
Call or write for our rates.

SAO PAULO—Av. Pe. Antonio
Joseé dos Santos, 1141 —
Brooklin—

(011) 61-4497 « (011) 240-7999,
RIO DE JANEIRO—Rua Prof.
Alfredo Gomes, 31— Botafogo—
(021) 286-6944 - (021) 286-1139.

AMERICAN CINEMATOGRAPHER, NOVEMBER, 1981



MOVIOLA

1emm Portable
Six Plate Editor

: \ ONLY

$7600

SALES AND SERVICE &
fromtheonlyone &

in New York

« Bright, stable, sharp picture.

» Manual inching, in synch lock or separate.

* Independent torque motor confrols.

* Rugged, lightweight, tilting top.

« Counter: built in LED display shows feet &
frames, minutes & seconds.

CALL (212)889-3300
LAUMIC CO. INC.

306 EAST 39th ST., NEW YORK, N.Y. 10016

NEED HELP
IN BRAZIL?

ARRIFLEX S5
ANTCHELL ST5
STEANMN AT
CEISS FAST LENSES
COOKE PRVES
COOKE 200U
APNENELE NS
CANON, NS
CANON ASFHERES
CRANVE & DCXLLY

PRODUCTION CREW

CA L VALY ERCOX AN
VB FILMES LTDA.
PHONE: (Oll) 62-6708

TELEX: lI24756

AMERICAN CINEMATOGRAPHER, NOVEMBER, 1981

of surprises by always changing outward
persona through allowing the story to sug-
gest the visual style, not the other way
around.

This is not dissimilar to the work of a
great actor—Laurence Olivier, let's say—
or an American actor like Di Niro, who
really puts on disguises and doesn't want
to be Jake La Motta when he is making
TRUE CONFESSIONS—and certainly
those two styles are as different as any-
thing in the Di Niro repertoire. Among
cinematographers there are some like
Owen Roizman, whose visual approach to
THE FRENCH CONNECTION appeared
to be 180 degrees opposite to what he did
in RETURN OF AMAN CALLED HORSE,
which | feel is one of the best photo-
graphed outdoor productions I've seen in
a long while.

On “1941" | used the Louma Crane very
extensively throughout the production,
but on RAIDERS | used it only twice—
once in the Well of the Souls set in order to
reach up over those 35-foot statues and
look straight down at Indiana Jones climb-
ing toward us. But | probably used the
Louma Crane better than I've ever utilized
it for one particular shot in RAIDERS that
IS, sadly, not in the picture. Only a portion
of it remains. | had designed a drinking
contest that takes a substantial amount of
screen time. It went on for almost five min-
utes—which is the reason it now runs only
two minutes in the movie. It didn't con-
form to the pacing of the rest of the picture
and was really out of place. But it was the
best use of the Louma Crane that |'ve ever
experienced.

In that shot the Louma Crane begins at
the top of the stairs in this Nepalese bar,
Marion's tavern, and comes down past all
the French climbers, Australian climbers
and Sherpa guides, down through all the
women and Mongolians, right to a
closeup of a man who is drinking next to
someone we have yet to see. He finishes
his drink and the Louma pans with the
empty glass, which joins 20 other empty
shot glasses and you suddenly realize
that this has been going on a long time.
Then a rather delicate hand takes a full
glass filled with liquor and reveals, for the
first time, Marion Ravenswood, drunk and
feisty. The Louma loosens to a two-shot
as they have one more drink and the
Louma continues to loosen as Madlo, who
runs the bar with Marion, takes all the
empty glasses to the bar. So the Louma
then cranes 45 feet to the bar past at least
70 extras, all of whom have a stake in this
contest—|loud shouts, money flashing in
the foreground, etc. He refills the drinks
and the Louma slides in to a super-close
tight shot of eight glasses being refilled.
Then the Louma eases back and returns
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to the table, but not to the close group shot
at the table. Instead it angles to a high
cluster shot of 100 people pressing In
around the table for the final drinks. Then
we make a complete push in—very slowly
—as the final drinks are consumed, pan-
ning back and forth (like at atennis match)
and finally stopping on Marion for her
last drink. She survives, the camera fol-
lowing her last empty glass to the chal-
lenger's full one. He drinks and falls off his
chair, breaking it. The Louma goes back to
Marion. The whole room erupts with
cheers and applause. Marion stands. The
Louma eases back and moves to the
opposite side of the set, 90 degrees
from where it began, and finishes the
sequence.

The Louma people believe this was the
most extensive use of that special camera
crane, with the exception of the opening
title shot in Roman Polanski's THE TEN-
ANT, where it crawls up the side of a
building, goes through several win-
dows, out a few doors, beyond a fire
escape, and on and on and on ... | gave
Jean-Marie Lavalou, who is one of the
Louma Crane’s inventors, a print of that
shot as an almost guilty apology for not
using itin its entirety in RAIDERS.

Not only did | not have more need for the
Louma Crane in filming RAIDERS, but |
actually didn't have it in the budget. We
were really cutting corners. One might
complain: “You had $20 million and you
couldn't afford the Louma?” We couldn't
even afford the Panaglide for the whole
picture, because we were really pressed.
We had almost $4 million in sets alone,
and when you multiply that against
$100,000 per shooting day on a distant
location, and everybody's salaries, and
what it costs today to shoot a movie inter-
nationally (whether it's a big picture or a
small one), you start to see why the film
cost $20 million.

In order not to allow it to get away from
us, devices such as the Louma and
Panaglide had to be sacrificed. The same
held true for extras. | wanted 2,000 Arab
diggers. The costs would have been very
high. The challenge became: making 600
diggers look like 2,000.

In the original script, Kasdan embroi-
dered dozens of images to take us from
one country to the next—huge montages
from San Francisco to Nepal, from Nepal
to Cairo, from Cairo to the Mysterious
Island in the Mediterranean. To save
money, | finally decided to show a map of
the world with little animated travel lines
tracing the route of our adventurers.

Another example of cost cutting (and
upwards compromise) was a sequence in
the script that called for Indiana Jones to
fight a Black Arab swordsman. It was writ-
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ten as the definitive whip vs. sword duel. It
was two pages of prose sheduled for a day
and a half of shooting, but Harrison Ford
had a bade case of the local turistas that
day. Instead of shooting what was in the
script, | simply had Harrison pull out his
service revolver and shoot the Arab. We
were then another day ahead of schedule
and that moment seems to be one of the
real surprises in RAIDERS.

Our first week of shooting was on the
water, which recalled many horrible mem-
ories. It was in La Rochelle, France, and it
was the sequence in which the Bantu
Wind, the pirate ship on board which Indi-
ana Jones has secreted himself and his
lady and the Ark of the Covenant, is over-
whelmed by a Nazi sub and a lot of storm
troopers who re-recover the Ark. That was
shot in the open sea aboard a real tramp
steamer of Egyptian registry. The subma-
rine pen was a real World War |l sub pen
with faded Hitlerian inscriptions carved
onto the walls. It was really like time-
tripping backwards. The sub pen was
pocked with tens of thousands of shrap-
nel chips and the ceilings had 12-foot cra-
ters from those 100-pound bombs that
were dropped by the R.A.F. They never
could penetrate the steel and concrete.

Those pens were also famous because
the first allied skip bombs (torpedos) were
used on the doors of the pens, which were
in service all through World War 1l. There
was an actual working scaffold and a train
overhead that was used to off-load and
on-load. Dougie put a bunch of 9-lights up
there and we actually photographed it to
look like a sort of twisted mother ship
hovering over the U-boat to grapple and
secure the Ark so that it could be hoisted
out of there. That was quite an interesting
location. | enjoyed it.

Probably the strangest experience | had
in Tunisia was when, on the second to the
last day of shooting, | had 200 extras lined
up for a shot that really required them to be
in specific places and hit their marks. We
cut their marks (little crosses) out of wood.
When we didn’t get the shot before lunch,
Robert Watts said, "Lunch—one hour.”
And all the Tunisians took their marks to
lunch with them. When we came back 40
minutes later, we had 200 extras running
around saying, "Where do | stand? What
do | do with these little things?" Most of
them thought they were souvenirs.

There are several matte paintings in
RAIDERS, but the audience doesn’'t seem
to notice them—which is good, because
matte paintings fail when noticed. In this
film they were only meant to be part of the
experienced production value. The estab-
lishing shot of Nepal and the Raven Bar
is a wonderful matte painting. My least
favorite painting in the picture—a paint-
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SYNC BEEP
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netic hilm or tape. Easily ramovable lape préerecorded
i 1! h.-;r- g el 1|.:ﬂ.]|:' M tone Backed aath SpECip préessure
ISify-wid@ accaplance

senslive aghesive Ing Send 53 75

o postpald packet caontaining A2 stnpst -.'..||-|1.;; 100 35mmi

frames. UA res add 6% ax Dealer inquimies invited
COGSWELL LABORATORIES
Dept C. PO. Box 9374 Glendale, CA 91206

Mini Rojas
Director of Photography, Warner Brothers
Release "Eyes of a Stranger”

305-856-6812 Miami, FL
Contact: Henry Lynk, 212-598-4247 N.Y.

Freelance cameraman and filmmaker |
Certified STEADICAM® operator
Froduction and projection services
Proudly a member of IATSE 659 & 159

% L. J. ROBERTS

P.O. Box 242
Portland, OR 97207

WE BUY

Film Stock

lVideo Cassettes

TOP CASH

PLUS 50%: OF SHIPPING

RAFIK (212)475-7884
814 BROADWAY NEW YORK. MNY 10003
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by Lowepro

The prolessional field pack perfected after &
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sound syslems
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detachable lens pock-
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backpack harness
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BOLEX ACCESSORIES

® 24-Frame Sync. Camera motor 115 V

s Var Speed Battery Camera motor 24V

= 400-1t. Magazine w/400° counter in camera
® Intervaitimer — Range 1% sec. to 36 min

= Animation motor. Fits single-frame shaft

Write for Bolex Accessory Catalog
STEVENS ENGINEERING CO.
402 KINGS RD.
NEWPORT BEACH, CA 92663

Filmmakers
Cap

1 A handsome, quality
cap in gold and navy
blue, embroidered
with the Tiffen name
in gold lettering.

One size fits all. Send $5.25 by check or
money order (no cash). Outside USA
add $1.50 O for postage and handling.

TIFFEN

Dept. AC 90 Oser Ave., Hauppauge, N.Y. 11788

(516) 273-2500 Telex 96-7748

Supghling

A Professional Super-8mm Laboratory

» Color duplicates

.~ A&B roll printing

« Fades and dissolves

»~ Scene-lo-scene density correction
« Workprints with edgecoding

~~ Pre-striped prints

« Internegatives/release prints

«~ Magnelic siriping

« Sound translers/stereo/2-1rack
~ Reduction printing — 16mm to S-8mm
« Blow-ups — S-8mm to 16mm

. Blow-ups — Reg. 8 to S-Bmm
.~ S-8mm/Reg. Bmm to video translers
~ Cartridging

Send tor our new price list

SuperCine Inc.
2218 West Olive Avenue
Burbank, California 91506

(213) 843-8260

3.75 pounds 9.35 x1.87 x 6.6"
Conversions by THE FILM GROUP

Lines Availlable:

SENNHEISER ELMO
AKG EUMIG
SONY MILLER (USA)
UHER NIZO
JVC SANKYO
LOWEL-LIGHT SPECTRA
BOLEX GOKO
BEAULIEU ORYTEC

J A CAFIPEHTEH (CINE)

P.O. BOX 1321

MEADVILLE, PA 16335—0821
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ing that resulted from the rush to complete
the movie—is a matte involving the Pan
American China Clipper, parked at the
harbor. That was a wonderful painting, but
| thought that the background was a give-
away. | just didn't feel that the background
was compatible with the water that we
shot. The plane was actually at drydock
and the water and the harbor in the back-
ground (behind the plane) were added.
More successfully, the painting of the staff
car going off the cliff right in the middle of
the chase is a wonderful combination of a
matte painting and stop-motion photogra-
phy of the little figures tumbling out of the
plummeting staff car, their hands clawing
the air as they fall to their doom—and on
to Chapter 12 of our “feature serial”.

The last four minutes of the picture is a
combination of opticals. It certainly goes
wild from that point on and that's where
most of our effects money went.

Everything at the top of the Well of
the Souls at night, when the storm is
approaching, involved a combination of
effects. They are digging and digging to
get into the Well for the first time, with the
torches and the German encampment in
lights to screen left below. And there are
those rather celestial clouds moving in,
with forks of lightning hitting the horizon,
zapping overhead. That involved some
amazing matte painting work combined
with the cloud tank photography invented
for CLOSE ENCOUNTERS.

The 12-foot rock which chases Harrison
Ford in the cave sequence would have
killed whoever it ran over—if it ever had.
We went to great lengths to make a 12-
foot rock out of fiberglass and wood and
plaster precisely so that it wouldn't weigh
as much as a real 12-foot boulder. So
whether it weighed 300 pounds, which it
did, or whether it weighed 80 tons, as it
would have, it could still have done bodily
harm to anyone falling beneath it—and
Harrison was not doubled in those
scenes. Not only that, but the sequence
was shot in the second week of principal
photography in London. | mean, the abso-
lute worst time to eliminate your leading
man is in the second week, but because
the rock was more effective chasing Harri-
son with Harrison running towards cam-
era, it just didn't work as well having him
doubled. A double would have cheated his
head down, so Harrison volunteered to do
it himself. He succeeded. There were five
shots of the rock from five different angles
—each one done separately, each one
done twice—so Harrison had to race the
rock ten times. He won ten times—and
beat the odds. He was lucky—and | was
an idiot for letting him try it.

There were no miniatures involved in
that sequence. The Peruvian caves were

OPTICAL

OXBERRY il

LIQUID GATE

L'I;u.r.uﬂl'l -.:-l Richmark Camersd Sesvice, Ing ﬂ"l“l‘l““
Tel. (201) 935-3000 & FILMSTRIP

Cable: Oxberry CaristadtN.J.  RANULd U3
180 BROAD ST., CARLSTADT, N.J. 07072

DON'T LOSE YOUR HEAD!

We will renew your Fluid Head and overhaul
it completely to be BETTER THAN NEW!

Write or call us for our super fast service and
low prices.

1994 N.E. 149th St.
No. Miami, FI, 33181
(305) 949-9084,9085 GF FI.DRIDA IHC

SABA

ENT.

Quality camera service since 1967.

SPECIALIZING
IN ECLAIR

10761 Burbank Blvd., Suite 8
No. Hollywood, CA 91601
(213) 762-2262

Black =570V Triya) ) J‘J T-Shlﬂ

with white design silkscreen letteriag
These 100% cofton shirts are great look-
ing,.axtra comfortable & fun to waar,

$9.00 each or SAVE! 2 for $16.00
FREE "STUNTMAN'" patch with sach

shirt ordered. Specity S.M_L . XL.Satis-
faction Guaranteed.

STUNTMAN PRODUCTS peeT 120

8033 Sunset Bivd., Hollywood, CA 90046 IiE
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Film « Television = Video

AMERICAN CINEMATOGRAPHER MANUAL

5C'S OF CINEMATOGRAPHY (C)
USE OF MICROPHONES (P)
T.V. LIGHTING METHODS (P)

(C)
vul:::nupe RECORDING 2nd. ed.
)
TECHNIQUE OF THE SOUND STUDIO
4th. ed. (C)

Add $1.50 handling and postage. Calif.
res. add 6%. Write for free list. BIRNS &
SAWYER INC., 1026 N. Highland Ave., Los
Angeles, Ca. 90038 - (213) 466-8211.
Telex 673280.
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UNDERWATER/WILDLIFE
FILM /VIDEO

WORLD WIDE EXPERIENCE—
13 SEASONS OF WILD KINGDOM
THE BEST IN EQUIPMENT —
WE BUILD OUR OWN!

RALPH J. NELSON II
312/ 381-4824

| ]

- D - HOLLYWOOD'S OLDEST

. , FILM SCHOOL

] R [ ] NOW ACCEPTING ENROLLMENT!
FOR OUR NEXT
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MOTION PICTURE COURSE

CAMERAS - SOUND RECORDING
LIGHTING « EDITING » EFFECTS
COMPOSITION « SCRIPTING *« ETC

Two W:iek Courses Evening Classes

DANNY ROUZER

STUDIO
7022 Melrose Avenue, Hollywood, Califormia 90038
Request Brochure HC (213) 936-2494

wW E E T HEIMER mpany

Joseph Westheimer, AS.C.

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS

FOR MOTION PICTURES AND TELEVISION
466-8271
736 Seward St., Hollypwood, Calif. 90038
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full-size sets, with a full-size boulder. The
rock was operated by a cam and rod, a
steel rod that came out from the side of the
set, disguised by rubber stalagmites and
stalagtites, and very underlit. When the
rubber was disturbed you couldn't see the
stalagmites and stalagtites moving as the
ram on rails guided the spinning rock from
the beginning of its run to the end of its run
—about 40 yards.

As for the Peruvian natives—they were
Hawaiians who looked like Peruvians. We
interviewed a lot of Hawaiians. A lot of
them looked too Hawaiian, but all those
who looked more South American we
hired. They were heavily disguised in war
paint.

Glen Randall was the stunt gaffer on the
film. He assembled an international cast
of stunt experts from Italy, Spain, and
America, including Terry Leonard from the
U.S. and Vic Armstrong who did a lot of
the location doubling for Harrison. We
also had Wendy Leach, Martin Grace,
Jack Dearlove, Chuck Waters, Bill Wes-
ton, Paul Weston, Billy Horrigan, Rocky
Taylor and Sergio Mione, a wonderful man
who portrayed the last Nazi in the truck
chase, the mean sergeant.

There were so many dangers to every-
one involved, because the picture is all
stunt work and spills and close calls and
cliff-hangers, that we would just wear
these guys out like "Wash 'n Dries.” That,
combined with the "Tunisian Revenge’
from the hotel food, meant that they would
lose their punch and have to go away for
12 hours to regenerate, while somebody
else would step In.

Nobody was seriously hurt, but at one
point we had a near-disaster when the fly-
ing wing actually started to run over Harri-
son Ford's right leg. He tripped and the
wheel began to move across his tibia—
before they could shut off the hydraulics.
About 40 crew people were trying to rock
the airplane off his leg and the only thing
that saved his leg from shattering in a hun-
dred pieces was the fact that it was so hot
that the rubber was soft and pliable and
the ground concrete pad was covered
over with two inches of sand. Because of
this there was enough give between the
rubber and the sand that Harrison com-
pletely escaped any harm. That was our
closest call on the picture—that and the
real biplane that Harrison crashed in on
the last day of shooting in Kauai, Hawaii.

Terry Leonard took some pretty nasty
spills during the truck chase. He went out
of the truck at least three or four times, as
did Charles Waters. Waters took some

very bad spills, landing on his head twice,
but what broke his fall was the fact that

every time somebody falls out of a truck
the action is staged so that he falls down

LIGHTING FROM
HOLLYWOOD

(213) 851-0111
24-Hour

RENTALS

937 N. Sycamore Ave
Hollywood, CA 90038
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WEDOIT
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NEWSFILM LABORATORY, INC.
516 N. Larchmont Bivd.
Hollywood, California 90004

(213) 462-6814

CP and FREZZOLINI

CORDLESS CAMERAS

COMPLETE OUTFITS

used, reconditioned 32995 up
Includes Ang. 12/120 Zoom lens,

maaqnetic recording head, amplifier,
400" magazine, battery.

PHOTOMART

CINE EQUIPMENT SUPPLIERS

6327 S. ORANGE AVE , » ORLANDO, FLA 32809
SesdedsenRIRRRRRRRORRBRRRDRRDS

Phone (305)851-2780

UNDERWATER
PHOTOGRAPHY

AL GIDDINGS

¢ 1980 Emmy for

® Production

e Directing Cinematography
¢ Filming * James Bond 1981
® Stunts/Doubles For Your Eyes Only
* Props/Post Prod. * The Deep

Panavision-35mm-16mm Equipment

Exciting/beautiful undersea footage
and stills for sale.

Over 300,000 feet and 30,000 trans-
parencies of whales, sharks, dolphins,
wrecks, coral reefs, kelp, much more.
OCEAN FILMS, LTD.
6853 Buckingham Blvd.
Berkeley, California 94705
(415) 548-2110
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an incline. In those old serials, where you
see the Good Guy jumping off his horse
onto the Bad Guy's horse to drag the Bad
Guy to the ground, they are almost always
rolling down hills. You rarely see them hit-
ting flat ground. This was the same in
RAIDERS. The philosophy of the stunts
was no different from the philosophy
which Yakima Canutt used in pioneering
so many of the stunts that we take for
granted in movies today.

| must say that a lot of the credit has to
go to Glenn Randall, who not only did a lot
of the stunts himself (always making sure
that safety came first), but Glenn person-
ally invented a lot of the stunts that are so
exciting in the movie—like the stunt where
Terry goes under the truck hand-over-
hand. That was Glenn Randall’s invention.
According to my storyboards, Indiana was
merely to slip and find himself in danger of
having the whole truck run over him. Then,
as in the Yakima Canutt stunt in STAGE-
COACH, in the last instant he was to grab
hold of the tailpipe with his whip and climb
back on. But Glenn’s better idea—to let
him crawl hand-over-hand underneath as
the truck roared ahead at 45 miles an
hour— 1S probably one of the show's best
sloppers.

| loved the experience of filming
RAIDERS. | don’t know if it was the
good fortune | enjoyed on this particular
adventure, but I'm anxious to work again
overseas.

I'm definitely going to direct the sequel
to RAIDERS. | had such a good time mak-
ing the first one that | would hate to let the
second one slip through my fingers into
somebody elses hands. I'll certainly not
be involved in the third or fourth one, but |
really want to do the follow-up, because
the new story is even more spectacular
than RAIDERS OF THE LOST ARK.

I've had to push back a few more years
the promise to myselfto make a number of
small, Truffaut-esque pictures, although
the one I'm currently doing, A BOY'S LIFE,
Is the smallest movie I've ever made—
under $10 million, and all with children.
It's the kids picture |I've been anxious to
do for several years. i
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BUY — SELL — SWAP HERE

EQUIPMENT FOR SALE

ANGENIEUX 15-150 f2.8 C-mount with filter
holder and Tiffen Plus 6 closeup attachment. Origi-
nal carrying case, 3895, postage and insurance in-
cluded. Contact JOHN A, SCHALIB., 1602 Hillside
Avenue, New Hyde Park, NY 11040 (516) 352-
7228

JK OPTICAL PRINTER 16mm & Super B complete
w/ 16mm Bolex camera, $2.500.(213)383-1252,

MITCHELL R35 MARK Il. 24VDC variable speed
motor, 115v high-speed motor & control, 115v 24
fps sync motor, 2-400"'mags, 2-1000'mags, 25mm,
S0mm, 75mm, 100mm Super Baltars MKIl mounts.
cables. Like new, mint condition. $28.000. BIRNS
& SAWYER, 1026 No. Highland, Hollywood, CA
0038, Bil Sutphin(213)466-8211

FOR SALE: CP-16R Angenieux 10 x 150 Sch-
neider 25mm, 2 mags, J-5 zoom motor, hard & soft
cases, harmess. Arrivox Tandberg with complete
sound system, Tripod Miller, many extras. Rigged
for studio, used only for 2 days shooting. Bought
for $25,000. Sale $12.000. Call (212) 986-6981

BOLEX 4, POE, accessories, lenses, etc., Mint,
amateur. Cinematographer magazines. (201) 797-
5830.

SHOWCHRON, 6-PLATE, for sale. $6,000as s, or
$7.500 completely overhauled and guaranteed.
(415)839-2039.

ANIMATION, SAMENCO Intervalometer, Arriflex
stop motion motor, auxiliary capping shutter, and
control console for Am S or M. (E.C.) $1.200. Cali
STEVE(312)991-18B03.

CP-16A, crystal sync, 12-120 Angenieux-zero
finder. 2-400° Lexan mags. 2 batteries & chargers.
crystasound & mag head, case. Fully serviced and
warranted, $3,850. BIRNS & SAWYER, 1026 No.
Highland, Hollywood, CA S0038. Bill Sutphin (213)
466-8211

ECLAIR NPR with 4-400' mags. crystal mtr, cradle
12-120 Angenieux zoom lens, Cine 60 power pac
beilt, battery, Eclair & Arri, Turret. Perfectone 12v
Hi Speed mtr, Perfectone 1 2v Nagra bloop mtr, full
Barney., cases, cables, etc. Personal eguipment
$9.800. Phone(313) 363-9431.

ACME ANIMATION CAMERA, Model 5 16mm
rackover. Mint, $6,000 or best. KELLEY (312)
B22-9580

PHOTSONIC 1P or 1PD 400' or 200' mags
wanted. Will consider damaged mags. (404) 475.
2400

ARRI S with sync generator. 16, 25, 50 primes,
400" mag. torque motor, gov. control motor, re-
cently serviced by Arriflex, $2,995. W. GROOVER,
(404) 428-6361

FOR SALE: New GSMO, 4 mags. CP-16 with 9.5
95. Excellent hand-picked (some brand new) zoom
lenses: Cooke T2.5, 9-50mm, Angenieux T1.3, 16-
44; T2.8, 9.5-95mm; 35mm f3.5. 35-140mm
Angenieux f.9 25mm C-mount, Switar f1.6 10mm
C mount. Nagra SN recorder plus accessories
Eleven 400" Mitchell mags. also other lenses and ac-
cessones. (212) 582-6050 or write PORTRAIT
FILMS. 250 W. 54th St., NYC 10019

STEREOFILMSOUNDSYSTEM
NAGRA 4S5, SELA MIXER, RESOLVER, HEAD-
PHONES, SENNHEISER MICROPHONES AND
MORE. (212) 777-5580.

CP-16 crystal sync, 12-120 Angenieux-zero finder,
2-400' mags, 2 batteries & chargers, case. Top
condition, $2,950. BIRNS & SAWYER, 1026 No.
Highland, Hollywood, CA 90038, Bill Sutphin (213)
466-8211

ANGENIEUX or CP onentable finder wanted, (404)
475-2400.

MITCHELL 35mm NC, single lens reflexed, 5
lenses, 2-1000" mags, 3 motors, Raby blimp,
$6,500 or best. KELLEY (312)822-9580.

CPR PACKAGE, 9.595mm, 9.5-57mm, & mags,
cases, accessores, /7 plus 7 Sachtier, 16mm Zeiss
Super Speed Arri mount. VIC LOSICK, (212) 580-
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EQUIPMENT FOR SALE

LAB & SOUND equipment. Bell & Howell model C
16mm & 35mm printers, color also black & white,
35mm & 16mm processors, Magna Tech and
Magnasync 35mm & 16mm sound, Mauer 16mm
optical recorders, 16mm Hortson, Bauer projec-
tors, Xenon. Arriflex 35mrm model 2C with blimp, 3
lenses, zoom. Send for list & prices. Save 20% with
U.S. funds. DAVID BIER. 1085 St. Alexander St.,
Montreal. Que.. Canada H2Z 1P4.(514)861-0269.

FAX SENIOR animation stand w/16mm Mitchell &
Slo-syn stop motion motor, like new. $10,500
BIRNS & SAWYER, 1026 No. Highland. Hollywood
CAS0038, Bil Sutphin(213) 466-8211

MITCHELL MARK Il camera, top load, 4 Super
Bailtar lenses, 25-250 Angenieux zoom lens, wild
motor, 110 sync motor, 2-1000' mags, registration
film clip punch, adapter for standard (GC) motors,
accessories, $21.000 orbest. KELLEY (312) 822-
9580,

ECLAIR ACL with crystal motor, 2-400° mags and
Angenieux 9.5-57mm along with 39 other major
pieces of camera and lighting gear. Priced right to
sell. (201) 786-6617 after Sp.m.

ECLAIRNPR. 2 C/S motors, 2 mags, 12x120 and
10mm Angenieux, cases, cables, batteries, filters,
spares, and extras, Well maintained and quiet,
sharp lens. ERIK WHEATON, Group 3 Films, PO.
Box 986, El Cerrito, CA 94530(415)236-1369

ARRIFLEX 35IC, constant speed motor, 28mm.
20mm, 75mm lenses, matte box, 2-480' mags.
16VDC battery & cables. Fully serviced in top con-
dition, $8,500. BIRNS & SAWYER, 1026 No. High-
I.Eag?,IHnllywmd. CA 90038. Bill Sutphin (213) 466-

B & H Model D color printer, 35, 32, 16, excellent
condition, $3.000.(213)465-0377

ARRI 35 2B with Angenieux 25-250, 4 mags, 2 mo-
tors, 2 primes, case, extras, $3.500. (215) 849-
3737,

BOLEX EBM H-16 with Vario-Switar POE 100
Zzoom lens, crystal sync, 2-400' mags, torque mo-
tor, batteries and charger, CZETLI, 551 Pine St.
NW. Grand Rapids, MI 49504, (6 16) 456-6666.

MAGNASYNC 3000 series 16mm insert rec/rep,
ke new, $3,500. Miller F head on Bolex Stix, $500.
B&H 302 opt/mag. 2 lenses, $450. (301) 752-
1211

MITCHELL S35RC camera 1980, 30VvVDC xtalmo-
tor, 2-400" mags, battery, case, T-scope & full
plates, $20,000. Zoom Angenieux 20-120mm 2.6
electric, BNCR or Arri, filters, $6,000. No, 1853,
AMERICAN CINEMATOGRAPHER,

EDGE NUMBERING machine, 16mm, 40 frame,
Eastman $2.500. (213)465-0377

MITCHELL BNCR outfit w/crystal motor. MKII
Mitchell reflex outfit top load mode. Arri 16BL cam-
era w/Ang. 12-120, $6,950. Eclair NPR w/9.5-95
Angen., $6,000. Arri 35 Techniscope camera L. N,
$2.450. Nagra lll recorder, $2.450. Bi-FPack Mitchell
35 mags. $595. Mitchell C.G. converted reflex by
FRIES in stock, LLOYD'S CAMERA EXCHANGE,
INC., 1612 Cahuenga Bivd., Hollywood, CA 90028
(213)467-7956.

BOLEX H16 EBM ELECTRIC body, battery, grip.
charger, etc., $1,495. Kern Vario-Switar 100 POE
16-100mm /1.9 bayonet lens, excellent, $1,295,
Rx-5 body, excellent, $895. Kern Vario-Switar 100
POE 16-100mm f/1.9 C-mount, excellent. $1,195.
We stock hundreds of Bolex items. Call/write
CHAMBLESS PRODUCTIONS, 2488 Jewel, At-
lanta 30344 evenings/weekends or leave message
anytime. (404) 767-5210.

ARRIFLEX 16BL., universal motor, 92.5-95mm
Angenieux, 2-400"' mags, matte box, CP Crystalok,
12VDC battery, cables & case. Just overhauled,
excellent condition, $8,750, BIRNS & SAWYER,
1026 No. Highland, Hollywood, CA 90038. Bill Sut-
phin (213) 466-821 1.

B&H J PRINTER on steel rolling base, torque take-
up, voltage control, 1/4 h.p. motor, sacrifice
$1.5000rBO.(415)653-6137

EQUIPMENT FOR SALE

LENSES, MPECCABLE set of primes. Schneider
Cine-Xenon 28, 35, 40, 50, 75, 100 Arriflex mount
$1.600.(213)995-7579,

STELLAVOX SP7,2-301IPS, 5-10"reels, DBX. ex-
tras. Reasonable. (415) 488-0580. ROBERT,

KODAK PAGEANT 250S 16mm projector in origi-
nal box, Excellent condition. Less than 100 hours
use, $850 or best offer. Knox spectator 70" sq.
matte white screen on tripod. $75 or B.O. Call
FRANK (415)467-0345

COMPLETE 16MM PRODUCTION PACKAGE
Inciudes 1 Arri 16BL camera, 12x 120 Angenieux
zoom lens, 400' mag, Cine Pro power supply beit,
Miller Pro 16 FX fiuid head, Lisand wood tripod, 1
IDI crystal sync recorder w/resolver, Sennheiser
K3-U mike power module w/ME 80 & ME 20 mike, 2
Micro Mike lapels, Moviscope, 4 gang Moviola
16mm sync block, 2 Moviola rewinds, Ediquip mag
amp w/2 Moviola mag sound readers. Everything
$10,000.(214) 343-0796 & 343-2856

ARRI 165R w/APEC, 2-400' mags. 12-120 Ange-
nieux, 2 on-board batteries, adapter, charger, hand-
grip, 2 cases, allin excellent condition, $22,500. 1D,
1825 NE 149 St.,, Miami (305)945-1111

SALE! 16MM Animation MOVIOLA, mag/optical
reconditioned $1.,985. Miliken DBMS5S 16MM
CAMERA, 0-500 fps, pin registration, 400" internal
load, C-mount, reconditioned, $2.385. SPECIAL
OFFER: 16mm EKTACHROME 7241, 100" $6.95:
400" $25.95; 7252 100" $9.95; 400" $38.50; Mag
Stripe 7240, 100’ $9.95; 10 rolls $79.50; 16mm Tri-
X negative 100°$3.75; 400'$13.95; 35mm Ektach-
rome 5241, 100" $27.50. 35mm LEADER, white
1000 $45; black 1000' $75. 7247 color negative
100" $10.95; 400" $48. WE BUY/SELL 5247
SHORT ENDS. PHOTO WAREHOUSE, Box
17278, Los Angeles, CA90017(213)484-0502

STEADICAM SYSTEM, Universal |, extra batter-
ies, special mounts, $12,500. Angenieux 12-240
zoom, Arn Bayonet, rebuilt, $5,000. One CP-16R/
A, 3 CP-16/A's, all rebuilt, excellent, with extras.
Kodak Cine Special ll, in original case, perfect, col-
lector’s item, $1,000. Other lenses, cameras, opt/
mag projectors, etc. Write or call for details. BUD
WEISBROD, 5388 Papai St., Honolulu 96821,
(BOB)373-1287.

ECLAIR NFPR PACKAGE. Excellent condition,
Beala llA crystal motor, Kinoptic viewfinder, 2-400"
mags, 12-120 Angenieux zoom, Cine 60 7-amp hr,
battery beit, 2 power cables, filters, sunshade, new
cases, $8,000. JAMES L. (212)966-6657.

16MM ARRI BL 12-120 Angenieux zoom. 2-400'
mags, custom case, cables, excellent condition
$8,000. Moviola 16mm, 2 sound heads, takeup
arms $2.000. Nagra lll, SLO resolver, $3.000.
Mitchell 16mm 3-400' mags, sync and wild motors
with lenses, make offer. Ampex 350, %", make of-
fer. Bell & Howell Model C, 16mm printer, $12,000.
JAMES A. LARSEN, PO. Box 1023. Venice, CA
90291.(213)821-2473,

SHOWCHRON OWNERS: New audio circuit retro-
fit eliminates “clicks & pops.” For nformation (415)
Q57-1744,

SUPPLIES

BLACK LEADER, 16mm, fresh stock processed
to 4.0+, guaranteed $.05/ft. min. order 2000 ft.
Compilete lab service and supplies. 16mm & Super-
B. LEO DINER FILMS INC., 350 Golden Gate Ave.,
San Francisco, 94102(415) 775-3664.

SITUATIONS AVAILABLE

HELP WANTED TECHNICAL PERSONNEL. IM-
AGE DEVICES has openings in Miami and Atlanta
for camera/optical, electronic technicians, rental
sales personnel, super secretaries. 16/35mm or
video experience ESSENTIAL. Very interesting
growth potential for career oriented, energetic non-
smoker. Resume to IMAGE DEVICES, 1825 NE
1495t Miami, FL33181

RATES: Ads set in lightface type 50 ¢ per word; minimum per ad $5.00. Text set in capital letters (except 1st word and advertiser's name) 60 ¢ per word. Modified display
format (text set in boldface type, capitals or on separate lines) $5.00 per line. Remittance to cover cost MUST accompany copy. Send to Classified Advertising,
American Cinematographer, P.0. Box 2230, Hollywood, CA 90028. Deadline for copy is 1st of the month preceding date of issue. Subject matter limited to items and
services pertaining to filmmaking, cinematography, video.
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WANTED

WE NEED YOUR EQUIPMENT

JACK PILL & ASSOCIATES needs your used mo-
tion picture equipment. Contactus first. Our strong
customer demands allow us to buy or consign at
top prices. Since we guarantee and back consign-
ment to our customers, your equipment will be
quickly sold instead of gathering dust. Contact Ken
Skuban at JACK PILL & ASSOCIATES, €370
Santa Monica Blvd., Hollywood, CA 90038 or
phone (213)466-3238.

ARRI 16BL wanted. for around $4.000 or so. KEN,
(213)508-7449.

AT LAST!

Binders for
AMERICAN CINEMATOGRAPHER

These binders are especially
constructed to hold one volume

WANTED: BELL & HOWELL 16MM cameras, 400’ of AMERICAN
mags, electric motors. Kodak K-100, any parts for
above cameras. NATIONAL FILM COMPANY, CINEMATOGRAPHER.

10302 Kingspoint, Houston, TX77075.
BIRNS & SAWYER, INC. WILL BUY YOUR

EQUIPMENT OR SELL IT ON CONSIGNMENT SMALL LARGE
THIRTY YEARSOF DEPENDABLESERVICETO =
INDUSTRY PROFESSIONALS. YOU CAN BANK 1981 Pre-1981
CALL BILL SUTPHIN FOR A QUOTE. BIRNS
SAWYER. INC.. 1026 NO. HIGHLAND, HOLLY- AMERICAN CINEMATOGRAPHER BINDER
WOOD, CAS0038B.(213)466-821 1 P O BDX 2230
SCRIPT WANTED: Low budget teen exploitation ’ '
Filmable SoCal. Contemporary, no horror. Only HU“YWOOd. CA 90028, USA
guild registered. Maximum $5,000. UPTOWN, Box ‘
190, Whiitier, CA 90600 Please send binders at $5.Doceach. U.S. orders should
EXCELLEWT PRICES for shtyon 0 faa 2oy i 1.25 postage per binder. Foreign and Canada please remit $3.25
unexposed film stocks. NEW or ENDS. Call collect. nclude $ bp 3 gN p C O D, g p $
(213)466-8101. STUDIOFILM & TAPE postage per binder. No C.0.U.s.
RAW FILM STOCK and Video Tapes. Top cash. Will
consider all types. RAFIK, 814 Broadway., New Name
Vork 10003 (212)475-7884 collect.
SERVICES AVAILABLE Address
SHOOTING IN EUROPE? FILM & VIDEO SERV- City, State or Country
ICE. Fully equipped English speaking teams availa-
blie, Contact ASSMANNFILM, Wiesbaden, West Z]P
Germany. 001 149-6122-4476. Close to Frankfort

airport. California residents please remit 6% sales tax ($.30 per binder). Foreign Buyers please pay by

O'DOHERTY TECHNOLOGY - International Money Order or U.S. Funds.
A REPUTATION WELL EARNED

Technical expertise for the professional cinema-
tographer. Nobody gets those sync cameras qui-
eter. Buyers and sellers of used equipment. Autho-
rized Eclair and Arriflex dealers, Super 16
specialists. O'DOHERTY, 1303 Main St., Port Jef-
ferson, LILNY 11777.(516)331-1395.

QUALITY CAMERASERVICE
Complete repair and machine shop, parts depart-
ment, and top experienced techniCians are availa-
ble at Birns & Sawyer, Inc. to service your camera,
lenses, tripods andrelated equipment. Send in your
equipment for an estimate to our Service Depart-
ment, Call(213)466-821 1, Peter Anway. BIRNS &
SAWYER, INC., 1026 No. Highiand Ave., Holly-
wood, CA 90038,

AMERICAN CINEMATOGRAPHER MANUAL

THE BOOK

a
& for all reasons
&

q_}

EXPERT SKIER CINEMATOGRAPHER
With equipment, demo film on Heliskiing, B.J.
JACKSON, High Cascade Action Fims, 1664 NW
Hartford Ave., Bend, OR 97701. Telephone (503) - . .
ARDBLOD, o Detailing processes, techniques, equipment and fundamental facts of

WE HAVE IT! cinematography. .. Written by the top men in film.
Complete Underwater 16mm Camera System with
ights and meters. Shoot that wreck and capture it
on film forever. We have the know-how. Cheap
rental rates, Call (516) 331-1395, O'DOHERTY

o 1o Men s PRt femion. b THE AMERICAN CINEMATOGRAPHER MANUAL

P.0O. BOX 2230 5TH EDITION
MISCELLANEOUS HOLLYWOOD, CALIFORNIA 90028

MOVIE MEMORABILIA bought, sold, traded. Cur-
rent/classic film material. Posters, stills, lobby
cards, scripts, trailers. Thousands of titles availa-

ble. Send want lists/SASE: HOLLYWOOD BOOK Please send copies of the AMERICAN CINEMA-
QUPISTER L 170D, Lan Peynag Ave., hiow TOGRAPHER MANUAL (@ $25.00 each, plus $1.00 han-
"Sﬂﬁﬁmm R i IN dling fee (foreign offers, $2.00 handling). No C.O.D.s.
PLAYBOY CABLE CHANNEL would like to screen

NAME

immediately your one-of-a-kind color shorts availa-
ble for cable distribution. Released or unreleased.

Subjects varied: R-rated, eroctica, humaor, etc

FPLAYBOY CHANNEL A/S, Playbay Productions, STREET
8560 Sunset Bivd., Los Angeles, CA 90069

COMPLETE SET American Cinematographers,

1958 through 1978. Some early 1950's also. Best CITY STATE 2ip
offer. (213)937-6000

California residents please remit 6% Sales Tax ($1.50 per Manual). Foreign Buyers
RENTALS please pay by International Money Order or U.S. Funds

MOVIOLA flatbed editor: 16mm, MBEAH, flicker-
less image, inroomorout, call(213)821-0388
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Zéellan introduces its
complete rental camera inventory.
The Aaton.

Zellan Equipment Rental didn't
crowd its shelves with every brand of
16mm camera on the market. Because
offering you a selection of obsolete
cameras doesn't make any sense.

Not when you can rent the Aaton
16mm LTR.

The Aaton became the preferred
camera of 16mm proaducers and direc-
tors around the world. Chosen for its
scores of advanced engineering fea-
tures which were unknown at the time
when the basic designs of other 16mm
cameras were being fixed forever.

One example is its incomparably
quiet operation. By eliminating noisy
moving belts, the Aaton runs at an
incredibly silent 26 dB, or less.

If you work with an agency or client
scrutinizing every shot, the Aaton you
rent from Zellan will be equipped with
the first video viewing system planned
as an integral part of the overall camera
concept. Not an awkward addition.

The redesigned path that film takes
through the camera is one reason why
the Aaton generates the unerringly
sharp negatives required for super-16
to 35mm blow-ups.

- B
=

once you've experienced the
Aadton’s technological breakthroughs,
vou'll never rent another brand of

16mm camera again.

And Les Zellan has the country's larg-
est inventory of 16mm Aatons and spec-
|alized accessories for rent. Maintained
by America’'s most experienced Aaton
technician—Guy Genin. So you'll take
your camera package into the studio or
on location with complete confidence.

Aaton and Zellan. For producers
who don't heed a choice of 16mm
cameras in order to choose the best.

Zellan

250 West 57th Street

. 5 | New York NY 10019
Enterprisess |55 1508

America’s Aaton Specfalfs LS.
Devoted exclusively to sales, service
and rental of the Aaton 16mm LTR
and custom accessories.



Robert Jessup, ASC, Director
of Photography with
Producer/Director Ted
Kotcheff on location with the
feature film “Captured”.
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