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_:'-f-‘-; IMAX, Tristar team for "Courage”

B8l 1n what will likely rank as one of the more unusual deals of 1994, big screen format IMAX corp. and
ﬂ Tristar Pictures have partnered on production and distribution of the $20 million, 35-minute feature
= "Wings of Courage". Scheduled to start production on March 15 in Vancouver and Banff the movie is
= Slated to be directed bij Jean-Jacques Annaud ("the bear") while "A River Runs Through It" star Craig
3 Sheffer also has reached a preliminary agreement to star in the picture. The movie will be shot in
ERe 70mm format, but Sony Pictures Entertainment and IMAX execs are said to have considered tailoring

y the movie for distribution to more traditional formats in the post-production process. Sony Pix declined

& comment. 'Wings of Courage" rates as one of the first examples of a major U.S. studio partnering on a
B big-screen, specialized format movie. Tristar will handle distribution of the film to 102 IMAX theaters
BB worldwide.

Source: Variety 31 January 1994
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EDITORIAL

70mm PROMOTION is the theme of this Newsletter. As you can read
here below, Thomas Hauerslev and Johan C.M.Wolthuis are going to
Los Angeles, San Francisco, etc. in another effort to raise the
interest for 65/70mm photography ! They hope to speak in the U.S.
with some "big bosses” of the film industry.
We expect from every member of the 70mm Association at least a
few lines, or more, about the theme "Why 70mm ?" All these letters
will be published in the April "Special Edition" of the "70mm
Newsletter" which goes with us to the States.
We think that the contribution of Vittorio Storaro will be of great
value for us. Read what he writes about the Big screen in this
issue. We are looking forward to hear from you all, also when you
have other ideas or suggestions !!
(editor's note: Part 4: The level of violence will probably be
removed from the final program.)

70 MM PROMOTION TOUR LOS ANGELES APRIL 1994
***********-1*****************************i**
Date: 17 April - 2 May 1994

Organised by:
Johan C. M. Wolthuis, secretary of the “Intermational 70 MM
Association" from Arnhem, The Netherlands

Thomas Hauverslev, projectionist & publicist from

Copenhagen, Denmark.
in collaboration with

Robert G. Dickson, documentary filmmaker in Los Angeles
and

Albert Bert, chairman of directors of tﬁe Kinepolis Group
' ' ' in Belgium.

OBJECTS:

1) We hope to make American filmproducers and directors as
enthousiastic as their European counterparts for such original

70mm films as "Oklahoma", “Cleopatra*, "Porgy and Bess",
"2001, A Space Odyssey", etc. from former times and such 70mm
films as “Far and Away", “Baraka", "Little Buddha", etc. from

these days.

And we also hape to convince filmproducers and directars to
use 65mm once again. .

"WHEREAS INCREASINGLY MORE EURGPEAN CINEMAS ARE ABLE TO SHOV
7OMM FILMS, THERE ARE INCREASINGLY FEWER 70MM PRINTS AVAILABLE

2> Digital sound alone dcesnot ensure success. The cinemas
need the original 70mm film to survive in their struggle
against HD TV and other forms of amusement.
Many viewers prefer magnetic stereophonic sound to digital
sound because of the exaggerated sharp sound effects of the
latter. )

WHY SHOULD THE SOUND QUALITY OF FILMS BE IMPROVED ALONE,
BUT NOT THE IMAGE QUALITY !
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*70mm Promotion tour to L.A.

3> Many famous American films €rom the fift

are representatives aof the cultural
States of America.

ies and the sixties
inheritance of the United

These films should be revised and restored,
just like it has been done with "LAWRENCE OF ARABTA“,

¥e should like to draw special attention to
"Around the Warld in 80 Days", “Porgy and Bess", “Sguth
Pacific", “Ben Hur" and "Cleopatra".

4) The level of violence in films should be reduced,
viaolent films should be shown less fre
and on television.

It has been proven the last time that violence in films and on
television has a negative effect on children and an young
adults. :

It 1s the responsibility of film makers and the makers of

television programs to amuse, entertain and educate the
viewers, nat to invite them to vioclence!

similarly
quently both in cinemas

We should all be alert to increasing violence on our cinema ar

television screen, otherwise the violence will turn against us
all some time. :

PRESS INFORMATION:

Starting in February 1994 we plan to devote attention to the
"70mm promotion tour". We hope to arrange appointments with
film producers, directors and studio managers in Las Angeles.
Furthermore, we intend tokeep the local press informed of our

activities and ask them to publish something about the
subject.

ACTIONS:

The following material will bhe distributed in late April to
the above mentioned persons:

* A list of operational 70mm cinemas in Europe.

* Information concerning 70mm films by the “Internaticnal 70MM
Assaciation". )
A complete list of original 70mm films with productian year.
*

Letters from managers of Buropean cirnemas requesting more
70mm prints.

* Special Edition of the "70 MM NEWSLETTER" April 1894,

{Everything will be printed on large format A3 size paper)

PARTICIPATION:

Sponsors and advertising in the “70 MM Newsletter" April 1994
Providing letters of European Cinemas.
Prices on request.
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Vittorio Storaro

Cinema
on the Big Screen

Vihink that the cinematogrephic
snace was defined visually by the
Lumiere brothers with Iheir [irst

public showing, which marked out
a cerlain portion of the screen
where our dreams would be
realized, are reclized. and will
aiways be realized. This first
showing semehow fixed the area
reserved for our creative expression
on a white sheet; a rectcngfe of
Llight thar hes since illuminared
zartain numbers which have
bacome slandards for viewing films
with number 35 signifying Ihe
width of film necessary for
NORMAL projeclion; whereas
number 16, which followed it, was
iust capable of producing images
or the SMALL screen. However, ii
was only alter the advent of the
glectronic image, of lelevision, that
a need was feil to modify and
extend tha! magical space in which
we were accuslomed to walching
the world and experiencing lime.
This was an allempt 1o invalve tha
viewer in the show — the big show
— 1o a greater exleat, by inventing
an inlinile number and variety of
filming and projection sysiems
[Cinemascope, Vislavision,
Cinerama, Tedd AQ, Technirama,
Supercinemascope,
Supertechnirama, Super 7Omm,
3D, ete.] in the space of o few
yecrs. This trend conlinued until the
mcdern Ciclorama, Himaox,
Cmnimax, 70 3D and Showscan
were invenled, each one sponsored
by g differont company, and each
s0 different from the other thal they
cancelled cne anolher oul, to the
point thal nene of them actuclly

became a STANDARD for Cinema
on the 8IG screen. Even though
Ihese sysiems fell by the wayside,
clinging 1o one ancther desperately
as they lumbled from Ihe height of
their vast screens, the movie-goer
still experienced an ever greater
need for the WIDE SCREEN in
order lo become emolionglly
involved and Io live a special
AUDIOVISUAL experience, logelher
with as many other movie-goers as
posshile.

The Inlernalional Cinema
industry, having sustained excessive
cosis and low returns on certain
superficial epic productions (which
only served to underline the fact
that big sysiems naturally mecn big
cosls and quite often enjoy lillle
success wuh the public), respended
lo the above need in an exiremely
economical way, in an allempl lo
creale lhe illusicn of Cinema on he
BIG screen by enlarging the
NORMAL arec of number 35 with
ancmorphic lenses which widened
the field of vision during both
filming and projection. Recenily, the
lechnical condilions of projeclion
have at leas been improved —
also for reasons of acoustics — by
enlarging the 35mm negative
image and prinling it on @ 70mm
posilive.

The llalian Cinema industry, in a
conlinucus effort 1o reduce cosls
even {urther, unforlunately wenl os
far as draslically reducing the
norinal area of @ 35mm negative
by imposing sysloms (Techniscope)
which, althcugh they did nal have
the 1echnical requirements for
creating the right image for the BIG

screen did, however, allow grealer
freedom of movement, as well as
being more economical in that they
used less negalive film. In facl,
whai these systems did was lo
make il impossible for any small
movie camera lo creale illusory
images for the big screen. In the
dislent past, | personally had
suffered the experience of not
being able to use the right filmsrock
far ihe righl screen on ['Orlando
Furioso direcled by Luca Roncont,
when the produciion maintained
thet shooling in 16mm was justified
by the fac! Iicn the film was
uitmately deslined for the small
Television screen: bul then
artzmpled fo create a BLOWN-UP
cinematographic versicn in 35mm,
which bolh Luca and | disowned.

In the not-so-disiant past, |
personally had o suffer the
sharicomings of Techniscopa on
grojecls like Delitto al Circolo del
Tennis direcled by Franco Rossetti,
L'uccelio dalle piume di ¢ristailo
(The bird with the crystal plumage)
direcled by Dario Argento, 'Eneide
(The Aeneid] directed by Franco
Ressi and Malizia directed by
Salvatere Samperi; however, these
experiences aliowed me lo Irain
myself to creale images for a
different sized space.

ln more recent limes, | personally
had the cpportunity as | developed
lo creale images fer lhe BIG screen
in 70mm — al least from @ 35mm
Cinemascope negalive — while
working on such projects as
Apocalypse Now directed by
Francis Cogpola, ladyhawke
direcled by Richard Donner, The
last Emperor directed by Bernardo
Berlolucci, and Tucker direcled
once again by Francis Coppola.

In the same way that cne needs
lo eslablish the right proportions in
lite, one also has to respec! lhese
proporlions in the Cinema, with lhe
right negative for the right screen:
16mm for viewing an image on a
SMALL SCREEN; 35mm for viewing
an image on a NORMAL SCREEN;
65mm lor viewing an image on a
BIG SCREEN.

In this way, the right technology is
used lo creale the kind of Film one
wanls lo produce and,
consequenlly, to project in an
honest way, without myslifying or

illuding the movie-goars more than

necessary, The audience will truly
believe they are seeing and

hearing enteriair
scale because ol
it is presented.
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begin lo prove to myself that | could
use 65mm film wilh the same
lighting and pholographic siruclure
Ihat | adopled for 35mm.

However, | did succeed in
convincing Warren to !ake the
necessary sleps to make Dick Tracy
ihe first filin 1o benelit from the
lechnological advantages of
CiGITAL SOUND, at least as far as
the 70mm prinls were concerned,

I personally did everything
possible lo persuade, lo convince,
Eernardo Berrolucci end Jeremy
Tharmas 1o enler the world of 65mm
tight from the beginning of Litle
cuddna.

Eul Jeremy and Bernardo decided
‘c remain in the world of
Ciremascope, lhe former for
financial reasons and the latter for
crechve ones.

The enlire siructure of the film,
which was divided into various
parls (one of which fealured a
Tibelan Lema telling the story of
Buddha to a group of children|

- allowed me, in a moment of calm

when everyone had put aside thal
nervousness that usually precedes
the slart of a Film, lo ence again
propose shooting at least the part
in which the story of Buddha's life
is related in 65mm,

For some time Bertolucci, the
production designer James
Achesen, and | had been
discussing Ihe possibility of using
figuralive elements inspired by
certain 18th century minialures lo
depic! the world of Siddhartha. A
spentaneous remark during the
rushes resulted in our re-discussing
lhe problem and, this time, beoth
Bernardo and Jeremy immedialely
seemed disposed lo realizing Ihis
specific past of the Film wilh a new
lechnolegy which wauld enable us
lo portray, in accordance with the
story, that particular egisode as o
per?;clly illusirated world; a book
of images which would have a
Iremendous impact on the audience
as they walched and listened 1o Ihis
very special pari of the slary.

| immedialely began making
phonecails and sending faxes, in
order to regain the support that g
number of Companies had
promised me, in their seeking lo
promele, above ail in Eurora,
Cinema on lhe big screen filmed in
é5mm,

ARRI, KODAK and
TECHINICCLOR were prepared, via

Reprinted by permission.

their respective representalives
Horst Bergman, Joerg Agin and
Ron Jarvis, lo work with us on
promoling the system, as long as it
gave them anolher chance to open
up the market for Cinema
cenceived for the big screen and
filmed wilh a big negative that was
wilthout a doubt, more suilable for
obiaining “high definilion” images.

Alter ARRI, KQDAK and
TECHNICOLOR had confirmed, the
mes! urgen! problem lo be solved
was how 1o gel Ihe necessary
equipment (Film and Movie
Cameras) 1o. Kathmandy for the day
shooting was scheduled lo begin,
that morning we would begin lo
create the imaae of a small While
elephanl which, by planting his
seed in Queen Maya, caused the
legend of 8uddha 1o be born.

The only change that the
produchion had lo accommodate,
apart from the substilution of the
PEEWEE dolly wilh its big brother
HYBRID, was in fact tha! of
replacing the camera, and loading
it with the appropriale film that
would run through ils body.

We were actually challenging the
preconceived idea lhat 65mm
Cinema inevilably meant a bi
increase not only in cost but also in
the time it 1akes to realize a Film.
For a long time | had been
affirming, especiclly affer the lests |
had carried oul on lhe sel of Dick
Tracy, that if one used the new
ARRI cameras (765), the new

Kodok film (5293, 5294) and the
new Technicolor realments
[E.N.R), there was nol g big
difference between Cinemascope
and 65mm when i came 1o the
technical equipment, the financing
and the lime necessary lo realize o
Film for the big screen. For us,
however, it was like jumping on a
moving train — this time at least —
Qs we were now using equipmenl
that was lar more sophisticaled and
more complex, but which in the
event proved easier to operate
once we had become familiar
weith il

The system undoubledly allowed
us 1o achiave a higher quc:lihf in ihe
recording of an image, which is
fundamental as the Cineme has
always been considerad o
language ol images.

Everylthing finally arrived on lime.
We could all hc:rd‘r\/ veail to

I

“baptize” ihe camera, even though
the 131 assistants, 2nd assistanls
and cameramen of both units had
onlg hed a few hours the evenin
before 1o be inlroduced to the
equipment by Manfred, whom ARR

ad senl specially fer this purpose,
50 lhal they would of least have o
basic working knowledge of the
camera. Il was on o Monday
morning in November that we
began Io film Ihe firsl scene of the
story of Buddha, while the entice
crew looked on wilh inlerest,

As ulways, Fabio slid up the
masler on the electronic cﬁ_esk that
conlrols lhe lighting, Alfredo
prepared lo raise the boom of the
dolly, Mauro was noised o set the
wheels in motion, Earico and Fabio
framed the slates, Rober! and
Riccardo brought them into focus,
Paolo ond Alfredino were ready to
calch the firs! lines and, as
everyone seemed visibly more tense
while | walched impatienlly,
Bernardo broke the ice with those
magical words "ROLL ‘EM”, the
Redgpnlor lights on the cameras
glowed, and the werd "ACTION"
transporled us: frame aller frame,
lake afler loke, scene aller scene,
into another world, where we
became familiar with the slory, the
legend, the myth and Ihe life of
Buddha. We experienced ihis, as
did the young prolagonisls, as if we
were looking at a big illustrated
book. like c?xi]dren fascinaled by
the flickering llames of a fire, we
szed at the images we had
crealed as if we had been
walching a 65mm fairy-lale in
colourl

After we had recovered from our
wondermenl, we were amazed lo
discover that there was in fact very
itlle to wonder al: we confinued 1o
do precisely what we had been
doing for months, using the same
amount and quality of light
(Filippo, Stefano and Ihe team of
eleclricians didn’l modify the
lighting plan in any way and didn‘t
even seem fo nolice lhe change in
cameras) ond working out and
realizing the same camera moves
(the twe Vinlen heads we nermall
used were adapted lo fit the bodies
of the 7655, thus endowing lhe
enlire system with tha! same
freedom of movement lo which we
had been accuslomed lor some
lime]. Tonino and his grips also
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" VIMONO Storaro: Lhe big screen  promotor of 70mm photograpy

continued 1o use the tracks and Ihe
dolly as usuai, the only difference
being that the dolly was new
heavier. The entire crew did what ji
had always done on every Film,
which was living each frame as ii
was lilmed, each sound as it was
recorded, and modifying, with
each joinl breath, the complete
emolional structure of the Film. |
have always believed, in focl, that
the porlicuror sensibility of film is
able 1o record the emolions of all
those who participale in the
creation of a cinematographic
image, 50 you can imagine in
65mmil

Only the slill photographers, who

were then arriving from practically
all over the world, seemed lo go o
litle more wild than usual when
Bernardo sal asiride the dolly and
trundled off to research his images
os always, lo select the one thal
was right for thal parcticular
moment; when | myself, holding an
exposure meter that was still warm
[rom the last time | measured the
light, approached the abject Ihat
was unrelenlingly devouring the
images thel tomarrow, after their
having been mulliplied by various
film processes, il would restore 1o a
vasl number of screens before the
audience’s very eyes.

rowever, lhings didn'l go all that
smocthly ot the ceginning. The first
report en the negalive thal we
received from the laboratory in Los
Angeles — while Technicolor in
lenden was preparing 1o develop
the 65mm negalive — gave some
couse lor alarm; it was not clear
who or what migh! have caused
cerlain physicol defecls in some of
the images that we were all wailing
impaliently to screen,

Finally, Mike lamandcla called
me and set my mind at rest with the
news thal certain marks on lhe
images only appeared af the
beginning of a scene, and certain
imperfections al the end of the
same scene, and that o number of
liny scralches visible during
screening would be elimincled with
lhe welgale process. We had also
begun lo sense, however, that
something was preventing the
negclive?rom winding smoothly
cher il had been exposed.

The everwatchful Manfred
naticed that some of our Nepalese
assislanls were carrying lhe
magazines u(pside own, so lhat
the weight of the film fell on the
wrong parl of the chassis inside,
thus preventing the film from
running through the camera in the
normal way.

This and various other discoveries
led us to slightly modify our
handling of the camera daily
which, in turn, resulted in our
encouniering a series of small but
impartant things that must cerlainly
be improved. The ARRI 765 was in
fact wriling its history along with
us. Every day, my crew and |
pursued our research and made
discoveries af the sama lime, using
a camera which, as it utiized new
technologies, had arrived on The
markel wilhout having been able 1o
lest itself to the {ull, that is, withoul
having been used lo shoot an enlire
film,

Nevertheless, ARRI-KODAK.
TECHNICOLCR's continual
assislance made our journey more
and more Irouble-free, Iransporling
us during sach screening inlo a
dream-world that, given its
exIrcordinary clarity, conslituted o
more and more failhful
repreduction of an imaginary
reality invented by our crealive
fantasy.

Even locking into the Eye Piece,
one had the impression of
experiencing ¢ new world, a
breadth of visicn without the use of
any addilional lenses lhat widened
it anamorphically, of perceiving a
clear, limpid, sharp image that truly
led us to believe we could mainlain
lhe qualities visible during filming
when the image was projected onto
a big screen.

After only three days, everylhing
seemed more normo{lhun usual,
The cameras were lifled on and off
dollies and cranes with the same
rhythm we had adopted during the
Cinemascope era, and the lighting
became more intense or dim as it
chased the modern simulacra of
ancient dreams. When we were
filming_the legend of the nobleman
Siddhartha, however, it was the
scenes in fronl of us thal appeared
to be most harmonious, as their
magnitude was in correcl
proportion to the system with which
we were filming them: using cne;
two or three movie cameras
according o the requirements of
the story, and no longer
experiencing that sirange sensation
of looking al a greal mise an scéne
that was then diminished by a small
film structure.

1 only had lo see, lo touch that
wide perforaled sirip avery lime |
walched a magazine being
changed to feel more reassured
than usual, simply because it made
me even more cerlain that all the
various degrees of Lighl, Shadow
and Colour Ihal | was harmonizing

for each scene, in an aftempt to
WRITE IN LIGHT the slory of this
film, would be recorded in the right
space,

Day after day, we wers able 1o
respect the shooting schedule thal
od been worked out months,
previously for a normal 35mm Film.
Although we used the same amounl
of Lighl, the same number of
personnel, we were able lo achieve
greater quality, that is BIG quality,
in the filming. In effect, | believe il
is thanks lo modern technical
equipmenl that only the cost of the
Camera, lhe Film and the prinling
and develaping of the rushes.
increases when shooting in 65mm,
while all the olher requirements for
creating big cinema enlertcinment
remain the same.

Sitling in our screeing room, as
we usuclly did when there was new
material lo view, we calml
followed the unfclding of iKe
hislorical events, but were now far
more involved in lhe story, in the
cinematographic Fciry-!oé, than we
hcd been previously. We no longer
experienced an anxious feeling
when walching cerlain lakes —
maybe filmed with a wide slop —
that possessed a somewhali grainy
quality which appeared Io hover,
like an anguished ghosl, in front of
the screen.

| had in fact been convinced of
something from the very first
screening — even though we were
actually watching rushes that had
been compressed on a squeezed
positive and projected in 35mm
through onolﬁer anamerphic lens
{all this 1o permit posiproduction in
lhe standard 35mm formal) —
which was that for a speciaculer,
epic Film, for a greal novel told in
images, Cinemoscope, in my eyes,
was no longer feasible, it's lime
had come to an end because we
had actually overcome the
technical, creative and indusirial
problems that prevented the
average preduclion from shooling

with the right negative film for the
right screen size.

In the same way that the
figurative-photegraphic concept of
liftle Buddha was based on Ihe
Equilibrium of the Elemenls, we also
found ourselves trying to achieve
equilibrium al a lechnological level
by filming the modern part of the
story in Cinemascope and the
special effects in Vislavision, and
recording the ancien! part on the
magical 45mm strip. It was a
combination of difﬁarenl formats that
were used according lo the
requiremenls of the slory and the
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L, NG WHL UE Unieag in two
lifzrent Inlernegatives, one in
I5mm (saducing the parts filmed in
/istcvision and in $5mm) for normal
Zinemascope prints, and the other
in 45mm (enlarging the parts filmed
in 35mm and in Vistavision| for the
70mm releasa prints.

| personally hope that 1 will'be
able 1o pholograph every other film
for the big screen that | am asked
to collaberale on in 65mm; indeed,
I must realize them in 45mm.

When Berlolucci called me ana
Sunday afternoon 1o discuss the
possibiiilies of the system, he

commented in & low voice: “In a
world of whirling images crealed
wilh television in view, the 65mm
system is perhaps the right one to
prolong the life of the word
‘CINEMA"

I hope, and indeed | believe, he

is right. | want him 1o be right. |
only hope that | can measure up o
the 65mm system myself.

VITTORIO STORARO Los Angeles 20-1-1994

The INTERNATIONAL 70mm Association
Att.tion Mr.Johan C.M.Wolthuis

Dear Mr. Wolthuis

Thank you for the kindly letter and excuse me for the delay of my answer, I was all around Europa
for35 and 70mm Answer prints of " LITTLE BUDDHA " and the shooting of two episodes of the
multimedia project "ROMA IMAGO URBIS", now I'm in Los Angeles to take care at the Digital
Master on NTSC and PAL of "Little buddha®.

Ttis true that "Little Buddha" is very particular Film in relation at the three different Format used -
for the shooting: ANAMORPHIC 35mm ( For the modern part of the story), VISTAVISION 35mm

( For the special effects part of the Enlightment sequence ), ARRI 65mm for the ancient story of
Buddha ).

I'm completely in agreement with your philosophy that 70mm Film is one of the most important
device for Cinema in the future. Particularly for epic story, main event, big romance: Film well made
( Story-Direction-Cinematography- Acting-Production and Costume Designer-Digital Sound etc...)
are pushing audience into FilmT heaters. Good movies, particular if showed in good theater, in 70mm
Print and with Digital Sound are making the experience of CINEMA.

[ really believe that if 16mm Negative Film is in good relation with image projected in SMALL
screen, 35mm is for NORMAL size of screen, 65mm is the right Negative size to fill a BIG screen.

Anamorphic Picture is like pretend to be, give a false impression to audience of what a LARGE
SCREEN experience is.

" LITTLE BUDDHA " already opened in Europe with suxccess and we are looking forward to the

United States opening in April or May, hoping that American audience will love the story and the vi-
sual experience of it. '

Your secretary that saw the Film in Bruxelles seems to appreciate it. [ done several interview about
the filming in 65mm for "Little Buddha". particolarly with Bob Fisher that will be published soon in
Hollywood Report and ASC magazine; I'll speak about this subject on January 29th at the Film For-
mat Seminar that will be held at the Academy of Motion Picture Art and Sciences in Los Angeles.
'm sorry that on March I'll be back in Italy and I'l miss the opportunity to partecipate at your cam-
paign "70mm PROMOTION" . In case you haven't read my article issued on the AIC's Annuary I'll

send a copy of it. If you need copies of The Annuary of Italian Cinematographers Association , you
can ask at: AIC - Rome,Italy, fax n° 0039-6-7222155.

Please let me know any news about The INTERNATIONAL 70mm ASSOCIATION. Stncerely

Vittorio Storaro

70MM Newsletter January (994

- Page 7



Welcome to
70MM association

CLASSIFIED
ADVERTISING

WANTED:

New or good quality used spare
parts for a Orcon 35/70mm
projector type P-2000 made in
India. Intermittent sprocket,
two 35mm pad rollers and two
70mm pad rollers. Plus any
technical details ie workshop
manual for above and details
for 35/70mm sound head type
S-2000 & 70mm Altec preamp type
OEM 800 for home building
project.

Mr. B. Wales,

101 High Street, Lymington.
Hampshire S041 9AP. England
Tel. 0590 672191 (evenings)

Gaumont-Kalee HORIZONTAL Double.frame
PROJECTION & SOUND EQUIPMENT

it you like 70mm, you'l

love our WIDESCREEN

CAMERAS, each a wonderful example of the genre

The Widescreen Centre supplies some of the finest
panoramic cameras currently available on the market,
specialising in the ever-popular swing lens type that
take in all the eye can see. They are now able to offer
the foliowing superb machines from stock:

WIDELUX F8, 35mm swing lens camera. The very
latest version of this famous camera. Field coverage
140-degrees diagonal. Producing negative or
iransparency 2dmmx 59mm. Usedby NASA for space
exploration, Himalayan and Antarclic expeditions, it
has become the standard instrument for the enthusiast
and professional alike. Now available at only (post
072 (15 | SN R T £1301-00

WIDELUX 1500, medium format (using120-film)
professional swing lens camera with a field coverage
of 150-degree diagonal, from a 50mm x 122mm
negative or transparency. Viewfinder shows 100%
field of vision. Complete (post paid).............. E2668.75

CYCLOPS Mk [l is an extremely economical medium

format swing lens camera optimising on the full are:
offered by 120-mm film stock. In fact it produces jus
about the largest negative currently available, givin
you four shots on a roll, each 56mm x 155mm !
dimensions. Superb definiition, all-new lens, 112
degree angle of coverage. Supplied complete in fitte
aluminisedcase. Postpaid............oooooooeiii £999-0

CYCLOPSMklllisthe ultimate professionally orientate
swing lens panoramiccamera. As per Mkll, butincludin
stabilised, motorised shutter, offering choice of 1
speeds, the slowest being five seconds. Supplie
complete with charger and remcte control reiease
fitted aluminised case.Postpaid........cccoooieeeie £2208-t

TheWidescreenCentre
will accepl payment in
all EEC currencies, or
via MASTERCARD or

Worae, ‘phone. pax or cali jor furtner detatls i

T he

VISA aliprices exclude B .
value added tax A Widqscreqr
range of accessories Centre

such as slide mounts

are aiso avaiiable for LONDON:

ihese cameras where
appronale  Ask for
details. Prices ex-VAT

48, DORSET STREET (ofi Baker St
LCMNDON W1H 3FH
071-935 2580 FAX: 071-486 1272
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