w Maxim guns can check actions, bur they cannot
contral thoughes, The coloured peoples think a great
deal less of us than they did, even though they may
be too cautious w act on their opinions. For this
state of things the movies are nst, of course, alonc
responsible. The spread of native  education, - the
unedifying spectacle of the Worid War, the alk about
self-determination and the sacredness of nationality,
with promises of lsheraticn made and never carried
into effect—rhese have done much, perhaps most.
But the share of Hollywood in lowering the white
man's prestige is by no means incensiderable, A peo-
pe whose own propagandists proclain it to be ment-
aily and morally deficient cannot expect o be lcoked
up to. H fms were really true to lite, the whole
of Europe and America would deserve o be handed
over as  mandated tersitories e the Basutos, the
Papuans a#nd Andaman pygmies. Fortunately, they
are not e, We who were born in the West and
iwe there knocw it But the untutored mind of the
poor Indian does not know it. He sees the films, he
thinks they represent Western reabity, he cannot see
why he should be ruled by criminal imbeciles. As we
turned away disgusted from the idiotic spectacle
and threaded cur way out of the crowd, that strange
aquarium silence of the Javanese was broken by a
languid snigger of derision, Nothing more! Just a
livde laugh. A word or two of mocking comment
in Malay, und then once more the silence of fsh.
A few more years of Hollywood's propaganda, and
perhaps we shall not get out of an Owriental crowad
quite so easily

The book is by Aldeus Huxley and is called
Jesting Filate, travel pictures from India, Burma,
Malay and America. The omuel pages quoted here
refer to a cinema show which the writer witnessed
at Batavia in the Gambizr Park. And in Malay, as
cveryone knows, the tempeatures run high. We shall
meet again with the early autunn rains, — €. P,

EXPRESSI ON

In 138g Giovanni Bauista della Porta gave expres-
sim to the ddea that it ought o be possible to collect
thoughts, sounds and words in a lead tube, capable
of being closed, so that it would be possible to have
a p:rcrptiun of them again by merely opening the
top of the tube. This lead tube which has shown

‘ters and  Altecna Publix  Theaters v,
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uself a repuiar Pandora's bax is the first chapter in
the history of the soumd fiim, as Dr. Joachim re-
marked in a lecture given by him before the Kino-
techmische Geselschaft of Berlin on the occasion of
the recent cinema congress. (¢ Kinotechnik », No. 10).

About two hundred years later, towards the end of
187y, Fadison patented his phonograph in which
registration of scund was made by a needle that
moved in spicals laterady on a wax cylinder, and
which, under the action of a device actuared by the
scund waves, reproduced the oscilations wvertically,
that is from top to bottom and vice versa. The hlms
produced by Edison in the Cinetoscope of t8g2 were
even then accompanied by synchronized discs. In
Paris, the Nrst representation of synchronized discs
of this kind was crganized by Gaumeont in 1go2,
and 1n Berliin in 1go3 by Oskar Messter. While Edi-
son, as we have said, made the registration needle
of his phonograph oscifate vertically, in 1878, Ber-
liner propeced making the needle osallate horizont-
ally. Hz called his apparatus a gramiophone, and the
name has spread throughout the entire world,

The step from the mechanical gramophons to the
clectrical machin: was rendered possble by the in-
vention of the amplifying valve or wbe, which was
due o the work of Lieben, How much superior the
clectric-acoustic apparatus s to the mechanical re-
producer Dr Joachim has shown by using « contral
dises » on which were registered  frequencies  of
quo, 200 and oo cycles, as well as those of Boo, 1600,
3800 and &400 on hoth machines.

The frequencies of 1oo and oo cycles were audi-
blz cn the electric apparatus, but not so with the
mechanical  gramophone, The change from  sound
engraving to « sound writing », registered photogra
phically on the flm, which was so important an
advance for maodern sound technique, is based esszn-
tialy en the research work of the Tri-Ergon trium-
virate. The emsuing patent rights as wel as those of
Licben gave rise tw a lengthy and exasperating serics
of aw cases and financial struggles. (See in this can-
necticn the decision of the American supreme court
in Paramount Publix Corp. v. Altcona, Publix Thea-
American
Tri-Ergon Corp. published in Number 6 of the Jour-
na. of the SMPE).

After h;wi.ng lost ground in the feld of the phorno-
fiim, th=: gramophone has come of late to be much
ussd 25 a registration means, demonstrating ieself
indeed superior to the photo-electric method for in-
tensity and breadth and also for the small amount
of background noises. The American Columbia Co.
uszd this system with success far s picture COne
Night of Lowe, featuring Gracz Moore’s singing. For
gramophone registration (which s registered again
photo-electricaly on th= A'm) the Edisen method of
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vertical oscillations of the needle was used. (v Film-
technik », N* g).

A new system of sound registration is based on
the vertical oscillaticn methed. ht was proposed by
the American James A. Miller and has since been
developed in the Philips ‘aboratories. With this sys-
tem the more or less deep engraving dices not provide
the fie'd for the mechandcal scanming, but the angle
(of varying width) produced on the surface of a film
by the penetration ({of varying d-:Pr,h} of a wedge-
shaped needle (a white line symetrically indented on
a dark greund) is used for the normal oprical scan-
ning with photo-electric cell. If the sides of the needle
form a wide angle, then the width of the incision is
severa. times. greater than the depth. In other words,
a very smal vertical movement of the needle sufhices
to give great breadth of curve horizontaly. (« Kino-
technik », N° g).

REGULATING SQUND IN HALLS

Excellent ssund registration is no goed, however,
if the film is badly reproduced in the cinema halls.
Lous Lumitre during his recemt visit to Rome, told
us that he considered the most important task of
the cimema technique of wmonrow was perhaps that
of making the reproduction of sound independent
of the projection operator. This object can only be
attamred i the sound tracks in the Bims supplied by
the producing firms have such a homogencous den-
sity that there will be no need fior the sound operator
o rcgu:a{c the intensity of the sound, Today the fact
s that fifms are delivered w the theatres requiring
wide and very often sudden changes in the tader, and
not infrequently the variaticns requited exceed the
limits of the fader to handle them propedy. Some-
times the foud speakers suddenly start biaring in
wiy to shatter the drums of the public’s ears, even
when the fader is doing its best. Also, the opertor
is usually very much engaged in his cabin from which
point it is almost impossible to judge of the, intensity
of sound. The way w resoive the 'l':]lil:ﬁc'|.|.1l'.1l..'1 15 to be
found, according to F. H. Richardson in (« Need
for uniform density in variable density scund tracks »
w No 6 Journal of the SMPE) mot by improving the
contro! of the sound in the halls, but in a more
accurate preparation of the sound copies of the films
in the factorics and prnting works. It is only ia this
way that films can be presented to the public with
that intensity of sound track reproduction desired by
the fAlm director.

PERSPECTIVE

Harry Walden speaks of the effect of the dcplh
of perspective in the film image (in « American Cine-
matographer » N 6) from the physical and psy-
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chological points cf view. For example, mudipiying
the distance of the camera from the object to be
Rimed, and in the same proportion, the focal length
af the kens, the picture remains more or less the same
as regards the size of the chjects, but the perspective
changes. The perspective of an image depends solely
on the distance from the camera, and not on the
focal length of the lens.

In the Hlustravon which we from

have rtaken

VN

Walden's articie, the two groups of hgurss which
stand ome above the other on the lefr shew schemat
ically two human hgures « objectively » equidistant,
Lzt us suppose the picture was made with a lens
with a considerable focal length, and that it shows
(top hgure) the man who stands in front a quarter
of a fength taller than the man behind, while a shor-
ter focal length (making the pictures this tme with
propantiznatery  diminishing distances) would show
the man who is in front double the height of the
man behind (bztrom ﬁgu-rc}. In view of the greater
difference in height, the distance betwsen the wo
figures seems preater in the second case, and rthis is
why short fecal '.en.grhs are used in cinema work
when it is desired to give the effect of depth, or when
we have a very wioent movement m the direction of



the camera, as for example as endless caravan or an
express ain approaching at high speed.

Besides this physical phenomenon based on the
fact that the difference of the angles through which
the two figures impress themseives on the retina of
the eye or on the hlm increase with the shortening
of the distance between lens and object, Walden has
also noted a psychological effect of a certain import-
ance. The group of Agures on the left at the bottom
is of a different size to the group on the right, but
all the proportions are identical. Notwithstanding
this, the distance between the figures of the group
on the right appears less, according to Walden. (The
two drawings correspond to the images that would
result from an enlargement of a photograph or by
taking from the same distance from the object two

hotogra with different focal ‘ength lenses) Wal-

E;:n expl;P;:ﬁ this effect as follows: gr{l‘-e larger group
seems nearer, and therefore in it the difference in
size of the figures is perspectively diminished (in view
of the fact that this difference in size fnom close a1
hand is aiways greater).

It remains to be proved if this influence of the
absolute size of the image occurs when the fipures
arc not shown on a white ground but rather, as is
nearly always the case in photographs, against a
background which heips to lend a certain precision
vr sharpoess from which distance the hgunes are taken
and are therefiore o be « considered ».

If this s so, it might happen thar wiht a large
projection (or a projection seen very cose up) in
respect of a picture made with a long focal length
bens, the effect of depth will dimdénish, even if in
the propodtion between the figures, that is in the
perspective  situation, nothing has been objectively
changed. — R. A.

LEGISLATI ON

A recent arbitration decision made by M. Grunn-
embaum-Ballin, French Coundallor of State has
established some important principles in one of the
most interesting and delicate questions affecting the
film industry.

The point in dispute turned round the limits to
the right of cession of a cinema ardst,

It must be admitted that in the interests of the
worker who has to face a labour contract that is not

3 - fee ing.
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only nominal but alows the cmpioyer to free him-
sef of his obiagations, the Artsts’ Union has accept-
ed the principie of the cession of the contractual
obligations to another producer with the subordinat-
ion of -this faculty o certain conditions such as the
right of the artist to rencunce the benefits of the
contract if the new employer did not satdsfy him in
some particular. This facwity belonged o the artist
who had been traded away and not to the parties
uy the new contract, the concessionaire and the new

This power of cession of a comtract became a reg-
uar cause which did withour the consent of the
artist, who appeared in the printed document or con-
tract, which, owing to the juridical principic govem-
ing contracts, became obligatory for the lessec.

The thesis which was examined by the French
arbitration court revolved round these points.

The judgment stated: « Since an  intellectual
worker, and especialy an artist (actor) cannot be
considered as being an object of merchandise, a film-
producing firm cannot, by means of a contract with
another firm of producers, substitute the latter for
tself as regards the work and labour conditions of
an artist it has engaged unless a bilateral accord,
written or expressed has been accepted by the artist
himself or herself, and this even if the general con-
ditions for the hiring of actors contain the following
clause: " The company shall have the right to cede
the employment of any artist o any other firm or
individual company or corporation, even without the

i

artist’s consent ... ",

« A cause of this kind, which is contrary to the
=ssential rights of human personality, must be consid-
ered as contrasting with the principles or public
order and 15 therefore null and void »,

The cession in question may be considercd, from
the juridical point of view under varous a
especially in connection with the carly accords which
were entered inte  between producers-hirers and
artists.

First of all, there is a distinction to be made be-
tween the artist who plays a part of the first impor-
tance in the piece. who, in other words is a collabo-
ratzr, and the artist who cannot cdaim this exalted
function, but is nothing more than a minor character,
or even a super, whose work adds nothing to the
special character and individuality of the theatrical or
cinema piece.

In the first group we have the artists properly so
called round whom the picture is built, for whom
it was conceived and wrinen, and to whose charac
teristics and personalities the scenario was in all
probability subordinated. These are actor-authors
and co-authors in the fullest sense of the word, and
they have the right to assert moral rights in the
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