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With film, that’s how. Only film has a richness, texture, and depth that you can feel. Only film

portrays nuance and detail as your eye sees it. Only film enables a truly efficient film or digital

workflow with maximum flexibility from capture through post. And only film, a proven archival

medium, is futureproof. Entrust your vision to nothing less than KODAK VISION2 Motion

Picture Film. Available in a complete range of 35 mm and 16 mm formats to meet your exact

needs — creatively, technically, and economically. Learn more about our commitment to film,

and to helping ensure what you envision is what you get at www.kodak.com.go/motion.

THE DIRECTOR’S TO-DO LIST: 

EXPOSE TRUTH. 
ELICIT EMOTION. 

PROVOKE THOUGHT. 
STAY IN BUDGET. 

GUESS HOW HE DOES IT?
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Built production-tough with a die-cast

aluminum frame, Panasonic’s lightweight BT

Series monitors deliver exceptional color reproduction and

contrast with no motion blurring – and without the bulk of a CRT.

Both the 26˝ BT-LH2600W and 17˝ BT-LH1700W feature a split-screen

freeze frame for scene comparison and color matching, built-in waveform

monitor, two HD/SD-SDI auto-sensing inputs and 176º off-axis viewing. For

productions, the 1700W is AC/DC capable, while the 2600W offers features like

Pixel-to-Pixel mode for critical focusing and superimposed audio level meters.

The rugged, portable 8.4˝ BT-LH900A and 7.9˝ BT-LH80W monitors pack versatile

features in a compact design, perfect for field or studio production environments.

In the studio or on the road, when your image counts, depend on Panasonic.

8.4˝7.9˝

© 2007 Panasonic Broadcast 

3-Year Extended Warranty Program - To demonstrate our
confidence in these production-tough monitors, Panasonic is

pleased to extend its one-year warranty for an additional 2 years to
customers purchasing the BT-LH1700W and BT-LH2600W production
LCD monitors between June 1 and December 31, 2007. For more
information, please visit us at www.panasonic.com/broadcast

3w

3w

17˝

26˝

monitors
rugged enough
to take on the road

3w
when it counts
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Panasonic 16GB P2 card
Panasonic announced the delivery of 
its new AJ-P2C016RG 16GB P2 card 
that doubles the storage capacity 
and recording time of its previous P2 
solid-state memory card. Available 
at a suggested list price of $900, the 
reusable 16GB P2 card now offers P2 
camcorders recording capacity com-
parable to, and often exceeding, tape 
and disc-based systems. With a five-slot 
AJ-HPX2000 P2 HD camcorder, profes-
sionals can record up to 200 minutes 
at native 720/24pN in DVCPRO HD, 80 
minutes in 1080i/720p in DVCPRO HD, 
and 160 minutes in DVCPRO 50 using 
five 16 GB P2 cards. Panasonic also 
announced that its 32GB P2 card would 
be available by year-end at a price of 
$1,800, effectively quadrupling the stor-
age capacity of its previous P2 card.

artBeats new reliGious 
FootaGe
Artbeats announced the release of 
three new high-definition worship col-
lections: Protestants, Catholics and 
Worshippers. Protestants contains clips 
of singing, Bible reading, sermons 
and congregational scenes; Catholics 
features traditional scenarios of nuns, 
communion, holy water and proces-
sions; and Worshippers contains 
imagery depicting men, women and 
children praying as a community or in 
solitude. 

red enGineerinG delay 
RED is currently on an engineering 
delay, as they refine some components 
to reach the target image quality for 
the initial camera release. President 
Jim Jannard posted the engineering 
based schedule on www.reduser.net 
and as long as they hit all engineering 

targets, they will follow it. Cameras for 
movie production- now to July 30th will 
have limited features: not enough for 
production cameras but enough to 
shoot a major motion picture. RED will 
get valuable “field test” information 
from these projects. Production cam-
era schedule: 1-50 August 30th; 51-100 
September 15th; 101-300 October 10th; 
301- 700 November 10th; 701- 1200 
December 10th; etc. If anyone who has 
a reservation wants to wait to receive 
their cameras when all features are 
enabled, RED will hold their camera 
aside until that time. They will not lose 
their serial number. If anyone wants to 
cancel their reservation for any reason, 
RED will refund their deposit by the 
schedule previously posted.

doremi introduces dVi to 
Hd-Video conVerter
Doremi Labs introduced its new com-
pact DSDI-20 converter. The DSDI-20 
converts the DVI computer signal, 
up to 1920x1200, to high definition 
or standard definition SDI video. The 
analog VGA format is also supported 
via the DVI-I input. By converting DVI 
to SDI, computer generated images 
can be recorded, broadcast, and 
displayed. The DSDI-20’s high defini-
tion HD-SDI output helps to retain 
the details and small fonts typical of 
a computer’s high resolution display. 
The DSDI-20 supports NTSC, PAL and 
popular HD video formats including 
1080i, 1080p and 720p.

arizona caBle GoinG Hd 
The city-owned local origination 
cable channel in Glendale, Ariz. 
plans to convert to high-definition 
operations with equipment supplied 
by Grass Valley. The City of Glendale 
is purchasing a Kayak HD production 
switcher, five LDK 8000 HD cameras 
and a Concerto routing system. A new 
control room is being constructed 
around this equipment. 

directV adds more Hd 
cHannels 
DirecTV announced that it has agree-
ments in place for carriage of several 
additional HD channels, with plans 

to have the count up to 100 by year’s 
end. The latest additions include four 
Discovery HD channels, CNBC and 
Chiller in HD, five Starz HD streams and 
also offerings from The History Channel 
and A&E. The satellite programming 
distribution service said that their num-
ber of HD customers had doubled dur-
ing the past year. 

For-a Hd Frame conVerter 
does international oPera
FOR-A Corporation’s FRC-7000 HD 
frame rate converter is proving to be 
a key component enabling live broad-
casts of operas from New York’s famed 
Metropolitan Opera to participating 
digital cinemas in the United States 
and Europe. Since “The Metropolitan 
Opera: Live in HD” began in December 
2006, digital cinema audiences in 
the United States, as well as Britain, 
Canada, Germany, Japan, Norway, and 
Sweden, have been able to watch an 
opera live from “The Met” as if they 
had the best seats in the house. The 
HD opera productions are transmitted 
to participating digital cinemas and 
projected in HD with 5.1 channels of 
surround sound onto big screens. The 
FOR-A FRC-7000 converts between 
1080/59.94i, 1080/50i, and between 
720/59.94p and 720/50p HD frame rates 
in real time. 

leader lt4400 Hd/sd sync 
and test Generator
Latest addition to the Leader range of 
broadcast test instruments, the LT440 
multi-format generator is a compact 
master sync and test pattern genera-
tor with a wide range of applications 
in HD/SD video production, post-pro-
duction and non-linear editing. It can 
generate HD-SDI tri-level sync as well 
as composite and SDI black simulta-
neously via six outputs arranged as 
three pairs. Each of the three pairs is 

independently controllable, includ-
ing black-burst (PAL or NTSC) with 
independent timing. Genlock recovery 
features are also available to match the 
requirements of specific systems. 

nielsen to measure Hd 
uniVerse 
Nielsen, the TV ratings firm, will start 
measuring the extent of high-def 
penetration in November for both the 
national and local level. “What we are 
providing in November is the Universe 
estimate--how many homes have 
HD,” said Nielsen spokesperson Laura 
James. “We’re working with clients on 
the definition of HD; there’s HD capa-
ble homes and HD receivable homes,” 
i.e., households that may have an HD 
receiver but no HD service, versus 
those with both. “We’re working with 
the industry to decide which definition 
we’re going to use. The HD universe 
classification would be similar to that 
of wired cable and other estimates that 
are updated four times a year, accord-
ing to Nielsen.

scriPPs conVerts to Hd 
news witH JVc 
JVC Professional Products Company 
announced an agreement with Scripps 
Television Station Group to provide 
ProHD cameras and accessories as 
part of Scripps’ plan to upgrade all 
of its television stations to HD. Under 
this agreement, Scripps will purchase 
more than 150 GY-HD250 ProHD cam-
corders, over 150 BR-HD50sProHD 
recorder/players, more than 300 DR-
HD10060G HD hard disk recorders and 
approximately 100 DTV monitors. This 
announcement follows the Fall 2006 
purchase of JVC GY-HD250s by WXYZ-
TV, the Scripps ABC-affiliate in Detroit, 
MI. WXYZ-TV upgraded its local news 
coverage to HD on October 4, 2006, 
and used the GY-HD250s for its HD 
coverage of the November election.

Qustream routers 
selected For new Hd 
moBile units 
Crosscreek Television Productions, 
Game Creek Video and Token Creek 
Mobile Television have purchased 
QuStream Corp. products for their lat-

est high-definition broadcast trucks. 
These new mobile broadcast facilities 
will feature recent additions to the 
QuStream product line, including 
Cheetah 288x576 routers, DRS audio 
routers, and Integrity series signal 
processing systems.  “We wanted a 
rugged, road-ready router that pro-
vided standard-sized BNC connec-
tors and internal power supplies in a 
compact form. The QuStream product 
offered the smallest router with the 
most functionality,” said Butch Mueller, 
director of engineering for Crosscreek 
Television Productions. 

ros comPact suBsea Hd 
camera.
Remote Ocean Systems (ROS) 
announced the release of the newest 
addition to their line of subsea cam-
eras, the Inspector HD Video Camera. 
The Inspector HD is a true 1080i high-
definition color video camera with the 
ability to capture 6 Mega-pixel still 
images.  Boasting a 4000m standard 
depth rating, this new high-definition 
video camera is housed in the highest 
quality 6AL4V titanium and measures 
only 8.8 inches in length and 3.5 inches 
wide in the main body. The lightweight 
Inspector HD is also equipped with 
a stabilized 10x optical zoom and an 
optional 20x digital zoom that allows 
for wide-angle navigation and up-close 
inspection.

Panasonic aG-HPX500 
camcorder 
Panasonic is now delivering its 
highly-anticipated AG-HPX500 shoul-
der-mount P2 HD camcorder, which 
received numerous industry awards at 
the last NAB exhibit. With a suggested 
list price of $14,000, the HPX500 P2 
HD shoulder mount camcorder is the 
first high definition/standard definition 
product in this price range to offer 
numerous high-end features, including 
2/3” progressive imagers, a tapeless, 
IT workflow, interchangeable lens, 
variable frame rates, and extended 
recording capability. Based on ultra-
reliable, solid-state P2 technology, the 
AG-HPX500 is backed by a total 5-year 
extended warranty program. 

QVc selects canon Hd 
lenses
More than 60 Canon HD studio and 
portable lenses were selected by 
QVC(r), one of the largest multime-
dia retailers in the world, located in 
West Chester, Pa. when QVC chose 
to upgrade its Studio Park facility, the 
company’s worldwide headquarters. 
“At QVC, our connection with the 
customer begins with the lens, so our 
mandate was that our new glass would 
have to provide superb imagery,” said 
Angie Simmons, senior vice president, 
broadcast and TV sales for QVC. The 
165,000-square-foot broadcast center 
includes the permanent QVC Home, 
stages for jewelry and fashion, and a 
flexible set environment for special-
event programming. The facility also 
includes four green rooms, three 
control rooms, seven post-production 
suites, and a 135-seat studio theater, 
as well as a product preparation area, 
sets and props, and a mill shop for on-
site set fabrication.

weta and ssl’s c100 For 
newsHour 
WETA, the flagship PBS station for 
Washington, DC, has selected a Solid 
State Logic C100 HD digital broad-
cast console for a new HD control 
room that will be used to produce the 
NewsHour with Jim Lehrer in high-
def.  The installation includes an SSL 
C132, which features the company’s 
MORSE (Modular Resource Sharing 
Engine) system, allowing the console 
to access remote mic inputs via fiber 
from either of WETA’s two studios. The 
stageboxes are also configured with 
analog audio returns for confidence 
monitor returns to each studio. WETA’s 
second studio features an SSL Aysis Air 
console. Because the NewsHour with 
Jim Lehrer has to handle a large num-
ber of remotes from satellite and feeds 
worldwide, the console “has to work 
well in terms of being able to handle 
vastly disparate audio feeds and qual-
ity of feeds,” said Ed Kennedy, senior 
director of engineering for WETA. HD
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b y  B o b  F i s h e r

The War is a compelling journey some 60 years back in time. It’s the story of World War 
II, drawing on the memories of more than 50 survivors. Ken Burns and Lynn Novick co-
produced and directed the 14-hour documentary for Florentine Films and WETA-TV in 

Washington, D.C.  It will air in seven, two-hour segments in HD format augmented by 5.1 Dolby 
surround sound on PBS stations in September.

“We spent years at the National Archives in Washington finding incredible 16 mm footage 
taken by combat photographers who risked their lives to get the story on film,” Burns says. 
“We found additional footage at other archives in the United States, Japan, Moscow, Berlin 

and London, including 8mm films taken by hobbyists.”
Burns and Novick harvested a treasure trove of those images to give the audience a sense 

of what it was like to be on the beaches at Iwo Jima, Tarawa, Palalu, Saipan and Normandy, and 
to parachute into Holland as part of Operation Market Garden.

The historic color and black-and-white footage is seamlessly woven like threads through 
the fabric of the story along with new Super 16 film taken at the same locations, and interviews 
with survivors who were eyewitnesses to history in the making.

 “Most documentaries are expressions of fixed ideas,” Burns says. “The War was a process 

The War

a Ken Burns world war ii saga

a scene from The War, 
produced and directed 

by Ken Burns.

Photo courtesy of PBS © 1995-2007 PBS. All Rights Reserved
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of discovery. We embraced what we discov-
ered and got to know the people whose 
stories are featured in The War like they were 
members of our family.”

Burns traces his interest in telling the 
story of World War II to the mid-1990s. From 
the beginning, he planned to tell the story 
from the perspectives of “grunts” who fought 
in the trenches and on the beaches rather 
than politicians, generals and historians talk-
ing about strategy. Burns temporarily put his 
idea on the backburner, because he had his 
fill of violence while directing The Civil War. 
He shifted the project into high gear in 1999 
after hearing that 1,000 veterans of the war 
were dying everyday.

Burns’ first feature documentary was 
Brooklyn Bridge (1981), and his subjects have 
varied from jazz music to baseball, the Statue 
of Liberty and U.S. Congress. He has also 
focused on the lives of historic figures, includ-
ing Mark Twain, Thomas Jefferson and Susan 

B. Anthony.
 Burns traces his interest in documenta-

ries to his student days at Hampshire College, 
in Amherst, Massachusetts, where his mentors 
included Jerome Liebling and Elaine Mayes, 
who inspired his interest in documentary film-
making.

 Burns worked as a freelance cinematog-
rapher for several years after graduating from 
college. Buddy Squires, who was his college 
classmate, has been the principal cameraman 
for all the films that Burns has produced and 
directed. “I gave up shooting when I realized 
that I wanted to make eye-to-eye contact with 
the people whom I was interviewing,” Burns 
says.

 Squires and Burns share an appreciation 
for the aesthetics of visual storytelling. The 
cinematographer explains, “Jerry Liebling 
taught us that you could use the camera to 
record something deeper than the surface 
reality. He also taught me to ask myself about 
the meaning and symbolic importance of 
each image and to pay attention to lighting.”

Burns has produced all of his docu-
mentaries in 16 mm and Super 16 formats. 
He explains, “I love the look of film and the 
feelings that it evokes. We were dealing with 
people’s most painful memories. They had 
seen their best friends killed and maimed. 
Many of them had come close to being killed 
themselves. We wanted it to feel organic.” 

Squires shot scenes at various locations 
featured in the archival footage, including 
the beach at Normandy. He explains that the 
archival battle footage is generally frenetic 
with gunfire, bombs, exploding shells, smoke, 
and people wounded or dying. The new foot-
age is designed to show the audience those 
same places in peaceful times.

His basic tools included an Aaton PROD 
camera with Canon 8:64 mm and 11:165 mm 
zoom lenses, and a few small lights. Images 
were recorded on EASTMAN EXR 100T 7248 
film during the first half of the project. They 
switched to KODAK VISION2 7212 when it 
was introduced.

   “One of the great things about film is 
that it feels organic,” Squires observes. “That 
was especially important on this project. Film 
is also a proven archival medium. When you 
make a commitment like this, you want to 
know it will be there in the future.”

 After significant research, Burns and 
Novick decided to concentrate the interviews 

Photo courtesy of PBS © 1995-2007 PBS. All Rights Reserved

above and on page 12:
a scene from The War, 
produced and directed by 
Ken Burns.
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with survivors in four cities in diverse regions, Mobile, 
Alabama; Sacramento, California; Waterbury, Connecticut; 
and Luverne, Minnesota. They identified survivors by 
researching in newspaper archives, contacting veterans 
groups and historical societies, and by letting the public 
know that they were looking for people with stories to tell.

The survivors were people in their 80s, who were shar-
ing emotional and often painful memories that most of 
them hadn’t spoken about for decades. The interviews 
were generally done where they lived, so they would feel 
as comfortable as possible. 

Squires had the mission of being unobtrusive and cre-
ating sympathetic images. His crew was limited to an assis-
tant cameraman and sound person. He arrived a little early 
and collaborated with Burns or Novick in choosing places 
to film the interviews.

 Squires carried a few small, soft lights, which he used 
to make the subjects look good without distracting them. 
He made the lighting subtly darker and brighter and used 
interpretive composition and camera angles in tune with 
the words.

After the negative was processed by DuArt, the film 
was transferred to HD files for offline editing by John 
Dowdell III at Goldcrest Post New York, who has been a 
long-time collaborator with Burns. Both facilities are in 
New York City.

Burns stresses that it was a team effort with words, 
sound effects and music in harmony with the images. 
Geoffrey C. Ward authored the script, which was narrated 
by Keith David. Wynton Marsalis composed, arranged and 
performed original music. Gene Scheer composed the 
music and wrote lyrics for “American Anthem,” a theme 
sung by Norah Jones. The rest of the soundtrack includes 
music from the period.

 The archival footage is augmented with narrations 
of memoirs and letters written by people who had fought 
in those battles. The narrators include Samuel L. Jackson, 
Eli Wallach and Tom Hanks. There is also an audio effects 
track with the sounds of bullets, bombs and cannon fire 
that was discovered in archives. HD

Kenneth lauren Burns (b. July 29, 1953) is an American 
director and producer of documentary films known 
for his style of making use of original prints and 
photographs. Among his most notable productions are 
the 1990 film, The Civil War, the 1994 film, Baseball, and 
the 2001 film, JAZZ.

Burns was born in Brooklyn, New York, and went on 
to graduate from Pioneer High School in Ann Arbor, 
Michigan. He earned his Bachelor of Arts degree from 
Hampshire College in Amherst, Massachusetts in 1975, 
and went on to be one of the co-founders of Florentine 
Films. He received an L.H.D. from Bates College in 
2002, and currently resides in Walpole, New Hampshire 
with his wife Julie. He has three daughters.

Filmography

•	 Brooklyn Bridge (1981) 

•	 Remembering Chicago and World War 2 (1982) 

•	 The Shakers: Hands to Work, Hearts to God (1984) 

•	 The Statue of Liberty (1985) 

•	 Huey Long (1985) 

•	 Congress (1988) 

•	 Thomas Hart Benton (1988) 

•	 Liftoff! an Astronaut's Journey (1990) 

•	 The Civil War (1990) 

•	 Empire of the Air: The Men Who Made Radio (1991) 

• Baseball (1994) 

• Thomas Jefferson (1997) 

• Lewis & Clark: The Journey of the Corps of Discovery 
(1997) 

•	 Frank Lloyd Wright (1998) 

• Not For Ourselves Alone: Elizabeth Cady Stanton 
and Susan B. Anthony (1999) 

• The 50 Years War: Israel and the Arabs (2000) 

• JAZZ (2001) 

• Mark Twain (2001) 

• Horatio's Drive (2003) 

• Unforgivable Blackness: The Rise and Fall of Jack 
Johnson (2004) 

• The War (2007) 

•	 America’s Best Idea: Our National Parks (2009) 
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The longest-running series on Discovery 
HD Theater, Sunrise Earth, showcases 
the sun’s daily ascent as an almost 

spiritual experience. Filmed in HD and using 
a shooting style that includes long, thought-
ful shots accompanied only by the location’s 
natural ambient sounds, Sunrise Earth went 
against every rule and formula in television 
to become a hit. Now, after four seasons on 
the air featuring sunrises all over the earth, 
Discovery HD Theater and creator and execu-
tive producer David Conover have let the 
fans choose the locations for the next Sunrise 
Earth season. 

The response was overwhelming. 
Conover and his production team had the 
challenging task of narrowing down thou-
sands of submissions to 20 choice finalists 
from which viewers voted for their favorite. 
Sunrise Earth fans chose Haleakala crater 
on Maui, Hawaii; the Great Barrier Reef off 
the Northeast coast of Australia; the Society 
Islands in French Polynesia; New Zealand’s 

stunning South Island and the remote island 
Skellig Michael off the coast of Ireland as the 
final five locations.

As part of the voting process, participants 
were automatically entered to win a trip to 
one of the five destinations of their choice to 
shoot their own sunrise alongside producers 
David Conover and Darryl Czuchra. The win-
ner, Doug Long, will travel to the port town 
of Portmagee, Ireland with an HD consumer 
video gift package, including a Canon HV20 
camcorder. A behind-the-scenes special will 
also capture the struggles and successes of 
our new HD filmmaker as he faces the chal-
lenge of capturing the ultimate sunrise while 
on this spectacular pinnacle of rock.  Known 
as one of the most enigmatic and remote 
sacred sites in all of Europe, Skellig Michael 
is bound to give our new HD filmmaker some 
exciting new challenges.  HD

Clint Stinchcomb is EVP and General Manager, 
Discovery Emerging Networks Group.

b y  C l i n t  S t i n c h c o m b

Sunrise Earth, 
Your Choice
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Sunrise Earth - 
mountains in alaska.

For more info: 
Call 1-800-321-HDTV 
(In Canada: 905-795-2012)

http://www.canonhdec.com

“Canon’s HD-EC zoom 
lenses continue to impress me 

with optical performance 
on the highest level.”

--Denny Clairmont, President, Clairmont Camera 
(Hollywood, Toronto, and Vancouver)

Clairmont Camera president Denny Clairmont
knows cinematography. His company, which he
founded in 1980, has grown into one of North
America’s largest rental facilities. Denny also
knows outstanding quality, and counts Canon’s
HD-EC Zoom Lenses among his favorites. From
our newest 8x Zoom (HJ8X5.5B KLL-SC) to our
HJ11x4.7B KLL-SC and HJ21x7.5B KLL-SC, 
Canon responds to the creative and budgetary
requirements of cinematographers everywhere
with optical performance and mechanical and

tactile imperatives that satisfy critical 
standards. Canon’s innovation and engineering
excellence is also apparent in our unique 
ACV-235 Anamorphic Converter, which can be
used to record a CinemaScope© size image
with an HD-EC camera, as well as our full line 
of Prime Lenses.  Industry leaders like Denny
Clairmont are impressed with Canon. Whether
you’re shooting episodic TV, commercial 
production, or major motion pictures, take a 
closer look at us.
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©2007 Canon U.S.A., Inc. All rights reserved. Canon is a registered trademark of Canon Inc. in the United States and

may also be a registered trademark or trademark in other countries. IMAGEANYWARE is a trademark of Canon.
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b y  S c o t t  T h o m a s

There are a number of different 
approaches being taken for creating 
digital replacement for motion picture 

film.  Balancing resolution, imager construc-
tion, storage requirements, and cost have 
created a number of different camera designs 
each with certain pros and cons. For this list, I 
have picked a number of cameras that are HD 
resolution or higher, have at least 2/3” imag-
ers, and can shoot at 24 frames per second.  
To the right is a table that compares some 
physical characteristics of each camera.

lens mount
There are several different lens types out 

there that are designed to work with a par-
ticular imaging configuration. For single plane 
imagers, the PL mount is the most common 
and standard film lenses can be used. 3-chip 
designs commonly use a “B4” mount. The 
3–chip design incorporates a color-separating 
prism and requires lenses designed for the 
characteristics of this prism as are common in 
the broadcast environment.

imager
The CCD (Charge Coupled Device) 

and CMOS (Complementary Metal Oxide 
Semiconductor) technologies are both being 
used for electronic image capture. CCD’s 
have been the standard in electronic imaging 
for many years, but recent advancements in 
CMOS have brought their performance in line 
with CCD’s. 

As neither of these technologies is able 
to natively distinguish color, there are 3 differ-
ent approaches used to capture color using 
these sensors.  The 3-chip designs use a color 
separating prism which divides the incoming 
image into Red, Green, and Blue components 
that are each captured by 3 separate imaging 
chips.

The color stripe method uses a chip with 
6 times as many photosites as the output 
image will have.  Each photosite on the chip 
(or unit cell) has a red, green, or blue filter 
over it. By taking a group of 6 these unit cells, 
a single output pixel that has Red, Green, and 
Blue values is created.  This results in a full 

RGB image like a 3-chip design, but allows 
for single plane lenses to be used.  

The final method is the Bayer pattern 
imager.  The Bayer pattern imager does not 
capture unique Red, Green, and Blue values 
at each pixel site but only captures either 
Red or Green or Blue.  The resulting image 
is known as a RAW image and must be pro-
cessed to obtain the full complement of Red, 
Green, and Blue values for each pixel site by 
using adjacent pixel data to interpolate the 
missing values.  This results in small file sizes 
for field recording but does require some 
processing power to decode the image into 
RGB values before the full resolution picture 
can be viewed properly.

imager size
Imager size is one of the values that 

goes into determining depth of field, which 
is one parameter often associated with the 
“film-look.” Sensors that are the same size as 
35mm film will have the same depth of field 
(assuming all other parameters are equal) as 
35mm film.  

output image pixel count
Actual output pixels determine the over-

all resolution.  For cameras using the 3-plane 
or Color Strip method, each horizontal and 
vertical sample (pixel) includes values for 
Red and Green and Blue. For a Bayer pat-
tern imager, this represents a single value for 
either Red or Green or Blue.

on-Board recording format
Many of these cameras have a built-in 

recording (or an attached storage device sup-
ported by the same manufacturer). As shown, 
there is a combination of tape, hard drive, 
and flash media being used for recording.

recording compression / output
The data created by these cameras is 

often too much to be recorded by light-
weight camera mountable media.  In these 
cases, compression is used to reduce the 
data rate.  Most of these compression 
schemes are based on DCT (Discreet Cosine 

Transfer) or Wavelet compression algorithms.  

unique Features
Every camera has some aspect of it that 

helps it stand out from the rest.  Some of 
these features are listed and may make one 
camera more appropriate for a certain type of 
project than another.

 
lens 

mount
imaGer

imaGer 
size

outPut 
imaGe PiXel 

count

on-Board 
recordinG 

Format

recordinG 
comPression / 

outPut
uniQue Features

arri                     
d-20

PL Bayer 
CMOS S35 3018x2200 None Uncompressed RAW Optical Viewfinder

dalsa                
oriGin PL Bayer 

CCD 35 4096x2048 None Uncompressed RAW 16 bit RAW output, Optical 
Viewfinder

Panasonic          
aH-HdX900

B4 3 x CCD 2/3” 1280x720 DVCProHD Tape DVCProHD  

Panasonic                  
aJ-Hdc27 
“Varicam”

B4 3 x CCD 2/3” 1280x720 DVCProHD Tape DVCProHD Variable Framerates up to 
60fps onto tape

Panasonic      
aJ-HPX3000G **

B4 3 x CCD 2/3” 1920x1080 P2 Cards AVC-Intra / DVCProHD  

PanaVision 
Genesis PV Stripe 

CCD S35 1920x1080 HDCamSR Tape HDCamSR Panalog curve,  Up to 50fps 
capture on tape

red 
one **

PL * Bayer 
CMOS S35 4520x2540 Red Drive / Red 

Flash Redcode Raw Variety of option and 
configurations to chose from

silicon 
imaGinG              
2K

PL / C Bayer 
CMOS 2/3” 2048x1152 Hard Drive 

Magazine CineForm Raw  

sony                    
Hdw-F900r

B4 3 x CCD 2/3” 1920x1080 HDCam Tape HDCam Smaller and lighter than it’s 
predecessor

sony
F-23

B4 3 x CCD 2/3” 1920x1080 HDCamSR Tape HDCamSR Variable Framerate onto 
tape

tHomson                          
“ViPer”

B4 3 x CCD 2/3” 1920x1080 Venom Flashpack Uncompressed 4:4:4
Filmstream mode, 
Mechanical Shutter, 
Dynamic Pixel Management

Vision 
researcH 
PHantom Hd

PL Bayer 
CMOS 35 2048x1536

Internal 
Harddrive / 
CineMags

Uncompressed RAW
Up to 1000 frames per 
second capture at HD 
resolutions

Vision 
researcH 
PHantom 65

Mamiya * Bayer 
CMOS 65mm 4096x2440

Internal 
Harddrive / 
CineMags

Uncompressed RAW Up to 125fps capture

* Other options available      ** Not Yet Shipping

Digital Cinematography Camera Comparison

conclusion
Each of these new electronic cinema-

tography cameras has a place in different 
types of production workflows. Image quality, 
cost, and post workflows will all need to be 
factored in when choosing a camera that is 
appropriate for a specific project.  HD

scott thomas 
is director of 
engineering at 
Victory studios, 
a seattle based 
production and post 
production company 
which has been 
“defining” High 
definition for over 
10 years.
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Tech

The New Color Correction

lowell Kay is the 
founder and president 
of Hollywood’s top 
post-production and 
motion picture film 
servicing company,  
the dr Group. 
www.thedrgroup.com
323-960-1781

Color is now part of the 
new Final cut Pro suite. This 
has caused a bit of a stir in 
the color grading community. 
What was once a $5-$250K 
product is now part of a 
$1,299 suite.

Colorists and facilities 
shouldn’t worry about Apple’s 
cost-cutting strategy.  A color-
grading suite is a carefully 
created place where high-
end equipment still reigns 
supreme. We still need a 
4:4:4 monitor or projector, 
tactile work surface, scopes 
to verify the final image out 
of the computer and probes 
to calibrate and ensure the 
quality of the product. More 
importantly, talent is what runs 
the machines. Colorists know 
that their craft will remain 
employed no matter what sys-
tem they use.

The benefit of these new 
lower cost software solutions 
is that we are going to see 
new workflows for color grad-
ing emerge as the programs 
are adopted and applied. DP’s 
are already setting looks on 
set and transferring that infor-
mation to the colorist either 
as color points or through a 
Luther Box. These LUTs (Look 
Up Tables) are transferred to 

the grading suite, which saves 
time and money.  

A similar type of 
workflow can be used 
with Color.  DIY’ers (Do it 
Yourselfers) might use Color 
on their individual systems and 
then take it to a post house 
for final grading. But beware, 
there are some inherent prob-
lems with color grading if cer-
tain standards are not adhered 
to. Consumer monitors were 
never designed to be used for 
high-level color grading. It’s 
important to have a high qual-
ity, calibrated picture monitor 

designed for color grading 
along with a digital waveform 
monitor for accurate color 
grading.   

Post houses that use 
Color will be able to use your 
work as the first step in the 
color grading process by 
importing your information 
into their system.  Instead of 
spending endless hours in 
a color suite, take your time 
and create the look and feel 
that you want. Once finished, 
bring it to a professional col-
orist who will then polish the 
image.   HD

as color correction 
becomes more readily 
available, new workflows 
will emerge.
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International Cinematographers Guild 
President Steven Poster, ASC returned to 
Chicago June 7th for a “Conversation at 

HDEXPO.” Moderated by David Heuring, 
Poster discussed cinematography’s evolu-
tion and an enlivened ICG. He’s finishing 
“Southland Tales,” with director Richard 
Kelley, with whom he worked on “Donnie 
Darko.” 

Elected President in May of 2007, Poster’s 
agenda includes consistent quality work for 
members, technology training, and improving 
respect for the role of camera operator. “The 
cinematographer works at the intersection of 
technology and art,” said Poster. ”It’s where 
so much happens for people telling every 
kind of story.”  

Understanding the new tools is a critical 
skill. Long a presence at the forefront of tech-
nology, Poster recalled a 1991 dinner where 
early digital intermediate concepts were dis-
cussed.  “That night, I said DI would change 
the entire industry.  Now, within 2-3 years, DI 
will be the norm and studios will have to be 

convinced NOT to do a DI. ” 
Poster has tested HD extensively since 

the 90’s, including NHK’s landmark analog-
1080i tests.  He believes his job in tests “is 
to make them (manufacturers, facilities) do 
better.  “I was never against HD, but it wasn’t 
good enough. But we are definitely getting 
there. The Genesis and the Viper cameras 
are terrific, and though I haven’t shot with the 
D20 or the F23, both are serious cameras. 
And the digital workflow is in place.” Poster 
cautioned against the rush to new tools 
that may not be right for the project.  “Just 
because a top director uses a camera system 
doesn’t mean it’s right for everybody.” 

He believes that film remains an elegant 
medium, and acknowledges that it, too, is 
evolving rapidly.  The tools and process are 
important, but when asked what he consid-
ers his most important tool?  “It’s simple,” he 
says, “Light.”  HD

Christine Purse is President of ignite, a strategic 
PR company. www.ignite.bz.

HD EXPOwith Steven Poster, ASC
b y  C h r i s  P u r s e

steven Poster, asc speaks 
to Hd eXPo audience in 
chicago, david Heuring 
moderator looks on.
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Why would people in one culture find 
it acceptable to raise their biologi-
cally male children as girls? What 

drives someone to insert steel fishing hooks 
into their back and hang from the ceiling by 
their flesh? How is the practice of thrusting 
hands into a glove filled with stinging fire ants 
20 times acceptable within a culture? 

While these practices may seem unset-
tling or grotesque within our culture, in some 
societies around the world, they are a reflec-
tion of deep traditional beliefs or deliber-
ate lifestyle choices. National Geographic 
Channel’s (NGC) popular series Taboo returns 
in a new season to explore these rituals and 
customs.  

This is the first season of Taboo shot 
entirely in high-definition with a Sony HD 900. 
The production scale is up close and personal 
as individuals allowed NGC’s cameras unin-
hibited access into their worlds.

The crew traveled to six continents and 

19 countries — covering over 100,000 miles 
— and featured 25 indigenous cultures.  Says 
Taboo producer Ben Ulm, “This is a show-
piece for the HD format.”   

“The contrasts between cultures and their 
distinctive characters are all the more strik-
ing in HD,” he says.  “The detail is amazingly 
vivid — from ten thousand Japanese men 
spraying icy water during the 500 year old 
Naked Man Festival to a close-up detail of the 
fire ant filled glove that a boy in the Amazon 
must wear for his initiation, to the tattooist’s 
needles as he carefully works on the body 
of a member of the notorious Yakuza, the 
Japanese equivalent of the Mafia.”

Ulm’s hope is that viewers take away from 
the series a sense that they’d visited another 
world and come away understanding it from 
the inside. “Hopefully, Taboo gives them an 
intimate experience of little known cultures, 
and perhaps encourages them to see their 
own world in a different way,” he says.  HD

Taboo
National Geographic Channel’s

b y  D a r a  K l a t t

When RV Roadtrips followed the 
Fortier family to the Grand Canyon, 
HGTV HD viewers were able to 

share in the family’s reaction to the breathtak-
ing vistas of one of the original Seven Natural 
Wonders of the World.

“As anyone who has every visited the 
Grand Canyon knows, it is defined by its vivid 
orange and red colors, as well as its beautiful 
sunrises and sunsets. The way the light hits 
the Grand Canyon is crucial in how those col-
ors are defined,” said Barry Gribbon, execu-
tive producer with Homerun Entertainment, 
the company that produces RV Roadtrips for 
DIY Network and HGTV HD.

Besides the Grand Canyon the show 
has taken them to Mission Bay in San Diego, 
Pismo Beach in California, Death Valley 
National Park and to a Raleigh, N.C. tailgate 
party. “You’re shooting from the inside of the 
vehicle to the outside and from the outside to 
the inside, and with those shadows, you really 
can’t see unless it’s shot in HD.” Gribbon said.

RV Roadtrips follows a family or group of 
individuals from their home, where they per-
form routine maintenance on their RV, to their 
final destination. Host Gary Bunzer, known 
as the RV Doctor, works with RV owners on 
everything from battery maintenance to can-
vas care. “When we get to the destination 
the RV Doctor walks around the campsites 
to try to find others with camper problems,” 
Gribbon said. “With HD we never have to 
worry about having the proper lighting, for 
instance we found a 14-foot Airstream and we 
were able to go right in there and shoot with 
low light.”

The only thing Gribbon said they worry 
about when shooting a road show in HD is 
making sure they bring a second camera with 
them.

“We sometimes mount the camera to the 
windshield or to a motorcycle, so we make 
sure we bring a second camera for that,” 
Gribbon said with a laugh.  HD

RV Roadtrips
b y  S u s a n  R o b e r t s o n

in HD

Gary Bunzer, host of diy 
network’s RV Roadtrips.
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Good 3d image acquisition requires a 
good understanding of interocular conver-
gence and divergence. The normal interoc-
ular (IO) distance is 2 3/4 inch or 7mm which 
is the average distance between human 
eyes.

To set up a 3D system, one way is to 
set two cameras beside each other. To 
determine the interocular distance, measure 
from center to center of the two lenses. The 
minimum IO is determined by the physical 
size of the cameras. This works OK when 
you need a greater than normal IO which is 
usually on longer lens shots where the effect 
of 3D becomes minimized with greater dis-
tance. Using a larger IO helps bring back 
the 3D effect. I have done aerial 3D at a 22 
inch IO, a long lens slow motion explosion 
3D at 24 inch, and a cityscape 3D at 6 ft 6 
inch to miniaturize Shanghai to 1/24th scale. 

The other method used to bring two 
optical centers closer together, without 
the physical limitations of camera size, is a 
beamsplitter, aka a 50/50 mirror with very 
specific properties. This allows the cameras 
to look at exactly the same frame at the 
same time with the same apparent place 
in space. This is called ZERO interocular. 
Moving out from zero with a beamsplitter, 
you can achieve any desired size of IO. 
This flexibility is mandatory for 3D work 
inside of 25 ft down to just in front of the 
beamsplitter.

For example, here’s a simple point of 
reference: With the IO set to 6 inches and 
the point of convergence set at 6 ft or (72 
inches), at 12 ft you have 6 inches of diver-
gence, at 24 ft out you have 12 inches of 
divergence, etc. etc. This divergence is less 

hd
b y  B .  s e a n  F a i r B u r n  s o C

Tips

B. sean Fairburn, soc
director of Photography, 
role model Productions, 
llc. rolemodel@
earthlink.net 
seanfairburn.com
818-621-3912
local 600,
agent steve Jacob,
323-460-4767

Break out the Beamsplitter

painful with horizontal elements like horizons 
of ocean sand and trees at a distance, but 
with any vertical objects, like a goal post 
at the other end of the football stadium 
painted yellow for instance, it becomes very 
difficult for your eyes and brain to fuse the 
images together, especially when one eye or 
lens sees the object and the other does not.

Operating for 3D is also a new challenge 
as objects must not be allowed to break 
frame on top or sides. 

So there it is for a beginning under-
standing. It gets even more fun as you go 
further. HD

Peter Levy, ASC, ACS lensed Showtime’s 
Californication with Stephen Hopkins at 
the helm. It marks their 11th collabora-

tion, following in the wake of such films as 
Predator 2, Lost in Space and The Reaping, 
the pilot for 24, and the Emmy-winning tele-
film The Life and Death of Peter Sellers.

Californication was designed to launch an 
episodic series with David Duchovny portray-
ing Hank Moody, a lovable anti-hero whose 
wandering eye ruined his marriage.

Hopkins and Levy had a nine-day produc-
tion schedule, shooting at practical locations.

They decided to produce Californication 
in three-perf 35 mm format for a rich, organic 
look with subtle tones of contrast and colors. 
Levy covered the action with two lightweight 
cameras, a Panavision Millennium XL and 
a Panaflex Platinum, with Primo prime and 
zoom lenses. The cameras were handheld 90 
percent of the time, except for close-up dia-
logue shots when the camera was on a dolly.

 Levy had two KODAK VISION2 stocks on 
his palette. He used Expression 500T 5229 for 
interiors and night exteriors, and the 5205, a 
250D film, to cover daylight scenes.

“The 5229 film has a longer toe than 
other 500-speed emulsions,” he says. “There 
is somewhat less contrast and images fall off 
in the shadows more gradually.”

He and Hopkins didn’t hesitate to let 
characters fall into shadows when it was 
appropriate to obscure a face and let the 
dialogue tell the story. Many times, he shot in 
natural light, augmenting light on faces with 
China Balls mounted on boom poles.

“There is an elegance and simplicity 
to finding shots in the lens, and a sense of 
immediacy that comes from that process of 
discovery,” Levy explains. “The superior opti-
cal viewfinders on the cameras allowed our 
operators to see what was off the edges of 
the frame. That allowed us to pan freely when 
unexpected things happened.”  HD

Californication
b y  B o b  F i s h e r

actor david duchovny 
(center) in a scene from the 
Californication pilot, shot by 

dP Peter levy, acs, asc.

this is an example of 
what a Beamsplitter 
rig looks like with two 
cameras attached. top 
camera sees “directly” 
through the Beamsplitter 
while the other camera 
sees a “reflected” image.
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Recently I had a chance to take the 
Dalsa Origin into the field to shoot a 
Greenpeace advertising spot featuring 

Academy Award winner Anthony Hopkins. 
The spot contains new 4K images of Hopkins 
intercut with Greenpeace archive footage.

 For the shoot I used medium(35mm), 
medium-close up(50mm) and extreme-close 
up (80mm) shots of Anthony Hopkins deliver-
ing, directly to camera, excerpts of poems. 
Hopkins was dressed in an extremely bright 
white shirt, set in front of a white cyc. I lit our 
hero with a 10K through a 12x12 light grid 
slightly more frontal then halflight, and back-
lit with a 5K through a 6x6 of 1/4 light grid, 
which sat just on the edge of frame. The key 
was 2/3 stop over camera stop incident to the 
light, the white cyc read 1 2/3 over key, and 
the backlight was 1 stop under key incident to 
the 5K light. The brightest spots of the white 

shirt were 2 1/3 stops over key reflective. 
Negative fill was established with a 4x4 floppy 
to bump up the contrast. 

The Dalsa Origin was very easy to prep, 
similar to a film shoot. All the mechanical 
parts are like the set-up film DP’s are accus-
tomed to using. The menu is structured in a 
simple layout and is remarkably easy to learn. 
Most of the menu options affect a metadata 
look up table (LUT) on how the imagery will 
be downconverted or interpreted in the ren-
dering process, not the recording of the raw 
data. If one has the time in prep, it’s easy to 
preset several different looks. There’s a high 
degree of comfort that the cinematographer’s 
vision will not be corrupted as the images 
travel down the post pipeline. 

The camera has a bright optical view-
finder with full aperture glow, and a good 
selection of different ground glass formats. A 

large preview area with the optical viewfinder 
means that one can easily see past the sensor 
boundaries to see encroaching boom mikes, 
edges of sets, or anything else that might 
otherwise ruin a take. The extension eyepiece 
has a zoom function for critical focus. Live 
output and playback is done with a 20” LCD 
monitor. There’s even a focus assist zoom 
feature that can be turned on and off as the 
camera is rolling.

Dalsa provided a software exposure tool 
called Visualize, which allowed me to pre-
view what the captured imagery looks like 
with different renderings of the RAW data. 
If you were shooting 35mm this is the same 
as having the ability to preview what your 
negative looks like processed normally and 
push or pull processed by up to 3 stops in 
either direction, instantly. Another very use-
ful Visualize feature is the ability to preview 
different white balance settings, and zoom 
to a 1:1 pixel ratio. With the “1:1” function 

engaged, you can look at the full detail of the 
4K image, at full 4K resolution. This is incred-
ibly helpful for critical focus. The software also 
provides a spot meter function and a variety 
of other image analyzing tools.

I screened all the images on a Christie 2K 
projector, and the images are simply stunning, 
clean and have an incredible amount of detail 
and dynamic range. In the material I shot there 
is no apparent grain and no visible noise. No 
detail in the bright parts of the shirt was lost, no 
blooming, weird highlight coloring or other arti-
facts I might expect from an electronic image.

In conclusion, this is the first digital film 
camera that I have used that I would consider 
using instead of 35mm film. Dalsa’s camera 
rings in the era of serious digital cinema for 
me, and I am converted from being a digital 
technological pessimist to looking forward to 
the many new pieces of digital and optical 
technology rolling out in the next few months.
HD

Convert
b y  F l o r i a n  S t a d l e r ,  D P

Another Dalsa

Behind the scenes of the 
Greenpeace anti-whaling 
campaign.   

still capture from the 
set of the Greenpeace 

anti-whaling campaign.  

Photo by Florian Stadler 

Ph
ot

o 
b

y 
Ill

ya
 F

rie
d

m
an



28

according to nikkei net in 
Japan, the display world is 
again engaged in an all out 
technology war declared by 
Sony with its announcement 
to mass produce OLED dis-
plays by the end of this year. 
About 10 years ago Sharp 
announced its commitment to 
invest heavily in LCD technol-
ogy, with the statement from 
then president, Katsuhiko 
Machida to move all TV pro-
duction to LCD by “the early 
21st. century.” The investment 
and timing couldn’t have been 
better as Sharp caught the HD 
- DTV transition wave just as 
new high volume fabs were 
coming on-line. The rest is a 
history of continued invest-
ment in LCD fabs, and Sharp 
recorded its largest group 
operating profit of $1.5B in its 
most recent fiscal year ending 
this past March. That engine 
is not going to stop anytime 
soon.  Sharp will invest anoth-
er $4.3B in LCD capex spend-
ing by 2008.

 In the meantime, fat 
and happy Sony making CRT 
TVs—found itself missing the 
LCD / DTV boat, and was 
forced to go the difficult (but 

successful) path of partnering 
with Korean rival Samsung to 
form the S-LCD joint venture 
based on Samsung LCD tech-
nology with main production 
facilities located not in Japan, 
but Korea.

 Now in an effort not to 
repeat the same mistake, and 
to reclaim the glory days of 
Sony TV technology domi-
nance, the company is betting 
on the next generation tech-
nology OLED—with the prom-
ise of ultra-thin displays, low 
power, high (really high) con-
trast, fast (really fast) response 
times, no backlight, and the 
list goes on.

   To affect the strategy, 
Sony started a 50-50 joint 
venture with Toyota Industries 
Corp. called ST Liquid Crystal 
Display Corp. that will produce 
the 11-inch displays the com-
pany hopes to sell in the $400 
to $800 range. Production will 
begin in limited quantities of 
around 1000 units/month. The 
idea is to get production up 
and running to inspire equip-
ment manufacturers and com-
ponent suppliers to kick-start 
the industry.  

 Other Japan giants 

steve sechrist is  
an editor/analyst 
at insight media, a 
technology based 
media firm specializing 
in large format and 
micro display and 
related industries.

hdtvForum
b y  s t e v e  s e C H r i s t

are in the OLED game as 
well.  Toshiba and Matsushita 
formed their own joint venture 
with a 2009 target date for a 
20.8-inch display.

 All this of course is 
dependent on their ability to 
overcome the barriers keeping 
the technology from large size 
mass production in the past. 
Not the least of which is the 
short life span of the displays 
making them more useful in 
smaller, portable products 
that are replaced much more 
rapidly than a home TV set, 
traditionally used for 10 years 
or more.

While some analysts are 
on record as giving OLED 
technology 4 to 5 years 
before mass adoption, Sony 
is taking no chances this time. 
The company is not accus-
tomed to having another 
(albeit partner) determine its 
fate. And 4 to 5 years seems 
like a reasonable number, 
thinking back to LCD-TV 
adoption, from the 1998 first 
commitment by Sharp to 
2003 when LCD-TVs really 
began to gain traction in the 
market.   HD

New Display Technology War 
Already Upon Us?

www.hdworldshow.com

October 10-11, 2007
Javits Convention Center
New York, NY

Co-located with

Complimentary 

Full Conference Passes

for Qualifi ed End-Users*

(a $995 value)!

Use Source Code 

27HA521 

when registering at 

www.hdworldshow.com
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Exposition, for HDTV, High Defi nition 
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complimentary end-user full conference pass to HD World - a $995 value!  Simply use the promotional source code above when registering to apply for your free pass!  Find more 
details and register at www.hdworldshow.com/register.asp.

Media
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Salt River Project (Phoenix, AZ), one of 
Arizona’s largest and oldest electricity 
and water suppliers, has converted its 

Photo/Audio-Visual Department to high-
definition production with the addition of 
Panasonic AJ-HDX900 multi-format DVCPRO 
HD cameras and an AJ-HDC27 VariCam® HD 
Cinema. 

SRP’s video production has been 
DVCPRO 50-based for most of the past 
decade, and the occasion of the utility’s cen-
tennial celebration in 2003 spurred an invest-
ment in HD.  The HDX900 has quickly become 
the department’s workhorse camera (a second 
HDX900 is already on order), with the VariCam 
reserved for multi-camera, large-crew projects 
and/or those requiring off-speed effects.

“The HDX900 is shaping up to be a per-
fect camera for us,” said SRP senior engineer 
Ray Palmer. “It makes wonderful pictures. 
It’s flexible and easy to operate, especially in 
run-and-gun situations. It’s affordable, and we 
have less concern about exposing it to the 
rough situations that characterize much of our 

shooting.”
HDX900 assignments have ranged from 

shooting aerial work of the Phoenix landscape 
and architecture with the camera mounted to 
a helicopter to producing employee commu-
nication seminars, 20-minute video newslet-
ters that are presented to all SRP employees 
quarterly. Shortly after acquiring the camera, 
Palmer put it to use updating the depart-
ment’s extensive library of aerial footage from 
SD to HD. 

“We put our aerial material to various 
uses, ranging from power line surveillance to 
providing scenic material to local PBS and 
news stations,” Palmer explained. “While we 
didn’t feel comfortable mounting the more 
expensive, more complex, somewhat heavier 
VariCam to our helicopter, we had no such 
qualms about the HDX900. We rented a Tyler 
nose mount, and away we went shooting 
dams, canals and an array of new buildings. 
We shot at 60-fps and playback at 30-fps, 
which takes out any wobble. The footage is 
simply gorgeous.”  HD

b y  B r i a n  C a l i

Converts
to HD

Salt River Project 

ron Harrison (left), srP 
video producer, at the 
Bt-lH2600w monitor, 
directing the shoot. mark 
Kenger, supervisor of the 
salt river Project Photo/
aV department.
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JVC’s new 200 series.
JVC’s new 200 series is the result of
television networks, news organizations and 
top cinematographers telling us precisely what 
they wanted in a production camera. Now you 
can experience high-end performance in a 
compact, professional, high-definition 
camcorder that’s comparable in cost to 
the SD equipment you’ve been using. Be
first-to-air by using the optional hard drive 
that records in the native file format that 
your editing system requires. Add to that 
benefit, 720/60p capture and recording 
capabilities, and you’ll see that JVC’s 
new GY-HD200U and GY-HD250U are 
perfect for shooting the next generation 
of HD news, documentaries,
multi-camera shows and indies.

More of the features you asked for:

• Microwave-ready MPEG-2 
HDTV output via IEEE 1394

• Native 1280x720p CCDs

• Multiple frame rate recording:
24, 25, 30, 50, & 60p

• Record on tape and/or HDD

• Studio option with CCU (250 only)

JVC’s ProHD 200 Series. Discover 
the new world of HD production.

You asked. We listened. We delivered.

Multiple lens choices
Fujinon and Canon provide a wide
range of professional HD lenses
and adapters to choose from. For a FREE 

application
brochure and 
details, call 
1-800-582-5825 
or visit us at
www.jvc.com/pro

Studio-capable
The highly versatile GY-HD250 
can easily be converted to a 
cost-effective studio camera 
with an adapter.

www.jvc.com/pro

High-end image quality
An improved wideband front end 
produces sharper images with 
less noise than competing models.

HD/SD-SDI with embedded audio (GY-HD250)
The uncompressed full-resolution 4:2:2 signal can be 
output via the built-in HD-SDI and analog terminals,
providing an ideal feed to a video server, HD switcher 
or microwave link.

Broadcast-grade Super Encoder
JVC’s 200 Series features a built-in
encoder that can provide a 19.7Mbps
MPEG-2 encoded output for microwave
and satellite feeds, eliminating the need 
for expensive external encoders – perfect
for live HD remotes! 
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