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A Kodak sales representative, that’s who. In fact, Kodak reps make it their business 

not just to know film, but how film can fit within your production budget. They’ll advise you

about formats and workflow. They’ll help you find unexpected ways to improve efficiency.

And they’ll use their industry knowledge to help you make connections that could

make film a reality for your project. Learn what else we’re doing to support filmmakers 

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

THE FILMMAKER IS READY TO 
SHOOT HER NEXT FEATURE. 

GUESS WHO’S JUST AS READY
TO HELP HER GET IT ON FILM?

©Kodak, 2007. Kodak is a trademark.
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The beauty of P2 HD 
Peace of Mind

*1 year regular, plus 4 years extended warranty upon registration within 30 days of purchase.  © 2007 Panasonic Broadcast
 

Pristine image quality. Ultra reliability. Unmatched 
flexibility. A fast file-based workflow. And now, 
peace of mind. Panasonic introduces the industry’s
best HD warranty coverage, which allows you to 
lower your repair costs and total cost of ownership. 
That’s the beauty of P2 HD.

Panasonic raised the standards for tapeless 
recording with P2 HD. We’ve raised it again 
with this extraordinary warranty. When it counts, 
you can count on P2 HD. 

To learn more, visit www.panasonic.com/broadcast. 

when it counts

With the purchase and registration of an AG-HPX500, AJ-HPX2000 or AJ-HPX3000 full-size P2 HD camcorders; 
the AJ-HPM100 P2 Mobile recorder or AG-HPG10 P2 Gear recorder, you’ll receive the five-year warranty,* plus 
additional benefits such as free software updates.

With the purchase and registration of an AG-HPX500, AJ-HPX2000 or AJ-HPX3000 full-size P2 HD camcorders; With the purchase and registration of an AG-HPX500, AJ-HPX2000 or AJ-HPX3000 full-size P2 HD camcorders; 

AG-HPX500 AJ-HPX2000
AJ-HPX3000

AJ-HPM100 AG-HPG10

PBTS-0121_5year_Ad_HD.indd   1 10/11/07   11:30:18 AM

32GB P2 card
Panasonic introduced its 32GB P2 
solid-state memory card for its line of 
P2 HD and P2 solid-state camcorders 
and decks. With this new P2 card ship-
ping this November, Panasonic will 
have quadrupled the storage capac-
ity of its solid-state memory card in 
just this year, providing HD recording 
time greater than most tape-based 
and disc-based systems. The 32GB P2 
card will have a suggested list price of 
$1,650 and will be offered addition to 
the 16GB P2 card that has been ship-
ping since May.

Band Pro delivers F23s
Band Pro Film & Digital delivered the 
east coast’s first two F23 camera pack-
ages, including the SRW-1 recorder 
with C35W viewfinder, an Assistants 
Control Panel and an I/O box as well 
as one of the first ZEISS 17-112mm 
DigiZoom(tm) lenses to Manhattan-
based All Mobile Video. The system 
offers full bandwidth 4:4:4 capture with 
in-camera variable frame rates from 
1-60fps at 1080p recorded on-board to 
the SRW-1 deck.

Proavio’s r14Hds
Proavio, U.S.A., announced the certi-
fication of their R14HDS video RAID 
solution by Bluefish444 for use with 
the company’s cinematic quality HD 
& 2K capture & playback hardware. 
“The Proavio R14HDS is the first SATA 
based storage unit we have in house 
that can actually handle DPX 10 bit 
RGB up to 2K resolutions without drop-
ping a frame. “ said Paul Cameron, 
Bluefish444’s Support Manager. “

ZaZZo MakeuP FX airBrusH 
TeMPlaTes and dvd
Zazzo USA, announced the release 
and availability of the new Makeup 
FX Templates and DVD (MFX DVD 
1). Makeup artist Bradley M. Look 
takes you behind the scenes of the 
Hollywood makeup artistry to dem-
onstrate not only beauty applications 
using the airbrush, but also how to 
create alien characters. Using the 
newly developed Makeup FX Template 
Series he created for Zazzo, The 
Beauty Ensemble (MFX1) and The 
Character Troupe (MFX2), Brad shares 
valuable information along the way 
which will help makeup artists airbrush 
more effectively in the growing age of 
the High Definition format in the enter-
tainment field. 

aJ-HPX3000
Panasonic is delivering its new 
AJ-HPX3000, the industry’s first native 
1080p one-piece camcorder. Designed 
for episodic television, filmmaking and 
commercial production where master-
ing quality is essential, the 2/3” 2.2M 
3-CCD AJ-HPX3000 captures cinema-
quality images in full-raster 1920 x 1080 
resolution with 4:2:2 10-bit sampling, 
utilizing the  new AVC-Intra codec. 
The HPX3000 records in DVCPRO HD 
at 1080 in 24p, 25p, 30p, 50i and 60i, 
and in AVC-Intra. With five 32 GB P2 
cards installed, users can record up 
to 200 minutes in AVC-Intra 100 at 
1080/24p or 400 minutes in AVC-Intra 
50 at 1080/24p. The HPX3000 is avail-
able now at a suggested list price of 
$48,000 including a 5-year limited war-
ranty program.

FuJinon Hd lenses For nFl 
NFL Films is capturing all the gridiron 
action in its award-winning, signa-
ture style this fall using an expanded 
complement of Fujinon HD lenses. 
A large complement of Fujinon HD 
lenses, including HA25X11.5 ENG-Style 
telephoto lenses, HA22X7.8 telephoto 
lenses and HA13X4.5 super wide angle 
lenses have been added to the compa-
ny’s equipment roster. NFL Films plans 
to round out the remainder of their 
cameras with Fujinon glass as well.

in deMand sPorTs cHannels
iN Demand Networks has launched 
two new high definition sports package 
channels which will enable cable sys-
tems to save bandwidth and still deliver 
an extensive slate of HD pay-per-view 
sports programs. The new channels, 
entitled GameHD and TeamHD, can be 
found in the traditional sports package 
area of the cable system’s lineup.

vicTory sTudios la Moves
As of January 1, 2008, Victory Studios 
LA, pioneer HD post facility, will move 
a few blocks West, still in the Toluca 
Lake/Burbank/Studio City area. The 
new address is 10911 Riverside Drive, 
Toluca Lake, CA 91602. Same phone 
numbers, 818-769-1776. 

yes and canon Hd lenses
YES, which televises the New York 
Yankees and New Jersey Nets and also 
simulcasts WFAN Radio’s top-rated 
Mike and the Mad Dog show live daily, 
met the challenges of small studio 
space and camera weight issues by 
selecting four of Canon U.S.A. Inc.’s 
revolutionary DIGISUPER 22xs Compact 
Studio lenses, which deliver the per-
formance of traditional “box-style” HD 
studio lenses in a size scaled for por-
table HD cameras.  HD



It seems that high-definition is infiltrating more into the cellulose domain of the entertain-
ment industry than ever before.  For the makeup artist the soft veil of film has given way 
to the uncompromising clarity of highdef. Images so sharp that even the most beautiful or 

handsome talent can have subtle imperfections visible for all to see. And with more of the view-
ing public buying highdef televisions they get resolution that is six times that of a normal set.

With a growing number of productions adopting the high-definition digital medium, make-
up artists and hairdressers have had to do a lot experimenting to learn what works and doesn’t. 
Of course this isn’t unlike the process that artisans went through when Technicolor was first 
introduced in film or color to television.

As the old adage goes, “Less is more,” and this is quite true when applying makeup for 
this medium. Traditionally, a makeup artist will apply concealer to the dark areas under the 
eyes. The challenge is to use only enough to conceal the defect and still not be detectable on 
HD. This can be quite challenging considering that many manufacturers of under eye conceal-
ers can have a higher percentage of pigment in their product that can appear to be dense on 
camera unless properly blended down.

Traditional crème foundations will appear rather painterly and obvious on HD. Brush 
strokes and use of sponges can leave edges that can be detected to the unflinching HD cam-
eras. This is precisely why the use of the airbrush has become a more common tool in the 
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Bradley M. look 
cleans his airbrush 

between colors, while 
model Matt cable 

waits patiently for the 
process to continue.  

The entire makeup 
took approximately 
3 and half hours to 

apply.  look was a staff 
makeup artist on the 

star Trek series: Deep 
Space Nine, Voyager, 

and Enterprise.
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A Wrinkle 
in Highdef 
Makeup
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makeup artist’s bag of tricks. 
Even the sheer liquid founda-
tions found in department stores 
have replaced many of the more 
traditional opaque crème foun-
dations once a staple for every 
working makeup artist.

Let me take you through 
a standard beauty makeup 
application for HD. The follow-
ing photos are taken from a 
DVD shoot which was created 
for the company, Zazzo, manu-
facturer of a complete line of 
stencils for the makeup artist. It 
should also be noted that the 
DVD was shot using high-def 
cameras. First is a before shot of 
our model, Menina Fortunato.  
(Photo 1) Her face was first 
cleaned using a facial soap and 
then followed by an alcohol free 
astringent. Smashbox Photo 
Finish Foundation Primer was 
blended onto the face using a 
latex sponge.

A crème corrector was 
blended under the eyes using a 
filbert brush. It’s very important 
when using crème correctors to 
thoroughly blend off the edge 
of the product so that there is 
no visible line of demarcation. 
Translucent face powder is then 
lightly patted over this so as 
to “set” the makeup before 
continuing.

Several drops of an airbrush 
makeup (Graftobian’s Glamaire 
airbrush foundation was used for 
the demonstration) were then 
squeezed into the color cup of 
an Iwata Hi-Line double action 
airbrush. (Photo 2) Believe it or 
not, it only takes between 4 and 
6 drops to do the entire face!

Beginning on the forehead, 
the foundation is lightly sprayed 
on using only approximately 4 
psi! (Photo 3) Excess product is 
sprayed into an Iwata Cleaning 
Station. Contour, highlight and 
blush are additionally added 
to the face using the airbrush. 
To airbrush the eyelids, a Zazzo 
shield is lightly placed over 

Menina’s eyes before spray-
ing them. (Photo 4) While the 
airbrush can be used safely in 
many areas of application of cos-
metics, there are still some that 
should be done using standard 
makeup techniques. Eyeliner 
is defiantly one of those that 
should never be attempted using 
an airbrush! Bobby Brown Gel 
Eyeliner in black is applied using 
an extra fine point brush. Before 
the eyeliner has time to set, a 
cotton swab is used to soften out 
the liner. (Photo 5 on page 10) 
This same process is repeated 
on the other eye. Mascara is 
then applied using a fan brush to 
Menina’s lashes. A second coat is 
added to make the lashes fuller.

Lipstick is the last thing to 
be applied. A very natural color 
is added to the lips. (Photo 6 on 
page 10) Excess lipstick color is 
carefully blotted off using a facial 
tissue.

And there you have it. Here 
is Menina in her after photo. 
(Photo 7 on page 10)

Because an HD camera 
is more sensitive to reds than 
standard film and video equip-
ment, many makeup artists are 
finding that warmer or more 
neutral colors read more natural. 
For example, coral lipsticks and 
blushers tend to photograph 
more lifelike, whereas cooler 
lipstick colors become more 
“neonish” and could look more 
like Rocky Horror lips!

While working on the fourth 
season of Star Trek Enterprise, 
we discovered that if an actor 
had any facial hair or peach fuzz 
next to an appliance edge, the 
HD cameras would mistakenly 
read that as a line, where none 
existed to the naked eye! Once 
I was studying the Dr. Phlox 
makeup that I routinely applied 
on one of the HD monitors and 
was horrified to spot the com-
plete line to the edge of the 
appliance around the actor’s 
left eye. I raced onto the set to Ph
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examine the problem closer. I 
soon discovered that the edge 
hadn’t lifted at all, but that my 
actor had a little peach fuzz left 
on his cheek that the HD camera 
was reading as an edge. The 
problem was remedied quickly 
by running a personal hair trim-
mer over the spot.

Also on the topic of facial 
hair, in high-definition down 
on a woman’s face can also 
become an issue needing to be 
addressed, as it will be quite 
visible on camera. Most actress-
es object to trimming and will 
use the excuse that facial hair 
that is either shaved or waxed 
comes back darker and thicker. 
There has never been any 
medical proof of that opinion. 
In the past film cameras were 
not as discerning, so makeup 
artists would simply flatten 
down the offending facial hair 
with an application of crème 
makeup. Or the actresses would 
try bleaching the hair. Neither 

of these techniques will work 
in highdef. So women will have 
to get used to the routine that 
men have had to endure all 
these years.

So the next time you 
think to yourself those immor-
tal words spoken by Gloria 
Swanson in Sunset Boulevard, 
“I’m ready for my close-up, Mr. 
DeMille!,” check the HD moni-
tor first to make sure your actor 
looks like Gloria Swanson and 
not Phyllis Diller.  HD

Bradley M. Look, the Emmy-
winning makeup artist for Star 
Trek’s: Voyager’s Threshold, 
has eight other Emmy nomina-
tions to his credit.  He was also 
nominated for the Hollywood 
Makeup Guild Awards.  Other 
credits include: Flintstones: Viva 
Rock Vegas, A Woman Named 
Jackie, Deep Space Nine, Congo, 
Voyager, Star Trek: First Contact, 
Insurrection, Undiscovered 
Country and Enterprise and many 
other Hollywood productions.
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The Passage, an independent romantic 
thriller, follows an American and 
Englishman, who travel to Morocco 

where they meet a beautiful woman. Lead roles 
were played by Stephen Dorff, Neil Jackson 
and Sarai Givaty, respectively. Their journey 
takes them from the city of Marrakech to the 
Atlas Mountains where ancient mud houses 
are built into cliffs interconnected by tunnels.

“Mark Heller (director) and I came to a 
quick consensus that producing The Passage 
in Super 16 coupled with digital intermedi-
ate (DI) timing was an affordable way to get 
the production values we envisioned,” says 
Jim Denault, ASC. “Film offers the latitude 
needed to handle the extreme ranges of 
contrast that we anticipated in many locations 
and settings.”

The cinematographer explains that 
scenes were planned from dawn through 
dusk and into the night. Sometimes, the only 
artificial light was a battery-powered Sun Gun 
that a character used as a flashlight. The maze 
of dark, underground tunnels was primarily lit 
with candles. 

Denault began by shooting tests with 
the 500-speed KODAK VISION2 7218 film at 

the dimmest setting on his meter. “We used 
little lights on the actors’ faces to bring them 
out of the background,” he says. “We were 
wide open at T1.3 on the primes, and at T2.5 
on the zoom. We must have been four stops 
underexposed at times.”

The negative was shipped to DuArt Film 
& Video in New York. The lab sent him full 
resolution JPEG files that gave him the confi-
dence to shoot in the darkest situations rather 
than relying on his light meter readings. 

“They emailed me selected still frames, 
which boosted my confidence,” adds Denault. 
“The timer told me everything looked great 
and that pushing the film worked fine.”

He chose a variety of KODAK VISION2 
stocks depending on the environment, includ-
ing the 50-speed 7201 film that was used for 
most daytime exteriors, the 250-speed 7205 
during twilight hours, and the 7218 for every-
thing else. 

Denault collaborated with Doug Delaney 
at Post Logic Studios in Los Angeles on the 
digital intermediate at HDCAM SR resolution. 

“It’s amazing what you can do with 
Super 16 films by manipulating colors and 
contrast in DI,” he concludes.   HD

b y  B o b  F i s h e r

The Passage
Super 16 and HD DI for

Top: actor stephen dorff in a 
scene from The Passage, shot 
by dP Jim denault.

above: (l to r) company grip 
Massoud Maach and dP Jim 
denault prepare to shoot a 
scene for The Passage.
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Extreme
Taking HD to the

The Discovery Channel 
has a reputation for film-
ing in some of the most 

spectacular and formidable 
places on earth. But their new 
series Fearless Planet, which 
premiered Sunday, November 
11, takes the limits of extreme 
HD filmmaking to a new level.

Fearless Planet examines 
how some of the most awe-
some landscapes on earth 
were formed. 

In six, adrenalin fuelled 
episodes world paragliding 
record holder and renowned 
extreme sportsman, Will Gadd, 
is on a personal quest to mas-
ter six of the world’s greatest 
Natural Wonders. 

The challenge for the film-
makers was to photograph 
some of the most beautiful 
and extreme places on earth, 
from the Great Barrier Reef to 
the snow covered mountains 
of Alaska, in a fresh and unique 
way. The idea was to combine 
epic vistas with Will’s harsh and 
often extreme reality of the 
same environment.

We needed a high defini-
tion format with incredible 
contrast and color rendition 
comparable to film but with 
the ability to adapt to the 
extreme conditions and stunts 
we wanted to capture. For this 
reason the series was primarily 
shot with Panasonic AJ-HDC27 
VariCam® HD Cinema cameras. 

As well as its incredible 
resolution the camera has 
astounding rendition at higher 
ISO speeds and its 640 sen-
sitivity helped create a gritty, 
visual canvas for the stunt 
sequences.

When filming the stunts 
we were focusing on creating a 
visual metaphor for the sense 
of speed and the adrenalin 
bursts that Will Gadd experi-
ences. The idea was to put the 
audience in a position experi-
encing the action with Will.

To achieve this we filmed 
the action with six cameras, 
on average, from the air, 
underwater and in specially 
designed mounts that were 

b y  I a i n  R i d d i c k

attached to Will.
To enhance this immersive 

concept our shooting style 
mixed shutter speeds and slow 
motion. The 45 degree shutter 
was used to further augment 
the speed of the action.

The Earth does not give 
up her secrets easily, and 
this series has tested us to 
the limit, but the results are 
astounding.  HD

Will Gadd climbing up 
to onomea Falls, Big 
island, Hawaii
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calculating data 
requirements for your 
san means taking the 

amount of stations 
and multiplying 

by the amount of 
video streams each 

station will play back 
simultaneously.

Hd sans require a bit of 
thought prior to deployment. 
Most companies require both 
an offline-shared environment 
with an additional 1-2 stations 
being able to produce the 
final product. This requires 
guaranteed data at all times 
and a large infrastructure.

Take for example 4:4:4 log 
data. This requires just under 
200MB/s of data throughput 
when working at 23.98fps 
compared to 14.4 MB/s for 
DVCPro HD when using 
Apple’s Final Cut Pro. To make 
a SAN function properly today, 
4GB controllers rule the mar-
ket place. They offer speed 
and a price that allow you to 
create a SAN with enough 
throughput speed.

There are 2 ways of set-
ting it up a SAN, one large 
volume that you dump all your 
media to, or multiple volumes, 
each accessible to the group, 
but designated to each room 
or work group depending 
upon the data necessary.

At our facility, we choose 
to have 2 volumes. One vol-
ume is our low data rate work-
horse and the second volume 
is dedicated to finishing work 
so that we can guarantee 

playback to an SR Deck. By 
separating these two volumes 
it also allows us to take an 
individual drive off of the SAN 
and bring it to other locations 
without having to down the 
rest of the facility or transfer 
data. To do this we zoned 
our switches so that we could 
determine who saw this vol-
ume and at what time. By zon-
ing our switches, we created 
a point-to-point relationship 
between the computer and 
the drive while maintaining a 
SAN environment for flexibility 
within the facility.

SAN Deployment for HD Post Facilities

hd
b y  l o w e l l  k a y

Tech

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 At the same time, 
because we are working on a 
SAN, other work that does not 
require the same amount of 
speed can be accomplished 
and then transferred to the 
main drive when the work is 
finished. We were able to do 
away with the sneaker net 
environment with the work 
remaining on Raid protected 
drive. This basic setup and 
workflow, has been the heart 
of our facility and the back-
bone of many of the facilities 
that we have set up.  HD
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Barque Eagle
Shooting HD on the Historic

Filmmaker Stuart Huggins of TADD 
Productions (Marietta, GA) was invited 
by the U.S. Coast Guard to shoot 

onboard the historic Cutter Barque Eagle for 
two weeks in July, with the objective of pro-
ducing a feature-length “behind the scenes” 
documentary about the tall ship, which serves 
as a seagoing classroom for future officers 
of the Coast Guard. Bringing along his new 
Panasonic AG-HPX500 P2 HD shoulder-
mounted camcorder and AG-HVX200 P2 HD 
handheld camcorder, Huggins spent weeks 
at sea on the historic square-rigged sailing 
vessel (295 feet in length with the tallest mast 
at 147 feet) sailing from Veracruz, Mexico to 
Miami, FL in extreme conditions of motion, 
salinity and heat.

“The HPX500 performed consistently well 
under all lighting conditions,” Huggins said. 
“We also noticed that the HPX500 preserved 
accurate detail and color rendering in every-
thing from rust flakes on the anchor chains to 
individual stitches in the largest of sails. We 
knew we could count on every shot, regard-
less of light conditions, salty sea spray or 
heavy winds and rain.”

Huggins secured the HPX500 with a 

heavy-duty tripod and 10-pound weights due 
to the constant sea motion, enabling him to 
capture very stable shots in various locations 
onboard, including more than 20 interviews 
conducted on the ship’s fantail.

“During the heat of the day, the tempera-
tures consistently hovered over 100 degrees 
Fahrenheit,” said Huggins. “Because of the 
P2 cards, we didn’t have to worry about tape 
or tape head problems. With the four-slot 
HPX500 and 8GB cards, we were able to 
shoot continuously at 720pN for 80 minutes.”

Huggins was able to capture a cinematic 
look and feel using both cameras’ advanced 
gamma functions. “I was impressed. We 
could easily modify these settings to suit 
our interests and to take advantage of these 
VariCam-style features.”

“I’ve always been an early adopter of 
technology, and am usually prepared for the 
potentially higher returns with a significant 
amount of risk,” Huggins added. ”However, 
with the HPX500, Panasonic has far exceeded 
my expectations. The camera performed flaw-
lessly, and I continue to be impressed and 
comfortable with the P2 workflow.”  HD

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

http://www.canonhdec.com

©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.

Rich Abel and Pete Abel (Abel Cine Tech)

Eighteen years ago Pete and Rich Abel formed a
company that today sells and rents many of the finest
digital products in the movie-making and television
production business. Abel Cine Tech is among the leaders
on both coasts, and has earned their impressive
reputation based on products that are both exceptionally
crafted and technologically-superior. Among these
products is a large inventory of Canon lenses, including

the High Definition Electronic
Cinematography (HD-EC) line.
Featuring Canon’s HJ11x4.7B KLL-SC,

as well as their HJ8X5.5B KLL-SC and HJ21x7.5B KLL-SC
zooms, Canon HD-EC lenses are the choice of a growing
number of cinematographers who require optical
performance and mechanical and tactile imperatives that
satisfy their critical requirements for shooting episodic 
TV, commercials, and major motion pictures. Canon’s
innovation and engineering excellence is also evidenced
in their full line of prime lenses and their exclusive 
ACV-235 Anamorphic Converter, which captures very 
wide aspect ratio (2.35:1) {CinemaScope™ sized} images
with all available 2/3-inch 24P digital HD cameras. 

HD-EC-HighDef  10/23/07  10:04 AM  Page 1

18

above: Huggins shoots 
from atop the cutter 
Barque Eagle. 

right: aerial of the 
cutter Barque Eagle, 
u.s. coast Guard.
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above: dP corey robson 
setting up to shoot handheld 
with the redrock and a close 
focus 55mm nikon lens on 
the Jvc Gy-Hd250.
 
right: russ Ball (Biker) and 
russ Ferrier (durst) in a 
plate shot for a transference 
sequence. creature vsFX 
were added in post by 
artifex studios.
operator: corey robson

robson shot nearly 
straight up from a crawl 

space to capture this 
image of robyn ledoux 

(Jesse) and nick rhind 
(scott) inspecting the lair 

of the Scourge.
operator: corey robson

20 21

When I work on a show as a Digital 
Imaging Technician, production has 
usually committed to a camera and 

established a post workflow by the time I start 
prep. The good part of the job, I get to play 
with a lot of big-budget gear. The bad part, 
is that I too often witness great looking foot-
age being sent down a path of unnecessary 
destruction. I find out later copies have been 
made instead of clones, tape formats were 
casually exchanged like business cards, and 
codec choices seem to be based on the “if it 
ain’t broke, don’t fix it” mentality. So, when I 
D.P., it brings me great joy to assemble com-
ponents that don’t unnecessarily stretch the 
budget while simultaneously helping prevent 
post complications and maintaining acquisi-
tion source quality.

For PHD Productions’ first feature, 
Scourge - a very ambitious script given the 
heavy VFX, shooting schedule, and budget 
- choosing the right equipment was critical 
to successfully translate the script’s potential 
production value onto the screen. Writer/
Director Jonas Quastel and I felt that Scourge 
should be a subtly hand-held picture, which 

b y  C o r e y  R o b s o n

JVC GY HD250
Tapeless Acquisition with the

inevitably saved considerable time avoiding 
track and tripods. As I was D.P./Operating 
with no Steadicam, the often over looked 
camera ergonomics would become nearly as 
important as the image quality in the end.

After some deliberation and a lot of 
research by Producer Andrew Bronstein and 
myself, the JVC GY-HD250 emerged as the 
weapon of choice for Scourge. I own a JVC 
GY-HD100U, which I’ve used to shoot a lot 
of documentary footage. I love its operator-
friendly controls and excellent latitude. And 
with the addition of improved image process-
ing, an HD-SDI output, and 60fps capability 
among other revisions, the GY-HD250 proved 
to be the right choice. To round out the 
camera package I added a RedrockMicro M2 
lens adapter with Nikon prime lenses and a 
Bartec wireless focus unit. Lastly, having pre-
viously used and loved the Cineform CFHD 
codec, I captured everything onto this format 
via the impressive Wafian HR-1 hard-drive 
recorder.  Using the HR-1 offers a 720p23.98 
reverse pulldown setting for the GY-HD250’s 
720p59.94 HD-SDI stream to keep file sizes at 
a minimum.

To prepare for the shooting conditions 
and maximize the GY-HD250’s performance, I 
tested heavily during prep to decide on cam-
era presets. The waveform and vectorscope 
results predicted that I could cover most 
lighting conditions with three scene files and 
leave finessing for color timing in post. My 
biggest fear was lack of black detail, so most 
of my testing revolved around finding a bal-
ance between stretching blacks without overly 
suppressing midtones. 

Since I had a modest grip and light-
ing package, hard sunlight was occasionally 
unavoidable and the camera’s dynamic range 
via manual knee adjustment held up beyond 
my expectations. As well, humidity and cold 
were never an issue for the camera as it was 
for our lenses. There was a lot of night work 
– complete with rain towers and real rain to 
make things less than ideal for treating a cam-
era gently. The camera was thrown around a 
lot and survived with only cosmetic wounds.

The onset workflow went like this: We 
cabled sound into the camera’s XLR inputs 
where the audio became embedded into 
the HD-SDI stream along with the camera-
generated timecode and image. (A quick 
note - don’t forget to put tape over the 
manual audio controls!) The HD-SDI cable 

from the camera fed the HR-1 back at video 
village. This ensured we had synced audio on 
both our HDV backups and on the HR-1 while 
avoiding double-system post expenses. With 
the recorder’s 4:2:2 10-bit sampling, we were 
able to capture a less compressed image than 
HDCam (with a 1080 hardware upconverter) 
or DVCproHD would have allowed and avoid 
digitizing time that tape-based acquisition 
naturally requires.

This is a great camera if your budget 
puts the big toys out of reach. I am currently 
working on PHD Productions’ second fea-
ture, Sewn - a horror thriller that’s going to 
be shot for under $3 million. I’ll forego the 
RedrockMicro M2 in lieu of the JVC 16mm 
lens adapter, but other than that our workflow 
will remain largely unchanged. I’d be lying 
if I said there aren’t differences in highlight 
retention and shadow detail in cameras cost-
ing five times as much as the GY-HD250, but 
the chance that the average untrained eye will 
appreciate this remains for you to decide. HD

Corey Robson has 14 years experience in the 
industry with over 80 film and television credits 
including Eureka, Flight 93 and Scary Movie 4. 
Presently he’s considered one of Canada’s lead-
ing experts in HD image acquisition and post-
production workflows for film and television. 
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So to Speak
Futuristic Music Video in HD

b y  J e s s i e  N a g e l

2001 did not bring a space odyssey, 
however it did usher in a new era of 
high definition production. Sony’s 

24p HDCam format had just actively hit the 
streets. Apple released Final Cut Pro v1.5 
with 24 fps timeline capability, and Cinewave 
video hardware was able to display this 24fps 
as NTSC output. To many, including a small 
band of digital renegades in Chicago, these 
products signaled the dawn of a new era in 
electronic filmmaking.

Director Steven L. Wagner had run the 
boutique production and post company 
Astropolitan Pictures for 4 years. He and VFX 
Supervisor partner, Andrew Honacker, had 
been successfully pushing the limits of desk-
top technology, providing high-end digital 
effects and post work for their steady slate of 
agency clients. Wagner remembers,  “We had 
completed VFX-heavy shorts in standard def, 
and decided to raise the bar by producing 
the first music video shot and posted in 24p 
HD, So to Speak. Quite frankly, we were nuts”

They began production on a dark vision 
of a futuristic sex shop and its automated 
window displays. Independently funded by 
the director himself, the video was shot with 
Sony’s first generation F900. The crew used 

motion capture, live-action and 3D anima-
tion to achieve the “photosurreal” effects 
of robotic mannequins. “The video was 
designed to be very immersive and voyeuris-
tic, for this reason HD was the perfect format 
to draw a viewer into these detailed settings,” 
Wagner recalls.

Once completed, the video won a pres-
tigious VES Award for “Best Visual Effects 
in a Music Video” and an HDFest Award in 
the same category. This August, Astropolitan 
celebrated its tenth anniversary by releasing 
an HD version of the video on website Vuze 
(www.vuze.com).

“It’s astounding how far the Hi-Def for-
mat, and the technology surrounding it, has 
come in five years,” Wagner relays.  “Using 
the H.264 codec, we output an excellent HD 
compressed version of the video that retains 
detail. We took a huge risk creatively and 
financially producing the project at this resolu-
tion, however it’s great to know that so many 
years later it still remains current because of 
that choice.”  HD

For more about Astropolitan Pictures: www.
astropolitan.com. Jessie Nagel is a Special 
Agent at communications agency Hype.

captured with sony’s F900, 
live action was shot against 
bluescreen and later married 
to 3d animated android 
bodies.  
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in the evaluation and set up of any camera 
to shoot for the first time, it’s wise to follow 
these procedures. 

Learn How the Camera Works

Read the Manual1) 

Get your hands on the camera and get 2) 
familiar with all the parts, cables, power 
supply and menus. Most cameras are 
equipped with the same features but 
they are in different places and may go 
by different names.

Learn How to Set Up the Camera

Practice setting up the camera and 3) 
breaking it down repeatedly and fully 
until you can do it in a few minutes.

Learn How Your Camera Performs

Rate the camera’s ASA and sensitivity. 4) 
Usually done with No added gain, No 
ND, No CC, and Shutter OFF. Matrix 
and detail also OFF. You will re-rate 
after testing and final setup.

Decide what you want to call “Normal” 5) 
and begin to understand the Latitude 
of the camera. Turn tbe shutter ON and 
set to 1/2 of the frame rate (if 24Fps 
set to 1/48th sec shutter). Set a White 
Balance for A and B as a starting place.

Write out a Grid of what you intend to 6) 
test. This should begin with Looking 
at a chart with Gray Scale and a 
Vectorscope/WFM and set the light to 
a starting place of F-5.6 and 200 ASA. 
Close iris until whites are at 89.9% on a 
100% IRE Scale WFM.

Test ALL the ND’s for actual light 7) 
reduction characteristics and color shift.

Test all the CC Filters for actual CC and 8) 
light loss.

Shoot over exposure of 3 stops in 1/2 9) 
stop increments Best to use light only 
by adding more light.

Shoot under exposure of 5 stops in 1/2 10) 
stop increments. Best to use light only 
by reducing light.

Determine which exposure looks 11) 
best and gives most range in both 
directions. Re-Rate and use that as 
working ASA.

Set the color (if adjustments are available) 12) 
to match color the way your eyes see. 
(DSCLABS Chroma Du Mond suggested). 
Look at all the options available including 
full range of movement on a good 
monitor and a WFM. Make sure you 
understand the effects or leave that for 
post to figure out.

Practice Shooting the Camera

Light a simple scene - practice making 13) 
adjustments that will show the various 
capabilities of the camera. Re-light a 
new scene and repeat.

Record your work. Bring to post house 14) 
to confirm the image quality and or 
color correct images. Repeat until you 
like the images you see.

Continue to test new lenses and 15) 
lighting and filtration until you have a 
solid understanding of how the camera 
will capture images.

Now you can take work using the camera. 
HD

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

New Camera Procedure



Gone Baby Gone, Ben Affleck’s directo-
rial debut released in October, is one 
of the first features being cut entirely 

in High Definition. Originally set up with a 
traditional Standard Definition pipeline, the 
production became frustrated with the low 
resolution images, which prompted Miramax 
to approach Runway Edit about making the 
move to an HD pipeline. Runway re-engi-
neered the workflow with a setup that includ-
ed two Avid Symphony Nitris HD systems, 
upped the storage on the project to a 24 TB 
Avid Unity shared storage solution, provided 
all HD peripherals and worked closely with 
the editorial crew to re-conform early cuts of 
the Film into the HD environment.

Editor, Billy Goldenberg noted “You can 
actually see the actors’ eyes and other objects 
you don’t normally see until you get to the 
big screen, which is the biggest advantage. 
There’s no degradation of the image, there’s 
very little compression, not like a regular 
Avid with 14:1 compression. It saves time and 
it’s a pleasure to not be surprised as much 
when it’s projected. Moving from the Media 
Composer to the Nitris was seamless, mostly 

because Runway was able 
to hook up a Mac keyboard 
even though it’s a PC system. 
They had software that made 
all the buttons the same as 
I’m used to.”

Director, Ben Affleck 
responded “It does take up 
a lot of storage, but it’s really 
worth it. I was a big advocate 
and really, really wanted it. 
It’s great and definitely the 
next evolution. To go from this back to an 
Avid Meridien—where you won’t be able 
to see the colors or how the shots look—
won’t happen. Most folks will do a DI (Digital 
Intermediate) and you can see everything 
there, but you can do a lot of color correcting 
in the Nitris. You get to see what the movie 
is really going to look like and to me that’s 
important.”

Howard Brock, President of Runway 
added “We love working with forward-thinking 
filmmakers who see the benefit of HD and 
are willing to forge new ground to get better 
results.”  HD

Top: Morgan Freeman 
and Ben affleck on set 

in Boston.

above: editor William 
Goldenberg, a.c.e. and

director Ben affleck 
cutting a scene on the 

symphony nitiris.
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above: Frank Baker smoke 
artist, Tango Productions.
 
right: autodesk smoke has 
multiple layers of effects that 
are available right on the 
timeline.
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Gone Baby Gone 
HD Offline on

While Tango Productions is in the 
small town of York, PA, this com-
pany is thinking big.  With a new 

Autodesk Smoke editing and finishing sys-
tem, Tango’s owner Traci Taylor believes 
she can take her company to the next level, 
expanding the quantity and quality of proj-
ects they attract.  

“With demand growing for true 1080i HD 
video, we decided to buy Smoke because 
it provides a true 1080i HD video product, 
and tools for sophisticated visual effects and 
image processing,” said Taylor.

Smoke now complements Tango’s 
upgraded facility, which includes a Sony 
HDW-730S HDCAM multi-format camcorder, 
Sony HDW-D1800 HDCAM multi-format 
record deck, and Sonic DVD Creator DVD 
authoring system.

Tango’s credits include work for T-Mobile; 
as well as the TAE BO DVD series, and the 
infomercials and commercials that promoted 
the voluminous TAE BO video collection 
worldwide. 

Shortly after Smoke was installed in 
April 2007, and with no formal Smoke 
training, Baker used it to edit and finish a 

seven-minute HD promotional video called 
“Automation in Action” for Best Pak, in 
Cucamonga, CA. The video makes a case for 
a state-of-the-art automated packing system 
that allows goods to be placed onto a moving 
conveyer belt for fully automated handling 
and packaging. 

At various points throughout the HD 
video, it was necessary to mix SD and HD 
video on the same timeline. “The great 
thing about having Smoke is that the color 
correction tools are legendary. So you can 
accurately match footage and fine-tune it to 
get just the look you want,” said Smoke artist 
Frank Baker. 

“Once we had corrected the colors and 
look of the first SD video scene on the time-
line, Smoke’s tools allowed us to apply that 
same fix to all subsequent SD scenes through-
out the piece so they all matched precisely,” 
said Baker.

“We can now offer the same high-caliber 
video work as facilities in the major markets— 
but our customers don’t have to pay an arm 
and a leg for it,” said Todd Taylor, who serves 
as director of video services.  HD

www.tangoproductionsinc.com 

Highdef
Tango Gets in Step with

b y  C l a u d i a  K i e n z l e
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new Medium enterprises 
ltd., a London-based tech-
nology firm, revealed a high-
capacity red laser disc tech-
nology complete with a native 
1080p player that sells for 
$179, that the company claims 
should render moot the Blue-
laser disc format wars. The 
group said its HD-VMD (versa-
tile multi-layer disc) – let’s call 
it Red-HD for short – stores 
up to 5Gb per layer to reach 
30GB of mass storage 
using traditional red 
laser manufacturing and 
replication processes.

The impact is signif-
icant in that it solves the 
red-laser capacity issue 
that forced HD content 
to look for another 
technology. The breakthrough 
came when the company was 
able to move red-laser disc 
technology beyond two lay-
ers, thus boosting storage and 
read/write capacity into the 
multi-gigabyte range required 
for full-HD content films.

While a blue laser solves 
the capacity problem, it 
comes with its own (train load) 
of baggage, including a con-
fusing and costly format war 
between technology titans 
Sony and Toshiba. Blue laser 
has also been fraught with 
manufacturing delays (primar-
ily blue-laser diode produc-

tion), multiple cracks in its 
repressive AACS encryption 
scheme and cost issues driven 
by expensive authoring tools 
that reach up to $50K per film.

Levich said the technol-
ogy only requires a small firm-
ware upgrade to traditional 
DVD players, along with other 
off-the-shelf technology, and 
uses the DVD standard AES 
(advanced encryption stan-
dard) copy protection, not 

the flawed AACS (advanced 
access content system) 
approach used by the blue-
laser camp. The heart of the 
technology is the multiple-lay-
er disc (the “M” in VMD) that 
offers manufacturers a 90% or 
better yield using a patented 
variant of the traditional 2P 
(Philips photo polymer) rep-
lication process. The break-
through in disc layering is not 
limited to red-laser technol-
ogy. The company said if blue 
laser is used the disc capacity 
can be boosted up to 200GB 
of data per disc.

Since the platform is 

based on red-laser technol-
ogy, and the existing DVD 
industrial infrastructure, the 
software will be much less 
expensive to produce than 
either Blu-ray or HD DVD, 
which should mean that movie 
titles will retail for significantly 
less than the average $25 to 
$30 for Blu-ray and HD DVD 
titles.

Beyond cost and infra-
structure advantages, red-laser 

discs have a maximum 
data transfer rate of 
40Mbps versus 36 Mbps 
for HD DVD and Blu-ray, 
which gives it the poten-
tial of sharper, more 
detailed pictures over 
the competing Blu-ray 
and HD DVD formats, 

the company said.
Our take:  The prospect 

of a low-cost Red-HD alterna-
tive to the hissy-fit going on 
in the Blue-laser camp is a 
God-send to the CE industry 
and to consumers alike. This 
solution solves so many prob-
lems on so many levels that 
it sounds almost too good to 
be true. Certainly, the tech-
nology needs to pass strict 
critical review to insure it is 
all it’s cracked up to be. For 
this we won’t have to wait too 
long, as the discs and players 
are due to go on sale in the 
U.S. in November.  HD   

Red Laser HD

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
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dP Buddy squires on 
location at the Bryce 
canyon national Park in 
utah, shooting a scene 
for The National Parks 
with ken Burns.

He awakens at 3 a.m. to film the sun ris-
ing over the Grand Canyon revealing 
one of nature’s wonders. A few days 

later, Buddy Squires is at Yellowstone National 
Park in just the right place and time to film a 
golden sunset painting the distant horizon. 
Those are just two days in a new venture 
documenting the history of national parks in 
the United States.

This project is Squires’ 20th collaboration 
with Ken Burns since they met at Hampshire 
College in Amherst, Massachusetts, and, 
along with another Hampshire graduate, 
organized Florentine Films in the late 1970s. 
It follows in the wake of The War, a 14-and-a-
half hour documentary, which premiered on 
PBS stations in late September. Like The War, 
the new documentary is being produced on 
Super 16 film. It will air in HD format on all 
PBS stations.

“His images of landscapes are extraor-
dinary,” says editor Paul Barnes, a long-time 

collaborator with Squires and Burns. “His 
sense of composition, light, choice of films, 
filters and lenses will bring those beautiful 
places into people’s living rooms.”

Squires is the recipient of the 2007 
International Documentary Association (IDA) 
Outstanding Documentary Cinematography 
Award. It is only the second time a cinema-
tographer has been recognized with this 
award in the show’s 23-year history. 

“Buddy Squires is the author of the 
images for some of the most compelling doc-
umentaries of our times,” says IDA Executive 
Director Sandra Ruch. “His career is still a 
work in progress, but our members want to 
express their appreciation for his considerable 
contributions to advancing the art of nonfic-
tion storytelling.”

Squires has earned some 80 documentary 
credits, beginning with Brooklyn Bridge in 
1981. He has worked in the far corners of the 
world, including Africa, China, Iraq and India. 

His films have earned 18 Emmy and eight 
Oscar nominations in various categories.

For the Parks Doc, Squires carried an 
Aaton XTR Prod camera and Canon 8:64 mm 
and 11:165 mm zoom lenses. The camera has 
a bright, onboard viewfinder and weighs 13 
pounds with a 400-foot magazine. DuArt has 
processed the negative for all of Florentine 
Films’ projects.

“Today’s (KODAK) VISION2 films give you 
the latitude to paint pictures that look and 
feel organic,” Squires says. “I love that look 
on HD screens. Film is also a proven archival 
medium. You shoot films like this for posterity. 
They are part of our history.”

John Dowdell III, a senior colorist at 
Goldcrest Post New York in Manhattan, has 
seen and converted all the films that Squires 
has shot with Burns to video, beginning with 
Brooklyn Bridge. Prior to that, the lab was 
optically transferring negative to interpositive 
film for airing on television. “Buddy has an 
amazing sixth sense for anticipating magic 
moments and getting them on film with 
exactly the right composition,” Dowdell says.

The postproduction facility (formerly The 
Tape House) in New York City installed the 
first Spirit DataCine in the world in 1997 while 

Squires and Burns were filming their Lewis 
and Clark expedition documentary. The tim-
ing couldn’t have been better. PBS was plan-
ning to begin airing content in the HD format. 
Management was concerned MPEG com-
pression would create objectionable grain. 
Dowdell transferred the film to HD format for 
a test that satisfied everyone.

Dowdell notes that Goldcrest has made 
a quantum leap forward with the installation 
of an ARRI film scanner with KODAK DIGITAL 
ICE technology.

“The ARRI scanner puts 10 times more 
light through the negative than the best 
telecine,” he explains. “That gives us a true 
16-bit file with the quietest white and darkest 
black tones and every shade in-between. That 
allows us to put the full 16-stop contrast ratio 
that today’s films are capable of recording on 
HD television screens, and the ICE software 
automatically eliminates 99 percent of any 
scratches and dust.”  HD

Stay tuned for a wondrous journey to the nation-
al parks through Buddy Squires’ eyes. Squires 
will receive the IDA Outstanding Documentary 
Cinematography Award at the Directors Guild of 
America Theater in Los Angeles on December 7. 
For information, visit www.documentary.org.
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dP Buddy squires 
on location in 
canyonlands.
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Buddy Squires
Award Winning Cinematographer

b y  B o b  F i s h e r



cPG Productions 
gets a close up at le 
cherche Midi in Paris.

Zip up your military flight suit, strap 
on your protective headgear and get 
ready to experience the rush of an 

F/A-18 being launched off the world’s most 
advanced nuclear-powered aircraft carrier, the 
USS Ronald Reagan, in mind-blowing high 
definition.

Made up of 47,000 tons of structural 
steel and a million pounds of aluminum, this 
floating American territory is one of the most 
complex machines on earth. This November, 
National Geographic Channel presents view-
ers with a classified pass to the inner workings 
of this supercarrier in a two-hour special.

This $4.5 billion warship is nearly as long 
as the Empire State Building is tall, and yet 
can speed through the water at more than 30 
knots, or 35 miles per hour. 

Panasonic HDX900 cameras were used to 
shoot the choreographed ballet of fighter jets 
and Navy personnel that flood the 4 1/2-acre 
flight deck. Breathtaking shots were captured 
during the flight operations: from the jet 
planes taking off into the darkening night to 

the aerial views of the ship cutting through 
the Pacific Ocean.

“The video we shot onboard the 
deployed carrier would be amazing in stan-
dard definition,” said producer Katie Gilbert. 
“But the HD resolution brought life to the 
exquisite details, effectively bringing a whole 
new experience, fully immersing viewers in all 
of the intimate and rich details of this vibrant, 
floating city.”

On this monster machine, large enough 
to require its own ZIP code, life runs 24 hours 
a day. Imagine sidestepping the perilous 
afterburn of a jet engine, the feeling of hot 
steam gushing from the catapult launch and 
the sensation of being propelled from 0 to 
150 mph in less than two seconds.

Viewers will also get to know the crew 
responsible for keeping the USS Ronald 
Reagan afloat. From the captain to the pilots 
to kitchen staff — learn what it’s like to guide 
a ship through international waters, take to 
the skies at mach speeds and feed thousands 
of crew members three times a day.  HD

aerial of USS Ronald Reagan 
– Pacific ocean
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Denver based CPG Productions pro-
duces all of its programming, includ-
ing Food Network’s Giada’s Weekend 

Getaways and Simply Delicioso, in HD.
The first HD project for CPG was shot on 

a rented camera, one that came with very lit-
tle instruction. Since then, CPG has perfected 
the art of HD, especially with food. Their first 
project was for the National Honey Board. 
Upon seeing the first footage the crew felt it 
looked like you could eat the honey right off 
the screen. Currently they own two cameras, a 
Sony f900/3 and an f900R. 

CPG’s director of photography Dan Fox 
said the task they’ve played closest attention 
to is creating a look in the field that will be 
close to the final product. “We used to shoot 
with basic settings, and then color correct in 
post. But that’s a time-consuming process, 
and it really neglects the capabilities of the 
cameras…like driving a Porsche, but only 

going the speed limit. With both Weekend 
Getaways and Simply Delicioso, we paint the 
camera to have a distinct and stylized look. 
Each show has its own style, and by creating 
that in the camera, that look stays consistent,” 
Fox said.

The high definition equipment is not 
all the production crew has mastered. Crew 
members get to experience culinary delights 
not often found on production sets, and they 
also pick up some expert cooking tips.”

“Because Giada’s Weekend Getaways is a 
food-based, travel show, every location brings 
an interesting and new gourmet experience,” 
Fox said. “We’ve met some great chefs along 
the way. We were shooting in (Washington) 
D.C. with Michel Richard (famed chef from 
Citronelle). He tastes everything as he cooks. 
When he got the dish just the way he wanted, 
he handed all of us a spoon so we could taste 
too.”  HD
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Seattle  206.282.1776 www.victorystudios.com

Production & Post Services    Equipment Rental
Full Audio Services   Color Correction  Duplication
Graphics    Animation    Film to Tape Transfer 

   L.A.      818.769.1776 www.victorystudiosla.com

We’ve got what you need.

The motion picture industry 
and consumer electronic 
manufacturers have asked me 
to decide which high definition 
DVD format will be used in the 
future. What? Why me? Well, 
I am a consumer. I read in the 
newspapers that the consumer, 
of all people, is to decide on 
which high-definition format 
will be used in the future. The 
professionals who developed 
it could not make up their 
minds before they went to 

market. I keep asking why they 
would leave such an important 
decision up to moi? They 
didn’t offer me any decisions 
for HDTV. It seems to me that 
this kind of decision should 
be left to the experts. I didn’t 
decide to have 60 cycle power 
frequencies for my home either 
and I am not the worse for 
wear.

Well, since they insist that 
it is my job as the consumer 
I had best get on with it and 
save everyone a lot of grief 
by being decisive. The good 
news is that to me it makes 
very little difference which 
format is selected. When I (the 
consumer) make a decision 
the big commodity makers will 
produce it at a fraction of what 

either sells for now. So, I can-
not find “cost” as a reason to 
choose one over the other. 
Nor can I find picture or sound 
quality the differentiating rea-
son to choose one over the 
other (and I have a 104 inch 
wide screen and a great front 
projector that shows every-
thing). Fancy features never 
have impressed me and I see 
by various surveys that I am 
not alone.

So, if it’s neither picture 
quality nor features, then my 
format decision has to be 
based on something else. I 
had heard that the higher cost 
of professional entry for the 
Blu-ray pressing plants was a 
clear-enough reason to choose 
them. So, I recently went to 
Spokane, Washington to see 
the new BlueRay Technologies 
manufacturing plant.

BlueRay Technologies, 
founded by Erick Hansen, is 
a private LLC with IPO ambi-
tions whose principals have 
been big in standard DVDs 
for years and they have just 
invested a bunch in 3 Blu-ray 
disk making and pressing 
machines. They also have 
several HD-DVD pressing 
machines. They laugh heartily 
and long at the notion of cost 
being a barrier for them or 
being any cause at the press-
ing level for dismissing the 
Blu-ray. They have invested 
millions with this confidence in 

Is it My Choice, or is it Yours?
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the format.
The one Blu-ray machine 

I saw working at the plant was 
forming and stamping out 
18,000 finished copies per 
day with a 16,000 copy good 
yield. It took minimal human 
attention to create this massive 
stack of $1.50 to $2.00 disks. 
The defects were caused, said 
the plant manager, James 
Schumacher, from impurities in 
the raw materials and are not 
an inherent flaw in the machin-
ery or its design.

So, based on the little I do 
know, I (the consumer) make 
Blu-ray the high-definition 
format of choice! Now, please 
don’t throw any sharp objects 
at me or denounce me as a 
heretic Satanist. In the end 
capacity and headroom for 
future growth within an imma-
ture format is what won me 
over - just as it did with HDTV 
(when an extension of NTSC 
in the form of EDTV was under 
consideration).

Let’s end the needless con-
troversy and get on with serv-
ing the public with a tight focus 
on one outstanding format. If 
you don’t like my choice, take 
away my option to choose. 
Return that responsibility to the 
professional ranks where it has 
always belonged and stop ask-
ing unqualified people to do 
your work. Or, take this deci-
sion, unqualified as it may be, 
and run with it. HD



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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