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connect to higher quality HD

With industry-renowned, independent-frame DVCPRO HD and master-quality, full-raster  
10-bit 4:2:2 AVC-Intra* compression, Panasonic’s affordable AJ-HPM110 field recorder/  
player is the perfect choice for IT compatible, multi-format HD and SD production.

Whether used with Panasonic P2 cameras or with other cameras or decks with HD-SDI  
output (including 23.98/24psf), the HPM110 offers long record times. Using six 32GB P2 
cards, this workhorse can record for 4 hours in 1080p/24 and 8 hours in 720p/24. It also 
offers multiple frame rates, 1080 and 720 support, up/down conversion, 24p pull-down 
removal and real-time playback of 720p variable frame rates (over/under cranking). 

And you’ll benefit from the speed, flexibility and reliability of P2 HD’s solid-state, tapeless 
workflow and the backing of a 5-year warranty.** So get connected to the future of HD  
production with the HPM110.

For more information, please visit us at www.panasonic.com/broadcast. 

The most versatile 
HD field recorder 
at any price.

© 2008 Panasonic Broadcast

when it counts

Extensive AV/IT connections, including HD-SDI, IEEE 
1394 and USB host mode, assure a fast workflow. 

* Full capabilities of optional AJ-YBX200 AVC-Intra board described at www.panasonic.com/broadcast
** 1 year standard warranty plus additional 4 year warranty (if registered within 30 days of purchase)

PBTS-0134_P2Mobile-Ad_HD.indd   1 2/15/08   3:17:06 PM

Panasonic P2 HD Varicam
Panasonic will release two tapeless 
VariCam cameras, the VariCam 3700 
(model AJ-HPX3700) and VariCam 
2700 (model AJ-HPX2700) P2 HD 
camcorders. The VariCam 2700 offers  
2/3” native HD resolution 3-CCDs and 
produces cinema-quality, independent-
frame 1080 and 720 images with 4:2:2 
10-bit sampling in AVC-Intra 100. The 
camera also supports recording in a 
more bandwidth efficient AVC-Intra 
50 compression as well as DVCPRO 
HD. The HPX3700 2/3” 2.2 megapixel 
3-CCD camera also offers a 4:4:4 RGB 
dual-link live output to deliver pristine 
images ideal for composition of visual 
effects even while recording. Five P2 
card slots allow continuous recording, 
card selection, hot swapping, loop 
rec, pre-rec, interval rec and one-shot 
recording.

60 Minutes GoinG HiGHDef 
CBS’s 60 Minutes will begin broadcast-
ing in Highdef this September when 
the news magazine begins its 41st 
season. 60 Minutes will be the first 
network primetime news magazine 
to broadcast in HD. Frank Governale, 
CBS’ vice president of news opera-
tions, says that the network plans to 
produce all CBS News programs in HD 
by the end of 2009.

Dr. Phil Goes HiGHDef in 
sePtember
Dr. Phil will begin broadcasting in 
Highdef on September 8, according to 
an article by Broadcasting and Cable 
Magazine. Dr. Phil’s switch will bring 
the number of syndicated programs in 
Highdef to eight. The Oprah Winfrey 
Show and the Ellen DeGeneres Show 
announced plans earlier this year to 
switch to HD production this fall.

eyePlay sHoots reD for 
ProViDence
Providence Health & Services chose 
Eyeplay (Seattle) to produce three TV 
spots and two radio spots for use in a 
new campaign for the organization’s 
new cancer center in Portland, OR. 

The TV spots feature people-centered 
stories from Providence employees that 
illustrate how cancer touches the lives 
of everyone. Sweeping cinematic imag-
ery was shot to accommodate the story 
for each piece. Shooting on the RED 
camera, in 4k resolution, Eyeplay put a 
visual emphasis on camera movement 
and the use of off-speed footage.

JVc monitors for alfacam
Belgium-based Alfacam has installed 
566 JVC Professional monitors in their 
HDTV production vans. JVC monitors 
will also be used as part of Alfacam’s 
HD coverage for the upcoming 2008 
Summer Olympic Games in Beijing, 
China. Alfacam is in the process of 
building a new production van called 
the OB32, which will be used by Euro 
1080 high definition channels. The 
OB32 truck will be equipped with a 
monitor wall comprised of 32 JVC dis-
play monitors.

e! entertainment to Go 
HiGHDef
Comcast will launch a high-def simul-
cast of the E! Entertainment Television 
network this December, according 
to Multichannel News. Additionally, 
Comcast-owned networks Versus and 
The Golf Channel will also get their 
own highdef channels in December.

Panasonic aG-HPX170 P2 
HD HanDHelD
Panasonic is releasing the AG-HPX170, 
a fully solid-state P2 HD handheld 
camcorder. Building on the success 
of the AG-HVX200, the HPX170 is 
equipped with new advanced 1/3-inch 
16:9 3-CCDs and a high-performance 
digital signal processor with 14-bit A/D 
conversion and 19-bit processing to 

deliver broadcast-quality, independent 
frame recordings. The HPX170 offers 
a 13X Leica Dicomar zoom lens with a 
28mm wide-angle setting (the widest 
in its class) and a cam-driven manual 
zoom. The multi-format camera records 
in 20 HD and SD formats and is switch-
able between 16:9/4:3 aspect ratios.

Usa toDay: 3-D HDtV 
cominG yoUr Way
3-D HDTV is getting closer to becom-
ing a reality in American living rooms, 
according to an article in USA Today. 
While several TV makers, including 
Mitsubishi and Samsung, have launched 
3-D-capable HDTVs this year, the news-
paper reports that entertainment com-
panies are now developing 3-D content 
that can be played on the sets.

sony to offer HDtV eVents 
in tHeaters
Sony Pictures says it will soon bring 
special High-Definition events such as 
Broadway shows and sporting events to 
movie theaters, according to an article 
by Reuters. The highdef presentations, 
which will begin in August with Cirque 
du Soleil’s music and dance spectacular, 
Delirium, will be shown in theaters spe-
cially equipped with digital equipment.

ikeGami cameras for neP
NEP Supershooters, an international 
provider of outsourced television pro-
duction services critical to the delivery 
of live sports and entertainment events, 
recently outfitted its SS17 mobile 
production truck with ten Ikegami 
HDK-79EC HD Native Multi-Format 
CMOS Camera Systems, which provide 
full 16:9 aspect ratio and operation in 
1080/60i, 1080/24p, and 720/60p HD.

foX sPorts net: fUll time 
HD in 2009
Fox Sports Net says it will broadcast its 
entire lineup in High-Definition by the 
first quarter of 2009. The channel, which 
operates 16 different regional sports 
networks nationwide, said it will air 
more than 3,000 pro and college base-
ball, basketball, football and hockey 
games next year in HD. In 2008, Fox 
Sports Net is scheduled to deliver more 
than 1,700 games in highdef.  hD



How is reD Digital cinema?

Js:  We kid around here that we live in dog years. You miss a day, and you’ve missed a week. 
From the beginning concept of the company until now is just over two years. We started ship-
ping cameras last year at the end of August. I don’t think any of us envisioned how quickly 
these cameras were going to be received and how rapidly they were going to be put into pro-
duction. We have over 4,000 orders now. We are shipping currently to our reservation holders 
in the plus 2,000 number range.

Please update us since our last article in Highdef in 2006?

Js:  The feature sets taken for granted in our camera today didn’t even exist in concept then. 
We literally create a new camera every time we come up with a new firmware build. We are cur-
rently working on build 16. That is going to provide every single person that owns a RED One a 
brand new camera.

reD one is a 4k camera, Describe that for us.

Js:  4K refers to the horizontal resolution of the frame format. To give you some concept of 

b y  D a v i d  T h o m p s o n ,  h i g h d e f  e d i t o r

scarlet Prototype, “non-
working prototype shown.”
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what that means in a real world situation, 
the format that we capture on our camera, 
based on a 4K sensor at a 16x9 aspect ratio, 
is 4096 x 2304 pixel area. We are measuring 
that horizontal dimension as 4,096 pixels and 
that’s what defines the format as 4K. If you 
do a grid and you look at that 4096 x 2304 it 
literally is large enough to hold four individual 
high definition 1920 x 1080 frames.

What about your new 5k epic?

Js:  On the Epic, 5K camera, which we will be 
introducing next year, we’re looking at a com-
pletely revised sensor technology, Mysterium 
X™, which will allow us to provide both that 
ultra-high 5K resolution, as well as a 100 fps 
frame rate. Epic is going to be our flagship, a 
camera designed specifically for the feature 
film market.

tell us about scarlet.

Js:  Scarlet is actually my favorite subject 
these days. I feel a very close kinship to 
Scarlet for the simple reason that my back-
ground of almost forty years in this industry 
has been largely driven by the prosumer or 
high end video product and still photography 
market place. It will be a 3K camera, obviously 
very much at home in a professional feature 
film environment by virtue of being a great 
B-roll camera. It’s going to be small. It’s going 
to be compact. It will have an all aluminum 

body. It’s going to be a professional product 
but also appeal to people that would consid-
er themselves enthusiasts, or hobbyists or just 
video amateurs that love the process of mak-
ing movies. It clearly will be a camera that will 
be used at all levels, including feature films, 
television, commercial work, as well as being 
an enthusiast’s camera. It’s frankly the camera 
that I want.

When will scarlet be available and at what 
price?

Js:  We are looking at early 2009 for Scarlet. 
This is a 3K camera that is targeted to hit 
the marketplace at under $3,000.00. That is 
with lens, with finder, with battery and power 
source. It was the biggest surprise at this past 
NAB.  

When will reD Digital make a functional 
Pc application?

Js:  The whole concept of making RED a 
cross platform camera is one that has been 
very important to us from the very beginning. 
We felt that it was important for us to have 
at least one solid workflow solution before 
we jumped into a half a dozen others. We 
chose the Mac platform initially for the simple 
reason that we’re all Mac lovers here. It was 
just our natural inclination to do so because 
it is all we have ever used.That includes Ted, 
Jim, myself and the whole crew. Additionally, 

reD one camera
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Jon sagud’s career in the 
photographic industry spans 
nearly 40 years, in both sales 
and production, serving many 
years in the retail world as 
well as owning his own com-
mercial photography business. 
After retiring in 2000, his love 
of technology drove him back 
to the industry, this time as a 
consultant, working with many 
of the larger photographic and 
electronic companies, finally 
settling in with Canon U.S.A. 
From 2000 through 2007, he 
worked closely with Canon on 
new product development and 
training curriculums, while also 
acting as the media spokes-
man for the Canon U.S.A. 
Professional Video Markets 
Division.

Jon’s friendship with Jim 

Jannard, which goes back over 
20 years, is based on a respect 
for Jim’s character and an admi-
ration for his commitment to 
excellence, as well as a shared 
love of photographic technology. 
He has been involved in several 
projects over the years with Jim 
and could not resist joining him 
on the RED adventure.

reD timeline

June 2008 - RED begins shipping to reservation 
holders 1750-2000, with close to 5000 RED Ones sold 
to date. The Alpha version of Build 16, the firmware 
build that provides  a new world standard in digital 
capture quality, is finished. With its release, Build 16 
will be the biggest developmental milestone in the 
history of RED.

may 2008 - Steven Soderbergh presents Che at 
the Cannes Film Festival, the first feature length film 
shot solely on RED One cameras. Che is actually 
comprised of two separate films, The Argentine, 
shot in 2K Anamorphic, and Guerilla, shot in 4K. 
Soderbergh begins filming his next project, The 
Informant, with RED.

april 2008 - At NAB ‘08, RED announces three 
new products, Epic, a new 5K Flagship designed for 
Feature Film production, Scarlet, a 3K Professional 
Pocket camera priced at under $3K and RED Ray, a 4K 
delivery and playback device capable of playing HD 
through 4K content from either Compact Flash card or 
standard DVD disc. All three products will be offered 
in early 2009.

february 2008 - RED moves into newer, larger facility 
and expands operations to provide support for high 
volume fulfillment.

october 2007 - First 100 reservation holders receive 
their cameras. First productions begin shooting.

august 2007 - The first 25 cameras are delivered to 
eagerly awaiting reservation holders. The revolutionary 
breakthrough is the ability to record a 400’ film reel’s 
equivalent to an internal 8GB Compact Flash card.

april 2007 - The first operational RED Ones are 
shown at NAB ‘07. Peter Jackson’s Crossing the Line, 
RED’s first 4K production, is shown to SRO crowds.

september 2006 - The first images, captured 
by the original prototype, Frankie, are shown at 
IBC in Amsterdam. For the first time, the idea of 
compression becomes reality as development begins 
on the ability to record to small drives.

august  2006 - The first images are posted on 
RED.com’s website, showing the quality of RED’s 
proprietary Mysterium™ sensor.

april 2006 - NAB ‘06. The first prototypes of RED 
One shown and reservations are taken. At the time of 
announcement, it is not known how the information 
will be recorded, as no compression schemes had 
been developed to handle the high data rate.

December 2005 - RED.com goes live, announcing 
the development of the RED One, a 4K Digital 
Cinema Camera.

Apple was ready to join us in this adventure, 
the only one at the time eager to do so. 
Because the camera is an evolving camera 
and because the way the camera processes 
information is a function of each individual 
build, it’s very difficult for any software manu-
facturer to keep up with us. It’s frustrating for 
them for the simple reason that each time we 

change the codec they have to change every-
thing in their system. And working with only 
one company so far has been very difficult 
for that company. So we’re basically waiting 
until this final build, what we refer to as Build 
16, comes into place. Once it is established 
and once we have that nailed down, and we 
are literally weeks away from that, that makes 
our camera basically stable and at that point 
we can then release the FDK and we can get 
to work developing opportunities with other 
software developers and all the various peo-
ple out there that we want very much to be 
compatible with. Everything that people have 
been asking for in terms of a cross platform 
and ease of use is all based on nailing down 
this last build. Once that’s done we will be 
able to make it very simple for people to work 
with either PC or Mac platforms.

What are the future goals and plans at 
reD Digital cinema?

Js:  Obviously Scarlet is going to be our new 
baby that will be a very wide demographic, 
cross market camera that we feel will be prob-
ably one of the most exciting introductions of 
a camera ever. Epic is of course going to set 
the bar even higher than RED One has. The 
sleeper in the group is RED Ray. RED Ray is 
our disc playback technology, basically what 
would be described as a 4K delivery system or 
player that offers four times the resolution of 

Blu-Ray at one quarter the bit 
rate. We’re offering the ability 
to play high definition all the 
way up to 4K on a standard 
DVD disc.

is there a timeframe for roll 
out of these products?

Js:  All three products we are 
shooting for first half of 2009.

What is reD’s secret?

Js:  I’m working for a fellow 
(Jim Jannard) that loves this 
business so much that I don’t 
see any limits for us. There’s 
this extraordinary feeling of 
changing things that perme-
ates this company. We all can’t 
wait to get up in the morning 
and get to work because we 
know we’re going to make 
a difference. That passion 
makes everything else fall by 
the wayside. It is important to 
Jim, that the sludge and top 
heaviness of corporate dogma 
never invades the halls of RED. 
There are no titles here, no 

COO, CFO, VP of this or that, 
no president, no chairman. 
In every sense of the word, 
RED is a team. Jim’s title is 
“Madman.” Mine is “Straight 
Shooter.” The right hand man 
to Jim, Jarred Land, is “Fire 
Chief,” the head designer, 
Matt Tremblay, is “The Fuse” 
and, of course everyone knows 
RED’s #1 evangelist, Ted 
Schilowitz as the “Leader of 
the Rebellion.” We all will take 
out the trash, including Jim, 
and getting dirty doesn’t scare 
any of us. That “connected-
ness” is also a very important 
part of how we relate to our 
customers, inviting each and 
every one of them to come to 
our facility after receiving their 
cameras and spending a day 
with us in a technology “boot 
camp.” Jim has said from the 
very beginning that “he” is 
the customer, and everything 
that we do he looks at from 
that perspective.  hD

reD one camera
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Aldey Sanchez and I founded 
Offhollywood in 2003 to provide tech-
nology based solutions for film & tele-

vision production and post production. Part of 
what we do is to actively beta test hardware 
and software for a number of companies. A 
few weeks before NAB 2006, RED decided to 
attend the show and announce the camera’s 
specifications, features and price point. When 
RED decided they would offer reservations 
for the cameras at the show, I immediately 
reserved two - Serial numbers  #0006 and 
#0007. The first five serial numbers were set 
aside for Jim Jannard.

After a 16-month wait, RED shipped 
cameras #0006 - #0025 on August 31, 2007. 
We immediately started shooting, testing 
and proving feedback. One of Offhollywood’s 
highlights during this period of time was 
shooting second unit sequences and pick-up 
shots for Doug Liman’s film Jumper. They 
used a scene and several shots in the final 
cut of the film and the RED material blended 
seamlessly with 35mm.

Recently we provided these services to 

two independent feature films which were 
shot in 4K back-to-back with our cameras 
before the end of 2007, Asylum Seekers and 
Rosencrantz and Guildenstern are Undead. 
Rosencrantz just completed its color grad-
ing at Offhollywood in our Scratch DI Suite. 
We also recently wrapped a third “all-RED” 
feature film, Toe to Toe and are still shoot-
ing another feature called Mystery Team. We 
have started providing RED cameras and RED 
post services to commercials, music videos 
and television promos and our current goal 
is to provide RED technology to an episodic 
television series. We have added another 6 
cameras to keep up with demand and we 
expect to add even more.

Image quality, cost savings and speed of 
the workflow make the 4K RED format such 
an obvious choice - I actually could not find a 
reason to use another camera other than the 
Phantom for extreme frame rates. hD

Offhollywood provides cameras, workflows, 
technical support and complete post production 
service. www.offhollywoodstudios.com

b y  M a r k  L .  P e d e r s o n

above: Hamlet (Joey kern) 
holds the skull of vanquished 
vampire during the opening 
night of the play within 
the movie rosencrantz & 
Guildenstern are undead. 

top: bobby bianchi (ralph 
macchio) threatens Vince 
(kris lemche) with his 
“Germ-o-Whack”
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FUJINON INC.
2621 Manhattan Beach Blvd., Redondo Beach, CA 90278-1604
Phone: (310) 536-0800, Fax: (310) 536-0022

FUJINON INC. 10 High Point Dr., Wayne, NJ 07470-7434
Phone: (973) 633-5600, Fax: (973) 633-5216

1-324 Uetake, Kita-Ku, Saitama City, Saitama 331-9624 Japan
Phone: 81-48-668-2152

www.fujinon.com

Big Vision • Cinequipt • Clairmont Camera
Dalsa Digital Cinema • Fletcher Chicago

Koerner Camera • Panavision • Plus8 Digital • Sim Video

FUJINON Super Cine E-Series rentals available at:

C-Series Digital Cinema Lenses

E-Series Digital Cinema Lenses

FNI-4575 HDCine 8.25x10.75  4/28/08  12:29 PM  Page 1

National Geographic Channel’s new 
high definition three-night television 
event, Earth: The Biography, provides 

a visual feast for HD enthusiasts as we witness 
the fantastic forces that shape our planet.

“High definition gives an epic sense of 
scale that perfectly matches the scale of the 
story in this film. With high definition, the 
level of resolution allows you to bring out the 
shadows in the details… in any other format, 
[it] would lose a lot of impact. It is films like 
this that are made for HD!” says producer Dr. 
Jonathan Renouf.

Two years in the making, Earth: The 
Biography was filmed in 30 locations on all 
seven continents, and culled from more than 
250 hours of spectacular HD photography, 
breathtaking aerial footage, satellite imaging, 
time-lapse sequences, and complimented 
with CGI. Host Dr. Iain Stewart takes view-
ers on an epic journey around the globe to 
explore the dynamic systems of the Earth 

in five parts: Volcanoes, Ice, Atmosphere, 
Oceans, and Rare Planet.

The documentary transports viewers to 
some of the most remote and awe-inspiring 
locations in the world to experience rarely 
or never-before-seen images captured on 
film.  Underwater HD footage of giant caverns 
known as “cenotes” in the jungles of Mexico 
gives an extraordinary picture of the very site 
where scientists believe a meteorite landed 
65 million years ago that led to the demise of 
dinosaurs. Incredible time-lapse photography 
brings to life moving glaciers in the Alps and 
ice caves in Norway that melt away and are 
naturally recreated each year. And in Siberia, 
we see fascinating footage of flames coming 
out of a frozen lake due to trapped methane 
gas bubbles – a phenomenon never before 
filmed in HD.  hD

Schedules for airing of the programs can be 
found on www.natgeotv.com.
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Earth: The Biography

above: iceberg, ilulissat ice 
fjord, Greenland 

top: baobab trees, avenue 
du baobab, madagascar
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35mmDepth of Field

$1,200
with

Six 8GB
Cards

Panasonic HPX 3000

Three
2/3"
CCD

Video
B4

1920
x

1080

1920
x

1080
500

S
A

9
D

10
tops
VC I

Stops
VCPR

24p,
30p
25p

5 P2
AVC I

DVCPR

100 m

Cards
100

O HD

in1

10

8

bit
AVC I

Bit
DVCPRO

10.5 lbs 43w B&W

"HD D5" Quality
4:2:2 Color Sampling

Full 1920x1080
Cost vs. Performance

w/P2 proven
workflow

$1,100
with Five
16GB
Cards

Sony HDW F900

Three
2/3"
CCD

Video
B4

1920
x

1080

14

10

40
x
80

320

F
9

F9
9

F9
7.

900R
Stops

00/3
Stops

00/2
5 Stops

24p,
30p
25p HDC

50 M
AM
in

8 bit

F900R
12 lbs.

F900/3

17.6 lbs

F900/2
17.6 lbs

F90
34

F90

42

F90
2

0R
w

0/3

w

0/

B&W
or

Color

Industry Workhorse
Proven Easy Workflow

F900R
$1200

F900/3
$1100

F900/2
$950
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Panasonic HPX 2000

Three
2/3"
CCD

Video
B4

1280
x

720 960

1280 x 720
AVC I

x 720
DVCPRO

500

S

S
D

10
tops
AVC
9
tops
VCPR

24p,
30p,

60p

25p
50p,

5 P2
AVC

DVCP

100

Cards
I

RO

min1

10
AV

8
DVC

bit
C I

Bit
PRO

10
lbs.

43w
B&W

Color

HD D 5 quality @
relatively low data &

rental rates
Also Record 1080

$700
w/ five
16GB
Cards

Panasonic Varicam

Three
2/3"
CCD

Video
B4

1280
x

720

9

7

60
x
20

640
Video

Rec

320
Film

9
Stops

4 60p
DVCPR

32 m
O HD
in

8 bit
16.8
lbs

36w B&W
Variable Frame

Industry Workhorse
$800

Panasonic HDX 900

Three
2/3"
CCD

Video
B4

1280
x

720

960
x

720

R

500
S
9
tops

24p,
30p,

60p

25p
50p,

DVCPR
32 m

O HD
in

8 bit
16.7
lbs

36w
B&W

Color
Cost $600

Sony PMW EX1
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1/2"
CMOS

FIXED
Cannot
Change
Lenses

1920
x

1080

1920

1280

x 1080

x 720
800

S
7
tops

1 60p
@ 7

1 30p
@ 10

fps
20

fps
80

2 SxS
100

Cards
min

8 bit
6.2
lbs

13w

Color
+

Color
Flipout
LCD

Cost
1/2" Imager

Full 1920x 1080
imager and recording

$375
w/ two

16GB cards

Panasonic HVX 200

Three
1/3"
CCD

FIXED
Cannot
Change
Lenses

960
x

540

960
Usin
Shi

x 720
g Pixel
fting

320
S
7
tops

6p, 1
18p,
22p,
30p,
36p 4
60p

2p,
20p,
26p,
32p,
8p,

2 P2
80 m

Cards
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8 bit
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Cost
P2 Workflow Most
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Workflow

$375
w/ two

16GB cards

for comparison Arricam ST

S

V

Single
35mm

Kodak
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Film
PL

Not
Applicable

1920

Uncom

x1080
2K
4K
6K
pressed

500
S
14
tops

1 60p

3

4

1

Perfo
5m55s
14m48s

Perfo
4m26s
1m 06s

ration
400'
1000'

ration
400'
1000'

16 bit
(Linear)

10 bit
(log)

25 lbs
400'

28 lbs
1000'

55w Optical
Established Workflow
Excessive Latitude

Proven Archival Value

$2,000
w/2 Mags
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Digital Camera Comparison Chart

tom fletcher, fletcher camera (Chicago, 
Detroit, Milwaukee), provided this chart to 
help provide a clearer perspective on the vast 
array of electronic cinematography camera 
systems available to the high-end production 
market today. Given that many of the results 
are subjective, his sources included various 
cinematographers and colorists as well as 
each respective camera manufacturer. Fletcher 

specifically acknowledged David Stump, ASC; 
John Leonetti, ASC, Larry Thorpe, Craig Leffel, 
Gary Adcock, and Scott Stevens from Kodak as 
being especially helpful in the completion of 
the chart.

The genesis of the chart comes from a 
request by Detroit Cameraman/Director Peter 
Klein who wanted a “easy-to-read, not-too-
technical” chart to help facilitate discussions 

with AICP production companies as well as 
advertising agency producers. With all of the 
camera manufacturers doing their best to 
represent their camera as the greatest option, 
Peter wanted something to help cut through 
the marketing clutter. 

Tom worked on the chart for nearly three 
months and is committed to keeping it updat-
ed. Since sharing the chart with the industry, 

Tom has received feedback from numerous DPs, 
ACs, DIT and colorists from over 10 countries. 
New cameras will be added once they enter the 
high-end rental market. Cameras slated to be 
added include: Silicon Imaging’s SI-2K, Sony’s 
2/3” XDCAM and Sony F35.  An updated chart 
is located at http://www.fletch.com/images/
Video_Camera_Comparson_Chart.pdf.  hD

Fletcher Camera 800-635-3824
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b y  D a v i d  R o y l e

the Crystal

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

F23 aperture adjustments

Deciding where to set the shutter on the 
Sony F23 for various frame rates may not 
be as simple as it seems when doing slow 
motion work at 60 FPS. Here is a chart that 
you should cut out and keep as a quick refer-
ence for equivalent shutter times when shoot-
ing 60 FPS for playback in 24 FPS as a slow 

motion element . 
In addition, I’ve included the aperture 

adjustments for the ND and Color Correction 
wheels along with the GAIN adjustments.  Be 
sure and test each filter to confirm its actual 
light loss. Take nothing at face value.  hD

f23 shutter angle, frame rate and aperture adjustments.  

24 FPS      60 FPS

360˙ = 1/24th Sec +1 Stop 360˙ = 1/60th Sec +1 Stop

270˙ = 1/36th Sec           +½ Stop 270˙ = 1/90th Sec           +½ Stop

180˙ = 1/48th Sec BASE 180˙ = 1/120th Sec BASE

90˙ = 1/100th Sec -1 Stop 90˙ = 1/240th Sec -1 Stop

45˙ = 1/200th Sec -2 Stops 45˙ = 1/480th Sec -2 Stops

22.5˙ = 1/400th Sec -3 Stops 22.5˙ = 1/960th Sec -3 Stops

11.25˙ = 1/800th Sec -4 Stops 11.25˙ = 1/1,920th Sec -4 Stops

5.6˙ = 1/1600th Sec -5 Stops 5.6˙ = 1/3,840th Sec -5 Stops

f23 neutral Density and color correction aperture adjustments

ND      CC

1.  Clear – no adjustment A.  Clear (3200K) – no adjustment

2.  .6 ND  -2 Stops B.  4300K -1/3 stop

3.  1.2 ND  -4 Stops C.  5600K -2/3 stop

4.  1.8 ND   -6 Stops D.  6400K -1 stop

5.  CAP  (Automatic during black balance) E.  .3 ND -1 stop

f23 Gain aperture adjustments

3 DB              +½ Stop

6 DB  +1 Stop

9 DB  +1½ Stop

12 DB  +2 Stop

this life-size crystal skull 
was claimed to be aztec. 

a scanning electron 
microscope revealed its 

secrets. now on display at 
the british museum.

The Smithsonian Institution boasts a col-
lection of some 141 million artifacts but 
at any given time only about 4% are on 

display. Who would have guessed that the 
source of one of the most fascinating stories 
on the Smithsonian Channel would be found 
sitting on a shelf in a curator’s office? It is a 
crystal skull – one of three in major museum 
collections – and a possible inspiration for 
Indiana Jones and the Kingdom of the Crystal 
Skull.

Director Tilman Remme was given the 
challenge of revealing the truth behind the 
skulls. His journey took him from London 
to the inner sanctums of the Smithsonian, 
and onto the alleged source of the skulls in 
Mexico.

Tilman’s challenge was to capture mod-
ern scientific investigation while bringing 
historical drama to life. “I wanted to achieve 
a formal drama look, to make it clear that 
you are looking at re-creations. Sometimes 
a director may want recreations to look as 

though they were shot years ago with super 
8, or to blend in with hand held documentary 
footage. For this production, it was important 
to have a formal drama feel that added visual 
class to the film.”

Director of photography Dave Bennett 
used the Sony HDW-F900. Tilman says: “The 
900 gives you a little box of tricks, such as 
slow frame rates, or the ability to crash in and 
out such as when we shot the rostrum of the 
crystal skulls. I was impressed by the ability to 
shoot in low light situations.”

As to the crystal skulls themselves, 
Smithsonian anthropologist Jane Walsh 
worked with Scott Whittaker to examine a 
number of the allegedly Mayan or Aztec skulls 
under a Scanning Electron Microscope. Their 
conclusion? The skulls are modern frauds. hD

David Royle is Executive Vice President for 
Programming and Production at the Smithsonian 
Networks. Legend of the Crystal Skulls premiered 
on July 10, with replays throughout the month on 
the Smithsonian Channel HD.
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(l to r) actors 
angus t. Jones, 
Holland taylor,  
Jon cryer and 

charlie sheen in 
a scene from two 

and a half Men.

Photo by Mitchell Haddad/Warner Bros. Television

(l to r) alan (Jon cryer) 
plans evelyn’s wedding 
while charlie (charlie 
sheen) pursues his future 
step-sister. 
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5th Season
two and a half Men

b y  B o b  F i s h e r

Around the time this 
issue went to press, 
Steven Silver com-

pleted shooting the fifth 
season (approximately 2,640 
minutes) of the episodic TV 
series Two and a Half Men. 
That’s the equivalent in min-
utes to shooting some 25 
feature films. The situation 
comedy, produced by Warner 
Bros., airs on CBS-TV in high-
definition 16x9 format. Silver 
has earned four consecutive 
Emmy® nominations, claiming 
top honors in 2007.

The weekly episodes are 
filmed primarily in front of live 
audiences on sets represent-
ing the interior of the house 
built on Stage 26 at Warner 
Bros. studio in Burbank. There 
is a 70-foot-long transparent 
backdrop outside of windows 
facing the beach, a blow-up 
made from an 8-by-10 photo-
graph that Silver took of the 
beach, ocean and a beautiful 
blue sky in Malibu, where he 
has lived for 25 years. The 
backdrop outside the windows 
helps to establish a sense of 
time and place for the televi-
sion audience. The angles 
and brightness of light also 
communicate the time of day, 
in addition to visually punctu-
ating moods. The backing is 
lit by 16 Source Four projec-
tion units with a moiré effect 
on each lamp that keeps the 
water from looking stagnant.

“There was a time when 
network executives thought 

all comedies should be shot 
in bright fill-light with low 
contrast,” Silver observes. 
“Today’s situation comedies 
are much more sophisticated. 
They are mini-movies. One 
of our executive producers, 
Chuck Lorre, loves writing 
low-light level scenes. We film 
scenes in his scripts with as 
little as four footcandles of 
keylight. Other times, we have 
300 footcandles of sunlight 

streaming though scenes. Our 
levels are set by eye. I refer-
ence footcandles to illustrate 
my point.”

Two and a Half Men is 
produced in 35 mm format 
using three-perf negative, 
which trims raw stock and lab 
costs, and extends the time 
between changing magazines 
by 25 percent. Silver explains 
that this doesn’t affect picture 
quality because only three 

quarters of a four-perforation 35 mm frame 
are exposed for television programs.

Silver generally covers scenes with four 
Panavision Gold cameras mounted with 11:1 
Primo zoom lenses. He composes images 
in 16:9 format, keeping the action in the 4:3 
aspect ratio for markets that haven’t yet tran-
sitioned to widescreen television. Images are 
recorded on KODAK VISION2 5299 HD Color 
Scan Film, a 500-speed emulsion balanced for 
tungsten light.

“My colorist, Tony D’Amore at Technicolor 
in Los Angeles, urged me to try 5299 film, 
which is designed for scanning in HD format,” 
he says. “After extensive testing, I felt it 
records details deep into the darkest shadows 
and brightest highlights, a lot like the human 
eye sees them. We can also crush the blacks 
if a scene calls for truly rich, dark tones. That 
gives me more flexibility in post.

“Lighting a comedy filmed with four cam-
eras is like choreographing a complex ballet,” 

he adds. “Front light for one camera is back 
light for another one which can make match-
ing tricky. We use the entire range of latitude 
that film offers while shooting scenes in both 
bright light and near total darkness in ways 
that look natural and feel organic to me. That 
is one way our show remains unique for the 
genre.

“We use the dimmer board to control 
lighting as characters move around the sets,” 
Silver explains. “At the right moment, we’ll 
make the girlfriend’s eyes glow and hit her with 
a hot back light. The audience can literally feel 
Charlie’s heart beating as he looks at her.”

When Silver cannot be there, he leaves 
D’Amore phone messages describing his 
intentions for shots and scenes. They have 
developed a verbal shorthand, so the colorist 
visualizes what Silver means when he says, 
“Show them the glow in a character’s eyes,” 
or “Make this scene a little darker than usual.”  
hD
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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

‘Screen Tests’
NY times Celebrity

b y  B r i a n  C a l i

Manhattan-based DP Manfred Reiff 
chose Panasonic’s new AJ-HPX3000 
native 1080p one-piece master-

quality camcorder to shoot video profiles of 
young actresses Marion Cotillard and Natalie 
Portman. The “Screen Tests”, named after 
Andy Warhol’s iconic 1960’s celebrity inter-
views, are top draws at TMagazine.com, an 
on-line style e-zine from The New York Times.

TMagazine.com’s Screen Tests, like 
Warhol’s, feature celebrities of the moment 
and represent an inquiry into personality vs. 
resumes. DP Reiff, a prominent cinematog-
rapher specializing in high-end fashion and 
beauty work, shot the TMagazine interviews at 
Industria and CineMagic Studios in NYC. The 
off-screen interviewer was Lynn Hirschberg, 
director Francesco Carrozzini, editor Vincent 
Velazquez, camera rental Abel Cine Tech, and 
production company Grand Large Inc.

“I was eager to work with the HPX3000,” 
Reiff said. “I knew that the visual aspects of 
the TMagazine assignment were paramount, 
given its minimalist setting and action, and 
I wanted to take a painterly approach that 

would be transparent to the viewer. The 
HPX3000 is extremely quiet in terms of noise, 
and its operation is very straightforward. Every 
camera has a different toe, knee and shoulder, 
and there’s something very nice about the 
shoulder slope in the HPX3000.”

The actresses were shot on a deliberately 
scaled-down set, illuminated only by one well-
placed Briese light, emulating the umbrella-
type strobe light quality used in fashion 
photography. Reiff shot 1080p DVCPRO HD, 
with the HPX3000 fully loaded with five 16GB 
P2 cards, allowing up to 80 minutes of record 
time, more than ample for the approximately 
45-minute Screen Test takes, which were each 
shot non-stop (and only one time) for the sake 
of spontaneity.

The individual Screen Tests are each 
three-four minutes in length. Color was 
drained out of the interviews in post to 
approximate the original Warhol black-and-
white work. The profiles were edited on Avid 
and then conformed in Final Cut Pro; the 
deliverable to The New York Times was a full-
resolution QuickTime file.  hD

Digital capture is now a reality, but where 
is the data protection and how do you ensure 
that you have complete transfers in the field?

With film or tape, we had the camera 
master to always go back to. Today, with digi-
tal imaging to disk, there is no “hard copy” 
master. Your master is a hard drive or flash 
card that is used temporarily from the time of 
shooting to offloading into a secondary data 
pool.

In the field, film makers need to start 
wrapping their heads around data centric 
workflows. Currently the disks and memory 
cards that we use are not large enough or 
cheap enough to store the media permanent-
ly. Until we start seeing cards that are 100GB 
in size and the price drops to a point that 
these become expendables, we will have to 
use workflows that allow us to transfer media 
to alternative locations. But, every time you 
transfer media to a new location, you run the 
potential risk of corrupting the actual file.

So what should you use to transfer your 
media from your camera? Start thinking in the 
following terms: Short, Medium and Long.

Short:  To a transfer station. Most of us 
will use Firewire drives. If you do this, make 
sure that you always transfer to not one but 
two drives, with two separate transfers. If 
there was a failure during the first transfer, you 
have just duplicated it again and that media 
will be lost forever.

Medium:  To a Raid protected drive at 
your editing facility. This is what you are going 
to use during your editing process. If you are 
working off of a SAN, you are going to trans-
fer your media to Raid5 protected drives. This 
is much better than the Firewire drives, but 

it is by no means a final destination for your 
media or for long term storage.

Long:  To LTO tapes as your final des-
tination for all your media. These tapes will 
represent your project for years to come and 
will allow you to get bonded by an insurance 
company. LTO was designed as an enterprise 
solution because of the amount of data per 
tape, speed of recovery, and also the widely 
accepted format, which will ensure the fact 
that you will be able to read this information 
in the future.

Which ever format you use, the rule of 
thumb has to be redundant storage, smart 
data management, and a workflow that never 
changes from the time you start shooting. hD

DP manfred reiff 
shoots screen test 
of academy award 

winning actress 
marion cotillard  

(la Vie en rose).
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Exper ience 
the  power  of  color.

Color Grading for Film and Tape
L.A.: 818.769.1776  victorystudiosla.com
Seattle: 206.282.1776  victorystudios.com

For centuries, whales have been hunted 
as a source of food, oil, bones and other 
materials from across many cultures 

including Japan, Norway, Iceland, Canada, 
Russia and even the United States. Only within 
the last century has the practice been aban-
doned by many and condemned by several, 
including the Sea Shepherd Conservation 
Society, led by former Greenpeace co-founder 
Paul Watson. Today, Japan is the only nation 
that still hunts whales.

For the last three decades, Sea Shepherd 
has embarked on a campaign in the waters 
of the Antarctic to stop Japanese research 
vessels hunting whales and using radical and 
controversial methods to do so. This past 
year, Animal Planet was there to capture in 
high definition the action-packed adventure, 
emotional waves and sea-filled drama in 
Whale Wars.

Highlighting both the controversial whal-
ing trade and the tactics that Sea Shepherd 
and its staff and volunteers use to cripple it, 
Whale Wars documents the group’s three-
month sojourn across the icy Antarctic waters 
at the far end of the globe. The group’s fight 

to eradicate Japanese whaling operations on 
the high seas – where laws are complicated 
and overlapping at best – spotlights some 
questionable techniques including ramming, 
disabling and/or sinking whaling ships; dis-
rupting whale carcass processing; engaging in 
physical entanglement; and boarding and dis-
persing fleets of whaling vessels. The eclectic 
group – self-proclaimed activists who also 
are labeled eco-pirates by some and envi-
ronmental terrorists by others – leave port in 
Melbourne, Australia for a month’s long series 
of campaigns that are both dangerous and 
highly publicized.

Sea Shepherd’s 2007-2008 campaign was 
very successful according to Sea Shepherd 
standards with an estimated 500 whales being 
saved due to their intervention.

The Sony Z1U was used to capture the 
amazing visuals for Whale Wars. A rocking 
ship with narrow passages in unpredictable 
seas added constant challenges for the crew, 
but the result is a fantastic series full of spec-
tacular images.  hD

Whale Wars premieres this fall on Animal Planet. 

b y  B r i a n  E l e y

Whale Wars

above: steve irwin captain 
Paul Watson.
 
top: the steve irwin, a sea 
shepherd ship.
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above: actor scott cordes 
in suspension. 

top: a frozen car crash 
was created with actual 
wrecked cars.

If you told the team at easyAction pictures 
that it would take over three years to 
shoot, edit, and execute the 250+ visual 

effects shots required for their first feature film 
Suspension, they may have thought twice. 
Suspension tells the story of Daniel who loses 
his family in a car accident, but in that same 
accident gains the power to stop time.

This project was the first time many of the 
crew had dealt with visual effects. “We spent 
a lot of time talking about it creatively in a 
very practical fashion of what’s possible,” says 
writer/producer Aris Blevins.

In November 2005, easyAction shot for 
29 days in northeastern Kansas. The team 
decided early on that as much as possible 
each effect would be done on set in practical 
set-ups. For instance, the frozen car collision 
early in the film was created by towing actual 
wrecked cars together and using jacks to raise 
their back ends. The choice to shoot on HD 

was based not only on the clarity of the image 
so that artists could manipulate it afterwards, 
but also for the ability to instantly review on 
set to verify that all the elements needed to 
composite together for the final shot were 
complete and matching correctly.

Much of the visual effects work, done 
by BlackFX, consisted of removing wires and 
supports from the images, adding in Daniel’s 
movement, and enhancing the shot with 
material like broken glass in the air and skid-
marks on the road. “The artists were able to 
do a lot more with the footage than we even 
expected,” says co-director Ethan Shaftel.

Now, over three years after cameras 
rolled, Suspension has played to wide acclaim 
in festivals across America and Europe, and 
was released on DVD by Warner Bros. Home 
Video in late May.  hD

For more about Suspension, visit  
www.suspension-movie.com
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(l to r) brian Zink, 
bryan stratte, 

eric adkins,  
kevin mcmahon, 
barry braverman, 

conrad Denke, 
sean Dinwoodie and 

alex Georgiev.
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Low Cost
b y  S e a n  D i n w o o d i e

CBS Center Studios in LA hosted a 
Television Academy presentation 
on the low cost “HD Revolution.” 

Organized by CBS’s Alex Georgiev and the 
Academy’s Brian Zink, the panel was moderat-
ed by Conrad Denke, CEO of Victory Studios 
and publisher of Highdef. Panelists included 
myself, Sean Dinwoodie, Cinematographer 
Barry Braverman, DP Eric Adkins, Producer 
Director/DP Kevin McMahon and Director 
Bryan Stratte. Each presented their experienc-
es with HD and HDV cameras including those 
from JVC, Panasonic, Sony, Canon and RED.

Part of my presentation was the following 
short history of low cost HD and HDV.

HD started with Sony’s High End HD 
format around ten years ago with HDCAM. 
Panasonic entered the market a few years later 
with the introduction of their less expensive 
DVC ProHD & the Varicam. Driven by consum-
er demand, JVC then developed a consumer 
camera that recorded HD to a mini DV tape in 
an MPEG2 compression transport stream.

This was the introduction of HDV with 
inter-frame recording, or a stream of com-
pressed information captured in groups of 
pictures(GOP). In 2003, JVC followed up with 
a slightly improved version shooting 720 30P.

Professionals hungry for low cost HD 
began using these cameras and were met with 
frustration due to the lack of workflow solu-

tions. In 2004, Sony introduced an HDV cam-
era in 1080i HDV. Post production workflow 
solutions for HDV quickly began to follow.

JVC then introduced an $8,000 HDV 
camcorder with interchangeable broadcast 
Fujinon lenses. Canon also decided to enter 
the HDV 1080i market. Around this same time, 
Panasonic took a different approach with the 
HVX200, a camera that records in the same 
codec as their high end HD cameras, but 
instead of tape, it writes the data to P2 mem-
ory cards in MXF files. P2 storage was limited 
at first but kept expanding. Faster post work-
flows and direct to edit hard drive solutions 
entered the market. More codecs came along 
including HDV 60p, XDCAM HD, and AVCHD. 
This resulted in a market driven avalanche of 
professional low cost HD solutions.

RED Digital then introduced their camera 
systems with qualities and capabilities similar to 
35mm film in a video camera under $20K. They 
are now bringing out even lower cost options.

At this rate, Moore’s Law predicts that the 
cameras we see today will be only half as good 
as the cameras & technologies we will see in 
two years, hopefully at even lower costs. hD

Sean Dinwoodie is an engineer, DIT, acknowl-
edged HDV expert & DP with over twenty years 
of experience in features, sports, episodic, com-
mercials, music videos, documentaries, reality, 
and network news.

hD history
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Alphonso Bow is a feature directed 
by Lije Sarki. It was shot in LA and 
Louisville, KY and production wrapped 

mid-May. Fashioned after the early 80’s cult 
classic, My Dinner with Andre, Alphonso Bow 
is dialogue-heavy with two characters sitting 
in a restaurant talking.

The bulk of the project was shot on P2 
cards with Panasonic’s first 1920 x 1080 native 
digital cinema camera, the HPX3000. The 
opening title and closing credit sequences 
were shot on 16mm film with an Arri-S using 
Kodak 7201 (50 ASA daylight) and 7212 (100 
ASA tungsten) stock.

HDNet only accepts material originated 
in a native 1920 x 1080 format. This require-
ment affected the last feature I completed 
which was shot on a Varicam (native 720P) as 

it was the only reason they wouldn’t accept 
the movie. The BBC also has brought its mini-
mum up to 1920 x 1080 as well.

With this growing trend and not want-
ing to limit distribution options, there was no 
question about minimum resolution require-
ments. Shooting time was another consider-
ation. The actors covered a lot of dialogue 
and their performances could not be compro-
mised by running out of media in the middle 
of a take, many of which were several pages 
long. At the time of production maximum 
capacity on the P2 was 32GB, or 44 minutes 
of record time per card at 24P. The advan-
tages of using P2 cards included no media 
costs (cards included in rental), instant access 
to review shot material, quicker ingest of that 
material into our on-set Final Cut Pro system, 

and the HPX3000 holds up to five cards. When 
a card fills up, recording automatically contin-
ues on the next card, allowing up to 220 min-
utes without stopping. That’s the entire movie 
times three plus bonus material. In practice we 
treated each card as a separate “mag”, using 
only one card at a time. The reasons included 
safety, so if there was a bad card the on-set 
editor would find out right away, the efficiency 
of always having cards downloaded and avail-
able for shooting, and to avoid recording takes 
across multiple cards.

The HPX3000 offers a variety of gamma 
options. We chose one of the “film” gam-
mas and in prep I tested the look further with 
the use of optical filtration. I chose Soft FX 1 
filters for closeups to lightly smooth out tex-
tures, primarily with respect to skin, and Black 
Pro Mist 1/8’s and 1/4’s when wider as our 
location had blown out windows. The Black 
Pro Mists took the harshness out of the high 
contrast window edges and gave the overall 
look a subtle classic softness. All this hap-
pened in front of a matching pair of Canon 
HD-EC 7.8-144 cinema-style lenses.

For the outside opening/closing 

with Panasonic’s New hPX3000

sequences we shot 16mm film both as a 
tribute to My Dinner with Andre and to 
separate the world outside from the interior 
“world” of the two main characters. In addi-
tion to standard dolly and tripod shots, the 
film sequences included car mount work and 
a time lapse of the sun rising over the Ohio 
River and downtown Louisville, KY using a 
Norris SCC-300 intervalometer.

I’ve played with P2 cards before on 
Panasonic’s HVX200 but this was my first full 
production with the relatively new technology. 
It was a breeze and I look forward to contin-
ued work with flash-based media.

I’d like to thank Birns and Sawyer 
and Alan Gordon, both rental houses in 
Hollywood, for their help in getting us 
squared away with the necessary equipment 
and troubleshooting, and Mark Eberle and 
Jacques Haitkin, both great DP’s, for their 
support with some of the uncharted territory I 
explored in the making of this movie.  hD

Dan Coplan, SOC, is a Los Angeles based 
cinematographer and camera/Steadicam 
operator. He previsualizes shots in his head in 
uncompressed 4:4:4 resolution.

Alphonso Bow
b y  D a n  C o p l a n

Director of Photography 
Dan coplan (r) discussing 
shots with Director lije 
sarki (l).

on the main set of the 
feature Alphonso Bow. 

Photo by Dan Coplan
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Sony’s Back… (almost)

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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sony, the Japanese icon 
brand that rose perhaps to 
cult status in the US riding one 
hit electronics product after 
another, (remember Trinitron 
Color TVs (1968) the first 
Walkman (1979), the graphics 
display monitor GDM (1983) 
then stumbling over its own 
success in the CRT TV business 
by completely missing the 
transition to digital and the 
move to thin-flat TVs, is back 
on top. The company reported 
a ten-year record operating 
profit mostly from sales of 
digital products in Sony’s core 
electronics business.

Prior to the recovery, 
here’s how Sony’s TV business 
went sour. While Sony was still 
fat and happy on its Trinitron 
CRT-TV business, then 
president of Sharp, Katsuhiko 
Machida announced his com-
mitment to invest heavily in 
LCD technology by moving 
all TV production 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 manufacturing 
plants were coming on-line.

Meanwhile Sony contin-
ued to hemorrhage and by 
2004 the parent company 
lost money for the first time 
in 10 years. In a drastic move, 
the board hired an outsider, 

Sir Howard Stringer, the first 
non-Japanese to run the 
company. He was seen as one 
who could cut through the 
bloated bureaucracy and even 
affect the taboo job cuts from 
an employee base rooted in 
a culture of jobs-for-life. And 
cut he did, to the tune of over 
10,000 jobs and closing eleven 
of 65 unneeded factories.

In recognition of its mis-
steps in TV manufacturing, 
the company stunned many 
Japanese by going to Korean 
LCD panel maker Samsung 
hat-in-hand for an LCD panel 
partnership that flourished 
into the joint venture S-LCD, 
launching the now famous 
Bravia Brand TVs.

By 2006, things began to 
look up for the company as 
Sony reported record third 

quarter profit and revenue num-
bers, and booked its highest-
ever quarterly net profit and 
second-largest-ever operating 
profit ($1.5B and $1.8B) on rev-
enues of $64.3B that year.

Now with the format 
wars behind it and Sony’s 
Blu-ray the heir apparent in 
fixed media distribution, and 
the Bravia brand consistently 
claiming the number one or 
two spot in worldwide LCD-
TV sales, Sony’s May-14th 
earnings report showed the 
company broke a ten year 
record in operating profit in 
fiscal 2007 with a whopping 
356B yen. That translates into 
$3.4B for the company, mostly 
in sales (175B yen) of digital 
products in Sony’s core elec-
tronics business that includes 
LCD-TVs.  hD
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Instant Edification.

From shooting high-quality HD and SD images to editing with Final Cut Pro, nothing gets you there faster than JVC’s
ProHD Cameras and DRHD100 Hard Disk Recorder system. Thanks to Native File Recording, all the roadblocks are gone—
no ingest time, no transcoding, no rewrapping, and no file conversion—providing the path for a fully integrated, 
intelligent workflow. Combine this with a long list of exclusive performance features like full-raster progressive HD
image capture, interchangeable HD lenses, ergonomic design…and you have the ideal professional shoot-to-post 
camera system available, today!

Talk to the Pros at JVC and see how the ProHD Camera System can accelerate your professional production.
Call-1-800-582-5825 or visit www.jvc.com/pro
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JVC’s ProHD Camera System. With Native File Recording and Final Cut Pro, 
it’s the fastest route to a seamless workflow.
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