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Editor’s Statement
As spring ushers in the onset of flowers

blossoming in all their resplendent glory, so too is
High Definition production growing into a
revolution of demand and color unmatched by any
other format. With stories pouring in to HighDef.Org
we find that we are no longer in the birthing stage,
but alas, the blooming season of the greatest
invention in television history since color TV.

Unlike spring that gifts us only one season a
year with flowers bursting forth in pastels of every
hue, HD captures the beauties of spring in a reality
that stays with us all year long.  Whether one is
shooting the handiwork of God’s creations or a
new feature script, without a doubt, filmmakers will
continue to champion this monumental medium.

In the following articles, ranging from the
illustrious career of Bill Kurtis and his grand
endorsement of HighDef, to the story on the
shooting of the HD Jules Verne production, to
Magic Hours’ striking show for the Holland
America Cruise Line, you will learn techniques
and information to help you on your own HD
productions.

Happy reading and may all your shoots be
in HD,

Laura Nielson
Editor



Fletcher s knowledgeable staff and consistent service
make them the most dependable production partner
for video rental we have encountered.”

“

“For a every project we work on we want the best results possible and know

that equipment and technique determine these results.  That’s why we trust

Fletcher Chicago.  Field production is unpredictable enough without having

to worry about the gear. With Fletcher, we know the equipment will be in top

condition and customized for each shoot.  Their knowledgeable staff and 

consistent service make them the most dependable production partner for

video rental we’ve encountered. From initial consultation on a project to the

prompt delivery and set-up and the onsite or emergency technical support,

Fletcher proves that they genuinely care about both the process and the result

of our project.  Their smooth operation saves us time and is completely 

hassle-free.  They even follow up after a shoot to verify its success.  No one 

else has ever done that for us.  And with Fletcher we not only have a 

production partner but a reliable resource for the education and advancement

of our craft.  It gives us an edge and allows us to maximize the technology for

our client. It’s a working relationship we’ve come to value over the years.”

Phillip Cantor - Producer/Director
Martin Baumgaertner - Producer/Director

Angle Park Inc. - Chicago

Fletcher Chicago 
The Highest Standard in Equipment Solutions

Rental & Sales 
NOW AVAILABLE:  24p HD Cameras

www.fletch.com • www.HDW-F900.com
(877) HDTV-CAM • (877) 438-8226
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Comedy Spoof Feature Film Taps Plus 8 for High Definition
Plus 8 recently rented a High Definition production package to Crimes Are Us Productions (CRU) and Zeal Pictures for the production

of the soon-to-be-released mocumentary, Robbers. A real TV-style comedy, Robbers is modeled after the successful television show Cops,
except instead of following police officers around with portable camera equipment, the film chronicles the exploits of a series of criminals.
“It’s a comedy, but we want people to have an element of doubt as to whether it’s real or not,” commented producer Leon Melas. “That’s
why High Definition worked so well on this project. It has that ‘you-are-there’ documentary feel that makes the whole thing look unstaged.

At the same time, it holds up on a cin-
ematic level.”

Melas was very happy with the
participation that Plus8 provided the
crew. “They helped us figure out a lot of
stuff and they were very responsive to
our needs throughout the production.”
Plus 8 has two offices in Burbank and
Santa Monica, California. The same pro-
duction team has also recently rented
another package for the Jesse Negron
directed documentary on American
fighter pilots, which is executive pro-
duced by Tony Scott.

For more information from Plus 8
Video: Phone LA-818-845-6480 or
NYC-212-947-9797 or email Chrisn@
plus8video.com u

Bridge Dwellers: Bats of Austin

NATPE HD Library Available to All
Stations.

Thanks to WRAL-HD Consortium any television sta-
tion for the price of tape stock can use this extensive library
of HD productions for free.  WRAL TV teamed up with
Randall Dark, President & CEO of HD Vision of Irving, Texas,
to produce a series of High Definition shows ranging from
the Cape Hatteras Lighthouse story, to Navajo Weaving, to
the Sistene Chapel in Rome. For a complete list of available
programs and cost of tape, contact HD Vision, Inc. at 6305
North O’Connor Road, Suite 126, Irving, Texas 75039. Phone:
972-432-9630 Fax: 972-869-2516 www. hdvision.com u

The International
Electronic Cinema Festival

May 15-19, 2000 in Portland, Oregon The
IECF Millennium 2000 Festival will bring di-
verse industry players together to tackle the
creative and content issues of High Definition
television, new forms of digital television, and
high resolution electronic cinema, as well as
the business models to support these new pro-
ductions. The Festival will also continue its
traditional function of showcasing the most im-
portant new works from around the world
produced or enhanced through high-resolution
production. For more information and to reg-
ister contact: email: info@iecf.org or call
503-697-4901 or fax 503-697-7231 or visit
www. iecf.org. Early registration is due April
17th. However, it is possible to register until
May 15th. u

HD

HD
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DSR-PD100A

DVW-790WS

HDW-700A

DSR-200A

DIGITAL CINEMATOGRAPHY OPENS
NEW PRODUCTION OPPORTUNITIES

Digital Electronic Cinematography has a great deal to offer the
independent film producer. The extraordinary strides of recent
years in electronic imaging now allow superb images to be
captured on compact digital cassettes. Sony's novel EBR
Transfer System will transfer these digital images and sound
directly to 35mm film, producing a high quality release print.

The DVW-790WS camcorder produces widescreen images
of extraordinary clarity. When transferred to 35mm film, the
results often exceed those of an equivalent Super 16mm
origination that is enlarged to a 35mm film release print. And
now, Sony has raised the standard by introducing the world's
first digital High Definition television camcorder – the
HDW-700A. When this tape is transferred to film its quality ranks
with that of a direct 35mm film origination.

For the important and extensive low-budget independent
sector, the miracle of digital camcorders can br ing very
cost-effective solutions to cinematography. Sony's
DSR-PD100A and DSR-200A DVCAM Camcorders wil l
produce a film transfer that ranks with the best 16mm
origination that is enlarged to a 35mm release print. The
professional DVCAM family also offers 1/2 and 2/3 inch
camcorders that can produce even higher quality.

For  addi t ional  informat ion please cal l  
1-800-635-SONY, ext .  DEC6.
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Roland House Provided the High
Definition Post Services for
Discovery Channel’s Eco-Challenge.

Discovery Channel’s Eco-Challenge Argentina ‘99’ was
recently posted at Roland House, who pioneered the use of high
definition post equipment in the DC area last fall. They pro-
vided the HD on-line and tape-to-tape color correction, as well
as 5.1 surround audio services for the two-hour HD masters. In
addition, Roland House down-converted all HD source footage
for the April broadcast delivery. Executive Producer Yates stated,
“I consider myself lucky to be aligned with the team at Roland
House, the most professional, creative, and capable post-pro-
duction facility in the country.” u

HD

HD

Cameras are Rolling as TVS
Delivers HDTV Programs

Television Syndication Company (TVS) is prepar-
ing to deliver 150 half-hours of High Definition
programming known as “High Definition Travel.” It is a
series of 13 to 52 shows being created by White Moun-
tain Entertainment and co-producers in all parts of the
world. White Mountain and White Bruno Entertainment
are already in production with 52 programs entitled From
Sea to Shining Sea. The HD grab is taken from the epi-
sode on Florida. For more information contact: Robert
Yde, phone 407-788-6407, fax 407-788-4397, email
claq67a@prodigy.com u
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Continued next page……

Bill Kurtis: Eye on the Future
Executive producer/anchor of A&E Documentaries, award-winning television journalist and proponent of HighDef
By Laura Nielson
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Afew weeks ago I had the opportunity to inter-
view Bill Kurtis over the phone. With the
soothing sounds of his deep, resonating voice
pouring through the phone, I had to prevent

myself from lapsing into a hypnotic trance induced by his
golden voice, and instead, concentrate on Bill’s enthusiastic
endorsement of HighDef. Here’s a brief background on
Bill’s illustrious career in television journalism.

For more than thirty years, Bill Kurtis has been earn-
ing the respect of viewers, colleagues and competitors in
television journalism. Television was just finding its place
within America’s consciousness after the assassination of
President John F. Kennedy when Bill Kurtis faced an im-
portant choice between two career paths — television or
the more traditional role of a Kansas lawyer.  While re-
porting on a devastating tornado for a Wichita television
station, he saw firsthand the power of television:  his choice
was made.

In 1973, Kurtis teamed up with Walter Jacobson at
WBBM-TV (CBS) and over the next nine years, theirs was
the most-watched 10:00 o’clock news team in the Chi-
cago area.  Kurtis initiated two innovative practices which
have become standards for the business.  He became the
first local foreign correspondent taking reporting skills to
world hot spots like Vietnam.  He also innovated an in-

Kurtis returned to Chicago and ultimately took his long-
form journalism reports to PBS and the cable television
arena.  He is now one of American’s most prolific docu-
mentarians and presenters.

Now seen exclusively on the A&E Network, Bill Kurtis
anchors the week-nightly, primetime series Investigative
Reports, the longest-running regularly scheduled series
devoting a full-hour to a single contemporary news topic.

vestigative reporting unit which examined critical issues
at length — such as Vietnam veterans who felt that they
had been injured by the defoliant Agent Orange, used by
U.S. forces. Investigative stories were to become his fu-
ture in television.

By 1982, CBS Network News beckoned, asking him
to anchor the CBS Morning News from New York, where
for three and-a-half years he also completed a series of
hour-long documentaries for CBS Reports. In 1985, Bill

HD
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Continued on page 14……

On the Emmy and CableACE Award-winning series, Mr.
Kurtis has presented some of the most talked-about news-
based documentaries on television, including the five-part
The Men Who Killed Kennedy, The Secret Tapes of Richard
Speck, War on the Presidency:  The Road to Impeachment
and the two-hour Newt Gingrich and the Republican
Revolution.

Bill Kurtis is also executive producer and anchor of
two other hour-long series seen on the A&E Network. The
weekly, primetime series American Justice, (co-produced
with Towers Productions, Inc.) is an award-winning his-
torical documentary series about some of the most
fascinating crimes of this century. Mr. Kurtis is also cre-
ator/executive producer/host of eight seasons of the
science-adventure series, The New Explorers with Bill Kurtis.
These Peabody Award-winning programs are still seen in
reruns on A&E.

Productions of Bill Kurtis using High Definition in-
clude: Portions of A History of the American Cowboy, a
2-part series for The History Channel, and portions of In-
vestigative Reports:  War on the Range, a documentary
about wild buffalo for A&E. He is currently pursuing pos-
sible NHK productions such as Hidden Yellowstone and
Kansas Tallgrass Prairie, which have been shot in HD.

Bill is one of the first high-profile producers to utilize
HighDef for some of his programs. Here is the in-depth
interview I had with him regarding HighDef.

Laura:  What was your first experience with HighDef?
Bill:  Sony lent us a camera last summer. I sent a crew
from Chicago through Kansas to Yellowstone and we shot
for about six weeks and loved it! You just sit there and
“ooh” and “ah” at every single picture. We brought it back
and Tom Fletcher, who owns Fletcher Chicago and is the
guru of HighDef here in Chicago, set up a screening at

WTTW/Channel 11, the local PBS station. Tom set up a
25-foot screen with the Texas Instruments projector and
invited an open call.  Well, the year before, perhaps 100
people might have shown up. We had 500 there. It was an
epiphany for a lot of them.  With some of our pictures
from Yellowstone, you feel like touching them or as if you’re
actually going over the waterfalls with the camera. These
were just pictures we gathered together. Afterwards there
were a lot of people who wanted to do something with
the pictures. One person thought it would be great to put
HighDef to work in restaurants, creating backgrounds. So,
for example, if you had a steakhouse, you could project
pictures of pasture land in the evening, with cattle in the
distance, and Texas hills.  If you had an Italian restaurant,
you could use HighDef pictures sailing down the canals in
Venice. I was also approached by a rock concert producer
to integrate HighDef images on the big screen with live
performances. As a result, we’re going to do this in a the-
ater on June 3rd as a kick-off here in Chicago. Also we
have approached NHK and have suggested some programs
that they are considering now.
Laura: What are you doing with the HighDef footage
you’ve shot?
Bill: I’ve shot some fifty cassettes so far and I am building
my own electronic gallery. In addition, I am exploring a
series of half-hour or hour shows in HighDef that will be
ready in two years when the broadband questions will
have to be answered for showing on local stations.
Laura: Do you have any unique stories relating to your
experience shooting in HighDef?
Bill: Well, we learned something important while we were
shooting in a movie situation in Kansas in which we rec-
reated an Indian camp. Because of the way we were
shooting with a jimmy jib crane out over some falls, we
could not look through the lens for one shot. We were
tweaking exposure the best we could, and we found out
later that we had over exposed the whites because we
were doing it the old way, exposing to get the dark por-
tions of the picture to work. In fact, the rule should be to
expose for the whites and everything else will take care of

“…the rule should be to expose for the whites
and everything else will take care of itself. In
HighDef, there is so much detail in the shadows
that you don’t have to worry about it.”
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itself. In HighDef, there is so much detail in the shadows
that you don’t have to worry about it. That’s what experi-
ence will teach you: just watch the whites and everything
will come out better than you have ever seen it before.
Laura: Some people say that HighDef is too real and
that it shows people in unflattering ways. Since you are
on camera so much, do you agree?
Bill:  Well, I disagree. I’ll give you a good example of that.
We were out in Yellowstone. It was around noon and, of
course, as luck would have it, that’s when you see the
best shot. So, we find a herd of buffalo and grab our tri-
pod. We run out toward them and get as close as we can.
I turn around to do the stand-ups, with the buffalo in the
background. It’s high noon, the worst time to shoot faces
because you have the harsh contrast of shadow and sun-
light; and the shadows are cast right across your face. I
said, “Okay, let’s shoot it anyway.”  We had just one little
white card that amounted to nothing as a reflector. We
took the shot, and when we looked back at the monitor,
the detail in the shadow on my face was in total balance
with the buffalo in the pasture. And we must have had a
four or five stop difference. I had heard that I was going to
have to wear more makeup and that the picture was go-
ing to be “too real.” I am 59 years old, and I swear to God,
I think I looked 45. I said, “Man, this just gave me ten
years of my career back!”  One of the reasons is that flesh
tones have never been reproduced accurately by an elec-
tronic camera before HighDef. We have always had to put
on filters, like “pearl mist,” that would warm up the human
face, put the color back into it. You don’t have to do that
with HighDef. There is a rosiness to the cheek, a natural
look. In fact, after the presentation in Chicago, an African-
American assistant cameraman came up and said, “I have
never seen a black man outside in the sun that I could
recognize before, until today with HighDef. It’s quite strik-
ing.” When we were shooting black cowboys under their
cowboy hats, with no sun on their faces, and against a
bright blue sky, it was taking a big risk. After all, it is con-
sidered the “no-no” of all “no-no’s.” And yet, the assistant
cameraman said, “For me and my personal experience,
it’s the best reproduction I’ve seen.” And I totally agreed.

Laura: Some have said that HighDef is the most incred-
ible revolution in television/film making since color
television. What do you think?
Bill: I totally agree, without a doubt.
Laura: Where do you think HighDef will find its foot-
hold, finally?
Bill: Well, right now it’s best to use HighDef on a big screen.

“…flesh tones have never been
reproduced accurately by an
electronic camera before HighDef.”
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I mean a movie screen. I think it will find its place in the
movie theaters. Of course, projection systems are improv-
ing and there are limitations. I think it will eventually be
used in broadcast. Once someone sees a football game in
it, you’ll never want to go back. I believe the ordinary
viewer will go out of their way to buy that picture, in spite
of the cost. It works in a couple ways. One, they like it.
And secondly, it’s a status symbol for the neighbors, and it
will make money for sports bars and things like that. So I
think the sale of high definition sets will, once it catches
on, go much faster than it did for color TV. I think we can
already plot that.
Laura: How soon do you think you will be producing
Investigative Reports and American Justice in High
Definition?
Bill: That can only be answered by A&E. I have offered to
do it, we think it would cost about $25,000 more per

episode, and that may be high.  You’re going to add to the
cost of the camera rental, maybe $500 on the outside.
And you’ll add about $100 or more per hour for online
editing — HighDef editing. You’ll still do the bulk of your
digital editing on the Avid, just like anything else. So, online
is really just conforming and won’t add that much to the
total cost. People will be surprised when they discover
how cheap it is. The physical size of the camera is not that
much bigger. There really are no obstacles except broad-
casting — that’s a weakness. I’m speaking mainly about
Chicago, where we’re in a dark hole in terms of HighDef
broadcasting. The stations are behind in being able to trans-
mit the signal. That’s going to change in a year or two. As
I said, it’s A&E’s decision, and right now they don’t show
signs that they are going to ask their producers for any-
thing in HighDef.
Laura: What do you think it’s going to take to educate
the broadcaster in HighDef?
Bill: Competition. For example, when Discovery and Na-
tional Geographic go on the air with HD and show it can
translate into high ratings, that’s when things will heat up.
But it won’t happen overnight.
Laura: Is there anything else you want to tell me about
your experience with HighDef?
Bill: Well, my friends, and I mean close friends who are in
the production business, say, “HD is bad. It’s a dark hole
and will never happen and you’re going to lose a lot of
money in it.”  So why do I do it?  Because I have fallen in
love with the pictures. And when it comes down to it,
that’s it. And I think that quality will drive everything. That’s
why I think HighDef is worth pursuing.

As I ended my interview with Bill Kurtis, I couldn’t
agree with him more. Once you’ve seen HighDef, nothing
else can compare. Just as Bill has been an innovator in
television journalism over the years, foreseeing and intro-
ducing trends that have become the norm, once again, Bill
Kurtis, as an executive producer, has his eye on the future,
a move that places him poised and ready for the unquench-
able demand for HD, just around the corner. u

HD

HD
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Jules Verne had it easy with his flying ships. He
needed nothing more technological than flights of
imagination to make his stories materialize – but,
he was working in print, and a pen pressed to

paper worked wonders.
It hasn’t been quite that simple for Icestorm Digital,

which has had to digitally reproduce Verne’s airborne ships,
time-travel contraptions, and burrowing devices. To get
this extraordinary picture across, the facility opted for
HDTV.

The result was 22 episodes of The Secret Adventures
of Jules Verne, an ambitious series based on the notion

that the 19th century sci-fi novelist experienced his fic-
tionalized fantasies in real life.

For Montreal-based Icestorm, who are handling the
visual effects and post-production, the project involved
technical approaches as newfangled as flying ships might
have seemed a century ago.

Icestorm had to portray the far-flung geography of
Verne’s storytelling within the “confines” of five sound
stages. The tone had to be futuristic, circa 19th century.
Each one-hour segment contained up to 180 effects shots.
And it was all executed in 16:9 ratio wide-screen HDTV.

“We were blazing new territory,” says John Poisson,
president of Icestorm Digital. “It was
a learning curve for everyone.”

The decision to shoot so much
material in HDTV was taken partly
for cost savings, yet more importantly,
HD provided Icestorm with a vast
range of creative advantages. “Be-
cause the format has all the
immediacy of videotape we instantly
know once we shoot something
whether it works,” says Poisson.

“We can run a tape up to the
compositors to make sure that an ef-
fect is lined up properly and that
everything looks good. We can edit a
scene while the crew is on lunch and
instead of looking at dailies at the end
of the day we can look at cut scenes.”

A 35mm film crew adjusted
quickly to the new technology, and a

number of film-oriented approaches proved valuable. Light-
ing for HDTV, for example, needed to be done as carefully
as in film to achieve optimum results, says Poisson. And a
filmic modus operandi eliminated the risk of HD magnify-
ing imperfections.

“If you take a set, for example, that was created for
video and shoot it with HDTV, suddenly you can see much
more detail – you can really see all the imper- fections
that would normally be masked by standard definition
video camera,” says Poisson. “But if you take something
that was designed for 35mm and shoot it in HDTV, you’re
going to get the same level of detail.”

The set decorators, costumers, and make-up artists
were all accustomed to working in film, “so the transition
to HDTV, which has a similar resolution, was seamless.”

Based in a former rail yard in east-end Montreal,
Icestorm’s visual effects and post-production studio occu-
pies a sprawling 100,000 square-foot structure that boasts
five sound stages, including a gigantic green screen that
was instrumental for the Verne storyline.

“By shooting scenes in front of our green screen, and
using partial set pieces, flying rigs, and other different tech-
niques, we were able to shoot background plates in skies
off the coast of Florida, in an Eastern European castle, and
the countryside of France,” says Poisson.

On a tour of the sound stages, Poisson showed logik*
the immense green screen, the sets for Parisian and Lon-
don streets, vampiric caves, a time-travel shuttle and the
main mode of transport for Verne’s HDTV odyssey: a fly-
ing machine dubbed the Aurora. Inside the Aurora, clunky
levers and clocks evoke the steam-pump aesthetics of

Shooting in HD – Icestorm Digital breaks new ground
with Jules Verne Productions
By Eric Siblin

Images ©Filmline International/Talisman Crest
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 “Because the format has all the immediacy of videotape we
instantly know once we shoot something whether it works.”

– John Poisson

Images ©Filmline International/Talisman Crest
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Victorian high-tech. “We can go anywhere we’d like,” says
Poisson, as if ready to set the controls for an 80-day jaunt
around the world.

Blurring fantasy and reality is central to the Verne
series. The UK-Canada co-production, to be aired next year,
follows the footsteps of Verne (cast as a struggling young
writer) and Verne’s fictional creation Phileas Fogg, along
with his quirky valet Passepartout and comely cousin
Rebecca. The heroes are up against nothing less than the
League of Darkness, a shadowy organization determined
to pickpocket Verne’s ideas and enlist the time-travel tech-

nology for its own evil agenda.
It is a retro-tech setting awash in visual effects.

Whether a ghostly spirit exiting someone’s mouth, a simple
green screen composite of a sky in the window of a flying
ship, or a 3D element added to a 2D environment, Icestorm
made much use of its Discreet systems.

“We evaluated all the different compositing and ef-
fects tools that were out there and it wasn’t until we invested
in Discreet systems that we were able to keep up with the
production demands at the level of quality we needed for
the series,” says Poisson.

Icestorm’s repertoire includes two
inferno* and two flame* systems, fire*,
effect* on O2, and three flint* systems
– all connected by Discreet Network-
ing. Icestorm also relies on sparks*
third-party plug-ins such as Sapphire,
5D, and Ultimatte, which they use with
inferno* and flame*, especially while
working within the Batch module.

Workflow improvements at
Icestorm are also a result of both
Discreet Networking and the Batch
module. “Batch allows us to quickly
replicate a scene that has the same kind
of effect several times with different
material. And we’re also able to share
composites between artists,” says
Poisson.

Discreet systems provide Icestorm
with another benefit: “A platform onto
which we could attract other artists
from the industry who are the best at
what they do.” It’s a key selling point
for a facility that is reinventing itself as
an effects design studio in its own right,
beyond being a department that was
created in 1998 for the Verne series.
Icestorm, which is owned by British-
based Flashpoint, has more recently
kept its 50 artists and operators busy
with pre-production on a film feature,

a television series, and several commercials.
Having cut its teeth on the Verne opus, it now stands

on its expertise, both in HD and film. “The time you save
having the visual effects people and the on-set crew work-
ing closely together, and the creative opportunities opened
up by that are huge,” says Poisson. “When we work on
something that’s being produced inside our studio –
whether it’s our project or someone else’s – we have that
level of interaction that money can’t buy.” u

HD
Images ©Filmline International/Talisman Crest
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Continued on page 22…

MagicHour Films believes in HD, and they’re
making converts out of their clients. The
Seattle-based production company is
known for combining imaginative concepts

and striking visuals to solve client problems. They view
High Definition as an effective new medium for their
message.

“My job is to create images so strong that they pull
people into the scene,” said Director/ Cinematographer
Jorge Barrera, a partner in MagicHour Films. “Because of
that we shoot a lot of film. While film still offers the best
picture, with HD we can get close to the look and flexibil-
ity of film at about two-thirds the cost.  It makes higher
quality, higher impact production available to clients who
would normally shoot on Beta or DigiBeta.”

One of those clients is Holland America, a cruise line
headquartered in Seattle. With its ability to capture color

MagicHour Films Evangelizes for High Definition
by Sonja Riveland

and detail, High Definition was a natural for Holland America, who markets the beauty
of its travel destinations as part of the cruise experience.

MagicHour recently completed the Holland America HD production, Legendary
Canada and New England Cruises, a 35 minute promotional destination video that
offers a sweeping visual tour of the east coast. Holland America had originally planned
to shoot the video on DigiBeta, but was open to MagicHour’s suggestion of utilizing
HD as a cost-effective way to maximize the power of the visuals.

The shoot was on a tight schedule. Nearly 600 shots were logged in 10 days,
covering locations from Boston to Bar Harbor, then north to Quebec, Newfoundland

HD

HD
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and Prince Edward Island. “We were moving so quickly,
and had so much to capture, that we used only available
light,” said Barrera.  “There wasn’t a single shot that didn’t
turn out.  The camera has such a large range.  It gives you
the freedom to experiment with exposure knowing that
the full scope of color correction and contrast adjustments
available in post pretty much guarantee a great image. It
allowed me to shoot things that otherwise I wouldn’t even
have considered. And some of those shots really made
the video.”

One such shot was of Sainte Anne du Beauprey, a
celebrated church outside Quebec City.  Each year thou-
sands make the pilgrimage to Sainte Anne’s to pray for
physical healing.  The church interior is stunningly beau-
tiful, with elaborate stained glass windows, intricate statues
and exquisite murals. It is a gorgeous location...with very
low light levels.

“Sainte Anne’s is something I would have had to pass
on if we were shooting Beta,” said Barrera.  “The available
light was so low that it would have looked like a muddy
mess.  The scenes we shot  on HD captured all the ambi-
ence of Sainte Anne’s with crystal clarity.  The real
difference is in the midrange. The shadows held the detail
so well that you could even see the dust on the statues.
The beauty of HD is that it sees what the eye sees.”

Holland America Video Communications Coordina-
tor Paula Conkling considers herself a convert.  “The clarity
is phenomenal,” said Conkling. “It’s like looking through a
glass window, rather than looking at multiple pixels.  If
you want to project a high quality image for your com-
pany, it makes sense to use a high quality medium. Once
you see it, it’s hard to imagine going back to Beta.” u

HD

HD

HD

“The beauty of HD is that it sees what the eye sees.”
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3403 W. Pacific Ave. Burbank, CA 91505 
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E m a i l : s a l e s @ b a n d p r o . c o m  

1-888-bandpro

Are You Ready for 24P? We are.

At Band Pro Film/Video

HD is more than a

frame of mind. It’s our

job to let you know

what’s out there 

and what’s coming up.

Visit us for the latest

High Definition 

cinematography

solutions.

WWW.BANDPRO.COM



BULK RATE

US Postage

PAID
Seattle, WA

Permit No. 2462
2247 15th Ave W  Seattle, WA 98119

ADDRESS SERVICE REQUESTED


