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SONY
“The familiar look and feel of motion picture film are here.”

— GEORGE LUCAS

If you want to see a movie pro get excited, ask

George Lucas, Chuck Barbee, or Mike Figgis

about Sony Digital Electronic Cinematography.

Each is using Sony tools to explore new

creative possibilities. 

“Star Wars: Episode II is our last giant step

toward Digital Cinema,” says George Lucas,

describing his decision to shoot principal

photography with Panavision-modified Sony

HDCAM® 24P camcorders. “The familiar look

and feel of motion picture film are present in

this digital 24P system. And the picture quality

between the two is indistinguishable on the

large screen.”

Warm Blooded Killers is a dark comedy shot on

Digital Betacam® tape and printed to 35mm.

“I truly believe digital is the future,” says Chuck

Barbee, the director of photography. “The

whole process was surprisingly good. And

compared to film, raw tape stock costs next to

nothing. This really lowers the cost of getting it

in the can, which means that more projects

can get made.”

Mike Figgis challenges our most basic

conventions of narrative in Timecode, the

movie that follows four simultaneous

storylines in four unbroken 93-minute takes.

The production demonstrates the quality 

(not to mention the recording time) of 

Sony DVCAM acquisition. Says Figgis,

“There's no way we could have done this 

with traditional techniques.”

Can Sony Digital Electronic Cinematography

really be all that they say? Some of the proof

is already on display at a theater near you.

We shot Star Wars: Episode II 

in 61 days in 5 countries in the

rain and desert heat averaging 

36 setups per day without a 

single camera problem. We have

found the picture quality of the

24P Digital HD system to be

indistinguishable from film.

1-800-472-SONY ext. DCH
www.sony.com/professional

© 2001 Sony Electronics Inc. All rights reserved. Reproduction in whole or in part without written permission is prohibited. Features and specifications subject to change without notice. Sony, Betacam, CineAlta, and
HDCAM are trademarks of Sony. All other trademarks are property of their respective owners. *On the set of Jaffe Braunstein Films with A&E's 100 Centre Street Series.

– George Lucas and Rick McCallum

DSR-500WS DVCAM camcorder.  
Affordable, light and fast on its feet. 

DVW-790WS Digital Betacam® camcorder.
The gold standard in Widescreen Standard Definition.

HDW-F900 HDCAM 24P CineAlta™ High Definition camcorder.
The digital movie camera.*



Only Fujinon delivers big-screen features.

•  Focus Rotation 280 Degrees

•  Fast “T” Stops 

•  Large Barrel for Precise Control

•  No “F” Stop Ramping on Zooms

•  Minimum Focus Breathing

D I G I T A L

HAeF5   •    HAeF8   •    HAe5x6    •    HAe12x9.5

Broadcast and Communications Products Division
FUJINON INC. 10 High Point Dr., Wayne NJ 07470-7434 Phone: (973) 633-5600, FAX: (973) 633-5216
FUJI PHOTO OPTICAL CO., LTD. 1-324 Uetake, Saitama City, Saitama 330-8624 Japan, Phone: 048-668-2152

www.fujinon.com
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PRAISES FOR HD IN STAR 
WARS
The much-anticipated release of the first 
major HD motion picture “Star Wars 
Episode II: Attack of the Clones” was 
well received by critics. Here are a few 
sample remarks: “…the first blockbuster 
shot entirely on digital video, is a tech-
nological landmark that couldn’t look 
or sound better.” – Lou Luminek, NY;  
“This has to be the most visually ravish-
ing science-fiction epic ever made, an 
explosion of special-effects artistry and 
imagination.” – Rene Rodriguez, Miami 
Herald;  “It’s gorgeously designed and 
color coordinated; the god who created 
this galaxy was working from a very rich 
palette.” – Richard Corliss, Time Magazine;  
“Nothing in the first four movies quite 
matches the continuous visual bravura of 
this one, which is almost as much a digital 
age marvel as the ’77 “Star Wars” was of 
an earlier era of miniatures and models.” 
– Michael Wilmington, Chicago Tribune.

CHARTER TO LAUNCH 
HDTV IN FIVE MARKETS
Charter Communication Inc. has started 
making HDTV programming available in 
five markets. Customers in Alhambra/
Pasadena and Glendale/Burbank, Calif.; 
University Park, Texas; South Miami, Fla.; 
and Birmingham, Ala. will be able to 
access HD coverage through the cable 
network. Kalamazoo, Mich., St. Louis and 
other markets will be added later.  A 
Charter official said the new offerings are 
a response to the increasing number of 
HDTV’s owned by its customers.

PROLETARIAT PRODUCES 
HD DOC
Proletariat Filmworks produced “Scene 
Smoking” – starring Sean Penn and a 
host of entertainment celebrities debat-
ing smoking in film and television with 
respect to artists’ rights, social responsibil-
ity and First Amendment protections. 
The 60-minute documentary was shot in 
1080i HD and has already won several 
national awards. The program’s full title 
is: “Scene Smoking, Cigarettes, Cinema 
and the Myth of Cool.” It was written, 
produced, directed and edited by Terry 
Moloney.

FOOTAGEBANK TO 
SPECIALIZE IN HD
Industry pioneer Paula Lumbard 
has begun her newest venture 
– FootageBank, a boutique stock foot-
age agency dedicated to High Definition 
entertainment and to the future of HD. 
With more than 17 years experience in 
the stock footage industry, Paula recog-
nizes that the future of film and television 
is in HD and that the entertainment 
industry is on the brink of realizing that 
future. She aims to fulfill the rapidly grow-
ing demand for High Definition images 
nationally and internationally. Her web 
site is www.footagebank.com 

HDNET AND THE 
NEWSHOUR & 
INTERNATIONAL 
REPORTING
In the continuing effort to expand the 
availability of high quality HD program-
ming, HDNet and The NewsHour with 
Jim Leherer are joining to co-produce 
international reports. “By providing 
resources for international reporting, 
we hope to continue to build upon 
this relationship to expand coverage of 
world events to both standard defini-
tion and High Definition viewers.” said 
Mark Cuban, co-founder and president 
of HDNet.Their first report was on the 
Mexican drug world.

FUJINON PROVIDES HD 
LENSES ON STAR WARS
Lucasfilm Ltd. and Industrial Light and 
Magic turned to Fujinon HD lenses for 
blue screen, miniature and motion con-
trol photography on “Star Wars Episode 
II: Attack of the Clones.” Several of 
Fujinon’s HA10x5B-10 wide-angle HDTV 
Cine Style zooms were used extensively 
in production of the special effects and 
pick-up shots. The wide-angle 10x zoom 
has a focal range of 5 to 50mm. This 
range was very useful to ILM, where 
visual effects elements are matched to 
principal photography in postproduc-
tion. Principal photography was shot at 
locations using Panavision HD cameras 
and lenses. “The Fujinon zoom helped us 
match the principal photography beauti-
fully,” explained Episode II’s Producer Rick 

McCallum. “We shot the entire film in 
HD. After combining blue screen, motion 
control and miniature scenes from ILM 
with principal photography footage, we 
are very pleased with the final product.” 
Of the approximately 2,200 shots that 
appear in the film, more than 1,800 con-
tain special effects.

SUBLIME FILMS COMPLETES 
3 HOUR HD EPIC
Sublime Films of San Francisco has com-
pleted post on the final installment of 
Mathew Barney’s Cremaster series. The 
Guggenheim Museum presented the 
premiere at the Ziegfield Theater in New 
York City. The entire three-hour feature 
was edited on a desktop system utilizing 
CinewaveHD and PowerMac G4’s. The 
final edit was transferred to 35mm using 
an Arri laser recorder.

10 CABLE COMPANIES 
PLEDGE TO ADD HD
The country’s 10 largest cable television 
companies pledged to add HD digital TV 
to their line-ups by next year. The cable 
companies, including AT&T Broadband, 
AOL Time Warner Inc. and Adelphia 
Communications Corp., didn’t specify 
exactly when they would make HDTV 
available, but the commitment is clear. The 
pledge marks the first significant progress 
for the troubled transition to digital TV 
mandated by the FCC in 1997.

CORRECTION: In Jack Lloyd’s article on 
the “Apples to Apples” test on page 19 
of our last issue, it is reported that the 
Panasonic DVCPRO HD camera was 
set up by representatives of Panasonic. 
Actually Plus 8 Video did all of the engi-
neering, supervision and set up of the 
Panasonic 720P camcorder for the test.

HD



In the fall of 2001, I met with two Dutch filmmakers, Helmut Schleppi and Geert 
Heetebrij, at some coffee shop in West Hollywood. Geert had written a screenplay 
called “A Foreign Affair”, a comic tale about two hapless brothers who leave the 
seclusion of their farm after their mother dies, in search of an “old-fashioned” wife 
to take over the household chores. They travel to St. Petersburg, Russia as part of 
a tour group advertised on the internet to meet Russian women desperate to get 
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married and live in America.
Moving from a successful career making video documentaries, often shot in remote 
locations around the world, Helmut and Geert told me that they were interested 
in shooting their first narrative feature in a similar manner – on video with a small 
crew and very little equipment. Someone recommended me because of my experi-
ence shooting the 24P HD features “Jackpot” and “New Suit,” but it was my 35mm 

burg
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work in “Twin Falls Idaho” that particularly impressed Helmut.
Helmut originally wanted to operate the camera, as this was natural for him as a 
documentarian. I was hesitant, since composition is as important to me as lighting, 
but once Helmut added that most of the film would be shot handheld for three 
weeks straight, suddenly the prospect of watching from the comfort of a chair in 
front of a video monitor seemed more appealing. Because the film was to be shot 
“documentary” style in 24P HD, the producers chose a compact equipment pack-

Previous spread: The 
brothers arrive in the 
St. Petersburg train 
station.  Above: The 
brothers’ farmhouse 
(shot in Mexico).8
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age and crew because they wanted to be able to shoot an actual romance tour in 
Russia without interfering too much with its reality. The idea was to get as close to 
the real thing as possible. In the end, the prospect of traveling to Russia, the qual-
ity of Geert’s script, and the chance to work with actors Tim Blake Nelson, David 
Arquette, and Emily Mortimer were enough to overcome my apprehensions over 
the many unknowns.
While shopping around for an HD package, Jeff Blauvelt of HD Cinema in Santa 



Monica introduced us to a private 
owner/operator named Peter Good, 
who was willing to rent us a very basic 
package at a very low rate (a Sony 
HDW-F900, 7.8mm-156mm Fujinon 
HD zoom, 14” HD monitor, 9” NTSC 
monitor, Miranda down converter, tri-
pod, plus an HMI Sun Gun.) We were 
also getting a Sony PAL Digital Betacam 
package to shoot some second unit 
documentary footage of an actual “wife 
shopping” tour. Since we had no idea 
how much PAL Digital Betacam docu-
mentary footage would be incorporated 
into the final movie, I suggested we 
shoot the entire movie at 25P instead 
of 24P, rather than have Helmut deal 
with two different frame rates later in 
editing. 25P would also make dealing 
with Russia’s 50hz power supply a little 
easier. Esli Bijker DP’d the second unit 
material in DigiBeta PAL. His family’s 
production company in the Netherlands 
co-produced the feature.
Since we would be shooting without 
a generator for most of the show, I 
needed a very small but power-effi-
cient lighting package for both daylight 
& tungsten interiors. The budget only 
allowed for two Russians to serve as my 
entire grip & electric crew. Helmut’s idea 
of a minimum lighting package was one 
suitcase of small tungsten lamps, but I 
usually use Kinoflos in these situations, 
being switchable between daylight and 
tungsten, low in wattage, and naturally 
soft and pleasing on actors’ faces with 
a minimal amount of supporting grip 
equipment. I also had two 575 watt 
HMI’s, a Dedolight kit, a Kinoflo car kit, 
Peter Good’s HMI Sun Gun, and a few 
small tungsten lamps. On our few large 
night exteriors, we rented a generator. 
On some occasions, a 4K HMI PAR was 
my “bolshoi” (big) light and other times 
it was a 10K tungsten fresnel.
My camera assistant, Cliff Hsui, arrived 
with the package a few days before the 
first shooting day. I originally thought 

��



Opposite top: David 
Arquette’s character
is caught by his brother 
as he is enjoying a
little bit too much of 
their”Romance Tour.” 
Opposite middle:
A contrasting set of 
brothers — the practical 
hard worker and the 
dreamer. Opposite
bottom: Emily as she 
thinks about what she’s 
gotten herself into.
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I could use the matte box from the 
betacam package, but after various 
experiments failed, I had to consider 
shooting without any matte box at all 
(and thus none of the few 4x4 filters 
we had gotten from Holland as well), 
using only the small sunshade that came 
with the lens.  I then programmed the 
F900 camera with the same settings I 
used for “New Suit”, which was fairly 
conservative, designed to give me the 
most flexibility in color-correction later.  I 
like to shoot with the master black level 
very marginally lifted just to make sure 
nothing is getting buried in the shadows 
– later in post, I restore the blacks.  I also 
try to keep my highlight exposures on 
the “down” side.  The idea is to create 
something like a “digital negative” – a 
little flatter than normal so that one can 
add more contrast in color-correction 
later (it’s always easier to take out infor-
mation than add it when it was never 
recorded to begin with.)  I also use a 
very low-level of edge enhancement 
– i.e. “Detail” -- when shooting HD for 
transfer to film; this partially makes up 
for HD’s lower resolution over 35mm, 
and if you use it carefully, most viewers 
can’t really see the enhancement in the 
projected 35mm print.  However, fine 
details seem to “pop” into focus com-
pared to shooting with Detail turned off.
At first I thought I could live with a clean, 
unfiltered image for this movie, but as 
the story’s romantic qualities became 
more evident, I realized that the image 
needed some mild amount of diffusion 
to create the right mood. After all, a 
large part of the story involves the two 
lead males being confronted, seduced, 
rejected, etc. by one attractive Russian 
lady after another. Using strong duct tape 
and some black wrap for a lens hood, 
I taped some diffusion filters directly to 
the lens barrel. The #1/4 Black ProMist 
did a great job of softening the close-ups 
without looking like diffusion was being 
used, and it intercut with the sharper 

wide shots very well.
About a month after we wrapped our 
Russian shoot, we got back together to 
shoot the opening scenes on the main 
characters’ farm. Although the script 
placed this location somewhere in the 
United States, we ended up shooting 
in Casas Grandes, Mexico on a remote 
Mormon farming community. Since we 
were still shooting in 25P but now in a 
60 hz country, I had a few light sources 
(LED clocks, overhead fluorescents, etc.) 
that were flickering, but I was able to 
remove this with the F900’s ECS function.
In late May 2002, we on-lined the movie, 
completed the sound mix and the 
final color-correction at Victory Studios 
(formerly APS) in Seattle, using a 2K 
DaVinci. There were a few wide-angle 
shots throughout the movie meant to 
represent the point-of-view of a brass 
urn (holding the ashes of the brothers’ 
deceased mom). In the online room, 
editor Walt McGinn was able to create 
a pincushion distortion to suggest the 
rounded base of the urn, and then in the 
DaVinci, colorist John Davidson desatu-
rated the image and then added over it 
a yellow-brassy hue, plus softened the 
corners using Power Windows. Overall, 
the movie took only two days to color 
correct; in general I’ve found that HD 
color-corrections tend to go faster than 
a film telecine transfer / color-correction 
session because the HD image recorded 
on the set is more consistent exposure 
and color-wise from shot-to-shot. Victory 
Studios (APS) made the transition to 
editing in 25p seamless.
One of the great pleasures of shoot-
ing “A Foreign Affair” was working with 
Helmut, Geert, the Bijker brothers, Amy 
Segal, our lead actors, plus some great 
crew people in Russia and Mexico. 
Everyone came together on this mod-
est project to make it truly an affair to 
remember.

HD
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“A Foreign Affair” is 
about two brothers 
who live with their 
mother on a farm. 
When she suddenly 
dies, they are faced 
with the challenge 
of “growing up.” 
Helmut Schleppi 
shares some insights 
about the creation of 
this terrific story.

“A Foreign Affair” is about two brothers who live with 
their mother on a farm. When she suddenly dies, they are 
faced with the challenge of “growing up.” Helmut Schleppi 
shares some insights about the creation of this terrific story.

THE DREAM
“The idea took shape when Geert Heetebrij and I met in 
January of 1999. Geert was working as a story-editor in 
Hollywood. I had just sold my Dutch-based production-
company. Both of us were looking for new adventures. 
Making a movie was a dream we both shared. I decided to 
move to LA as well, bringing my wife and kids.
“Geert had a story he really wanted to explore. His wife 
had grown up in the Midwest, spending many a summer 
around her grandparent’s vegetable farm, selling produce 
from a roadside vegetable stand. 
“Two of her Midwest uncles still lived with their mother. 
Meanwhile Geert had read much about the concept of 
mail order brides on the Internet. He linked these two 
subjects together, wondering what would happen when the 
mother of these two uncles would no longer be there to 
care for them. The idea for the script was born.
“Meanwhile I was asked to film a commercial for Bijker 
Productions, a Dutch company owned by Dirk-Jan Bijker. 
Dirk-Jan and I had been good friends for many years. I 
told him about the ‘movie-plans’. He liked the idea, hav-
ing dreamed about making movies for some time already. 
After a few evenings with great wine, Dirk-Jan and his 
wife Tonneke decided to become an essential part of this 
adventure. Their sons David and Esli would join the pro-
duction later on. Now there were two companies carrying 
this project, pouring in ideas, time and money.
“Geert and I had been making documentaries together. 
We had experienced the narrative power and emotional 
energy of a ‘real’ story. We figured the only way to get a 
real ‘feel’ for this story, was to join a real romance tour. We 
contacted ‘A Foreign Affair’, one of the biggest companies 
that organize these Romance Tours, and they were happy 
to help us out. We joined a romance tour in February 
(after an explicit ‘OK’ from our wives).

THE RESEARCH
“Arriving at St. Petersburg airport was exciting. From now 
on Geert and I would try to perceive this trip as if we 
were our two main characters, Jake and Josh.
“On the way out of the baggage claim, we followed a for-
eign TV crew packed to the hilt with equipment, wondering 

how they would make their way through Russian customs. 
Very smoothly, as it turned out, so we immediately intro-
duced ourselves to their local liaison, Sergei. He ended up 
being Emily Mortimer’s location manager during the making 
of her documentary.
“‘A Foreign Affair’ tour company starts your adventure with 
a bus trip, the first visit to the AFA office and of course the 
first night in a Russian hotel.
“In the bus we found out how fairytale-like St. Petersburg 
could be in the winter. There was ice everywhere. Lit by 
weak blue-ish sunlight, it all looked picturesque, unreal 
almost, until you had to get out of the bus and encoun-
tered the icy winds. ‘Quite a contrast with the Midwest’, 
Geert concluded with a happy smile. This movie would be 
something different…’
“AFA’s Russian office manager opened the door at their 
office in the hotel. In perfect English he explained to us 
how to get through the thousands and thousands of pro-
files with great efficiency, showing us ‘fast tricks’ on the com-
puter, and handing us maps with the newest profiles. We 
got a chance to talk to other tour members. ‘Man, this is 
like being a kid in a candy store’, John (54) shared. He was 
overweight and looked exhausted. His head had turned 
from red to almost purple. I was a little concerned.
“That night we drank Russian beer, chatting with the tour 
clients. Ken (owner AFA) introduced us to the group, and 
shared some of his knowledge about the tricks of getting a 
Russian wife. 
“Back in our hotel room for three minutes, we heard the 
phone ring. ‘Do you want us to send a young lady to your 
room?’ a friendly voice asked. Geert said ‘No thank you’. 
I asked him ‘who was that?’ ‘Room service’ he answered, 
and started making notes. The first Russian script-pages were 
born.
“The next days were like studying human wildlife. Some of 
the clients shared with us how for the first time in years 
they dared to dance without having to get drunk first. A 
35-year old American was wondering how his friends back 
home would react if he brought a beautiful 18-year old 
redhead back to California. But would she even stay? Or 
would she take off with the first surfer dude she’d meet? 
Tough questions. “She’s like a young colt, charging through 
life”, he concluded to fellow tour clients, “and I need to 
tame her.” An ex-marine explained to us how strategic it 
was that after losing the cold war,  American men were 
invading Russia to take the elite of the Russian gene pool 
home. We ran out of notebooks. Already there was too 
much material to choose from. 

SOCIALS
“Ken had promised us that attending socials would be the 
highlight of our time with AFA. And so we were sitting in 
the bus, heading for the (continued on pge 14)
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Hollywood Nightclub, joined by 13 giggling men, joking and brag-
ging to each other on how they were going to score big tonight.  
“Entering the Hollywood Nightclub was like entering another 
world. None of the men had been in such a great position 
before. About 200 women were waiting, totally dedicated to the 
13 tour clients. Some of the men became a little nervous. They 
huddled in packs near the bar, staring at the beauties around them.
“Geert and I decided to split up and talk with women. After all, 
we also needed to get their side of the story. Disappointed we 
weren’t really looking for wives; they still got a kick out of the 
idea for a film, and were very eager to tell us about themselves. 
But others would just try to drag us to the dance floor. We fig-
ured that dancing with a few ladies would also be research.

CONCLUSIONS
“After the first Social we decided that there wouldn’t be any 
harm in getting more involved with the ladies, as long as we’d 
be up front about our motives. And talking to them was not 
quite the same as dating them. Besides, Geert and I shared a 
room. This was a decision we made early on because of the tiny 
budget, but which was also helpful in our efforts to stay truthful 
husbands.
“The days of our research trip went by very fast. If we weren’t 
talking to tour clients or would-be brides, we did some pre-
production scouting around St. Petersburg. We visited the cities 
Theatrical Institute looking for actresses. We went to Lenin Film 
Studios looking for an experienced local line-producer, and vis-
ited film schools looking for crew and affordable equipment.
“By trip’s end, the majority of the men had had a fantastic time. 
Some had forgotten everything about their original mission. They 
went home alone. Ken assured them that they could always 
come back and try again. Others left engaged. 

“We said goodbye to our French colleague, and left with more 
than enough facts and wisdom to make this script unique. 

POSTPRODUCTION
“Once everything was taped we started editing. I like to do the 
off-line myself on my Lightworks. It’s old equipment but I still like 
it because of its intuitive interface.
“At the end of April we hired Avid editor, Hans van Riet, a fel-
low Dutchman who moved to America the same time I did. We 
imported my off-line EDL into the Avid, smoothed everything 
out, had some test screenings and a lot of input from the actors 
and their agents. By the end of May we were ready to on-line 
the movie.
“At this point we had heard a lot of horror stories about editing 
HD-CAM. Prices could be sky-high, and the results were not 
always great. Many issues with sync sound could occur…every-
body warned us. Now, as Dutchmen we were ready to go any-
where on this planet to do this as efficiently as possible. David 
Bijker (producer) was in touch with HD-postproduction houses 
in the US, England, Canada, Denmark, Germany, Japan and even 
Hong Kong. Interesting were the differences in price for the 
same job. These differences would make a long flight more than 
worthwhile.
“One difficulty with all of these promising options was the fact 
that we recorded everything in 25P. Many of the post-houses 
we talked to did not know how to work with this ‘odd’ frame 
rate. Predicted complications would occur in color correction 
and sound layback. Then Hans van Riet showed me an article 
written by the founder of APS/Victory Studios, Conrad Denke. 
The article was on frame rates. I read it with great interest. 
I called their offices in LA and got in touch with Marianne 
Nassour. I told her about our project. She asked me for an EDL, 
which I e-mailed to her. Within a few hours we were talking on 
the phone again. Marianne asked me to send her an off-line ver-
sion of the movie, which I did. She liked it, and with an absolute 
‘can do’ attitude she told me what the options were.
“APS (the Victory Studios) seemed to be a story too good 
to be true. Not only could they handle almost every frame 
rate the HD cameras offered, they also proved to have very 
competitive rates. We decided to use their facilities in Seattle, 
because of the DaVinci 2K color corrector and sound facilities 
they could offer us there.
“Once we arrived in Seattle, the whole process went smoothly. 
Much of that was due to the ‘post-team’ Victory Studios offers. 
The sound and picture department really work as a team, which 
prevents a lot of the problems one could encounter by using 
separate facilities for these tasks.
“Right now the movie is being submitted to a few international 
film festivals. We hold our fingers crossed and keep dreaming, an 
attitude we learned so well during this unpredictable process of 
making a first feature.”

More stor ies and deta i l s  of  the f i lm are ava i lab le at  www.aforeignaf fa ir.net

While preparing
to interview 
prospective “wives,” 
the serious brother 
is being interviewed 
by a documentary 
team doing a story 
about Americans 
finding brides in 
Russia.

HD



the
VICTORY 
STUDIOS
DEFINING
HIGH DEFINITION

Everybody loves a winner.Everybody loves a winner.

AMERICAN PRODUCTION SERVICES (APS) IS NOW
THE VICTORY STUDIOS.

New name. Same unrelenting passion for High Definition excellence.
In Los Angeles: 11755 Victory Boulevard, North Hollywood, CA  91606  •  (818) 769-1776

In Seattle: 2247- 15th Avenue West, Seattle, WA  98119  •  (206) 282-1776
www.victorystudios.com
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 a n d  t h e  B e a c h

Camera Operator/
Digital Image Technician 
John Bourbonais 
resides in Los Angeles 
and can be reached 
at 323-376-5707. 
High Definition 
Information and 24P 
Camera Tests can be 
found on his web site 
www.bourbonhd.com

b y  J o h n  B o u r b o n a i s  

“We’re having a problem with the Jimmy Jib 
HD monitor. The color looks off in Camera 
4 and there’s a ‘temperature warning’ blinking 
in the viewfinder. Check out Camera 1, the 
lens mount seems to be loose.” I’m on the 
North Shore of Oahu, the sun is shining, the 
waves are breaking, but Hawaii hardly seems 
like paradise.
I’ve been at the “Hawaiian Tropic 
International Swimsuit Competition” for less 
than ten minutes and Bennett Productions 
President/Director of Photography Casey 
Bennett has an ever-growing punch list. As a 
Digital Imaging Technician, it’s my responsibility 
to ensure that the list goes away so Bennett’s 
crews can focus on capturing beautiful High 
Definition shots of the 60, well, beautiful 
and highly defined women cavorting on the 
beach.

Bennett Productions has been working with 
Hawaiian Tropic for ten years and using HD 
for the past two. This year’s gig involves three 
days of location shooting with four crews.  
Each crew has a Sony1080i (700A) cam-
era, with audio, grip and utility personnel. A 
Triangle Jimmy Jib and Canon 40x1Telephoto 
lens with stabilization round out the high-
end production specs. Two additional camera 
bodies will be added for the competition’s 
last night, when the contestants square off in 
the pageant.
In post, the three days of interviews, model-
ing and entertainment will be edited with 
the pageant footage to form a one-hour 
program. The result: a 1080i edited master 
for HDNET and a down-converted NTSC 
version for national syndication.
Digital Imaging Technicians ensure that the 
HD cameras, monitors, and downconvert-
ers work perfectly; the time code on mul-
tiple cameras matches; back-up DAT audio 
records at the proper frequency; images 
are at proper HD levels; and most impor-
tantly, watch for bad pixels - which I often 
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Jill is the reigning 
Queen of Hawaiian 
Tropics products.

repair on set. Digital Imaging Technician was one 
of two entirely new designations added by the 
Cinematographers Guild in November of 2001. 
Both positions were added because of the preva-
lence of HD and additions are rare, there had been 
only one other addition since the 1960s.
Although the first hours on Oahu were a bit hectic, 
the next couple days went smoothly - only some 
minor tweaking and trouble-shooting - as the 
equipment performed flawlessly.
On the night prior to the pageant, I was introduced 
to Chris Mitchell. Mitchell is a technician who 
specializes in HD and spends much of his time 
installing HD trucks. Our biggest challenge with the 
pageant was selecting appropriate white balance. A 
7:30 p.m. start time meant coping with an hour and 
a half of changing daylight. We discussed the pos-
sibilities while tweaking the six Standard Definition 
monitors for Director Brian Lockwood. Although 
Lockwood would use the monitors for “calling” a 
live show, the cameras were each recording inde-
pendently. His commentary was recorded and used 
as a scratch track to assist the editor in post.
Our prep concerns were alleviated as a rain 
delay pushed the show back an hour and a half. 

When the rain stopped and we powered up the 
cameras, it was quickly apparent that the preset 
white balances differed as much as 500 degrees 
Kelvin between cameras. The recently tweaked SD 

monitors really saved us. Following a manual white 
balance on the same section of a 100% lit stage, 
the cameras’ Kelvin Temperature matched almost 
perfectly. The pageant went off without a hitch and 
Bennett Productions produced an HD program as 
beautiful as the pageant contestants. HD
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Replacing NTSC television with a completely incom-
patible HDTV standard is like changing the side of 
the road upon which we drive for the sake of the 
view. This nation is doing that at a cost of hundreds 
of billions of dollars. Not before a leisurely evening of 
enjoyment with HDTV in their own home do people 
know why this transition is fully under way, and why 
it is needed. Most executives from broadcast, cable, 
satellite, programming, manufacturing, and especially 
Congress still don’t own or have use of a HDTV set 
in their home. As a result they wrestle with issues 
before them using theory and logic rather than an 
impassioned understanding that defies words.
Indeed, the progress of HDTV, now in its third year of 
commercialization, has not been as brisk as its core of 
supporters had hoped. It has been given the amber 
light in most press reports, some even the red light. 
That has released naysayers to gloat about being 
right about their dire predictions of HDTV’s ultimate 
casualty. But HDTV is not a market failure. The lat-
est figures drawn from the Consumer Electronics 
Association this last week show sales of DTV prod-
ucts for this May rose 110% over the same period 
last year. It is a defiant survivor who has withstood 
all the forces of Hell unleashed against it (daily for 
the last 20 years in which I have covered the story). 
Ghastly and discouraging retail demonstrations have 
done the business no good and giving it the duty of 
paying off the national debt has decidedly added a 
burden upon its broad shoulders. True, no part of the 
television market is enjoying lush profits from HDTV 
yet, though manufacturers are doing well enough, 
sort of.
I just laid down today’s Wall Street Journal after I read 
of the deep losses within the Japanese electronics 
manufacturers. Is that good news? I don’t think so. 
With every failure in Japan you will lose something 

from the HDTV world. I am not saying it will not 
be replaced by emerging countries like China, but 
what’s the point? I was told by the head of the NHK 
Laboratories at this year’s National Association of 
Broadcasters convention in Las Vegas, who was travel-
ing with an old friend of mine, Morio Kumabe, who 
for ten years headed the HDTV broadcast services 
from satellite under the flag of the High-Definition 
Promotion Association - a group of about 100 major 
Japanese companies first brought together by the 
former head of Mitsui. Kumabe said that a “huge suc-
cess” for HDTV in this country would save Japan. I 
had heard from colleagues of mine earlier that these 
Japanese companies were in deep trouble and this 
WSJ article today rather confirms it. If Japan comes to 
believe that we have any kind of value in the market-
ing of their salvation--a successful market for HDTV 
- why can’t we ask them to help us? It would seem 
to me it is becoming in everyone’s best interest to 
capitalize on the demand that this product produces 
in everyone who sees it, and focus everyone involved 
to make it THE product to seek out and buy. As the 
consumer sector of the market we in this community 
of interest are the ONLY strength in which they can 
rally around.
And that’s how I see it.  — Dale

b y  D A L E  C R I P P S

T H E
C O N S U M E R
F R O N T

HD
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FLETCHER CHICAGO

Attention editors, producers and directors!  Fletcher now offers HD post gear as part
of our camera rental packages.  We’ve been a longtime resource for field acquisition
equipment and as technology keeps evolving  – particularly HD – so does Fletcher.
That's why we've added the AVID|DS HD post system to our inventory.  AVID|DS 
HD Version 6 is the industry's premier nonlinear system for real-time conforming 
and finishing.  That's right, FINISHING.  Whether you're working in uncompressed
HDTV, NTSC, PAL or any other standard-definition format, you'll find that the
AVID|DS is truly an international editing system.  You can finish in HD and output
to all formats within just one system.  And best of all, it's portable – a perfect fit 
with any flypack and backed by Fletcher's unsurpassed support and convenience.  It's
great for mastering commercials, station promos, high-end corporate and event videos, 
TV programs and independent films.  Contact us today and let one of our specialists
help you plan the optimum package for your project.

AVID|DS HD
Rental Packages

24p Editing   •   Offline/Online   •   Finishing   •   Portable Flypack 
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In keeping with the tradition set by Lifetime 
achievement award winner Bill Hines SOC 
with his monthly “Operating Tips” in the 
ICG magazine, I would like to say thanks 
Bill for being such a wonderful example of 
how we should share our skills, tricks and 
insights.
In an effort to aid production companies 
in making wise educated decisions here 
is a fact sheet to share the truth and dis-
pel some myths related to shooting High 
Definition 24P for Features and Television.
1) Shoot “23.98P” not “24P.” Reason: you 
will have difficulty downconverting and 
keeping sound in sync.
2) You don’t need to offline in HD. Down-
convert your footage to DigiBeta, DVCam 
or Beta SP and offline conventionally.
3) Running time of HD tape is 50 minutes 
@ 23.98 even though the box will say 40 
minutes (40 & 22 are available for field) 
4) Average cost of 1 HD tape is $60.00 
- come in cases of 10. 
5) Record the master sound on the HD 
tape in addition to external recording 
devices (which should be running at 29.97 
NDF). Shooting this way will save money by 
skipping timing and syncing of dailies. These 
steps are replaced with downconverting.
6) Editing of dissolves, CGI, slow motion 
effects and titling can all be done in the 
HD online session to create the final HD 
master.  Then perform a digital color cor-
rection and “film out” only the final show.
7) HD camera packages will generally be 
more expensive to rent than film packages. 
Savings is in HD tape vs. rolls of film pur-
chased, processing and telecine. One HD 

tape = 5,000 ft of film run time.
8) Transfer from HD to film only your final 
edited show. This step may cost around 
$60K for an entire feature. Not needed for 
commercials or TV.
9) Money savings is in the production 
medium and post not in personnel.
MYTH: You need less crew to shoot HD.
FACT: The same number of crew in 
every department is necessary to do 
the level of quality you expect. Only the 
Camera Department has a loss of the 
loader, but the necessary gain of a Digital 
Imaging Tech.
MYTH: You need fewer lights to shoot HD.
FACT: I generally rate the HD camera at 
320 ASA for best performance and I need 
just as much light as if I was shooting 320 
ASA film.
For the Directors of Photography
1) HD exposes like color reversal (slide 
film rather than negative)
2) HD has less latitude than film. I call it 
4.5 under and 1.5 over.
3) HD has much more bottom end in the 
blacks than top end in the highlights. It’s 
better to under expose than over expose.
4) You can get, in essence, timed dailies in 
camera. This gives you more range than if 
you had done nothing to the image. “Best 
way to get to a good image is to start with 
one.”
5) You can do a digital color correction 
session after the picture is locked, then 
again after it gets “filmed out” transferred 
to negative before it gets printed. Take 
every opportunity given.

b y  B .  S E A N  F A I R B U R N  S O C

Sean Fairburn is 
a veteran of 
many years of 
cinematography. 
He was one of the 
first to embrace 
High Definition as a 
viable alternative to 
film. His extensive 
knowledge and 
experience has 
made the journey 
easier for many 
would-be pioneers.

H D  T I P S
H I G H  D E F I N I T I O N  
F A C T  S H E E T
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6) HD is tungsten based. ND and color cor-
rection filters are built into the camera and are 
ND.6, ND1.2, ND1.8, and also an 85B+81B.
7) Electronic shutter set to ON @ 1/48th is 
equal to a 180° shutter. Shutter OFF increases 
blur in motion equal to 24FPS @ 1/24th.
8) Like any new film stock, test HD to deter-
mine how your lighting style looks with this 
medium and if adjustments should be made.
9) Ensure your 1st AC and operator know how 
to properly set the back focus or your images 

will be soft. Use proper back focus chart.
10)  Slow motion is possible with HD that will 
match look of 60 FPS in film by shooting 59.97 
interlace and then converting it to 23.98 Psf as 
slow mo.
So, there you have a few tips to get you started 
on the right track. These may seem like small 
details to some, but they pay big dividends if fol-
lowed correctly. Next time, we’ll talk more about 
audio as it relates to HD. Until then, “Top O’ the 
Howdy.” — Sean   HD

Sean is also a 
Chief Warrant 
Officer (CWO2) 
combat camera 
operator in the 
Marine Corps 
Reserve.
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To shoot a documentary on 
Native American Dance, the 
continent’s oldest cultural 
tradition, the Oneida Indian 
Nation’s production company, 
Four Directions Entertainment, 
selected Panasonic’s AJ-HDC27 
VariCam™ variable-frame High 
Definition camera for primary 
photography. Executive pro-
ducers are Four Direction’s 
Dan Jones and Sonny Skyhawk, 
with Randy Martin serving as 
director and Patrick Blackard as 
director of photography.
“The World of American 
Indian Dance” was shot 
on location last summer in 
Montana on the lands of the 
Crow Indian Nation during the 
annual “Crow Fair,” one of the 
largest powwows held in the 
United States. The documen-
tary’s production team shot 

more than 50 hours of foot-
age capturing three types of 
Indian dance--Men’s Traditional, 
Fancy Shawl and Fancy Men’s 
Dance. Many of the dancers 
and audience members were 
descended from people who 
fought nearby in the Battle of 
the Little Bighorn.
Four and 12-minute cuts of the 
material (the latter with nar-
ration by actor Peter Coyote) 
have been produced for 
prospective broadcasters. The 
edit was completed on the 
HDBOXX editing system from 
BOXX® Technologies.
Director Randy Martin said, 
“High Definition was an excel-
lent choice for the assignment, 
given that we were shooting 
a panoply of fabulous out-
fits, with delicate bead work 
and intricate patterns, against 

beautiful Montana backdrops.” 
DP Blackard added, “The 
AJ-HDC27 was a giant step 
forward in dynamic range.  The 
shadows were deeper and 
highlight detail was better than 
any other video camera I have 
used. I was concerned about 
doing interviews in partial 
shade with white, sunlit tee-
pees in the background, but it 
was simply not a problem.” The 
documentary was shot primar-
ily in film-style 24-frame High 
Definition progressive scanned 
images. In addition, the camera 
provided a wider range of 
variable frame rates (4 to 60-
fps with the ability to change 
the frame rate in single-frame 
increments) to “overcrank” and 
“undercrank” the camera to 
achieve fast and slow motion 
effects.                           HD  

T H E  W O R L D  O F  A M E R I C A N  I N D I A N  

b y  W i l l i a m  C o n n e r

Panasonic’s AJ-HDC27 
accurately captures 
the beautiful colors 
and motion of Native 
American dance.
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PANASONIC

The New All-Terrain SD/HD Studio Camera System.
Introducing the first multi-format camera with the guts to go anywhere you do.

Brought to you by the company that re-invented broadcast news, the new AK-HC931

delivers exceptional 480i standard definition images, yet is easy to upgrade to 720p,

1080i or 24P high definition performance. In the studio or in the field, no other digital

camera offers a more flexible or economical path to DTV conversion. Just what you'd

expect from the company that brought you DVCPRO. To find 

out how versatile this all-purpose camera system really is, visit

www.panasonic.com/broadcast

or call us at 1-800-528-8601.SP
EC

S AK-HC931    2/3” Progressive Scan 3-CCDs       Auto Set-Up

480i DTV,Upgradeable to 720p,1080i, 24P    60-fps Image Capture

Variable Frame Rates (6,12,18,24,30,40-fps) 10 Pounds,Mud Not Included
The difference is your image.™

Studio

Field

1080i

720p

480i
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American Production Services (APS) has 
changed its name in North Hollywood and 
Seattle to the Victory Studios. CEO Conrad 
Denke explained the change:  “We are 
approaching the end of our first 25 years in 
business. Not only is it a pivotal time in our 
development, it is also an incredible time of 
change in our business. Old business models 
in post-production simply don’t work any 
more, and we have to change just like every-
one else who is going to survive. The name 
change reflects that condition, but it also 
reflects a need that we have to better differ-

entiate ourselves from the competition.”
APS has been in the High Definition busi-
ness for about four years. An early adopter 
of Sony’s integrated online editing sys-
tems, APS acted as a beta site for Sony 
as the bugs were worked out in both the 
1080i/60 and 1080p/24 formats. APS has 
pioneered efforts in “overcranking” in the 
24P format and has been involved in other 
innovations as the formats have developed. 
One of the clear differences with the 
Victory Studios over other facilities is the 
“one-stop” concept developed in Seattle. 
At the studios there, clients can complete 
everything they need in HD post-produc-
tion, from HD camera rentals, HD telecine, 
expert downconversions, offline editing, 
to online with Sony HD linear systems or 
the HD non-linear Xpri. In addition, audio 
sweetening and HD graphics services are 
offered. And at the end, releases in all 
formats are available from large quantity 
VHS to DVD. The entire system except 
offline was recently used in the posting of 
the feature film “A Foreign Affair.” The Los 
Angeles facility is a further extension in 
HD capabilities.
As Denke further explained, “We are 
excited about a new identity, one that will 
be easier to promote than our conserva-
tive “American Production Services” name. 
Victory Studios is about winning and that’s 
what we want for our customers. It’s all 
about being redefined and because we have 
done so much pioneering in HD, we now 
see our role as continuing to be at the fore-
front of “Defining High Definition.”

b y  W I L L I A M  C O N N E R

A P S  B E C O M E S  t h e

APS has made 
its presence well 
known in Hollywood. 
Now as the Victory 
Studios, even more 
impact will be seen.

HD



1650 Seventh Street, Riverside, CA 92507
(909) 787-0543 • (800) 448-0976
Fax (909) 787-8747
www.speakercraft.com

The SpeakerCra f t  way o f  l i fe  i s  s imple :  

manufacture  innovat ive  products ,  make ins ta l la t ion eas ie r,  prov ide our  dea lers  and f r iends  the

bes t  serv ice  in  the indus t r y,  and have fun.   

Once aga in,  we have been voted the Number  One Custom Ins ta l la t ion Company by dea lers

across  Amer ica  in  the 2002 Ins ide Track  Suppl ie r  Loya l ty  Tes t  — that ’s  7  years  in  a  row!

We des ign and manufacture  the wor ld ’s  f ines t  l ine  o f  a rch i tec tura l  loudspeakers  and cus tom

ins ta l la t ion products .  Our  un ique and innovat ive  speakers ,  e lec t ron ics  and accessor ies  are  sure

to br ing you a  l i fe t ime of  en joyment .

A l l  o f  us  a t  SpeakerCra f t  wish to  thank you for  mak ing us  the number  one company in  our

indust r y.  We ex i s t  to  make your  job eas ie r.

W e  H e a r
Y o u . . .

S o l u t i o n s  f o r
C u s t o m  I n s t a l l e r s

Sp
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ke
rC

ra
ftR

The patented AIM™ Series of in-ceiling speakers are the first
and only ceiling speakers in which both the woofers and

tweeters can be pivoted toward the listener. This projects the
full range of stereo sound (the sweet spot) directly toward

the listener.

Patended
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As the athletes of the world 
gathered in Utah this past 
February, so did a small group 
of filmmakers. Their mission: 
capture unforgettable, once-
in-a-life-time Olympic glory 
for the “Official Olympic 
Documentary” If it sounds 
like a daunting task - it cer-
tainly was.
Even though this was to be 
my fourth Olympic Film with 
Bud Greenspan and Cappy 
Productions, I still found 
myself quite intimidated with 
a project that carries so 
much history. Not to mention 
working again with Bud who 
is an Olympic icon himself 
– covering every Olympics 
since the 1940’s. Bud likes to 
say that his films are first and 

foremost stories about peo-
ple - and those people just 
happen to be the premiere 
athletes in the world. He 
also understands the value 
of great cinematography in 
helping him tell powerful and 
moving stories.
For the Atlanta Olympic Film 
in 96’, we shot over 600,000 
feet of 16mm film with 17 
cameras. Early on in pre-pro-
duction for the Utah film it 
became clear that those days 
of shooting with that many 
cameras and almost an unlim-
ited supply of film were long 
gone. The budget was simply 
not there. After cutting the 
camera crews to 7, the num-
bers still didn’t add up to film. 
So the production company 

came to me and uttered that 
increasingly popular question; 
“so, what do you think about 
HD?” I said – “well, I know it’s 
supposed to have really, really 
good definition - but my wife 
won’t let me get one for the 
house.” To be honest, I knew 
a little more than that but not 
much.
The decision to use the 
Panasonic camera came from 
the production company, 
not me. Panasonic just so 
happened to be an official 
Olympic sponsor and made 
one of those “too-good-to 
pass-up” offers - eight cam-
eras plus technical support. 
The decision came after I had 
done all my research com-
paring Sony and Panasonic. 
In the end what I found was 
that the cameras were very 
closely matched technically 
and that I could manipulate 
them both to achieve a 
look I thought was right for 
this project. However, the 
Panasonic camera could do 
one thing the Sony could not. 
It had the ability to shoot 
60 progressive (complete) 
frames a second and vary 
that frame rate - includ-
ing 24fps. I’ve shot for NFL 
Films for 15 years and have 
learned that slow motion is 
a wonderful tool  - especially 
in telling dramatic sports sto-
ries. (continued on page 28) 

Panasonic’s 60 
progressive frame 
capture helps the 
quality of speed 
skating images, 
especially for slow 
motion effects.

H D  C A P T U R E S  O F F I C I A L  O L Y M P I C  F I L M

b y  B o b  S c o t t
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Canon, the people behind 20 years of motion picture
lens production, brings you our all-new line of High
Definition Electronic Cinematography lenses 

(HD-EC 2002).  These essential tools
for 24p production, are designed
from the ground up to provide out-

standing performance and

greater function for DPs, operators, and ACs.
Featuring the most advanced focus rotation angle and
significantly improved markings, Canon’s HD-EC 2002
zoom lenses (HJ21x7.5B KLL-SC and HJ11x4.7B KLL-SC)
and primes (FJ5, FJ9, FJ14, FJ24 and FJ35) share a uni-
form design concept, which achieves a consistent
“Canon look,” and minimized focus breathing.

HD Electronic Cinematography Lenses 
From The Company That Knows Film.

HD Electronic Cinematography Lenses 
From The Company That Knows Film.

HJ21x7.5B KLL-SC HJ11x4.7B KLL-SC

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

http://www.canonhdec.com
Canon and Canon Know How are trademarks of Canon Inc.  ©2002 Canon USA, Inc.

Maximize Your 24p Performance.

FJ9
FJ35

FJ24

FJ5

FJ14
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The only way to get that true 
“ballet-like” slow motion is 
to shoot more frames per 
second then you project back 
at - no matter what the video 
guys say about frame inter-
polation programs and other 
video tricks.
One of my concerns was 
how well the cameras would 
match. I’ve been on other 

multi-camera video shoots 
where you put the magic 
chip into all the cameras and 
none of them end up match-
ing - so that was a big deal. 
The cameras came from 
Bexel in LA - and I must say 
that they did one heck of a 
job in both service and sup-
port. And every camera was 
a dead-on match. During the 
week prior to the Games 
we shot our tests. With help 
from a few techs from Bexel 
and Panasonic we came up 
with a look that I liked and it 

seemed to hold the highlights 
in line without crushing the 
blacks too much. I also ended 
up using a 1/4-1/2 ProMist on 
all exterior shots - it took the 
edge off just enough.
We treated the camera like 
a film camera with regards 
to the frame rates - 24fps 
was the standard with 32, 
40 & 60fps as our slow-mo 

speeds. We also got some 
nice effects by varying the 
‘shutter angle’ of the camera 
- however I found I didn’t like 
too narrow of an angle with 
slow-mo speeds because the 
image became too sharp and 
less film like. Over all I loved 
the way the 24P stuff looked 
- it had - I can’t believe I’m 
going to say this – “something 
like” a film look. Wow - there 
I’ve said it - and I feel ok.
One thing that we did discov-
er was if you shoot at 60fps 
and you want it to match all 

your 24fps footage you have 
to use it as slow-mo footage 
and run it through the frame 
rate converter. If you don’t 
and use it as real time (60fps) 
it looks like very sharp HD 
Video - not HD 24P - in 
other words, it loses the film 
feel.
We went out and hired six 
of the best action/sports cin-
ematographers in the country 
and once they got over the 
“technical honeymoon” and 
figured out what the camera 
could do and how to do it - 
their instincts took over. They 
captured some incredible 
footage. In Atlanta we shot a 
60:1 ratio on film and in Utah 
we shot a 300:1 ratio on HD. 
The bottom line is we came 
away with more footage then 
we would have if we shot on 
film - and the footage is truly 
spectacular.
In my mind HD has never 
been about how many lines 
of resolution or how big 
your pixels are - it’s about 
how you use them. How you 
evoke the emotion you want 
out of the viewer and sup-
port the story. In my opinion, 
I don’t think HD is ready for 
a theatrical release quite yet. 
However, I have found the 
niche that I think HD excels 
in for me.  So everybody just 
needs to find out where it 
works for them. My only sug-
gestion is to decide with your 
eyes and not just with the 
spec sheet.
Now the only thing left is to 
convince my wife I need one.

HD provides the 
economics for a 
high shooting ratio, 
allowing freedom 
to get more 
“great” shots.

HD



      You can’t be a champion overnight. It takes time, desire and dedication to be the best. And when it comes to High 
Definition, we were there first.
        Ever since APS, now THE VICTORY STUDIOS, was selected by Sony as an HD Beta site, we’ve been setting and rais-
ing the industry standard for high definition production services. So when quality matters, experience the thrill of Victory.

In Los Angeles: 11755 Victory Boulevard, North Hollywood, CA  91606  •  (818) 769-1776
In Seattle: 2247- 15th Avenue West, Seattle, WA  98119  •  (206) 282-1776

www.victorystudios.com

the
VICTORY 
STUDIOS
DEFINING
HIGH DEFINITION

Everybody
loves

 a winner.

Everybody
loves

 a winner.
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On June 17, 2002, Discovery 
launched Discovery HD 
Theater™, a new 24-hour 
network which transmits High 
Definition content in all the 
popular categories of enter-
tainment offered by Discovery 
including nature, history, world 
cultures, geographic explora-
tions, science, education, travel, 
and a wealth of children’s 
and “how-to” programming. 
Discovery has over 115 High 
Definition titles ready for trans-
mission and new productions 
have been commissioned to 
support the new service.
“Because independent con-
sumer surveys continue to 
document that the Discovery 
Channel is America’s most-
valued network, and that our 
other television brands are 

among the most valued, we 
believe we have a special 
responsibility to help pioneer 
the rollout of digital and High 
Definition television,” stated 
John S. Hendricks, the Founder, 
Chairman and CEO of 
Discovery Communications, Inc.
“By furnishing high-quality 
HDTV content during 100% 
of primetime, Discovery HD 
Theater™ will more than qual-
ify as one of the five HDTV 
or value-added DTV services 
urged for carriage by the FCC 
voluntary action proposal,” stat-
ed Judith A. McHale, President 
and Chief Operating Officer 
of Discovery Communications, 
Inc. “We are pleased to provide 
distributors with the high-qual-
ity, family-friendly HDTV con-
tent they need to serve sub-

scribers who purchase HDTV 
sets. In addition to movies, 
broadcast network sitcoms and 
other broadcast fare, we are 
convinced that High Definition 
viewers will welcome a ser-
vice that can visually transport 
their families to the far reaches 
of the globe and help them 
explore, in stunning detail, the 
mysteries of history, science, 
medicine, nature, and human 
adventure,” said Ms. McHale. 
Discovery Communications, 
Inc. (DCI) is the leading global 
real-world media and enter-
tainment company. DCI has 
grown from its core property, 
the Discovery Channel, first 
launched in the United States 
in 1985, to current global oper-
ations in 152 countries with 
180 million total subscribers.

H D  T H E A T E R

b y  L A U R A  B E N N E T T

HD
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AMPHIBICO

459, Deslauriers, Montreal, Quebec, H4N 1W2   Ph: (514) 333-8666   Fax: (514) 333-1339

www.amphibico.com

HD AMPHIBICAM
Broadcast Video Housing, designed for the Sony® HDW-F900 High Definition camcorder.
This housing is rated to operate to a depth of 100 metres (or 330 feet) and provides ideal 

protection in any environment. All optical and lighting accessories as well as all electronics 
are compatible with topside operation.

®

Weight Dry 
 52 lbs. Marine Housing
 20 lbs. HDW F900 with lens and BP-L90M battery
 2 lbs. Lead ballast strips located on two undersides
 8 lbs. Marine EVF (3.2" repackaged HDVF-20)
 82 lbs. Total displacement of sea water

Neutral Buoyancy
 In fresh water with 0 lbs. of lead ballast
 In sea water with 2 lbs. of lead ballast

Operation Pressure
 150 PSI or 10.05 BAR

Dimensions
 Marine Housing with carry handle, grips and lens 
 32"Lx13.5"Hx12.75"W
 Marine EVF viewfinder with sun hood
 13"L x3.25"H x7"W

Construction
 Marine grade aluminum alloy castings hard anodized and 
 titanium powder coated for maximum corrosion resistance. 
 Hardware is marine grade brass and stainless steel.

Seals
All dynamic and static seals have dual O-Rings.

Full menu control
underwater

Technologically
advanced viewfinder 
and optics with 4X 
magnification

Advanced, distortion free,
high definition aspheric 
optics with full zoom-through
and 120° field of  view.



The World’s Only Performance And Quality Standard For Digital Cinema Products.

Announcing THX Digital Cinema Certification

For nearly two decades, THX has represented the gold standard 
for presentation quality in thousands of the world’s best performing 
theatres.  Today, this legendary status continues with the introduction 
of the all-new THX Digital Cinema Certification Program.  Now, a new 
generation of high performance Digital Cinema products are realizing 
the status of THX Certification, assuring new levels of image and sound
quality combined with experience and expertise that is uniquely THX.

The THX Digital Cinema Certification Program is comprehensive, 
objective and highly detailed.  Its components include virtually every factor
that affects playback performance including compression, encryption,
transmission, reliability and operational activities.  As a result, you’ll
experience consistent performance levels, easy and logical user-
interface, unsurpassed product reliability and longer product life cycles.  

It’s Digital Cinema as only THX can deliver it.

For more information, contact Tim Schafbuch at 415-492-3961.

Boeing ICE (In Cinema Equipment) 
The Boeing Satellite Systems, Inc.

Barco D-Cine Premiere DLP Cinema Projector 

Avica FilmStore™ A500 Single Screen Server 
Avica FilmStore™ A550 Multiplex Cache Server 

Avica FilmStore™ A2900 Multiplex Central Server 

Technicolor Digital Cinema's Auditorium
Management System™.

© 2002 THX Ltd.


