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Sony has sparked a digital revolution. Our CineAlta™ 24P High Definition system is

setting the pace for image quality in cinematic storytelling – and has won a technical

Emmy® Award. Sony’s MPEG IMX™ 25P system steals the show in indie films and docu-

mentaries. For mobile, handheld and cinema verité shooting, our DVCAM® camcorders are

best-sellers. And which tape stock is co-engineered with the hardware to elicit the best

from each system? Sony HDCAM®, MPEG IMX and DVCAM Master series tape.

Digital Motion Pictures enable all the traditional artistry of the cinematographer with

the added magic of real-time digital control. Now filmmakers are making the move. 

Directors with creative stature and commercial credentials are increasingly choosing

Sony equipment and tape. And not just for blockbuster movies such as Star Wars:

Episode II Attack of the Clones, but also for episodic television, mini-series and Movies

of the Week. Plus commercials, music videos and special venue 3D presentations.

The move is on to Digital Motion Pictures. And Sony is leading the way.

©2002 Sony Electronics Inc. All rights reserved. Reproduction in whole or in part without written permission is prohibited. Features and specifications are subject to change without notice. Sony, CineAlta, DVCAM, HDCAM, MPEG IMX,
and XPRI are trademarks of Sony. Emmy is a registered trademark of the Academy of Television Arts & Sciences and the National Academy of Television Arts & Sciences (ATAS/NATAS).

DIGITAL
MOTION 
PICTURES

LEARN MORE ABOUT WHAT THE MOVIES ARE MOVING TO AND
DISCOVER THE LATEST OFFERS AT WWW.SONY.COM/PRODUCTION. 

HDW-F900 MSW-900P

DSR-PD150

XPRI™ EDITING SYSTEM

SONY TAPE

what the movies
are moving to.
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After a century of developing the world’s
best film, this is no time to be silent.

INTRODUCING KODAK VISION2 COLOR NEGATIVE FILM 5218/7218. THE NEXT GENERATION
OF THE WORLD’S BEST MOTION PICTURE FILM DEBUTS WITH THE LOWEST GRAIN 500T
AVAILABLE FOR CLEAN, CRISP IMAGES. AND MORE FLEXIBILITY IN BOTH FILM AND DIGITAL
POSTPRODUCTION. FILM HAS NEVER HAD MORE TO SAY. TELL STORIES. SPEAK VOLUMES.
TO LEARN MORE, VISIT WWW.KODAK.COM/GO/VISION2.

Introducing KODAK VISION2 Film. What’s next.
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N E W S

HD

FOX JOINS THE HDTV 
REVOLUTION
Fox Broadcasting has decided to adopt 
the 720P format in at least half of its 
primetime programming by fall 2004. 
ABC, NBC, CBS, PBS, and the WB as 
well as several national and regional 
cable networks and many local broad-
casters have already adopted 720P 
or 1080i formats. Fox had originally 
decided to broadcast 480P, a wide-
screen standard definition format. Also 
Fox Sports Net recently announced 
it would provide HDTV programming 
on six of its 12 regional networks.

HDTV TO BECOME 
AVAILABLE IN HOTELS
Some high-end hotels will be offer-
ing HDTV in their rooms soon. 
Zenith and LodgeNet Entertainment 
Corp. demonstrated a system at 
the Hospitality Industry Technology 
Exposition and Conference (HITEC) 
in Orlando this June. The system will 
deliver HDTV programming over a 
hotel’s existing coaxial cable network. 
LodgeNet’s system uses a Zenith 
transcoder to convert broadcast digital 
television signals for delivery through 
the hotel’s cable network to a Zenith 
set-top box in the guest room. The 
set-top box integrates ATSC digital 
HDTV and traditional analog NTSC 
programming signals along with the 
interactive functionality of LodgeNet’s 
video-on-demand system card.

CELINE DION CAPTURED 
WITH FUJINON LENSES
Celine Dion’s captivating return to 
live performance at the new $95 mil-
lion, 4,100 seat Coliseum at Caesars 
Palace is being captured each night 
with Fujinon’s new HDTV ENG-
style 42x zoom lens, and a pair of 
HA22x7.8BERM/BERD telephoto 
lenses, that are providing unique up-
close-and-personal views of the singer 
displayed on the largest indoor LCD 
screen in North America. Rich Stout, 
video director for CDA Productions 
says: “The Fujinon lenses help create 
an artistic reaslism that allows Celine 
to connect with her audience and at 
he same time take her live perfor-
mance to another level.”

IN DEMAND BEGINS 24-HOUR 
HDTV CHANNEL THIS FALL
iN Demand plans to kick off its first 
HDTV channel, INHD, on September 
1 and may eventually have as many as 
three HD channels showing movies, 

sports, and general entertainment. The 
network has already delivered a live 
Highdef broadcast of the 2003 NBA 
All-Star Game and several HD Video 
on Demand movies are scheduled for 
the upcoming months. iN Demand will 
have 12 hours of programming each 
day repeated twice. The content will be 
1080i, wide screen with Dolby Digital 
5.1 audio when available.

EUROPE BEGINS THE HD 
JOURNEY
Although Europe has adopted the 
16x9 format, it has been slow to 
embrace Highdef. It appears that this 
is now changing. Euro1080, the first 
European HDTV channel, which is sup-
posed to go on air in January of 2004, 
did its first official test with Alfacm, a 
Belgian HDTV facilities company. Along 
with EVS Broadcast Equipment and 
DTH satellite application provider SES 
ASTRA, teamed up with VIASAT-TV3, a 
Norwegian broadcaster, they produced 
and transmitted the European Football 
Championship in HD to electronic cin-
emas in Denmark and Norway.

DIRECTV LAUNCHES NEW 
HD PACKAGE
As of July 1 this year, DIRECTV is 
now providing a new package for HD 
programming, giving increased access 
for subscribers to Highdef imagery. 
The new package includes ESPN HD, 
Discovery HD Theater, HDNet and 
HDNet Movies.

DISH NETWORK TO ADD 
HDNET, HDNET MOVIES
With its announcement of their new 
SuperDish available to consumers, The 
DISH Network announced that it will 
be making HDNet and HDNet Movies 
available to its subscribers. DISH 
already provides Discovery Theater HD 
HBO, Showtime, CBS and pay-per-view 
movies in Highdef.

SUNSET DIGITAL AND 
POST SOLUTIONS ADD HD 
CAPABILITIES
With the uptick in HD post production 
needs, more facilities are adding HD 
capabilities. Sunset Digital in Glendale 
has added Discreet Smoke which 
handles 720P and 1080P/24. They also 
added a third DaVinci 2K for HD tape 
to tape color correction. Post Solutions 
located in the Toluca Lake/Burbank area 
also added HD capability with its joining 
with Victory Studios. The company now 
offers a full online HDCam edit suite, 

downconversions and file transfers along 
with full color correction capabilities.

PS TECHNIK PROVIDES PRO 
35 ADAPTER FOR MOTION 
PICTURE LENSES
Nashville production company, Big 
Puddle Films, was the first to use PS 
Technik’s new Pro 35 adapter on a 
narrative HD project in the US. The 
adapter allows filmmakers to use 
motion picture lenses on some HD 
Digital cameras.

AJA SHIPPING FIREWIRE 
CAPTURE DEVICE FOR FINAL 
CUT PRO 4
AJA Video Systems Inc. is now shipping 
the first uncompressed audio/video 
FireWire capture device for Final Cut 
Pro 4 to select dealers and distribu-
tors. The device allows a user to con-
nect professional analog or digital 
audio/video to an Apple PowerPC G4 
or PowerBook G4 through a simple 
FireWire interface. Named “Io”, the unit 
was developed in close cooperation 
with Apple to take advantage of the 
many new features of Final Cut Pro 4.

THOMAS HORTON AND 
ASSOCIATES COMPLETES 
DOC ON MOTORCYCLES
Jean Horton Garner just completed 
production of an extensive documen-
tary on the history of motorcycles. 
The program was completed for 
the Discovery Channel and includes 
motorcycling around the world. Shot in 
24P HD, the series includes historical 
footage and interviews with the world’s 
experts on the subject.

NCTC ADDS HDNET
The National Cable Television 
Cooperative will be launching HDNet 
and HDNet Movies to cable television 
companies participating in the NCTC 
member network. NCTC represents 
more than 1000 independent cable 
operators with more than 14 million 
subscribers nationwide. The new ser-
vice will give subscribers access to a 
Highdef service tier.

HD REPLACES FILM FOR “THIS 
WEEK IN BASEBALL”
In its 26th year, “This Week in Baseball” 
will be acquiring all segments previously 
shot in film with HD. The format of 
choice is Panasonic’s DVCPro HD uti-
lizing the AJ-HDC27 VariCam camera.
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HDGoes to
WAR

I n t e r v i e w  w i t h  S e a n  F a i r b u r n

Sean Fairburn, CWO2 (Chief Warrant Officer 2, US Marine Corps) served from March 10th until 
April 22 in Iraq shooting HD footage of the war.  We met up with him shortly after his return and 
following is the interview.

HD How did the Sony F-900 camera hold up in Iraq in the kinds of conditions you were 
dealing with:  the heat, the sand, the wind, the sand storms, bullets whizzing by you?
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Fa irburn  captures  batt le f ie ld  in  HD

SF Well, first of all, I have shot with the camera in very harsh conditions before, so I knew 
that the camera was capable of taking a beating, but I didn’t have a backup camera and I couldn’t 
just run down the street and get another camera in the event that it went down. So, I prepared 
the camera in such a way as to maximize its airflow over the boards and the head by making 
sure that nothing ever got in the way of the air intake and the exhaust. I even reached in with 
a screwdriver and opened up the bottom of the back little exhaust port to allow more airflow 
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Sean Fairburn, 
CWO2, US Marine 
Corps and Digital 
Imaging Technician
in Iraq

to exhaust out of it. Just to kind of make that area move more air a little bit quicker – a little 
bit faster. So, what else I did was I taped, with brown gaff tape, 1.) to camouflage the camera 
a little bit more than the black that it naturally comes in; and 2.) to not attract as much heat 
from the sun.

HD  Did you ever have concerns of the sun reflecting off the lens that 
would indicate your location to the enemy, so to speak, or was that 
ever a concern?

SF    It was for about a half a second, and then I said, “If they can see 
me… if they have the balls to shoot at me, I’m gonna get a great shot of 
them as the tanks at my right and left open up on their position and take 
‘em out.

HD  How much footage did you shoot?

SF    I shot 59 hours of tape and I filled every single tape, but the first 8 
hours were lost as my chase vehicle rolled and crashed in a water way 
and the tapes were lost. That was south of Basra, on the first night after 
we crossed the breach.

HD  What will the tapes be used for?

SF    The use of the tapes serve a dual purpose: 1.) the historical capture 
and acquisition in the highest possible quality format feasible of the con-
flict; and 2.) the Movietone II project which is intended to create aware-
ness for the American people of the Navy and Marine Corps operations,  
showing short, edited stories in conjunction with trailers in movie theaters 
nationwide.

HD  What would be the purpose at this point, as the conflict goes on, 
of doing that?

SF    I liken it to Inside the NFL.  After the game is over – weeks, months, 
sometimes years – the way that the story can be told after the fact, with 
a 20/20 hindsight, without all the politics – where it boils down to just the 
marines and the sailors on the field, there’s a different perspective. The 
perspective is to create the awareness of the American people of the 
individuals that are there serving our country. It’s less about politics and 
it’s more about the people.

HD  What HD format did you shoot?

SF    I shot 23.98 HDCam.

HD  Is that because it’s ultimately going to film to be projected?

SF    Right. And I probably would’ve done that anyway, because from 
a purely logistical standpoint, I get 52 minutes out of it per tape if I shoot it at 23.98 as 
opposed to 40 minutes if I shot it interlaced. And the news had hundreds of news cameras 
all over the place shooting various stuff with video. I’m sure there were other people out 
there shooting HD, but no one was out there, that I know of, shooting 23.98. So, from a 
historical, again long-life point of view, I made the choice to shoot 23.98 so that the future 
would be able to look back on this and have a very good quality of imagery that didn’t look 
like everything else.

HD I know you faced severe sandstorms, how did you insure the integrity of the camera?

SF I had to repeatedly tell my marines, “When you put anything back in the case, zip it up, 
or lock it up.” Because the sand and the dust is very aggressive in finding every little gap of a 
case that’s not totally closed and sand will get in it even if it’s in a case. And people ask ‘How’d 
you shoot in a sandstorm’? And the answer is, I didn’t. I left the camera in the case.  I couldn’t 
see four feet in front of me. 

HD Did you have to do something special with “night vision” to make the imagery visible? 

SF Yes. Many times it was so dark that as far as I could push the camera myself wasn’t far 
enough and the night vision was needed or, visa versa, the night vision wasn’t far enough by 
itself and I needed to push that camera even farther to be able to help the night vision see a 
picture.
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Crossing the bridge 
over the Dejalah 
River which leads 
into Baghdad

10 HD

HD  How do you feel that nighttime footage came out?

SF    I don’t know. I haven’t seen it. This is a wild statement – two things:  The whole war to 
me was one inch tall in black and white. I saw some phenomenally incredible things. Some 
acts of Semper Fidelis between marines risking their lives to save other marines and it was 
one inch tall in black and white.  What also happened was the chase vehicle had the HD 
onboard monitor, which was destroyed when the vehicle flipped over into the water. So I had 
no monitoring capability whatsoever.

HD  How early did that occur?

SF  The first day. So, luckily after many, many years – now going on 16 years 
of experience shooting video and HD since it came out – I have a very 
good handle of what’s going on and where and when to manipulate the 
camera to get the maximum capability out of a very hostile, harsh, uncon-
trollable environment.  So, it wasn’t that much of a loss. And all the testing 
that I recommend other people do, is the very thing that helps you to rely 
on when you don’t have those other things available to you. The other thing 
is, because I’m a marine - I’m not in the news - and my responsibility is also 
to the marines around me to protect them just like they’re protecting me. 
I was able to see much farther away with the HD camera than they could 
see through the sights of their main gun. So I was able to acquire targets 
much sooner than they could ever see the targets and then coordinate fire 
with the lens, on the radio. I was also able to prevent friendly fire incidents 
from occurring by confirming that certain vehicles in the fog and smoke 
of war were indeed friendly and I was able to prevent civilian casualties 
from occurring by clearly identifying vehicles with women and children as 
opposed to vehicles with weapons that carried a threat.

HD  Were you a one-man-band the entire time?

SF  No. Corporal Andy Revelos was my primary first AC. He was also my 
driver. He drove the Humvee that I was mounted in the back of and he pro-
vided the tapes, batteries, and any lenses that needed to be changed. I also 
had a combat illustrator – the only one in the Marine Corps – along with 
me as well – Sgt. Carillo.

HD  You must have had some concern for your own safety as far as friend-
ly fire; even being out there in the lead or being out there by yourself. Did 
that ever go through your head?

SF  I strategically, tactically placed my vehicle and my camera where I was 
not in the line where I knew direct fire was going to need to go and I posi-
tioned myself in place where I could get the very best view of the battlefield. 
So, simultaneously for not interrupting their ability to shoot anything and the 
best shot possible. 

HD  That may have helped to save your life.

SF   And the lives of those Marines with me.

HD Did tape changes come at any inopportune times?

SF Yes. The biggest one, the most inopportune, was when my heads clogged in the middle 
of the firefight, April 6th, when we first got to the bridge. I had to perform immediate action 
on the F900 by taking the dumb side off, pulling the tape off, unscrewing the screws, opening 
up the door, stripping open an MRE to pull out the alcohol wipe to clean your hands with, 
slap it onto the drums and clean the head as quickly as I could, slap it all back together, screw 
it back up, tape it back down, pop the tape back in, start firing again, hence the battle was rag-
ing right in front of me.

HD Is there anything else that you would like to see covered in the article?

SF My safety, and the safety of my marines, and the safety of Delta Company First Tank 
Battalion was a miracle. There were no injuries in the entire company and we were the lead 
ground combat element.  There’s no other unit – no other company – in the ground combat 
element that can say that. I thank everyone for their prayers for my safety and the safety of 
the marines around me. Their prayers were answered.



HD

Part of the initial plan – the big 
picture plan – was to cross a 

tributary of the Tigris River, called the 
Dejalah River.  When we got to the 
bridge, there were a massive amount of 
obstacles to prevent us from crossing, 
because it was the last main place that 
they could stop our entry into Baghdad.

I requested to be in with the very 
first tank platoon that was going to 
cross that bridge so that I could tape 
the rest of the tank company as it 
crossed that bridge. The captain said 
basically that I was taking my life and 
my crew’s into my own hands and if it 
was my job to do that, he wasn’t going 
to stop me from doing my job. He said 
later that he thought that I was crazy.

I was the last vehicle in the very 
first tank platoon that went over.  The 
bridge had been damaged in the center, 
and our troops had put an AVLV (spe-
cial bridge unit) over the gap that was 
in the middle of the bridge., I rolled on 
all the other tanks going up and over 
the AVLV and when it came to be my 
turn to go up and over, I panned down 
to the left so you could see the huge, 
gaping hole that we were crossing over, 
straight down to the water, with all the 
rebar, concrete, bent, tangled, twisted 
metal. As we crossed the other side, it 
was a little bit steeper than I had imag-
ined and my driver had never driven 
over an AVLV before. So when he hit 
the ground, he hit it a little bit hard and 
he hit the brakes instead of just letting 
it roll.  It almost tossed me right out 
of the vehicle. I flew forward and was 
on the roof and caught myself before 
climbing back into the bed.

I was mounted on a tripod. The 
tripod was strapped to the bed of the 
Humvee. I was able to let the camera 
go and my body went flying. So, as 
soon as we crossed over, I directed my 
corporal to back the vehicle up off to 
the side, in the opposite lane, and back 
up right to the edge of the hole that 
had been blown, so that I could get a 
WS including the huge crater that had 
been blown in the bridge, and every-
body else crossing over.  Well, by now, 

the fireworks had started.  Small arms, 
50 cal, AK47, mortars, artillery, RPG’s 
are flying all over the place. The tanks 
are working quickly to dispatch every 
enemy position that was able to be 
seen, and other marines on the oppo-
site side of the bridge – at the opposite 
bank of the river – were firing across 
the river to the north and to the south 
of our position, trying to take out any-
body that was posing a threat to us.

There were Cobra Gun ships fly-
ing overhead, firing hellfire missiles into 
enemy positions on the opposite side. 
Just a tremendous amount of activity 
all in one concentrated, small location. 
When I got the other couple of tanks 
coming across the bridge and I shot 
one of the AAV’s that had the engi-
neers in it, I was able to then reposition 
the vehicle farther up the road to be 
able to get into a good line to be able 
to see the light charge – 1700 lbs of 
C4 wrapped around a rope that was 
going to have to cut a hole in the mine 
field that was on the opposite side of 
the bridge – on the Iraqi side of the 
bridge. I wanted to get into position to 
where I was close enough to be able 
to see that go off, but still far enough 
back to where I wouldn’t be damaged 
by the explosion.

Prior to all of this, when I gave 
the word to my crew, I gave them the 
option. I said, ‘Here’s where I’m going. 
Here’s what I’m doing.  You have a 
choice:  You can either come with me 
or you can stay here’. Corporal Revelos 
stepped up to the plate and said, “I’ll 
be happy to go, sir, but they’re in tanks”. 
“Corporal, we are still protected by the 
grace of God, and so far He’s doing 
a pretty good job of keeping us safe.” 
Then Revelos drove me closer to 
where the blast was going to be.

I’d pan 180° back the other way 
and tanks are engaging the tree lines 
and the bush lines to the left and right 
of the road that we’re getting ready to 
head through. The line charges fired and 
I see the rocket blast out. I was rolling 
when the rocket went up, when it laid 
the left charge down, and I hear on the 

radio, “Three, two, one…”  - no boom.  
Immediate action, “Three, two, one…” 
– no boom.  So, I zoom in, and as I’m 
zooming, I’m watching for the marine 
who’s going to have to pop out of that 
vehicle and manually run into the battle 
field – into the mine field – and set off 
this 1700 lbs of C4 that can blow up 
at any second, because you don’t know 
why it didn’t go off in the first place.  
As he is getting out, I hear Sgt Braswell 
in the AAV request fire from the tank 
commander and his platoon to cover 
this marine as he makes this run. The 
platoon commander 2nd Lt Ufford say, 
“Roger that”, and every gunner, every 
loader, every tank commander, every-
thing from a 762 up to 50 cal, lit up the 
bushes from the left, to the right and 
down the road to protect this marine 
as he made this incredibly heroic run. 
Forty-five seconds after this marine 
pulls the blasting cap, the most violent 
blast of the battlefield, the line charge, 
goes off and it wipes an 18 foot gap in 
the minefield on the road, to allow us 
to press through and to get a foothold 
into Baghdad.  

Combat, a lot of times, is less like 
Blackhawk Down in that it’s not always 
full of the most intense part of the 
action and it tends to be more like fish-
ing on a good day.  There’s a lot more 
time spent waiting for the bite than 
when you hook the fish as you’re reel-
ing them in, and sometimes that time 
stretches out. Similarly, when I say that 
the battle was raging - the battle was 
raging, but it wasn’t necessarily intense 
firefighting every minute of every hour. 
So, that’s a perspective that people 
who aren’t there can’t necessarily 
appreciate. If you ever see the foot-
age, it will seem rather benign, but the 
moment that the rounds start zipping 
by your head, you realize that the dan-
ger is always there around you.

To view and order stills from Sean’s 
experience during the Iraqi war, please go 
to www.seanfairburn.com (proceeds will 
help get pictures to the Marines depicted in 
the stills)

Sean was with the first group entering Baghdad. Here’s part of his story.

C r o s s i n g  t h e  B r i d g e  i n t o  B a g h d a d
b y  S e a n  F a i r b u r n
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SR-VD400U Pro HD 
D-VHS Recorder/
Player

HD

Solutions
With the development of the JVC Pro-HD 

system, the entertainment industry isn’t forced to 
sacrifice content-creation cost savings for quality. 
Production facilities outside Hollywood can also 
affordably create and distribute HD programming 
to corporate, industrial, governmental and academ-
ic organizations, even the general public.   

The Pro-HD system consists of an HD MPEG-
2 encoder, recording and playback VCR, and is an 
ideal and cost-effective way to create, review and 
distribute HD programming on a low-cost D-VHS 
media. 

Initial D-VHS systems were designed for 
consumer use. The players featured an encryption 
method called D-Theater, which gave copyright 
owners a high degree of assurance that their copy-
rights won’t be breached. Building on the consumer 
model, the professional Pro-HD system has the 
ability to play back D-Theater pre-recorded con-
tent, but goes a step further and adds the ability to 
record in a password-protected mode for playback 
on Pro-HD professional D-VHS equipment for 
added protection. 

The process begins with the DM-JV600 

f o r  H o l l y w o o d  
a n d  B e y o n d

encoder, which takes SMPTE-292M HD-SDI signal 
and encodes it into a compressed HD MPEG2 
format, providing a DVB-ASI interface for its com-
panion SR-VDA300US recorder. The recorder then 
accepts the native TS or transport stream via the 
DVB-ASI interface directly from any HD MPEG-2 
encoder conforming to JVC’s required data rates. 
The SR-VD400US distribution player plays back 
the password-protected recordings, otherwise not 
viewable on consumer players. 

Filmmakers are using the Pro-HD to inexpen-
sively create and review dailies, without sacrific-
ing quality. The Pro-HD system has been tested 
and used by several prestigious studios on movie 
projects, including Metro-Goldwyn-Mayer Studios 
for Barbershop, A Guy Thing, Agent Cody Banks and 
Legally Blonde II. Universal Studios employed the 
Pro-HD for Seabiscuit, and Jerry Bruckheimer Films 
for Pirates of the Caribbean. 

With the Pro-HD systems, JVC is fulfilling their 
goal to deliver high quality high-definition distribu-
tion systems that are affordable for everyone, mak-
ing it easy to use HD in the commercial arena.

P r a c t i c a l ,  A f f o r d a b l e  H i g h  D e f i n i t i o n

B y  L a w r e n c e  L i b r a c h ,  
A s s i s t a n t  V i c e  P r e s i d e n t  J V C  P R O F F E S S I O N A L  P R O D U C T S  C O .



adlib
That’s usually when the magic happens. 
The freedom of unlimited takes, variable
frame rates, instant viewing, plus the 24fps
filmic quality of the VariCam™camera. Explore,
experiment and expand your opportunities
with VariCam HD Cinema™. It’s liberating. 

To see the “ad lib” endings from the Panasonic
photo phone commercial, shot with VariCam,
go to panasonic.com/hdcinema, or for more
information call 800-528-8601.

Still frame extracted from actual “Phone Flirt” commercial.

PB-550_adlib_phoneflirt_HDO.qxd  7/14/03  10:31 AM  Page 1
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It wasn’t much more than three years ago 
when those of us who were integral in facilitating 
the use of HD cinematography in the production 
process were faced with a rat’s nest of prototype 
equipment that often failed or didn’t even exist 
to get the job done.  It also appeared, at the 
time, we were dealing with an acquisition format 
whose manufacturers and rental companies didn’t 
appear to think through the process of the digital 
production/post-production workflow before intro-
ducing their equipment.

In early 1999 it seemed a simple task for 
those of us who spent decades in electronic cin-
ematography to integrate HD into the process. 
After all, it was only a glorified betacam on steroids. 
But then we rapidly realized we were also dealing 
with producers, studios, editorial facilities and rental 
companies who were all getting and giving differ-
ent, often times wrong, answers to very important 
questions. In addition, we were facing a web of 
conversion issues, pull-down processes, simultane-
ous different timecode rates and to make things 
worse, a film snobbery on set that made even the 
easiest shoot a nightmare.

I fondly recall the big debates on back focus, 
lens quality between manufacturers, black and 
white viewfinders, camera latitude, audio delay, 
external vs. internal sound recording and the need 
for numerous cables, to mention a few. Needless 
to say, after awhile we worked out the kinks and 
the manufacturers listened to our rants, raves 
and requests and began to provide us with the 
proper equipment to get the job done adequately. 
Adequately being the key term!

Fast-forward three years, and we’ve come a 
long way baby. The digital workflow is changing 
faster than you can re-load an F-900. Companies 
like Apple Computer, DALSA, Thompson, Sony and 
Hollywood Digital Imaging are stepping up to the 
plate and providing equipment and technology that 
are changing filmmaking forever.

One of my key issues has been the dynamic 
range of the cameras. So, I recently spent a day at 
Panavision testing the Sony F-900 Mod. 3. James 

HDb y  D e r e k  G r o v e r

“ W E ’ V E  C O M E  A  L O N G  WAY  B A B Y ”

Normalized Scope at f5.6

Normalized Grey Scale at f5.6

Grey Scale at 2-1/4 Stops Over, DCC/Auto Knee On

Grey Scale at 2-1/4 Stops Over, DCC/Auto Knee Off
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Pearman explained the principal modifications as 
changes to the A to D card, optical block circuitry 
and a few minor menu options. He also stated that 
the new modification would increase dynamic range 
by “About 2 stops”. Being the skeptic I am, I had to 
test his hypothesis.

With the assistance of Justin Wells, Panavision’s 
HD equipment manager, I assembled a freshly 
benched Sony F-900 Mod. 3, and set it up with 
DCC/Knee/Knee Sat off. The camera was equipped 
with a Panavison 6-27mm lens, which was cali-
brated to a tolerance of +/- 1/8th of a stop. I then 
used a recently calibrated Sekonic L-608 meter 
set to 320ASA and illuminated an 11-step gamma 
compensated gray scale to F5.6.

I then referenced the lens aperture to a 
waveform/vectorscope and placed the luminance 
channel at 100 ire based on the first step of the 
chart which matched the f5.6. We then captured 
an un-compressed HD image via the OZ High 
Definition Image Capture System designed by 
Hollywood Digital Imaging, to analyze the images.

The next procedure was to open the iris 
until step two of the gray scale clipped at110 
ire and detail became invisible. At this point only 
DCC/Auto Knee was turned on which immediately 
returned the clipped portion of the image to 100 
ire. At the same time we aligned the red channel 
only to a GretagMacbeth Color Rendition Chart 
and noted a decrease in the chrominance level by 

approx. 5%.
The camera was then normalized and the 

procedure repeated through an f2 – f2.8 split, 
or basically 2-1/4 stops over, which now clipped 
everything through step 6 on the gray scale chart. 
The DCC/Auto Knee was again activated and the 
detail in the gray scale returned.

At this point we noted a severe reduction in 
the chroma levels that were approximated at 70%, 
So we again repeated the steps, but this time with 
the Knee Sat. function turned on. And it appears 
we were able to retrieve 95% of the chroma up to 
2-1/4 stops over exposure.

For those of you who got lost during my little 
analysis, it breaks down like this. The Sony F-900 
Mod.3 seems to allow you to recapture the detail 
in the part of an image that is 2 1/4 +/- stops 
overexposed by turning the DCC/Auto Knee func-
tion on. But, the chroma levels will be reduced by 
approximately 70% unless you turn on the Knee 
Sat. function.

All in all, quite an impressive, much needed 
modification to the Sony F-900. We certainly have 
come a long way, and there’s obviously a lot more 
ahead.

Derek Grover, well known Digital Imaging 
Technician (DIT) for prime time television is now 
returning to his roots as a DP. He can be reached at 
hollywooddigital@earthlink.net.

HD

2-1/4 Stops Over, Knee Sat. On 2-1/4 Stops Over, Knee Sat. Off Vectorscope, Red Normalized f5.6
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Juan Jose
b y  J o h n  B o u r b o n a i s     

c o l o r i n g

We chose the Panasonic Varicam for Where 
Have You Gone, Juan Jose a true story of two 
brothers who leave their poverty stricken fam-
ily in Mexico to seek a better life in the United 
States. Juan Jose was perfect for the Varicam 
because the story called for ramping and off-
speed work. The “Cine Gamma” enhancement, a 
circuit board that adds two stops of latitude, was 
also an enticing attribute.

From a cinematographer’s stand-point, the 
usual rules of HD applied: shoot “wide open” 
by utilizing neutral density filters and move the 
camera away from the subjects as much as 
possible to lose the depth-of-field inherent to 
HD and 16mm film. After discussion with the 
director, I locked in four different “looks” for the 
film during camera prep. One of the great time 
and money saving features of HD is being able 
to preprogram looks via internal camera menu 
manipulation, white balance, internal Kelvin Filters 
and a variety of filters in front of the glass. Color 
saturation was enhanced by about ten percent 
through in-camera “Matrix Manipulation.” Once 
that was established, looks were derived from fil-

tration in front of the lens and white balance. For 
Juan Jose, we chose the following looks:  Exterior 
Texas--4300K filter, a 5.6K white balance and a 
Schneider 1/2  Black Frost; Interior Texas--3200K 
filter, a 4K white balance and a Schneider 1/2 
Black  Frost; Exterior Mexico--6300K filter, a 7.4K 
White Balance and a Tiffen Tobacco Filter. To real-
ly warm things up, we used for Interior Mexico-
-6.3K filter, 6.3 White Balance and a Schneider 
1/2 Black Frost. With so much filtration and 
white balance manipulation, I tweaked the 9” HD 
monitor on a daily and sometimes hourly basis. 
The monitor precautions I took in the field really 
paid off in post-production as the looks came 
out  just as we anticipated. Mark estimated that 
the production saved almost $15,000 by avoiding 
colorization in Post.

The movie premiered at the Denver International 
Film Festival and the look so closely resembled 
film that viewers assumed that it was! For a High 
Definition DP,  that is quite the compliment. 

John Bourbonais is a High Definition Camera 
Operator/Digital Imaging Tech. www.BourbonHD.com

Director of Photography 
John Bourbonais frames up 
a shot “on the border” as 
Boom Operator Johari 
Ginocchio,  Assistant 
Camera Patrick Black and 
Assistant Director Laura 
Abeyta ready for action.



We serve ‘em any way you like ‘em
That’s right. Carl Zeiss renowned DigiPrime® lenses for high 

definition filmmaking are now available by the lens or by the set.

Choose from : 5mm (T1.9), 7mm (T1.6), 10mm (T1.6), 

14mm (T1.6), 20mm (T1.6), 28mm (T1.6), 40mm (T1.6) 

or the incredible new close-focusing 70mm CF (T1.6).

Try ‘em. You’ll love ‘em
You can’t judge a lens by listening to others. If you want to

see just how good high definition

can look, give us a call to arrange a

lens test. We know you’ll recognize

the outstanding DigiPrime difference.

Fit the bill
Now you can get just the

DigiPrime lenses you want

with a purchase plan you can

live with. Give Band Pro a call

to discuss how you can get

genuine Zeiss DigiPrime lenses

on your next production.

Exclusive Worldwide Distributor
www.bandpro.de   • Burbank   • Munich   • Tel Aviv   • www.bandpro.com   • 818-841-9655

Zeiss DigiPrime® Lenses. Anything else is compromising.Zeiss DigiPrime® Lenses. Anything else is compromising.

BA_carte.qxd  7/17/03  10:21 PM  Page 1
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As a first-time feature 
film writer/director, I’ve grown 
accustomed to diving headfirst 
into scary territory, and it was 
more of the same the past 
few months shooting my fea-
ture American Yearbook. Luckily 
I found countless books on 
everything from handling actors 
and contracts, to chili recipes 
that feed thirty people on set. 
There was no roadmap when 
my DP Dan Coplan and I 
jumped into the highly technical 
world of 24P DV filmmaking.

We shot American 
Yearbook with the cutting edge 
Panasonic DVX-100P Mini-DV 
camera. It yields an amazingly 
film-like image that I felt was 
just perfect for our story of 
teenage bullying set in an up-

scale high school. The film deals 
with the intense pressure that 
school violence puts upon its 
victims, and shows how a teen 
might contemplate revenge 
using the recent rise in school 
shootings as their influence. 
It’s a realistic high school bully 
movie about a post-Columbine 
generation.

Now that production is 
complete, we are looking at 
several issues. For one, we shot 
using the 24P “Standard” mode 
as opposed to the “Advanced” 
mode.” This gives a better look 
for screening on video, but will 
provide some decreased resolu-
tion when going back to 24 fps 
for our HD festival prints. We 
will edit with Avid Xpress Pro 
for PC (coming in July) which 

should work together with our 
24P footage. Though we shot 
on Digital Video (MiniDV), we 
will up-res our image to HD 
at E-Motion Studios for festival 
screening. Interestingly, we will 
be using Final Cut Pro on a 
Mac for the up-res. Given the 
24P footage, the up-res to HD 
should look much better than 
with standard DV.

We have a long road 
ahead in post, and there are 
no books yet to help us. In the 
coming months we will post 
our experiences in 24P to HD 
post-production online at: www.
american-yearbook.com

Brian is an independent film-
maker living in Vacaville, CA and 
can be reached at production@
american-yearbook.com

Bully “Jason” played 
by Ryon Nixon (left), 
corners “Will,” Nick 
Tagas (right), in the 
locker room after a 
chase across campus.

American 
Yearbook 24P DV to HD 

B y  B r i a n  G i n g



R o b e r t  P r i m e s , A S C

The producers of MDs gave me the choice between 24P digital and 

Super 16mm film. I chose 24P initially because I could light the large sets

more economically. The big bonus I discovered was that the completely

accurate monitoring of the digital show allowed me to work outside 

of my comfort zone and be both bolder and more exact with choices 

of contrast, color and filtration.

Panavision provided superb and amazingly flare resistant optics,

unparalleled experience in digital cinematography, extensive 

preproduction training and frequent on-set support and education.

—Robert Primes, ASC

E X P E R I E N C E

Robert Primes is the recipient of the 17th Annual ASC Award for

Outstanding Achievement in Cinematography 2002, for a regular TV series,

MDs: “Wing and a Prayer”. It is the 1st major cinematography award

for a show shot entirely in 24P Digital HD.

Panavision Digital Imaging is proud to have supplied cameras

and our Primo Digital® optics for this project.

Panavision_Primes Ad  7/14/03  10:50 AM  Page 1
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Terry Moloney 

can be reached at 

proletfilm@aol.com.  

“Scene Smoking” is 

available for purchase 

from the Centers for 

Disease Control or 

via American Lung 

Association.

Scene Smoking is a highly cinematic 60-minute 
documentary featuring some of the entertainment 
industry’s most powerful figures talking about 
smoking portrayed in film and television.

When it came time for writer-producer-direc-
tor-editor Terry Moloney to shoot the film, 
“I knew going in that I had to be fast, especially 
when it came to working with major stars like 
Sean Penn, Christy Turlington, and Jason Patric. You 
only get so much time with the talent,” Moloney 
said, “so it was a simple decision not to shoot on 
35mm, opting instead to shoot in HighDef.”

Moloney shot in the 1080i format for 
his documentary client -- The American Lung 
Association -- because he didn’t think the added 
expense of going with 24P made sense when it 
came to the documentary format, coupled with 
the fact that the project would never be trans-
ferred to film. “We stayed on the zoom lens the 
entire time, lit our subjects as filmically as pos-
sible and were able to get incredible interviews 
with dozens of major celebrities in a very short 
period of time.” As a budget-conscious producer, 
Moloney hired cinematographer Peter Goode, 
who owned all of his own HighDef equipment. 

“If you find the right owner-operator, you can shoot 
in 1080i HighDef for the same price as Beta SP,” 
Moloney says, adding “the difference in quality is stag-
gering.”

Intercut with clips from famous films that feature 
smoking scenes, impactful PSA’s, cartoons, stills, kids, 
combined with dozens of featured celebrity inter-
views, Scene Smoking deals specifically with artists’ 
rights, social responsibility and the first amendment as 
it relates to the depiction of tobacco on screen and 
the influence it has on young viewers.

Scene Smoking premiered at the Los Angeles 
County Museum of Art’s Bing Theater. “We had 400 
guests for the world premiere,” Moloney recalled, 
“including many cinematographer friends. We pro-
jected from Texas Instruments’ top-of-the-line digital 
HighDef projector – direct from the HD master tape 
– and the image was phenomenal. My DP buddies 
were blown away. In this instance the 1080i format 
was truly justified,” Moloney explained. “Why use 24P 
if you’re not going back to film?” he asks.

Scene Smoking has since played at over 100 col-
leges and film schools across the country, and recent-
ly had its world television premiere on the Discovery 
Channel. HD

Scene Smoking
An award winning HighDef documentary film by Terry Moloney

Cigarettes, Cinema and the Myth of Cool



HD

21

Frame from 24p tests 
with P+S Technik PRO35 

with Zeiss 135mm lens F2.8.

DIT/HD Specialist: Ken Garff
Director/DP: Craig Barker

Producer: Bill Wiles
Production Co.: Lyon Studios 

Until recently, one major barrier to entry for 
HD for some has been the lenses. Many have 
lamented: “If only you could use 35mm lenses, if 
only you could overcome HD’s shallow depth of 
field.” Well, according to a number of leading cin-
ematographers / filmmakers, now you can.

When approached to do a tabletop 
shoot for a Sony Vaio commercial on HD, 
Director / Cinematographer Jerry Simpson (SFI 
Productions), found that he had a number of 
concerns, “I wasn’t sure I could achieve a decent 
image using available cine lenses or if I would be 
able to shoot wide enough. Fortunately, I dis-
covered the P+S Technik PRO35 Digital Image 
Converter, which allows you to attach any Arri 
PL mounted 35mm motion picture lens to any 
2/3” format HD camera. Lensing was the same 
as shooting with my Arri 3, even though I was 
shooting with a Sony 24p camera. I was able to 
achieve the images I wanted.”

According to DP Ken Garff of In24p 
Creative who used the PRO35 on a series of 
spots for Greenlight Financial, there are other 
reasons for using the PRO35. “It enables me to 
overcome the last great hurdle of 24p by provid-
ing my clients with the familiar look and feel of 

Secret Weapon:  

B y  B r y a n  F i r e h a w k

T h e  P R O 3 5  
D i g i t a l  I m a g e  
C o n v e r t e r

HD’s New 

35mm film. We now enjoy the conveniences of 
HD with swing/shift and other exotic glass. We 
even used anamorphic lenses for a 2.35:1 film 
release without cropping the HD frame. Renting 
the PRO35 and 35mm lenses is even less expen-
sive than renting HD primes.”

Ron Fortunato, DP for Sidney Lumet on a 
nine-minute music video entitled “La Juive,” an 
Opera Production, agrees that the PRO35 helps 
push HD to the next level. “Using the PRO35, we 
were able to solve a number of production prob-
lems associated with HD, such as depth of field. In 
this way, I was able to replicate the depth of field 
of 35mm without having to go to a longer focal 
length.”

For information on the PRO35, visit ZGC at 
www.zgc.com
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For his dramatic short film, 
Back Up, Please, writer/director 
Douglas Horn considered every 
available camera system. He 
wanted to recapture the excel-
lent response to the visuals of his 
35mm short, Trailer: The Movie! but 
also knew that this story would 
have some unique considerations.

Back Up, Please examines the 
occupants of two cars that block 
each other on a narrow street, 
when neither driver will back up 
to let the other pass. Shooting in 
and around highly reflective cars 
at an indie film pace meant that 
there would ultimately be a lot of 
camera reflections to remove. To 
get the best mix of inexpensive 
digital manipulation, maneuverability 

and image quality, Horn chose the 
Sony CineAlta F900 24P camera.

Horn says, “The additional 
resolution of the F900 over 
the VariCam made a huge dif-
ference on the high contrast 
chrome reflections. There was 
no stepping.” Horn and DP Clay 
Westervelt tweaked scene files 
and used color filters to create 
the look they wanted. The finishing 
touch was a $2 stocking behind 
the lens to add organic diffusion 
to Sony’s crisp image.

For most shots, Horn and 
Westervelt treated the F900 like 
a 35mm film camera. However, 
when they needed to create shots 
from a driver’s POV — while the 
car was moving — they stripped 
off the matte-box and follow-
focus to take advantage of the 

ENG-sized rig.
Horn composited SFX shots 

and removed camera reflections 
in After Effects. “Knowing on set 
that we’d paint the frames prob-
ably cut the shoot time in half.” The 
ability to composite full-rez frames 
also allowed him to create a more 
compelling title sequence than he 
could have for a film project.

Once the final cut and effects 
were complete, color correction 
was performed, and the audio 
was laid back at Seattle’s Victory 
Studios. Back Up, Please premiered 
at The American Cinematheque’s 
Alternative Screen series in March, 
2003 at Hollywood’s Egyptian 
Theatre. “The audience response 
was incredible. Even on that enor-
mous screen, there was nothing to 
distract from the story.” 

B y  D a v i s  K r a f t

“Back Up, Please” 
maximizes 
HD’s cinematic 
strengths to 
capture the 
drama in tight 
spaces. (Actors: 
Ron Gilbert, 
Karl Bury)

Clay Westervelt. (c)2002 Horn of the Moon Productions, LLC  .Back Up, 
PleaseR i d i n g  i n  C a r s  w i t h  C a m e r a s
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The loyal fans of professional basketball and 
professional hockey thrive on the games’ blazing 
pace. The NHL’s and NBA’s non-stop action also 
provides television production crews with formi-
dable challenges in their coverage. The recent NHL’s 
Stanley Cup finals between the New Jersey Devils 
and the Anaheim Mighty Ducks and the NBA’s 
championship between the New Jersey Nets and 
the San Antonio Spurs created an immense produc-
tion challenge because these series are each sports’ 
apex, attracting the highest television viewership and 
ad revenue.

For both finals, ABC Sports had a new acquisi-
tion tool – Panasonic’s ultra-compact AK-HC900 
720p point-of-view (POV) cameras -- to provide 
viewers with unique perspectives: close-up and in 
high definition for both the HD and SD broadcasts. 
The AK-HC900s were also used extensively for the 
broadcasts of the NHL’s and NBA’s playoff series 
leading up to both league’s championships.

For the NHL Finals, the Panasonic POV HD 

cameras were used on Fletcher Cams in the 
announcers’ booth, at the red line, between the play-
ers’ benches and behind the goal nets just above 
the glass. For the NBA Finals, the Panasonic cameras 
were located courtside on the announcers’ table, 
behind the glass on the back boards, high above 
the court as a wide beauty shot (with views of the 
crowd) and in the hallways.

Fletcher Vice President Dan Grainge said, “It’s 
astounding how well the AK-HC900s match the 
720p field cameras, which is a big payoff in terms of 
why we initially invested in the equipment.

“As an indication of how important these 
Panasonic POV cameras are, the networks are will-
ing to run fiber for them, while insisting that all the 
other cameras operate on triax within a venue’s 
existing cabling systems,” Grainge said. The 3.9-pound 
AK-HC900 are able to provide stunning HD pictures 
because they employ three 2/3” 1 million-pixel (1280 
x 720) IT CCDs that dramatically improve dark and 
highlight image quality. HD

Finals 
T H E

B Y  B R I A N  C A L I
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Saving Worms is my USC 
thesis film about a latchkey kid 
who learns the value of life 
when God sends him a friend 
with a terminal illness.  I wanted 
to tell a personal poetic story 
that addressed the remarkable 
ability of humanity to make a 
fresh start after a tragedy.  

My visual plan was to cre-
ate two separate worlds with 
color and saturation.  When Eli 
(latchkey kid) is alone, the world 
is cold and blue.  When Eli 
meets Brent (the dying friend), 
the world lights up with satu-
rated greens and yellows.  Thus, 
with a limited budget, I had to 
decide which format to shoot 
with.  USC offers their thesis 
students a free DSR 500 pack-
age and on-line facilities, so this 

made my initial format deci-
sion an easy one. 

I needed a cinematogra-
pher, however, that wanted to 
do a student thesis not shot 
on film.  Fortunately, I found 
Dan Haas, who responded 
with “I think your story is 
great.  I don’t care what we 
shoot with, I’m in.”

Just weeks before princi-
ple photography, Todd Bennett 
at Clairmont Camera offered 
Dan a Sony F-900 (HDCam) 
package free of charge for the 
entirety of our shoot, service 
included.  Dan approached me 
about the opportunity, but I 
had concerns.  My concerns 
with shooting on HD were 
the added costs.  

Then an answer to my 

problems came:  Victory Studios.  
Conrad Denke at Victory 
Studios offered our production 
an incredibly low student rate 
for tape stock, down conver-
sions, on-lines, audio layback, 
and digital stills.  I consulted 
with my producer and wife, Jill, 
about the visual quality of High 
Definition and Conrad’s offer.  
She agreed it would be benefi-
cial to the film to use HD.  

When the last frame of 
Saving Worms was color cor-
rected at Victory Studios, I had 
a sense of great joy and accom-
plishment, as the film looks bet-
ter than I imagined.  Finally, my 
wife and I cannot wait to see 
Saving Worms projected on the 
big screen.

Lakieth Evans as “Eli” 
says good-bye to Justin 
Spackman “Brent.” 

WormsSaving
b y  C h r i s  P r o u t y
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This Girl’s LifeA N  H D  F E A T U R E

This Girl’s Life, is a 24P feature shot in a voy-
euristic cinema verite style using two Panasonic 
Varicams, one handheld for the majority of the 
shoot and the second camera on steadicam. The 
webcam shots were done on miniDV and trans-
ferred to HD by shooting off the NTSC Monitor 
for a pixelated “video” look.

As the film’s HD Technician (and second unit 
camera operator), I chose Canon HD lenses for 
their outstanding optics and low breatheability, 
using a Canon wide angle Cinestyle 11x 4.7 zoom 
(4.7 to 52), a Canon ENG 15 x 8 zoom (8 to 120), 
and a set of Canon HD Primes for the steadicam.

The biggest technical challenge encountered 
on the shoot was the fact that although the 
majority of shooting was accomplished on the 
original AJHDC27V, by the time the reshoots and 
pickups were scheduled, practically all of the avail-
able Varicams had been upgraded to become the 
new and improved 27F (a software and hardware 
upgrade allowing 2 ½ stops extra latitude at the 
top end to accommodate brighter highlights, with 
10 ½ stops overall, and a new “Cinegamma” set-
ting designed for projects destined for filmout). 
The color space, resolution, dynamic range and 
large pixel size of the Varicam was impressive, and 
the extra latitude afforded by the upgrade made 
the 27F an awesome machine - however, I now 
had a problem to solve: shooting pickups with 
two 27F’s, and having to match that with the 27V 
footage.

The original setting I used for principal pho-
tography of This Girl’s Life was one that was creat-
ed for a short film I shot last year. It was designed 
for a director with a visual effects background, and 
it afforded maximum maneuverability in post, with 
matrix and color correction turned off and a .45 
gamma to bring out the detail in the blacks, similar 
to what the eye sees. Using a 27V prior to its 
upgrade, we set the 27V and a 27F side by side, 
and with the help of a waveform, shot a series of 
interior and exterior tests, manipulating the set-
tings on the “F” until the look approximated that 
of the “V.”

A highlight for us filmmakers was a completely 
ribald “Keystone Cops” guerilla shoot of the star of 
the film, James Woods, wearing only boxer shorts, 
as he stumbled around in an Alzheimer’s fog while 
we shot on Burbank Blvd. in rush hour traffic.

You had to be there.

Deanna Esmaeel, principal of HMR Productions  
Inc, and HD Technician, is based in Santa Monica and 
can be reached at 310-319-3439 or 661-803-1531.

B Y  D E A N N A  E S M A E E L

Juliette Marquis 
stars as the 

liberated young 
woman, “Moon,” 

in this HD feature.
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HD

Gulag
Dagen Merrill, director of the USC gradu-

ate film American Gulag, is open about the rea-
son he chose to shoot HD. “I could say it came 
from a purely creative choice, but it didn’t,” jokes 
Merrill. Merrill was contemplating the format 
question when he attended a USC class that 
clinched the decision.

“Hutch Parker [President of Fox Studios] 
was the speaker and someone asked about digi-
tal cinema,” remembers Merrill. Parker told the 
class he was excited by HD, remarking that he’d 
consider giving unknown filmmakers a chance 
on a digital feature. “My eyes lit up,” relates 
Merrill. “The decision was made.”

For HD know-how, Merrill and his director 
of photography, Michael Fimognari, turned to 
Panavision. “We shot on a Panavision modified 
Sony Cinealta,” explains Fimognari. “There was 
a learning curve. The format handles light differ-
ently and there are technical aspects you have 
to prepare for, but it was a great experience.” 
That positive experience was shared by Merrill. 
“HD is a director’s medium,” Merrill relates. 
“When you’re shooting 35mm you’re looking at 
an NTSC monitor and you have ask the DP, ‘Is this 

H I G H D E F  I N  T H E   

good?’ But on Gulag I had a 42 inch HD screen 
and knew exactly what image I was getting.”

Fimognari believes Gulag, which is a “who-
do-you-trust” spy thriller, is the perfect HD proj-
ect. “There were lots of people creeping in the 
dark,” says the DP. “We were shooting in huge, 
dimly lit warehouses. HD treated that exception-
ally well. We could reach deep into the shadows 
and pull the images out.”

The filmmakers, who needed a print for 
festival purposes, made the unique choice of 
doing a 50% bleach bypass on the print. “The 
bleach bypass looks great. People think of digital 
and chemical processes as being opposed to one 
another, but they can work together; especially 
since the technology keeps improving. When I 
compare the film-out tests we did a year ago, 
and the film-out of our final print, I realize that 
in just that single year the technology has leapt 
forward. It keeps getting better.”

“Would I shoot HD again?” concludes 
Merrill. “Absolutely.”

Chris Wyatt is an entertainment journalist with 
Cinescape Magazine, and producer of the upcom-
ing feature film Napoleon Dynamite.  
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There is an escalating 
revolution in the production of 
narrative and dramatic content 
that will air in HD format now 
or in the future. It began about 
30 years ago in Sweden, where 
cinematographer Rune Ericson 
invented the Super 16 film 
format. His goal was to provide 
an affordable way for indepen-
dent filmmakers to produce 
widescreen films with enhanced 
image quality. Ericson retrofit-
ted a camera for use with 16 
mm film without perforations 
on one side of the frame. 
That made the image area 46 
percent larger and created a 
widescreen aspect ratio. An esti-
mated 500 independent feature 
films and countless TV programs 
have subsequently been pro-
duced in Super 16 format. 

Ericson received a spe-
cial tribute last year from the 

Academy of Motion Pictures 
Arts and Sciences for his 
invention. Furthermore, recent 
advances in camera, film and 
allied telecine technology are 
making the Super 16 format an 
even more attractive option.

The Aaton A-Minima 
camera is compact enough to 
hold in the palm of your hand. 
It weighs four-and-a-half pounds 
with a 200-foot magazine and 
battery. That is giving filmmakers 
tremendous logistical and cre-
ative flexibility.

Kodak has made a quan-
tum leap forward in film 
technology. The first dividend 
was the introduction of Kodak 
Vision2 5218/7218 film earlier 
this year. It is rated for an expo-
sure index of 500 in tungsten 
light with the grain typical of a 
medium-speed film.

Cinematographer Steven 

B y  B o b  F i s h e r

Michael Gross as 
“Burt Gummer” in 

The Sci-Fi Channel’s 
“Tremors” 

photo by Kevin Foley 
courtesy of 

Universal Television

Shaw, ASC filmed 13 episodes 
of Tremors, an episodic series 
airing on The Sci-Fi Channel this 
summer in Super 16 format. 
Shaw used the new 7218 film 
while shooting a night exterior 
scene in the desert.

“There was no time for 
testing,” he says. “I shot with the 
lenses wide open, three stops 
under normal. I got calls from 
the producers asking what I 
was doing differently. The pic-
tures were sharper with the 
depth and rich density of 35 
mm film.”

Kodak scientist Roger 
Morton predicts that the best is 
yet to come. He says advances 
in emulsion and digital film scan-
ning and recording technologies 
will continue to lift the level 
of nuances in picture quality 
displayed on HD and cinema 
screens.

The Super 16R e v o l u t i o n
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Once the dual Sony F-900 High Definition 
cameras began to roll, the soul-filled rhythm 
and bass groove known as the “Holy Dance” 
filled the church sanctuary. One hundred back-
ground actors, already feeling the energy of the 
set, stood ready for action as Director Sheldon 
Collins and Director of Photography Alicia 
Robbins watched the framing on two HD moni-
tors to make sure that the opening shots were 
just right. As A Camera rose up on the crane 
to position one, and B Camera stationed itself 
just below on the dolly, Collins called “Action!” 

At once, the whole sanctuary came alive with 
dancing, yelling, singing, and clapping as A camera 
flew overhead, and B camera dollied among the 
uproar below. It was reminiscent of a true spiri-
tual revival. The approach for capturing the event 
was precisely designed months in advance by the 
AFI team members through extensive discussions 
over shot lists and execution strategies.

The AFI team, made up of Collins, Robbins, 
Editor Shannon Baker and Writer/Producer 
Lionell Hilliard, was the first at the prestigious 
institution to shoot with multiple High Definition 

Blessingi n  D i s g u i s e
b y  W i l l i a m  C o n n e r
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cameras. The new 24P format was alien to all of 
them, and wasn’t initially embraced by Robbins. 
“It is the goal of most new Cinematographers to 
shoot as much 35mm film as possible.” she said, 
adding that “having that experience is vital for 
your success as a DP.” However, after more study 
on the format, she realized that having a clear 
understanding of HD is just as vital to the suc-
cess of a new Cinematographer, and welcomed 
the opportunity to shoot 24P while still in film 
school. Tasked with raising their own funding to 
meet the production budget, the team managed 

to procure one incentive for a film shoot. “We 
received the coveted FotoKem Award,” says 
Hilliard. FotoKem provides to its award recipients 
any number of valuable services, including film 
processing and one-light dailies screening. “But 
we made a joint decision to forfeit [the award] 
in favor of going with this new technology.” The 
decision proved to be the right one. With the 
extremely large cast and the unusually long script, 
the immense shot list would have been compro-
mised in order to save film, thus, possibly com-
promising the story.

The team received extensive mentor-
ing from the AFI faculty on the most efficient 
ways to approach the creation of film. AFI 
Cinematography Professor, and multi-award win-
ning Director of Photography, Bill Dill, ASC, cau-
tioned against the sophomoric belief that shoot-
ing HD would be “faster and easier” for them. He 
pointed out that, what might be saved in money 
could be paid out in other areas. “You’ll have a 
greater need for set up time [than with video],” 
he warned, “and [because of the limited dynamic 
range] more lighting would be needed.” With a 
complex lighting scheme added to the checklist 
of managing a hoard of cast members, an ambi-
tious script and twin alien cameras, careful plan-
ning would be crucial.

The team welcomed the challenge.  Robbins 
tackled the larger sanctuary scenes by pre-rigging 
the majority of the lighting from the overhead 
rafters and invited the natural spill of sunlight 
through the windows. The pre-rig offered free 
range for the camera movement and assisted 
with making the setup times much faster. What 
became critical then, was the proper way to 
approach the fill level for the entirely African-
American cast. Unable to bounce the light and fill 
with actual light units wherever needed, Robbins 
utilized HD camera technology to compensate. 
“I was able to manipulate only my mid-tones and 
shadows, while not affecting the highlights. The 
result was a lift in the black skin tone without 

A Controversial Student Film Turns to a (still) Controversial Format
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over blowing the highlights which you would nor-
mally expect with other digital formats.”

In addition, the two-camera setup was defi-
nitely a challenge. Since the team was unable to 
afford an on-set HD technician as well as match-
ing lenses for the two cameras, the burden was 
placed on Robbins to try and match the cameras 
on set through the F-900’s white balance settings 
and multi-matrix. “It was quite difficult to match 
the color temperatures of the two cameras. Also, 
as the light changed as the day went by, I could 
see drastic color shifts with each of the cameras. 
Solving this problem myself on set without a 
professional HD technician was quite difficult,” 
Robbins says. Most of the matching issues were 
solved later in the color-timing process at Victory 
Studios, which made the transitions from camera 
to camera virtually flawless.

Many AFI faculty members were very 
excited about The Sunday Morning Stripper. 
However, they were skeptical about its comple-
tion, and thought that the sheer size of the piece 
was too much to handle for a thesis film. The 
team members understood this problem, so they 
organized their six-day shoot to facilitate only the 
most vital scenes. But when the time came, their 
original preparation paid off. “There were times 
when Alicia and I didn’t even talk…because we 
didn’t need to! I knew where I had to go with 
my actors and she knew where she needed to 
go with the camera. Then, we’d finally meet at the 
monitor, glance at each other and say ‘Let’s go!’” 
says Collins. This helped them speed through the 
scenes and get everything they needed for the 
entire script!

In the long run, the High Definition for-
mat proved to be the team’s “savior.” The team 
achieved what was thought to be impossible and 
did it with the finesse you’d expect to see on 
big-budget movie sets.

More information about the team and the film 
can be found at www.sundaymorningstripper.com
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DP Ron Fortunato shot a 9-minute music 
video in HD for Sidney Lumet with 35mm 
film lenses using the P+S Technik PRO35 
Digital Image Converter. Here’s what he  
and HD video technicians Abby Levine 
and Barry Minnerly have to say: 

RON FORTUNATO: “I thought the whole 
idea of the PRO35 was weird and I wasn’t 
sure what to expect. Sidney usually likes a 
lot of depth of field, but a shallower depth 
of field was the look we wanted for this 
modest production budget, so we tested  
the PRO35 and gave it a try.”

“We shot a tenor singing an aria from  
the 1835 French opera, La Juive, in an  
old synagogue in Manhattan. Most of it was 
interior. There was a potential problem  
with flare in the morning with the two  
east-facing windows. Using a traditional 
video lens would have been a problem.  
I used the PRO35 with a 40mm Zeiss T2.1 
lens and a Sony HDW-F900 camera and  
it looked great.”

“HD alone has too much depth of field  
but this look was filmic, like what I’m used 
to. I usually shoot at around T2.8. With the 
PRO35, you lose a stop, but it wasn’t an 
issue. My normal light package for any low 
budget feature is HMI and Kino Flos®. That 
same lighting was sufficient. All I did was 
light for maybe another half a stop for the 
equivalent of about 200 ASA film. The 
engineers were blown away over the  
look we got.”

ABBY LEVINE: “Preserving 35mm optical 
characteristics in HD is huge. It satisfies  
the creative requirements of an entire 
community of people who have worked in 
film for years. Some film guys feel shackled 
having to use video tools, and other optical 
adapters just don’t work.”

“I like that there’s no time-consuming 
back focusing needed for each lens because 
it’s part of the PRO35. Once a prime lens is 
on and the PRO35 has been back focused, 
you’re done. You use all the markings on 
the film lens. And, being able to set your 
lens to a stop you like and then to set 
exposure independently using the aperture 
control on the PRO35 is a really neat  
thing. The PRO35 is so much better than  
I imagined any such device could be.”

BARRY MINNERLY: “HD technology 
keeps moving ahead with more color space 
and higher resolution, but you still can’t get 
the depth of field that 35mm prime lenses 
get. There’s a huge difference in the look of 
HD with the PRO35. Video engineers who 
haven’t experienced this just don’t know 
what they’re missing.”

Abby Levine and Ron Fortunato, ASC

“Want a film look with HD?
Then you have to use 35mm film lenses.”
I shoot 16mm, 35mm and 24p. Shooting 24p with 35mm film lenses definitely pushes HD to the next level.

Ron Fortunato, ASC, a DP since 1982, was 
nominated for an Emmy Award in 2001 for  
100 Centre Street, the acclaimed hour-long 
dramatic cable series produced, written and 
directed by Sidney Lumet.

Digital Imaging Technician Abby Levine is  
a leading expert in HDTV production and post. 
Recent credits include Annie Lennox-Solo,  
Target spots, Our Town starring Paul Newman  
for Showtime. 

Digital Imaging Technician Barry Minnerly’s 
recent credits include Saturday Night Live parody 
spots using the PRO35 and Hope and Faith, a 
pilot for ABC.

The PRO35
Digital Image Converter works

with any 35mm Arri PL-mounted
prime or zoom lens.

Munich, Germany        www.35digital.com
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