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Now HD production goes anywhere you want to go. Panasonic’s new  
AC/DC-powered AJ-HD1200A deck streams native HD footage from a 
VariCam® camera directly to your Final Cut Pro HD-equipped Apple G4  
laptop via IEEE 1394. Pre-visualize scenes as you shoot them, check  
timing and determine on the spot whether a new take is required. Even 
process in-camera slow motion effects, with no loss of camera-original 
quality. To learn more about Panasonic HD production solutions, visit  
www.panasonic.com/hdworld or call 1-800-528-8601.
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variable frame-rate
HD Cinema camera

N E W S

HD Tips: My Modus Operandi  
by B. Sean Fairburn

F E A T U R E
Discovery HD Theater  
an interview with Clint Stinchcomb

Digifest 2004  
by Gene Grant

HDTV, the Consumer Front:  
Where HDTV is Today by Dale Cripps

HD Stock Footage On Demand  
by Paula Lumbard

HDTV Forum: Brits Great Idea for 
Cinema Industry by Chris Chinnock

“Los Angeles Now” in Highdef  
by Brian Cali

“The Amazing Floydini” 
by Kristi McCormick

Passing the Torch  
by William Conner

Cuba HD - After Fidel  
by Brian Sisselman

Highdef Hawaii  
by Kevin Bachar

6

8

14

16

18

22

24

26

28

30

34

35

38

Vol. 6, Issue 4
HighDef Magazine is published quarterly, free for professionals in all areas of video and film production, nationally 
by American Press Services, 2247 15th Avenue West, Seattle, WA 98119.  PUBLISHER: Conrad W. Denke  EDITOR:  
David W. Thompson  PRODUCTION: Gina Griffin Hanzsek  DISPLAY ADVERTISING: Call David Thompson at 
1-888-282-1776 or e-mail david@HighDef.com. Deadline for advertising  mechanicals is fifteen(15) days prior 
to publication date. Current and back issues and additional resources, including subscription request forms, are 
available on our website: www.HighDef.com. Send address changes to: HighDef Magazine, 2247 15th Ave. West, 
Seattle, WA  98119.  PRINTER: Banta Publications Group, www.bantapublications.com 

Front Cover:  The Discovery Channel bike, specially built for the network by the Teutuls of Orange County 
Choppers (OCC), stands in the lobby of Discovery headquarters.  Photo by Ralph Alswang, Discovery 
HD Theater.

Velocity HD Gains Altitude in Colorado  
by Jim L. Arthurs

8

38

35

30

24

18



N E W S
HISTORY CHANNEL 
“DETECTIVES” FIRST HD
A&F Productions just completed one 
of the first HD programs for the 
History Channel at Post Solutions HD 
facility in Los Angeles. The program 
is called Pearl Harbor’s Revenge and is 
part of a series Deep Sea Detectives. 
Producers Todd Friedrichsen and 
Elaina Archer detail the mysterious 
fate of a Japanese submarine sunk in 
Truk Lagoon Micronesia at the end of 
World War II. Well know underwater 
cameraman Tom Campbell shot the 
program on a Sony F900 in HDCam. 

INHD DEBUTS “HOLLYWOOD 
WALKS” IN HD
Hollywood Walks, a new series on 
INHD, with host Kristin Martin guides 
viewers along the unveiling of each 
golden star on Hollywood’s Walk of 
Fame. The focus on the new original 
series is part of INHD’s recent com-
mitment to add 100 new hours 
of native HD programming to the 
network each month. Other new 
programs include original series, con-
certs, live sports, specials, events and 
movies made for IMAX® Theaters. 
INHD is currently delivering content 
to over one million high definition TV 
households and is available to over 45 
million cable subscribers.

AQUARIUM PRODUCES HD 
FOR IMAX THEATER
The New England Aquarium has taken 
a major step into HD production 
with the recent purchase of a Fujinon 
HA13x4.5BERD Super Wide-Angle 
ENG-Style lens for underwater and 
topside nature shoots. This purchase 
makes New England Aquarium the 
first of its breed to make the leap 
from digital video to HD produc-
tion. The New England Aquarium, 
in addition to being one of the first 
aquariums to produce in-house HD 
programming, is the first aquarium 
to digitally screen HD footage in an 
IMAX theater. 

D-5 HD ALIVE AND WELL AT 
FOX 
Panasonic announced today that FOX 
Network’s Engineering & Operations 
has purchased eight AJ-HD3700B D-5 
HD mastering VTRs to be used for 
720p HDTV recording in its network 
operations. The primary application for 

the D-5 HD VTRs will be to record for 
archiving the upcoming season’s broad-
casts of NFL football games, including 
the 2005 Super Bowl, one of the net-
work’s key sport franchises, all of which 
are being produced by FOX for the 
first time in the 720p HD format.

QUANTEL SQ SERVER FOR HD 
AND SD
At IBC 2004 Quantel is making the 
first public showing of its Resolution 
Transparent™ sQ server system. 
Resolution Transparent sQ technology 
is already on air at ESPN operating 
in a mixed SD and HD operation. 
“Resolution Transparency allows SD 
and HD pictures to be mixed at 
will within the server,” says Quantel 
Broadcast Marketing Manager, Norman 
Rouse. “SD is up-rezzed on the fly for 
HD playout, and HD is down-rezzed 
on the fly for SD. The net result is that 
Resolution Transparency removes all 
the potential hassles of the multi-reso-
lution world.”

HD ADVANCED VIDEO 
ENCODING PLATFORM
Tandberg Television is launching what 
it calls the world’s first High Definition 
encoding platform for MPEG-4 part 
10 (H.264/AVC) and Windows Media 
9 Series Advanced Profile. The solu-
tion, which is built on the company’s 
Intelligent Compression Engine (ICE), 
enables satellite and terrestrial broad-
casters, cable operators and telcos to 
harness the power and flexibility of 
the new advanced codecs to achieve 
real-time delivery of outstanding High 
Definition images at substantially lower 
bit-rates than MPEG-2.

NEW PROJECTORS FOR HOME 
THEATERS
At CEDIA, Panasonic displayed the 
widescreen PT-DW7000U and high-
resolution PT-D7700 3-chip large 
venue DLP™ projectors. The native 
16:9 PT-DW7000U also offers a ver-
satile presentation style where XGA 
graphics and high-definition video can 
be combined on one screen. The PT-
DW7000U offers more than 5,000 
lumens of brightness and a 1366 x 768 
WXGA resolution. The PT-D7700U 
produces 7000 lumens of brightness 
and a 1400 x 1050 SXGA+ resolution. 
The PT-DW7000U and PT-D7700 will 
be available in November at suggested 

list prices of $27,000 and $35,000, 
respectively. Panasonic also introduced 
the PT-AE700U for lower budgets. The 
PT-AE700U is equipped with advanced 
digital picture-enhancing features to 
transform a living room, basement or 
bonus room into a mini theater for 
viewing everything from movies to 
sports to television programs in HD. It 
became available in late September at a 
suggested list price of $2,999

AJA INTROS XENA FOR LOW 
BIT-RATE HD
At the recent IBC, AJA Video Systems 
(www.aja.com) showed a new PCI card 
that enables encoding and transport 
of HD and SD at low bit rates. Xena 
DXT is designed to bring professional 
frame-accurate Windows Media 9 
Series encoding to the Windows plat-
form. The card is useful for encoding to 
file, decoding from file, or point-to-point 
transport over cost-effective IP links. 
The card will be available November 
1st and will cost $2,590. 

HELINET AND FOOTAGEBANK 
DEAL
Helinet Aviation Services, developer of 
the first fully digital HD gyro-stabilized 
aerial camera system, has selected 
FootageBank as their exclusive footage 
representative. 

With its Helinet/Cineflex® HiDEF, 
a gyro-stabilized aerial camera system, 
Helinet Aviation Services, the largest 
provider of aerial news, can employ 
long focal length HD lenses for amaz-
ing long-distance image capture. It can 
clearly depict an automobile license 
plate from thousands of feet away but 
it is also capable of capturing astound-
ing ultra wide angle vistas. 

MIRA LAUNCHES HD 
PRODUCTION TRUCK
Mira Mobile Television will launch its 
new HD production truck, the M-5 this 
November. The 53-footer is equipped 
with 10 Sony HDC 930/910 HD 
cameras, 11 HD Fujinon lenses ranging 
from 87x to a wide-angle 13x; a digital-
disk system with two four-channel EVS 
HD LSMs and two four-channel EVS 
HD MaXS machines networked to 
work in a tapeless environment. Video 
can be archived through an EVS X-File 
system for download to removable 
hard drives. HD6



I recently had the opportunity to interview Clint Stinchcomb, Senior Vice President and General 
Manager of Discovery HD Theater & VOD, here are some of the highlights from that interview:

CD:  Clint, give us a little of your history with Highdef and how you got where you’re at now.

Clint Stinchcomb:  At Discovery, we started displaying high definition content at cable 
trade shows about 6 years ago. That’s the first time I saw it.  I bought my first HD set about 
4 and a half years ago.  My first real “ah-hah” moment was in 2001. We had a holiday party 
at our house. We probably had 90 to 100 people there and it was the same night as the 

championship game between LSU and Tennessee. CBS was doing the game in highdef and I 
had the game on in 2 separate rooms. One had the highdef set down in the basement. The 
other one was a standard def set upstairs.  By the end of the night, everybody made their 
way down to the basement to watch the high definition television.  And even the most mar-
ginal of football fans was just absolutely blown away by the image. And so, I began to think 
that night, wow, there really is a lot more to this than I think I’ve even imagined. What it just 
showed me is that seeing is selling HD.

CD:  How was the decision made at Discovery to do highdef?

Photo: Ralph Alswang, Discovery HD Theater

Stinchcomb 
shows the clarity 
of a leopard
in HDTV.
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CS:  We are blessed at Discovery that our 
founder and chairman, John Hendricks, working 
with our CEO Judith McHale, has proved himself 
to be very much a visionary in the programming 
world.  He made a decision about 8 or 9 years 
ago to begin layering on additional budgetary 
expense to produce content in high definition so 
that when the point in time came where there 
was a sufficient universe to launch a channel, 
we’d be positioned to do that.

CD:  When was the decision made to come 
out with the Discovery HD channel?

CS:  Well, we launched the channel in June 
of 2002.  I’d been talking about it for a couple 
of years prior to that but obviously until then, 
for most people, televisions were prohibitively 
expensive. But more important than that, there 
wasn’t yet a commitment from cable operators 
and satellite providers to roll out HD and pro-
mote it. We looked at the fact that our content 
was well suited to the format. Then also in an 
effort to be responsive to chairman Powell’s 
desire to accelerate the HDTV transition, we 
decided in early 2002, of course after talking with 
several distribution partners, to launch the chan-
nel in June.

CD:  So was that the key, the distribution partners?

CS:  That’s a big part of it, absolutely.  Whenever 
you’re launching a new channel, I’ve been fortu-
nate enough to see about 12 of them launched 
here, it all starts with your distribution agreement.  
If you can’t get cable operators or satellite pro-
viders to carry your service, then you don’t have 
a business.  Everything else builds off of that. Then 
you can look at potential sponsorship opportuni-
ties with advertisers and other merchandising 
type initiatives.

CD:  Did it help to have Mark Cuban out there?

CS:  I think Mark has been a terrific evange-
list for high definition television. I for one have 

learned a lot from him.  Mark’s done wonders 
for promoting high definition television to the 
masses, raising consumer awareness and demysti-
fying what HDTV is all about.

CD:  What was the reaction from your audi-
ence when Discovery HD launched?

CS:  The great thing about the internet today 
is you get direct feedback, very quick feedback.  
What we started to hear from people was that 
they thought that the images were stunning. They 
thought that visually it was like no other enter-
tainment experience they had witnessed before.  
People then began to tell us that Discovery HD 
Theater had become their demo channel, the 
channel that they showed off to their friends 
when they came over, the channel to which 
they calibrated their set, the channel where they 
started their TV viewing.

CD:  Describe the process of building program-
ming and where you are today?

CS:  When we launched the network, Discovery 
HD Theater had about 100 hours of content 
that we had built up over a period of about 6 
to 7 years.  Anyone looking at HD will tell you, 
unlike starting a standard definition channel, there 
is no treasure trove of content in the high defini-
tion form that you can just go out and acquire 
and aggregate and put out a channel because 
there are some real significant barriers to entry 
around HD origination and production.  The 
cameras cost more, the airing costs more, the 
graphics cost more, the 5.1 surround sound mix 
adds more cost.  So it’s difficult for anyone that’s 
just starting out to absorb those. It’s difficult 
for many public companies that are subject to 
quarterly earning reports to cost justify HD.  So 
that’s why you didn’t see a manic rush to it right 
when we launched the channel.  However, what 
we’ve been able to do is spend a lot of time with 
the production community demystifying some 
of their concerns around high definition.  So this 

Stinchcomb gives an 
overview of the state
of HDTV to a group at 
The Cable Center in 
Denver.  Stinchcomb is a
frequent speaker on 
industry panels and other 
special events nationwide.
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Photo: Ralph Alswang, Discovery HD Theater
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year for example, we’re bringing on American 
Chopper, one of the most popular series on The 
Discovery Channel, in high definition.  Monster 
Garage will come to HD, and other series like 
“Big”. We’re doing about 20 shared series with 
our Discovery sister networks right now as well 
as most of the big specials that we do, all done 
in high definition. We’ve gone from 100 hours to 
close to 1,000 hours by the end of this year.

CD:  Some HD programs are on your other 
standard def channels too?

CS:  We have a mix of content that includes 
shared series with the other networks. When 
you think of Discovery HD Theater people typi-
cally think of the Serengeti Plain or a beautiful 
shot of the Taj Mahal and rightly so. Those are 
images that are representative of Discovery 
HD Theater. But since we launched the chan-
nel, the most popular question we’ve received 
from viewers is, “hey, when are we gonna see 
American Chopper in high definition?”  Four mil-
lion people watch that show every Monday night. 
It’s a great story about a family’s commitment to 
their craft.  On The Discovery Channel you’ll see 
it in standard definition and on Discovery HD 
Theater you’ll see it in high definition.  It’s a great 
way to get the word out about Discovery HD 
Theater. If you like it in SD, you’ll love it in HD.

CD:  How would you describe your HD audience?

CS:  Most people believe that HDTV set own-
ers today are limited to a very affluent group.  
And to a certain extent, that’s true. It definitely 
skews male; it definitely skews upper income. At 
the same time our programming has proved itself 
to be appealing to a very wide variety of people 
and I think that’s even true for Discovery HD 
Theater.  You also have a lot of early adopters 
who don’t necessarily meet the sort of typical, 
affluent demographic.

CD:  How do the numbers compare with 
the standard def audience for a program like 
American Chopper?

CS:  Well, we’re not metered yet.  There are 
about 9, 10 million HD households today and 
about 2 ½ million of those actually have an HD 
set top box from their cable or satellite provider. 
So the audience is not comparable to a network 
with 90 million subscribers, but it is growing.

CD:  Is it financially viable now?  Or is this really 
an investment for the future?

CS:  It’s definitely an investment for the future. 
It is our belief at Discovery that the entire world 
will transition to HD. All that’s really debatable is 
the timetable. The content that really lends itself 
to HD -- like ours, like the sports networks, the 
movie channels -- they’re going to HD quicker 

than say, C-SPAN, which will also get there later 
rather than sooner.  So for us it’s a situation 
where the time was right. We looked at all the 
factors in place around HD, all the factors for 
implementing and accelerating HD adoption like 
declining set top box prices, declining television 
prices, increased content, competition between 
cable operators and satellite providers. We just 
felt like this was the best time to jump in.

CD:  Describe the process that you’ve put in 
place for dealing with producers for HD.

CS: The first step was to clearly communicate 
to them what we needed.  When I first got here 
we had people sending us content in all kinds of 
different formats. We’d get some programs that 
people would say were high definition programs 
and we’d open them up, look at them and maybe 
25% of the program was in highdef and the rest 
was maybe 16mm film or digi beta or, you know, 
pick a format.  So the first step was to clearly 
communicate our specs. What we’re looking for 
is high definition content where 90% of the pro-
gram is in highdef. Now, there are obvious excep-
tions to that if you produced a high definition film 
on Mount Everest a few years ago and you didn’t 
have a hand held HD camera that you could take 
to the summit. That might be an area where we’d 
make an exception. But generally, if you are going 
to bring us high definition content, you need to 
bring us true high definition content. We went to 
places like Los Angeles, New York, London, and 
here in D.C. and held what we called producer 
tutorials. Our production group, our technical 
guys and gals made a half hour presentation that 
explained what we were looking for and then 
just opened it up for dialogue.

CD:  At those meetings you talked about cer-
tain formats that were not acceptable. One of 
them was 16mm.

CS:  We’d love to see a conversion technol-
ogy that could take 16mm to HD. I’m sure there 
are plenty of people working on solutions right 
now.  And, you know, we’ll rejoice when that day 
comes because we have some terrific content in 
our Discovery library that’s in 16mm but, at least, 
as of today, we haven’t seen anything that will 
take any content besides that which is originated 
in HD or, you know, 35mm or 70mm and take it 
to HD acceptably, at least in a way that we think 
our viewers would accept.

CD:  And that’s the same for this new HDV, 
right?  It’s not acceptable.

CS:  Yeah, I don’t think so today.  I always defer 
to our production group but I don’t think so.

CD:  But in terms of 720p or 1080i or 1080 
24p, all of those are alright?

CS:  We’ll take all that, absolutely.  We broadcast 
in 1080i but we try not to be dogmatic about it.

CD: How do you handle the budget differences 
between a standard def project and one done in 
highdef?

CS: The producer will come to us with a stan-
dard definition budget.  And then we’ll say, “What 
would the HD budget be for that?”  So then 
they’ll go back and they’ll craft an HD budget.  
Internally the way we do it is to pay the incre-
mental HD upgrade fee and then the analog 
network pays what they would pay if it were just 
a typical standard definition production.

CD:  When you buy outside programming, how 
do you generally handle rights?

CS:  We are in over 160 different countries 
and typically we try to secure as broad a set of 
rights as possible.  But certainly there are occa-
sions where in order to make it work within our 
own economics, we might request less extensive 
rights.  Then producers have the opportunity to 
go out and secure other rights, trying to make up 
the difference in the production cost.

CD:  Can you give us a range for how much 
you pay for programming?

CS:  As far as the HD upgrade budgets go, we 
typically come in at anywhere from 15 to 20% 
above the standard definition budget.  That’s the 
extent to which  I can give you numbers publicly. 
Every deal is different really. It depends for us 
whether it’s an acquisition or a commission or a 
co-production.

CD:  Could you describe some of the arenas 
you’re out selling the HD idea?

CS:  My belief is that retail is crucial.  So our 
strategy is to have our content displayed in as 
many areas as possible. So right now, you can 
view Discovery HD Theater content in over 
6,000 retail locations.  And in addition to that, 
we have an agreement with Circuit City where 
virtually any Circuit City store you walk into, 
you’ll see a Discovery HD Theater showcase 
section with a monitor and a tower. We also 
have over 100 Discovery Channel retail stores. 
And if you walk into one of those, you’ll see a 40 
inch Sony flat panel screen that is displaying our 
content.  In addition we promote Discovery HD 
Theater across our 13 different networks so if 
you’re watching the Discovery Channel or TLC 
or Animal Planet or Travel Channel or Discovery 
Health Channel, at some point you’re gonna see a 
30 second commercial that promotes Discovery 
HD Theater. Then in shared series like Trading 
Spaces or American Chopper you’ll see a lower 
third banner show up for 5 seconds that episodes 
in HD are available on Discovery HD Theater.

CD:  Are there any special 
challenges that you’ve had 
with HD that have caused you 
trouble along the way?

CS:  Well, I think the biggest 
challenge that thankfully we’ve 
met, was in the beginning.  
We had a bit of a challenge 
in stimulating the production 
community to embrace HD.  A 
lot of people and companies 
who made investments in other 
sorts of cameras were reluc-
tant to go out and purchase or 
rent HD cameras. They were a 
bit concerned about what the 
future of high definition looked 
like and if they could justify 
going out and making an invest-
ment in high definition equip-
ment. The other challenges have 
been challenges that have been 
fun associated with launching 
and developing a new network. 

CD: You have a series coming 
up next year called Atlas.

CS:  Yes. Atlas HD. This is 
something that we’ve been 
thinking about for several years.  
What we’re planning to do is 
to go to 30 different countries 
or geographic regions and 
create what we hope will be the world’s most 
valuable visual record of civilization and geogra-
phy.  We have specials planned for China, India, 
Australia, France and more.    In all there will be 
thirty 2 hour specials where we’ll go to a country 
and look at everything from the land formation 
to the wildlife, the ecosystems, the path to civili-
zation, the modern life that is schools, sports, pol-
itics, festivals as well as the resort life where you 
might want to stay if you went there on vacation.  
All in 2 hours, shot in 1080i high definition.

CD:  If a producer has HD capability and is 
interested in doing something for Discovery, 
what’s the process that they go through to be 
considered?

CS:  If they’ve worked with us at all in the past, 
they’ll be well versed on how the process works. 
Typically what happens is everything is produced 
or everything is submitted on our producers’ 
database. You get a password to the submissions 
area and submit your project electronically. Then 
we’ll take a look at it and go from there.

CD: Thanks Clint for all you have done for HD 
and Discovery.   HD

Stinchcomb gives an 
idea of the size of the 

Tyrannosaurus Rex 
skeleton displayed in the 
company’s Silver Spring, 

MD lobby.

“It is our belief at 
Discovery that the 
entire world will 
transition to HD. 
All that’s really 
debatable is the 
timetable.”
 – Clint Stinchcomb
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MY MODUS OPERANDI:
Getting your work done as 
beautifully, quickly, and efficiently 
as possible is always the desire 
on the set for film and HD.

The Director of 
Photography makes the call on 
how things will get done and his 
influence is critical to the quality 
of the outcome. Most DP’s are 
far more capable at shooting 
HD than they realize because:

#1 They know how to light, 
and the best way to make HD 
or any medium look good is to 
light it properly. 

#2 They know how to use 
filtration properly for effect or 
correction.

With a little training and 
experience in HD, the same 
DP’s can take advantage of two 
more points.

#3 They know how to 

adjust the camera to make up 
for things that you can¹t do with 
#1 or #2.

And lastly
#4 They know what can be 

fixed in post. They also realize 
that doing the work in camera 
at 10 bit will give you more 
control than off tape at 8 bit.

If you’re not getting the 
expected mileage that HD has 
promised to deliver, take a long 
look at the mode of operation 
and where you have chosen 
to control the quality of your 
images.

The statement “I don¹t have 
time to do that on the set” is a 
fallacy. It should take no more 
time to properly adjust the 
camera, if necessary, than gelling 
a light, changing a lens, or setting 
a flag. Most of the work is done 
during prep before you start.

Major Parkhurst, Harrier 
Pilot, 11th MEU, HD image 
from “Armor-Clad Warriors.”

The corollary statement 
“If I set it now, I can’t change it 
later” is another fallacy. Reality 
is “if you don¹t fix it now, you 
may not be able to fix it later.” 
Whatever you do, whether it 
be nothing, or setting the look 
the way you want it to appear 
in the final cut, the choice has 
consequences. I believe it’s best 
to lay down images that you 
wouldn¹t mind if they hit air 
untouched, and so I recom-
mend you take every opportu-
nity to make the images look as 
good as possible on the set.

If you don¹t know how, 
hire someone that can prove 
that they do or learn how for 
yourself. It¹s your job as the DP 
to fully understand how your 
images are being captured and 
conveyed.

I’ll see ‘ya on the set.  HD
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The British have come with a brilliant idea, 
as they like to say. The deal, fashioned by the 
government-funded UK Film Council, provides 
almost $24M in lottery funding to buy digital 
cinema projection equipment and provide it free 
of charge to 150 theaters in the UK. The catch? 
The theaters need to agree to make a serious 
and long-term commitment to screening special-
ized films.

To me, this seems like a win-win scenario. 
Equipping 150 theaters with digital projection 
equipment helps speed the adoption and transi-
tion of this technology and opens the gate for 
lots of digital entertainment. Smaller-budget, for-
eign and classic films get to be seen by a wider 
audience. Movie goers get the benefit of more 
variety in movies. And the people with money 
to gamble, pay for the whole thing. How great is 
that?

“What we want to do is give audiences 
more choice,” said a UK Film Council spokes-
woman. “The evidence is clear that audiences 
want a greater range of films at their local cin-
ema. They don’t always want to go and see the 
Hollywood blockbuster,” she added. “We want 
more people to see foreign-language films, British 
films not aimed at the mainstream, films that 
directly address cultural and political issues and 
restored archive films.”

The Film Council cited such films as British 
docudrama Touching the Void, New Zealand’s 
Whale Rider, and German comedy Good Bye 
Lenin! as the breed of film it hoped to bring to 
wider audiences. 

Because of the high cost and limited pro-
duction of traditional 35 mm prints, theaters are 
often unwilling – or simply unable – to screen 

small-budget and lesser-known films, which may 
not pull in big enough crowds to make a profit. 
Digital distribution changes all that as films can be 
delivered on hard disks or by satellite.

But will independent film producers and 
cinematographers really benefit? “Absolutely,” 
assured Randall Dark, a well known US cinema-
tographer and HD pioneer. “Independent film 
producers are rapidly making the switch from 
film to digital camera technology,” said Dark.  
“This will save them a great deal of expense in 
the duplication and distribution of film copies, so 
it helps change the economics of small-budget 
film making. And even if they shoot with film, the 
cost of a cine transfer to a digital master and digi-
tal distribution is still a big cost savings. You got to 
love this idea.”

Currently, only nine screens in the UK out of 
a nationwide total of 3200 offer high-level digital 
projection. Theaters across Britain – from small 
rural cinemas to megaplexes – have until the 
end of October to apply to become part of the 
Digital Screen Network. The UK Film Council said 
it planned to install the equipment early in 2005. 

Can the US film industry take a page from 
this playbook?  I hope so.  HD

Chulpan Khamatova 
as Lara and Daniel 
Bruhl as Alex, star in 
Sony Pictures, Good 
Bye, Lenin.
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Chris Chinnock is 

President of Insight 

Media, a market 

research company 

specializing in 

the projection 

display industry. 

chris@insightmedia.info
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“ I took my best work, 
the select of the selects, 

Fujifilm HD videotape.”
and entrusted it to

Director and cinematographer Al Giddings has shot thousands of hours of footage during his Emmy winning 
career and now he has taken the best of his work, 10,000 shots in analog, digital and film creating a  
remarkable new HD library.  Al Giddings Images offers one of the widest varieties of ultra-high quality HD 
imagery available.  He could have used any brand of videocassette, but he chose Fujifilm.  “The color and 
resolution of the upconverted HD images is stunning, better than I ever thought possible.  And it’s all stored 
on Fujifilm videotape.”

Now in its fifth year, DigiFest SouthWest in 
Albuquerque, New Mexico has established an 
important niche nationally (and internationally) 
as an independent filmmaking festival. The festival 
offers opportunities to create short films in a 
week-long intense production effort, culminating 
in a theatrical showing with prizes.

DigiFest SouthWest arrived early on the 
burgeoning wave of digital video (DV) technol-
ogy, embracing the “democratizing” nature of the 
application. The June 2004 Festival took a techno-
logical quantum leap forward by being the very 
first interactive filmmaking festival on the planet 
to utilize high definition (HD) cameras and edit-
ing systems. 

The cameras were provided by Sony 
CineAlta. Lenses were provided by Fujinon. The 
digital postproduction interface was supplied by 
Pinnacle, with Apple kicking in a full set of G-5’s 
for seven editing suites. For aspiring filmmakers, 

directors of photography and editors, having 
access to the tools of HD at no cost was a tre-
mendous opportunity to create imagery and sto-
ries in the same format used in many of today’s 
professional television programs and feature films. 

“We had more interest from shooters 
and editors this year than all previous festivals 
combined because we were using the CineAlta 
Highdef cameras,” said Festival Executive Director 
Jim “Grubb” Graebner. “There can be no ques-
tion that having experience in a high definition 
format has gone past desirable to a ‘must have’ 
part of a resume now.” 

540 screenwriters from all over the world 
sent in 12 page scripts. Six were chosen along 
with a home-grown winning script from the 
University of New Mexico. The winners were 
flown to Albuquerque, where they were pro-
vided everything they needed to complete their 
film: an experienced crew, casting, all the equip-

B y  G e n e  G r a n t
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2004Digifest

HDNet documentary 
crew interviews  
Nessa Hawkins of 
Chandler, AZ during 
the Festival start 
ceremony. Hawkins is 
the Writer/Director of 
“Drive By,” one of the 
6 movies shot in HD.
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ment needed, locations, logistics, and a veteran 
industry mentor to work with the screenwriter. 
There were no out of pocket expenses for the 
screenwriters. The Screen Actors Guild was one 
of the sponsors providing professional SAG tal-
ent to keep the level of performances up to the 
quality necessary for a truly professional experi-
ence. The winning screenwriters could choose to 
direct their own work, which most did, or have a 
director take on the chores.

The winners had an insanely fast schedule of 
three and a half days to shoot, another three and 
a half days to edit, and on the seventh night all 
seven movies screened. 

Scarlet Momentum, written and directed by 
C. Hawthorne O'Flaherty of Los Angeles, CA, 
won Best movie, Best Cinematography, Best Art 
Direction, Best Music and Ileanna O'Flaherty 
won as Best Actress. Something Red, written and 
directed by Scotty Milder of Albuquerque, NM 
won the Audience Award.

Many industry professionals who were in 

attendance said they were amazed at the talent 
and energy of the technical crews and acting tal-
ent in New Mexico who were able to pull this off.

Another sponsor of Digifest, high definition 
broadcaster HDNet will broadcast the Festival 
shorts nationally.

For the foreseeable future, there will be a 
finite number of industry professionals familiar 
with HD technology. Digifest is playing an impor-
tant part in spreading exposure to HD produc-
tion for telling stories. For Jim Graebner, there 
is no going back. “At the core, our Festival is a 
teaching platform and because of that we’ll be 
a Highdef festival from this point on.” Graebner 
said. “The simple fact is you don’t have to have 
a lot of training to manage the nuances of a DV 
camera, but because of the challenges of Highdef 
equipment there will be an industry call for aspir-
ing DP’s and editors who have learned to use 
Highdef under pressure.”   HD

For more information, see www.digifestsouthwest.
com.20

C. Hawthorne 
O’Flaherty, Writer/
Director of the winning 
movie “Scarlet
Momentum” hand 
holding the HD Cam 
for a low angle shot in 
the mortuary scene.
Melanie Kirk is pulling 
focus. Kirk was the co-
winner of the Best
Cinematographer 
award for her work on 
this winning movie.
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After winning three Emmys and an eight-year run 
in PBS syndication, Brent Sterling Nemetz, the 
director of The Souls of New York series, a digitally 
produced show about people with the most 
unusual occupations, embarked on an HD inde-
pendent feature film entitled, The Amazing Floydini.  
Co-starring Tony-nominated actor Gabriel Barre 
and comedian Gilbert Gottfried, Nemetz shot 
exclusively on a SONY F-900 in 24P on a stag-
gering 40 location shoot in only 22 days in 
New York City.  “The flexibility and ease of HD 
enabled us to quickly set up and create beautiful 
imagery in half the time,” said Nemetz, “and the 
camera held up amazingly in a blizzard and two 
large-scale exterior rain sequences in the middle 
of winter.”

The Amazing Floydini is the story of a strug-
gling birthday party magician that becomes a 
pickpocket and how magic plays a literal and 
emotional role in his life. Colin Bressler, the cin-
ematographer, specifically chose HD for Floydini.  
“For a DP, HD allows a closer relationship to 
painting. Lighting off a monitor enabled me to 
focus less on mathematics and more on my 
canvas to paint with light.  There’s also so much 

more latitude with an HD color-correct.  I was 
able to manipulate specific elements within a 
frame, not just the overall frame.”  The film also 
stars Barbara Christabella as Floyd’s magic assistant 
who steals his heart.  Barbara was recently named 
“Hollywood’s Next Big Thing” by Stuff Magazine 
and recently premiered on The Sopranos.

Rich interior shots contrasted with desatu-
rated exteriors contributed to the dreary, hope-
less mise-en-scene of the film.  Sterling Films, 
Limited produced the film throughout all five 
boroughs of New York City – a hospital in Staten 
Island, the streets of Manhattan, two apartments 
in Brooklyn, a warehouse in the Bronx and the 
beach in Queens, shooting about five script pages 
a day. “We had the luxury of extra takes and 
taking more risks due to the low expense of the 
HD stock which came back to us tenfold in the 
editing process,” said Nemetz, “and the festival 
audiences have really appreciated Gabriel’s physi-
cal comedy and Gilbert’s ad-libbing.”  The Amazing 
Floydini is in negotiations for distribution.  HD

Kristi McCormick is a freelance writer and bookings 
editor of LUCKY Magazine, a publication by Conde 
Nast.
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AmazingFloydin i

Gilbert Gottfried as the 
Strange Man coaches  
Gabriel Barre as Floydini in 
the Brent Sterling Nemetz 
film,  “The Amazing Floydini.”

For more information on 
“The Amazing Floydini,” log 
on to: www.sterlingfilms.com
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Establishing shot of a house 
that Gil Hubbs scouted 
and shot on spec for the 
WB John Goodman pilot 
“Center of the Universe.” 
Now being considered 
for use in the show as the 
main characters home. 

24 25

Twenty years of experience has taught me the 
most challenging aspect of the stock footage busi-
ness is anticipating what footage a client will need.

At FootageBank we track our content needs 
by researching licensing patterns, looking for 
emerging cultural changes and styles, as well as 
watching programming trends and developments 
in technology. All this data is accompanied by an 
enthusiasm to take risks, to be creative, and to 
capture diverse content ahead of the need, so 
that when a postproduction deadline is looming 
and the crews have all gone home, we have the 
footage to fill the inevitable demand for missing 
shots.

In trying to build the best library possible, I 
have teamed up with DP’s and producers such 
as Kristen Cox and Gil Hubbs to create content 
both on request, and on spec in anticipation of 
our clients needs.

Kristen Cox is the founder of 16X9 
Productions and has been an invaluable asset to 
our business model when it comes to shooting 
on spec, especially for highly produced content 
with scripted material. One of the first assign-
ments Kristen did with us, and by far the most 
fun to date, was to write, produce and act 
in network-style newscasts. Cox started her 
career in news broadcasting so the segments 
are as professional as the nightly news and have 
been licensed repeatedly to shows such as The 
OC, the feature films Manchurian Candidate 
and White Noise, and a national spot for SBC 
Communications.

When the head of footage licensing for 
Twentieth Century Fox Television mentioned the 
need for a fully released game show for their 
upcoming season, we hired Cox to produce. 
The finished shows licensed within two weeks 

B y  P a u l a  L u m b a r d

HD

for a national commercial and the A&E Television 
movie River Man. Cox has also grabbed shots for 
us for the show Miss Match and the TV Movie 
Hollywood Wives.  Most recently, Cox did a spec 
shoot with one day’s notice of her Jack Russell 
terrier at a laptop computer and watching televi-
sion, both for Cablevision Ad sales. 

The alternative approach to shooting on 
spec is to build a library of diverse but stan-
dard stock shots. Award winning Director of 
Photography and ACS member Gil Hubbs 
approached me with an interest to build an HD 
stock collection. After working for over 20 years 
as DP on such shows as Murphy Brown, The Bette 
Midler Show, and now CSI, Hubbs is experienced 
at knowing how episodic television relies on 
stock for establishing shots, playback images and 
fully released locations. 

Between other jobs, Hubbs worked with a 
shot list built around the basic needs we tracked 
such as day and night matching shots of resi-
dences, and places of business. In only 6 months, 

Hubbs has contributed over 1300 clips to our 
library, some of which have been licensed to 
shows including The Dead Zone, Life of Luxury, 
Bernie Mac, and several pilots. This past summer 
Hubbs shot in Las Vegas, San Diego, LA, and 
Denver with an eye on filling the needs of shows 
such as Dr. Vegas, Method and Red and Everwood.

There were those who said HD was a pass-
ing phase. And there are some who wonder if 
it’s worth the effort to create a fake game show 
or go back to the same neighborhood at dusk to 
shoot a night match on the house you shot ear-
lier in the day.  Not me, not Cox, and not Hubbs. 
I have found that the people who have leapt into 
HD are kindred spirits in their willingness to take 
a risk and to think in the long term. The reward 
for them will be an asset that will continue to 
generate income for years to come.  HD

Paula Lumbard is founder and owner of 
FootageBank, specializing in HD motion images 
located in Venice, California.  

Kristen Cox, President 
of 16x9 Productions, gets 

close up with nature.

Photo: Paul Keen
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Band Pro has pioneered HD digital cinematography since its inception. And
while we know a superior camera like the Sony CineAlta is vital, Band Pro is
about more than just the camera. To us, it’s about a full shooting system from
an Astro on-camera color monitor to a ZEISS DigiPrime® lens. It’s about
offering cinematographers tools they respect and require—all available from
one source, ready to work together flawlessly the first time you use them.

See it First at Band Pro
Heard about the new electronic filtering system, EL Soft
FX® or the first zoom lens for HD made by Carl Zeiss? If
not, you’ll hear about it first from Band Pro. Whether
it’s championing the cause for superior optics with the
introduction of ZEISS DigiZoom™ & DigiPrime® lenses,
enhancing control with Chrosziel Matteboxes, follow-focus

and color viewfinders, or fulfilling the need for a high speed HD camera with
the proprietary Cine SpeedCam, Band Pro has always pushed the technology to
stay one step ahead of your needs. 

We Don’t Compete with You
Unlike some other CineAlta representatives, you won’t find a rental department

at Band Pro. So you won’t lose a rental job to us.

Wait Till You See What’s Next
At Band Pro, there’s always something new for High
Definition. And you can see it in our showrooms in
Burbank, Munich or Tel Aviv. Or hear about the latest,
online at www.bandpro.com. Visit us soon to discover
how to get the power of Band Pro behind you.

8 1 8 - 8 4 1 - 9 6 5 5
B u r b a n k • M u n i c h • Te l  A v i v

Your HD
Cinematography

Center.

w w w . b a n d p r o . c o m

When it comes to hi def, nobody does it like Band Pro26

Highdef
A rare and thoughtful evocation 
of a city, LOS ANGELES NOW, 
from documentary filmmaker 
Phillip Rodriguez, looks beyond 
Baywatch and Blade Runner 
to create a fresh and candid 
portrait of America’s second 
largest city. A fascinating look at 
a metropolis where more than 
half of the population is Latino 
and 40 percent are foreign 
born, LOS ANGELES NOW will 
air on Tuesday, November 23rd 
at 10 P.M. on the Independent 
Television Service’s acclaimed 
PBS series, Independent Lens.

The film uses creative visu-
als and computer-generated 
imagery to evoke the city’s vast 
array of moods and rhythms, 
exploring challenging questions 
and provocative points of view 
from such Los Angeles figures 

as actress Salma Hayek, business-
man/ philanthropist Eli Broad 
and Cardinal Roger Mahony.  

Los Angeles-native 
Rodriguez’s previous works 
include the critically lauded 
Mixed Feelings: San Diego/Tijuana 
and Manuel Ocampo: God is My 
Copilot. To attain the creative 
visuals he and his Director of 
Photography Claudio Rocha 
envisioned for LOS ANGELES 
NOW, the pair selected 
Panasonic’s AJ-HDC27 VariCam 
HD Cinema camera because 
it replicates many of the key 
features of film-based image 
acquisition, including 24-frame 
progressive scan images, time 
lapse recording, and a wide 
range of variable frame rates 
for off-speed in-camera effects. 
They agree that VariCam’s effects 

L o s  A n ge l e s  N ow  i n

abilities were critical to the 
story-telling dimension of the 
documentary, and that shooting 
HD was intrinsic to the narra-
tive, with the 16:9 aspect ratio 
turning LA into a horizontal 
city and capturing its sprawl. 

Assistant cameraman 
Humberto Ramirez noted, 
“VariCam’s HD images were 
much like that of film, and 
allowed the image to actually 
be seen as it was shot.  You 
lose lines, quality, and color 
with standard def, but the 
VariCam allowed us to capture 
an image that could be seen by 
the viewer virtually as it was.”  
HD

Additional information about LOS 
ANGELES NOW is available at 
www.itvs.org/pressroom

B y  B r i a n  C a l i



Dale Cripps is the 
publisher of HDTV 
Magazine, the first 
publication in the 
world dedicated to 
the consumer of High-
Definition programming 
and hardware, and the 
founder and president 
of the High-Definition 
Television Association 
of America. He has 
been involved with 
the development of 
HDTV for 20 years and 
is a member of the 
Academy of Digital 
Television Pioneers. 
He is the winner of 
that organization’s 
prestigious Press 
Leadership Award –- 
the highest honor the 
industry bestows – for 
the year 2002.
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HERE’S A QUICK UPDATE ON WHERE 
HDTV IS TODAY.
The consumers are driving HDTV set sales and 
all indices say they will as long as new and suit-
able programming in HD is made available. Just 
today, on their 25th anniversary as a television 
service, ESPN announced that they are launch-
ing ESPN HD 2 to provide a second channel of 

live and recorded HD program-
ming, including their scripted 
sports-oriented drama programs. 
Between ESPN-HD 1 and 2 we 
can expect to see 6000 hours of 
HD programming airing over the 
next 12 months. 

From my perch, the ESPN 
announcement comes at just 
the right time. While numerous 

channels offer HDTV programming today, most 
of those programs show up far too often. If you 
have seen it on HDNet, you will likely see it later 
on INHD 1 or 2, Discovery HD Theater, or PBS 
DTV. They are repeated endlessly. While still new 
to newcomers it finally seems more like watching 
a demo channel than a serious entertainment 
and informational channel. ESPN makes a clear 
exception. While repeats may come within hours 
of a live HD produced event, there won’t be 
50 days in the year when that game is repeated. 
Endless repeats of movies, documentaries, and 
low budget music productions fall short of being 
THE compelling programming that we have 
dreamed about. How many times can we see 
Clockwork Orange before we too begin to rebel?

Of course original programming can still 
be found on the six national broadcast net-
works—ABC, CBS, NBC, Fox, UPN, and TheWB. 
All scripted programming for the 2004/2005 
season, with rare exception, will be created in or 
transferred from film to HD and distributed by 
these six networks in HDTV. Fox, the last com-
mercial network hold out, has now entered the 
HDTV (720p) arena with a full 2004/2005 line-

up of their scripted programs. UPN is a little fella 
on the block with Star Trek and some movies in 
HD, and TNT, a cable station acting a lot like a 
network, keeps us stretched out more than high. 
TNT does have more HD programs on the way 
but in the interim they have upconverted SDTV 
and stretched the 4:3 aspect ratio to fill the 16:9 
screen. 

Viewers being drawn back to the networks 
because of HD content may be surprised by the 
quality of these once forgotten shows. Surround 
sound has become a big new art form and that 
innovation coupled with the large screen makes 
viewing a very different experience. 

At least one reality show will opt for HD 
this year, though not for a conventional reason. 
Reality is like fresh fish left in the sun and has 
little life following its initial showing. A legacy for-
mat is of scant importance to reality producers 
and the shooting ratio is so high as to make even 
the small added costs from HDTV production 
a huge impact upon a tight budget. Mark Cuban 
is causing an exception. The founder of HDNet 
has a new reality program with ABC designed 
to rival fellow billionaire, Donald Trump (NBC’s 
Apprentice). Due to Cuban’s influence and, per-
haps, the genuine enthusiasm for HDTV by ABC 
executives, it will be produced in HDTV. What is 
the legacy value of that program?  HDNet will 
run it in months to come. 

We’ll talk more about whether HDTV has 
truly arrived next issue.  HD

HD— Dale 
hdtvmagazine@ilovehdtv.
com
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You can either watch TV, or you can actually feel it.

An experience you’ll get with VOOM, the ultimate 

HD satellite service. VOOM was specifically

created to deliver HD, with three times the HD

channels of any other service, plus incredible 

picture and amazing sound quality. Want to experience it

yourself? Just call 1-800-930-5326 or go to voom.com

Over 35 HD 
channels including:

HBO® HD

SHOWTIME® HD

Cinemax® HD

STARZ!® HD

Rush® HD
Monsters® HD

Rave® HD

Discovery® HD

ESPN® HD

To receive high-definition television programming, customers must provide their own high-definition compatible televisions. Image resolution and sound quality depend on equipment. “3x more HD” based on 8/30/04 Web survey
of major cable and satellite service providers. Subject to terms and conditions of the VOOM customer agreement, available at www.voom.com. The VOOM HDTV Delivered names and logo are service marks of Rainbow DBS Company
LLC. Other trademarks and service marks shown are the property of their respective owners. © 2004 Rainbow DBS Company LLC. All rights reserved. 
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Known for nearly 30 years in 
the legal community for having 
originated and developed the 
“Settlement Documentary” for 
lawyers, producer-director, Terry 
Tainter was ready for something 
new.

“I have idolized my uncle 
and dreamed my whole life of 
making a movie with him, so 
when this opportunity came 
along I jumped in with both 
feet,” says Tainter. His uncle is 
veteran moviemaker Robert 
Hinkle. “Texas Bob” Hinkle 
has been in the business since 

working on the classic film Giant 
as dialect coach to legends 
James Dean, Rock Hudson and 
Elizabeth Taylor. Having worked 
on Westerns going back to 
Gunsmoke and working beside 
such greats as John Wayne, Paul 
Newman and Chill Wills, his list 
of friends reads like a Who’s 
Who of Westerns.

“I had no doubt that Terry 
could do this. We just needed 
the right opportunity,” says 
Hinkle. “When Rudy Robbins 
asked me, I said I knew the per-
fect guy”. Executive-Producer 

Rudy Robbins is a veteran actor, 
stuntman, and country enter-
tainer, having worked with John 
Wayne in such films as The 
Alamo and The Green Berets.

Rudy got the project orga-
nized and financed and together 
with Bob Hinkle brought in 
Terry to produce the pilot for 
the western TV series Intriguing 
Mysteries of the Old West. The 
series is based on the book 
Unsolved Mysteries of the Old 
West by W.C. Jameson. 

As it turned out it was a 
great chance for Bob to share 

Pat Garrett is 
portrayed by Lynn 
“Lightening” Dickey.

30
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some of his experience with 
Terry and help him move into 
this genre. “I knew Terry could 
apply his experience in docu-
mentaries and step right in. It 
feels a little bit like passing the 
torch,” says Hinkle.

The first installment is the 
story of “Who Killed Pat Garrett 
- The Man Who Shot Billy the 
Kid.” Set in old New Mexico, 
preparations began for filming in 
Brackettville, Texas, the site for 
filming the original version of 
The Alamo starring John Wayne. 
The set had been left intact, as 
had those of several other west-
erns filmed in the area. 

“I’ve wanted to do some-
thing in HD and this looked like 
the perfect opportunity”, said 
Tainter. “I brought in old friend 
and talented Videographer, Bill 
Farnsworth, and together with 
HD equipment including a Sony 

HDW-900 camera supplied by 
Victory Studios we had the 
foundation to move forward.  “I 
wanted it to look like film, so we 
shot in 24p,” Terry said, “and boy 
does it look good.”

“We wanted blue sky and 
puffy clouds like the old John 
Ford movies, but it was overcast 
every day. What are you gonna 
do; sit around and wait?” said 
Terry. “Not likely with the cast 
and crew on location.” So they 
framed around it, shot interiors 
when it rained, and used picnic 
tents to keep out of the sun 
when it did come out.

There were other chal-
lenges, too. “Some of the horses 
didn’t like the sound of gunshots 
so we had to do some of the 
scenes more than one way, 
including shooting without the 
horses in the shot.”

After four and a half days of 

hard work with a cast of re-enac-
tors (with horses and costuming 
included) the first episode was in 
the can. The footage came back 
to Seattle for down-conversion 
and transfer to DVCam for off-
line editing.

“We just finished the first 
rough cut using a scratch track 
for narration and some music 
from Victory’s music library, and 
so far everybody loves it,” said 
Terry. 

Presently, the series is being 
looked at by several broadcast-
ers and the production team is 
gearing up to shoot the series. 
From there, they have been talk-
ing about producing a feature film 
that will also be a western. With 
the help of HD, Terry Tainter “has 
the bug” and can’t wait to start 
the next installment.  HD
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“Pat Garrett” and 
his posse looking 
for Albert Jennings 
Fountain.



Altitude
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Veloc i tyHD ga ins

in  Co lorado

One of the goals of my company, Image Shoppe, 
located in Colorado Springs, Colorado, has been 
to push the envelope of quality animation, graph-
ics, and video production.  For a number of years 
local and regional producers have been making 
the transition to HD for image acquisition, replac-
ing 35mm film for higher end projects. These 
projects were usually posted by doing down-con-
verts to SD and finished on DigiBeta.

As more and more local stations and other 
national venues start broadcasting in HD, I felt it 
was time to offer true HD finish for my clients. 
Key to this plan was the new Leitch VelocityHD 
NLE system(Velocity software combined with 
Altitude hardware).  It was attractive to me for 
many reasons; dual stream playback with real-
time dissolves and effects, multi-stream standard 
definition editing, a real-time 3D DVE module, 
and the choice to record in 8 or 10 bit com-
pressed or uncompressed, and it works with 
all common HD flavors from both Sony and 
Panasonic.  While it has an optional SCSI daugh-
ter card that will guarantee playback of two 
streams of 10 bit uncompressed HD with a fast 
enough configuration of drives, I chose to imple-

ment an inexpensive internal 1 terabyte SATA 
RAID built from 4 250 gig Western Digital drives 
and a HighPoint RocketRAID1820A controller 
card for initial projects and experiments.

One client, the RE/MAX SATELLITE 
NETWORK (RSN) had already taken the HD 
plunge, and had started producing shows and 
programming in 1080i.  In one of our joint 
projects in HD we put together a 15 minute 
marketing program, with all the talent shot on 
greenscreen and then placed into virtual sets I 
created in Lightwave 3D.  Digitizing the HDCAM 
footage into the VelocityHD system as uncom-
pressed was essential for extracting the best 
possible mattes.  Even with the demands of 8 bit 
uncompressed 1080i, the SATA RAID performed 
flawlessly for this section of the program.  Other 
lengthy segments of non-greenscreen footage 
were captured using the variable compression 
that VelocityHD offers, saving drive space.  

Bottom line for us?  With VelocityHD we 
can post HD as HD, and work with it with the 
speed and real-time flexibility we have long 
enjoyed with standard definition.  HD

RE/MAX International 
President and C.O.O. 
Margaret Kelly discusses 
the advantages of 
Premiere Market 
Presence on an HD 
virtual set constructed 
by Image Shoppe owner 
James L. Arthurs.

James L. Arthurs has 
been working with CGI 
graphics and animation 
since 1992, and using 
Leitch/DPS NLE 
products for almost 
as long.  He lives and 
works in Colorado 
Springs, CO.  He can be 
reached through www.
imageshoppe.com.

Club de Boxeo Rafael 
Trejo Havana, Cuba

Coach, Carlos Miranda.
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I knew when we went back to Cuba we’d have 
to shoot HD. It’s the window on the world, 
IMAX for the home, and Cuba screams to be 
seen in HiDef 1080i. The images are so stunning, 
you really do feel like you’re there.

We’ve been to Cuba several times dat-
ing back to the early ‘90s shooting projects on 
people, politics, culture and natural history for 
a variety of networks. This time our entry and 
visas would be allowed under the umbrella of 
Academic Research.

Even with all our strong contacts and rela-
tionships in Cuba, it still takes lengthy communi-
cations to acquire all the necessary permissions 
to shoot here. We know that the full coopera-
tion of the Cuban government is essential to get-
ting home with all the tapes. 

We landed in Cuba loaded with two 

Panasonic AJ-HDC20A cameras shooting 1080i.
Our crew was made up of Associate 

Professor at Loyola Marymount University 
(LMU), Glenn Gebhard, Producer/Editor, Mario 
Congreve cameraman/engineer, Prof. Juan 
Carlos Santamarina, an historian of Cuba at the 
University of Dayton, and myself a director/
cameraman with a 20 year history of shooting 
action-adventure films for Warren Miller Films. 

After Fidel is a program about Cuba today 
and the forecast for the future as seen through 
Cuban eyes.  We knew that much of what we 
hear about Cuba is filtered through foreign or 
politically biased points of view.  We hoped 
that this show would shed light on the future 
of Cuban politics, culture, and economy from a 
Cuban perspective. 

The mission was clear. Glenn and Mario 

B y  B r i a n  S i s s e l m a n
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Rain on Hammel Street
Havana, Cuba.
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would concentrate on interviews with intellectu-
als, committee and religious leaders, academics 
and politicians. Our past experience and Cuban 
support allowed us to get “below the surface” 
of the current Communist regime. Our vision 
was to explore a question that must inevitably 
demand an answer:  what will become of Cuba 
and the Cubans when Fidel Castro and his 
regime pass from this secretive island nation? 

My job was to get into the heart and soul of 
Cuba. That brought me in front of National Ballet 
and Salsa dancers, Bolero, Pop and Rap Singers 
and Bands, Artists, Doctors, Educators, Tourists 
and general Havana lifestyle scenes. Everyone 
was asked what he or she envisions as the per-
fect Cuba.

One of the stories included shooting a hunt 
for counter revolutionaries in the neighborhoods 
of Havana with the CDR (Committee for the 
Defense of the Revolution). In another segment 
we were allowed access to shoot a story of the 
religious ceremonies of the Santaria religion only 
if we participated in the service, which included 
ritual sacrifices. Several times the camera went 
unmanned as I joined in.

The 1080i format pulls away the cinematic 
veil and opens the window on reality. I am so 

happy that we forced ourselves to hold the shots 
and just let the world of Cuba unfold in front 
of us. You really feel like you are there. And you 
need to hold the shots long enough to enjoy 
them. It’s really weird how you just like to watch 
the images. Marshall McLuhan was right when he 
said, “the medium is the message.”

We had 90 HD Tapes and we didn’t want 
to come home with any blanks. That would mean 
exposing 63 hours in 12 days. The cameras were 
flawless, running constantly from dawn to dusk in 
sweltering heat and humidity. 

HDNet supplied us with the cameras and 
Phil Garvin, Dave Green, Brian Weinberg and 
Sean Cronin backed us up 100% in production 
and post.

Post was made easier through Apple’s Ichat 
AV. Glenn is teaching a film class in Düsseldorf 
Germany while I operate the business in Maine. 
Each morning we discuss Glenn’s daily edit. 

The first one hour show will air on HDNet. 
Our footage from Hurricane “Charlie” has already 
aired on HDNet’s World Report. We have lots 
more stories to tell all in HD 1080i.  HD

Brian Sisselman is a producer/cameraman from 
Cape Elizabeth, Maine, E. bjsiss@aol.com



It’s about 25 degrees with the wind chill, the 
snow is blowing sideways, and frostbite is 
definitely on the menu.  Welcome to Hawaii.  
Director of Photography Paul Atkins is at the 
summit of Mauna Kea on the Big Island, with a 
Sony 900 Highdef camera, shooting a scene for 
a new PBS documentary, Violent Hawaii, slated to 
air in the signature Nature series.  A year-round 
resident of the Aloha State, Paul Atkins and his 
crew are at 14,000 feet, filming on one of the 2 
or 3 days a year when blizzard conditions hit the 
mountain.  As the director I considered this a 
key sequence, and with Paul resident in Hawaii I 
could simply pick up the phone in my cozy New 
York office and ask him to shoot the sequence 
without my being there.  Lucky me.  I was spared 

the Hawaiian blizzard, but I knew I would make 
up for it when we chased giant waves on jet skis.

Having produced for Nature before in super-
16, it was great when my company, Pangolin 
Pictures, was given the opportunity to shoot 
Violent Hawaii in highdef.  The film was to take 
a look at Hawaii’s less than idyllic side from a 
geological and meteorological point of view.  Our 
storyline would include raging volcanic flows, 
giant waves that batter the coast (like the one 
called “Jaws”), blizzards, and even some of the 
“violent” behavior that humpback whales exhibit 
in the waters around Hawaii.  We wanted to give 
the project an IMAX feel, and we thought that 
shooting highdef in 16:9 at 24p was the best way 
to achieve that look. We picked the Sony 900 

because it could provide 1080 lines of resolution, 
unlike other highdef cameras. 

The list of DPs who had IMAX and highdef 
experience was rather small, and the only one I 
knew who lived in Hawaii was Paul Atkins.  We 
had worked together a number of times over 
the years, shooting underwater with stingrays in 
the Cayman Islands, filming lions on the grass-
lands of Africa, and chasing tsunami waves across 
Japan.  Those jobs had been super-16 or betacam.  
This would be our first highdef shoot together.

Paul and I talked about what makes an 
IMAX film feel like an IMAX film, and how we 
could translate that to highdef.  We decided 
that sweeping crane moves, jaw dropping aeri-
als, and some in-your-face action shots would 
do the trick.  We created a shot list, and then 
realized what we had gotten ourselves into: jib 
shots on volcanic ledges, cameras on jet-skis 
chasing 50 foot waves, being in the water with 
40 foot humpback whales that were not in the 
best of moods, rappelling into never-before-
explored caves, and of course filming lava flows 
and exploding cinder cones as close as you can 
be (that’s about 600 degrees for those keeping 
score at home).  A plan was hatched and the 
filming began.

Over the course of the next 10 months 
we found ourselves putting the camera through 
some trying conditions and never having a 
technical breakdown that stopped produc-
tion.  Pangolin Pictures had purchased the Sony 
900 to be used on another Highdef project we 
were working on (The Travel Channel’s Road Trip 

series), and it was great to see the abuse 
the camera took without one hiccup.  The 
Sony900 stood up to it all and, fortunately, 
so did we.  In the end we bagged all our 
shots and ended up with what we felt was 
a true IMAX highdef experience.  Hawaii 
looked both menacing and wondrous.  In 
fact, I would head back to Hawaii anytime 
to film, but I’d prefer a slightly less extreme 
topic.  Anyone up for a highdef series on 
Hawaii’s greatest resorts?  HD       

Kevin Bachar was Senior Producer at National 
Geographic Explorer before co-founding 
Pangolin Pictures in 1995.  At Explorer he 
edited and produced films, supervised host 
wraps, and created Explorer’s award-winning 
Journal series. 
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An erupting cone 
on Kilauea.  

Highdef Photo: Jennifer Ciraldo 

Above right: Paul Atkins at work 
filming on Kilauea in Hawaii’s 

Volcano National Park.

Above: AC Mark Gerasimenko, DP 
Paul Atkins, Director Kevin Bachar 

and Grip Keoki Smith for jib shot 
over Halemaumau Crater.

Above left: Director Kevin Bachar 
and Paul Atkins filming Kilauea’s 
active flow. Current eruption has 

lasted over twenty years.

Photo: Grace Atkins

Photo: Grace Atkins 
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