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Welcome to the debut edition of HDProGuide Magazine. 
This great issue will be exhibited and distribution at 
IBC2013 in Amsterdam. Drop by and pick up your 
complimentary issues at the HDProGuide Magazine 
media supporter booths, 36 & 37, hall 8/9 walkway. 
Meet and network with editorial staff at the show. 

HDProGuide.com and HDProGuide Magazine covers 
new professional HD technologies as they develop 
and as they emerge for independent filmmakers, new 
professionals, and experienced professionals working 
in the field for many years. Be sure to sign up online 
for the HDProGuide.com Network, and add us to your 
growing professional social media networks. 
Stay connected.

AFI
BeachTek 
CSI Rentals
DV Expo
Glidecam
GV Expo
Illusions

Lowel Light
Maine Media Workshops
+ College
Professional Sound Services
Shure
Tiffen
University of Memphis

www.afi.edu
www.beachtek.com 
www.csirentals.com
www.dvexpo.com
www.glidecam.com
www.gvexpo.com
www.irinamaleeva.com

Grow Your HD ProDuction Business 
anD Gain More exPosure
Whether you work freelance, work in studios, or have your own production 
company, HDProGuide.com and HDProGuide Magazine will help you get hired for 
more projects, gain more exposure, and build your business this year and beyond.

LeveraGinG tHe HD ProGuiDe sociaL network
Social networking sites can be a great source of business. Our target professional 
social networking site gives you a refreshing new social media outlet through which 
to contact people and build your contact database. Additionally, using our site can 
put you in the spotlight, dramatically expand your professional network, and position 
you as an expert in your field of expertise, as well as introduce and market yourself, 
your company's new products, services and events. And, for icing on the cake we 
will be selecting from network members for featured articles in our magazines.

Announce your business and professional press and updates.• 
Broadcast and exhibit your reels, video projects, and vlogs.• 
Meet influential people for work and partnership.• 
Create a Profile Page and promote your new projects for funding and support.• 
Announce, blog, and share your expertise and build credibility by helping others.• 
Promote your events and shows with the events features.• 
Link to your personal or company website, IMDB, LinkedIn, Facebook, and Twitter.• 
Find crew and talent.• 
Cultivate Relationships.• 
Broadcast and exhibit Product Demonstration Videos.• 

Visit, Explore, and Sign Up! www.hdproguide.com/network

See you online.

www.lowel.com
www.mainemedia.edu

www.pro-sound.com
www.shure.com/broadcast
www.tiffen.com
www.memphis.edu/communication
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Your work is fairLY 
ecLectic, sPanninG 
froM DocuMentaries, 
to sHorts anD feature 
LenGtH fiLMs. wHat 

are tHe Main Differences in fiLMinG 
tecHniques Between tHese Genres?
 
ManueL aLBerto cLaro: In the projects 
I work for, I often find that fiction is 
stylistically inspired by documentaries and 
vice versa. In fiction where you have a 
lot of control you miss the natural life and 
surprising elements of documentaries, and 
in documentaries you strive for a more 
controlled visuality. 

It is a little like fighting against the built-in 
circumstances of the genre, in the quest 
for cinematic life. Generally I believe that 
any interesting approach has a built in 
conflict…like life, no?
 
in cHristoffer Boe's DeBut fiLM, 
reconstruction, Most of tHe sHootinG 
was Done in avaiLaBLe LiGHt. wHat 
were tHe cHaLLenGes sPecific to tHis 
kinD of caMera work?

ManueL aLBerto cLaro: The challenge 
is that you have to be able to adapt to 
what’s out there! This approach can work 
very well if you work with a director who 
is very flexible and is cool with changing 

things last minute. I would say Christoffer 
Boe and I take 70% of the decisions in 
the prep, but very importantly leave 30% 
to the shooting day, but you have to be 
able to make quick decisions and go with 
your gut feeling.

wHat tecHniques anD caMeras DiD 
You use for tHe astroPHYsicaL 
asPect of MeLancHoLia? wHat were 
Your coLLaBorations witH tHe art 
DePartMent Like?

ManueL aLBerto cLaro: We used an Arri 
Alexa for the main film and a Phantom 
camera for the slow motion shots in the 
opening. The collaboration with the art 

Q&a

sHootinG 
HanD-HElD
Insights from Manuel Alberto Claro

“For me the most important 
thing about handheld, is that 
the camera has to be in balance 
on your shoulder, meaning you 
have to use minimum effort 
when it is just lying there. When 
I shoot a scene, this balanced 
position partly dictates the shoot, 
because I only want to spend 
minimum energy on holding the 
camera, and maximum energy 
on being present inside the 
scene and experiencing what 
is going on with immediacy. All 
the energy you use holding the 
camera somehow detracts from 
the presence in my opinion.”
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department was good. I think the location 
in many ways inspired the style. It kind 
of gave the whole film a somewhat 
gothic feel. We tried not to dwell too 
much on the monumental aspects in 
the camerawork, generally shooting it 
more documentary-style, focusing on the 
characters, and saving the monumental 
for what we called "Wagner" moments.
 
couLD You teLL us aBout soMe of tHe 
vfx cHaLLenGes anD soLutions? wHat 
was Your coLLaBorative Process 
Like witH tHe vfx teaM for tHis fiLM, 
coMPareD to otHer fiLMs You've 
workeD on tHat MaYBe requireD Less 
vfx sHots?

ManueL aLBerto cLaro: Every shot 
that included the planet or some other 
"fantastic" element, was carefully planned 
together with VFX supervisor Peter Hjorth. 
We story boarded all the shots in the 
prep, and he was always on set when we 
shot anything that he would work on in 
the post. For example the shot where the 
planet rises outside the castle, was shot 
in many passes, both at night and in the 

daytime. We had SFX shoot emergency 
flares in the sky at night in order to get 
moving shadows. For the reverse close-ups 
of the actors we had a light on a moving 
crane to emulate the moving planet.
aPParentLY von trier was verY 
sPecific in conveYinG tHe kinD of 
caMera work anD atMosPHere tHat He 
wanteD for MeLancHoLia. wHat was 
tHis Like in terMs of HavinG rooM for 
Your PersonaL sense of estHetics?

ManueL aLBerto cLaro: Every director 
has their own ideas, a cinematographers 
job is to translate those into a specific 
visual approach that the director feels 
conveys their vision. Of course I also 
have my own taste, but fortunately I feel 
that when I am asked for a project, it is 
because the director connects with this 
taste as well as my style. Concerning 
VonTrier, I always felt close to his style 
when watching his earlier films. 

It has been quite an easy working 
relationship so far, especially because, in 
my opinion, he is very clear about what 
he wants, but also because I admire and 
agree with his choices most of the time.

wHat Do You PersonaLLY feeL was tHe 
Most cHaLLenGinG scene tHat You HaD 
to fiLM?

ManueL aLBerto cLaro: The most 
challenging situations for me as a 
cinematographer have been doing 
documentary. These were situations 
where you know that the "actors" don't 
realize the context you are working in and 
what the goal is for the project. It's an 
ethical problem. You can try to be honest 
and explain what you want to do, but 
many times it is very difficult to offer a 
clear understanding. Many times people 
participate for very personal reasons, 
which have nothing to do with the film, 
so everybody is making their own film 
somehow. That can be tricky afterwards, 
because things rarely turn out as you 
thought they would. In fiction, the rules 
are somehow more simple. There is a 
director who decides how things should be 
and that's what you try to implement, and 
that should go for everybody in the crew.

continueD on PaGe 8
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sHootinG on sEt 
anD on location
Real-world tips from Manuel Alberto Claro

Listen…especially 
to the director.

Give the actors the best possible 
working conditions. and steal 
respectlessly from reality.
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i just receiveD MY BMcc in januarY. since tHen i Have 
useD it on a Music viDeo, a Microsoft coMMerciaL, anD 
an aDuLt swiM coMMerciaL.

www.fisHerfiLMworks.coM/MeDia

i cHose tHe BLackMaGic for tHese Projects for tHe 
DYnaMic ranGe anD tHe increDiBLe aMount of DetaiL. 
PLus witH two of tHe tHree Projects BeinG run-anD-Gun 
stYLe, i knew i couLD riG uP tHe BMcc witH everYtHinG 
i neeDeD wHiLe keePinG it LiGHt enouGH to sHoot 
HanDHeLD aLL DaY LonG. i sHoot a Lot on tHe reD ePic 
anD scarLet anD wHiLe tHeY are BotH consiDeraBLY 
sMaLLer anD LiGHter tHan tHe reD one, tHeY are stiLL 
quite cLunkY anD HeavY coMPareD to tHe BMcc.

10 2013, Vol. 1, No. 1
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Benefits anD aDvantaGes
I love shooting with this camera. Because I am also a colorist, 
I don’t like to create a look in camera. I prefer to keep things 
very flat and neutral so I have the most room to work in post. 
The BMCC is perfect for this. Because the camera is designed to 
shoot this way, it greatly reduces the complexity of the menus. It 
is so easy to shoot with this camera. It has all of the control you 
need, and none of the stuff you don’t.

This may sound funny but I love that they put a tiny internal 
mic on board. It’s always a good thing to have a scratch track, 
especially on music videos. Every time I shoot with a RED, I find 
myself scrambling for a microphone at the last minute. It’s funny 
because since the microphone input of the RED is a tiny little 
1/8” plug, usually someone’s ear buds get used as a microphone. 
They get plugged in and just hang off the camera – such a 
ghetto component of a high-end camera. Kudos to BMD for 
adding this seemingly unimportant component to the camera.

cHaLLenGes anD soLutions
I kind of knew my challenges going in. While I was waiting (for 
months and months and months) for the camera to arrive, I 
learned everything I could about it. For me, the biggest things 
to deal with are, getting wide shots with the smaller sensor, and 
not having the ability to over crank for slow motion. The other 
issues that you expect from a digital camera (rolling shutter, 
noise, moiré, etc.) are on par or improved over the majority of 
other cameras out there, so those things are negligible.

I was able to get my wides. I just had to get further away from 
the subject. I have shot plenty of stuff on 2/3” cameras and this 
chip is much bigger. The slow motion thing is a tough one. I 
always find myself wanting it. I have heard some chatter about 

BMD possibly being able to get the camera to do 48fps or even 
60fps in ProRes mode, but nothing official yet. BMD if you are 
listening, this would be HUGE.

tiPs anD Best Practices
 
1. Power down the camera when changing the lens. The boot 
up time on this camera is so fast, there’s really no reason not to 
do this. If you don’t, sometimes the camera can get confused as 
to what f-stop the lens is on. The result is inaccurate readings 
and possibly the inability to open the lens all the way.

2. Get an anti-glare screen protector for an iPad or other 
tablet and cut to fit the BMCC. Not only will this protect the 
touchscreen from predators, it will provide easier viewing in 
bright light. And because it is designed for touchscreen use, it 
will not inhibit your ability to control the camera.

3. Do not trust the LCD. This camera has 13 stops of latitude. 
This means it can handle a much wider range of light than a 
DSLR. Depending on the situation, simply making the image 
look good on the LCD will either have you blowing out highlights 
or shooting too dark and introducing unnecessary noise. The 
camera has a little “iris” button. Pressing this button will set 
your iris to what it needs to be to allow the most light in, 
while protecting all of your highlights. From this point you can 
then decide what doesn’t need protecting. For instance, a tiny 
reflection from a shiny object may be fine to let blowout, while 
detail in the clouds would be something you want to protect. In 
almost all cases, the image you see on the LCD will either be 
really bright or really dark. You really have to trust the camera 
and just go for it.

www.fisherfilmworks.com

Another factor for all three projects was turnaround time. None of these projects really had time or budget for a RAW workflow. 
Having the ability to shoot ProRes, while still keeping the dynamic range was a major plus. In the case of the Microsoft commercial, I 
had to hand off footage at the end of the day with no idea where it was going and how sophisticated the post process would be. So I 
shot in "video" mode which applies a LUT to the flat footage and basically makes it look great right from the camera.

112013, Vol. 1, No. 1
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tEcHnoloGiEs 
anD tEcHniQuEs 
~Rick Macomber on how tech and 
tools contributed to the project

i sHot tHe viDeo witH MY 
canon cineMa c300 usinG an 
assortMent of fast Lenses 
for a fiLM Look anD a tiLta 
riG witH MatteBox. we aLso 
useD kessLer sLiDers anD 
cranes anD a GLiDecaM 4000 
HD. in Post we Gave tHe viDeo 
a retro feeL coLor GraDe. 
tHere was a scene wHere tHe 
GirL HiDes in tHe unfinisHeD 
attic. it coMes at a LuLL in tHe 
sonG, anD i wanteD tHe viewer 
to Be suDDenLY surPriseD 
at tHat MoMent BY Bats or 
PiGeons fLaPPinG in front 
of tHe caMera as sHe enters 
tHe rooM. i HaD contacteD 
soMe new enGLanD HoMinG 
PiGeon GuYs HoPinG one of 
tHeM MiGHt work witH us 
anD reLease tHeir BirDs in 
tHe attic on cue, But i was 
toLD tHe BirDs couLD onLY Be 
reLeaseD outDoors. insteaD 
we useD a Pre-ProDuceD 
aniMateD BirD cLiP, wHicH i 
keYeD over tHe attic scene. i 
aDDeD soMe foLeY of winGs 
fLaPPinG anD if You susPenD 
Your DisBeLief for a sPLit 
seconD, it Looks quite reaL.

How DiD You Get 
invoLveD in tHe MakinG 
of tHe Music viDeo 
“reaDY or not” BY air 
traffic controLLer?

rick MacoMBer: I’m a musician, and 
I play at some bars now and then. I 
met singer-songwriter Dave Munro, lead 
singer of ATC at his brother Jeff’s open 
mic in Malden about eight years ago. We 
became friends. I’ve shot a few other 
music videos for ATC in the past. When 
I heard Dave sing “Ready or Not” solo 
acoustic one night at the bar, I knew it 
was a very personal and emotional song, 
and it touched me. When the new NORDO 
album recently dropped, and I heard the 
studio version on the CD, I knew then 
and there I wanted to produce and direct 
the music video for it. I had developed an 
emotional attachment to that song.

BeinG one of tHe writers, How DiD You 
coMe uP witH tHe concePt?

rick MacoMBer: My original idea came 
from the opening words “Ready or Not.” 
It reminded me of the childhood hide-
and-seek game. So my vision was to start 
the video as a narrative short film with 
children playing the game in the woods. 
Then it blossomed into another parallel 
story where two adults have an argument, 
and the guy chases after his girlfriend.

Dave and I kicked this premise around 
over some beer in a bar in South Boston 
one night, and we decided the video did 
need the adult back story. So now, there 
were the children and the adults involved 
in a search. From the start I had planned 

only to use the performance video of ATC 
for the chorus segments, as I liked the 
way the chorus slams at you with lots of 
energy compared to the rest of the tune, 
which is softer and more emotional. I 
also wanted the ending to be unusual and 
different than the happy Hollywood-style 
ending, so I decided to do something to 
the two parallel stories to surprise you at 
the end. It’s very ambiguous and open to 
interpretation. By design.

wHat was Your Pre-ProDuction anD 
DeveLoPMent Process Like?

rick MacoMBer: I wrote a simple 
film-style script using the lyrics and my 
camera shot ideas next to each line. Then 
I developed a shot list, which is crucial 
to moving the shoot along quickly on 
production days.  For instance, having 
scouted the mansion ahead of time where 
the kids hide, I worked the shot list 
around getting the lights set up for each 
floor and executing each shot, starting 
in the attic and moving down each level 
of the property and out to the exterior 
shots. All the shots would be completely 
out of order in relation to the linear 
timeline of the story, but it makes it so 
much easier for the setup and breakdown 
of each scene. When there is no budget 
you want to move as quickly as possible 
because everyone on board is pretty much 
donating their time on their days off from 
their day job.

DiD You encounter anY oBstacLes, anD 
if so, How DiD You overcoMe tHeM?

rick MacoMBer: The only obstacle we 
had was the fact that the band was busy 

Q&a
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until it became too cold outside to shoot 
their performance scenes. We overcame 
that by shooting those scenes in a studio. 
We actually shot the entire narrative 
portion of the script first and laid that 
into the sequence in post production and 
left black holes for the band performance 
shots to be inserted later. We even 
shot the string section separately and 
dropped that scene into the sequence 
independently of the band performance 
shots. We were finally able to nail down 
the band performance shots after their 
tour ended in January. By then it was 
freezing outside.

How did we make it look like the band 
was outdoors in the same location as the 
string section and stay warm and dry as 
well? The day I shot the string section in 
the forest, I had rolled the camera on a 
sunset time-lapse as we were wrapping 
up for the day. I ended up projecting the 
moving image of the forest sunset on a 
large curtain behind the band in a studio. 
It worked out pretty damn good I think.

MarKEt Your 
accoMPlisHMEnts
~Insights from Rick Macomber on 
artists marketing

"Market YourseLf as 
MucH as PossiBLe. use 
sociaL MeDia. it’s free. 
anD it’s a fantastic waY 
to aDvertise Your BranD 
anD Your ProDuct. BuiLD 
a GooD weBsite, anD PusH 
it. network witH otHer 
creatives on twitter anD 
faceBook. Go to events 
wHere You wiLL Meet 
otHer fiLMMakers, DPs, 
ProDucers, Directors, 
eDitors anD actors. anD 
aBove aLL Get out tHere, 
anD Make fiLMs. stoP aLL 
tHe sHoP taLk aBout tHe 
Latest Gear, anD stoP 
sHootinG tests on tHis 
caMera or tHat caMera, 
anD just create coMPeLLinG 
stories tHat wiLL Be 
interestinG to watcH."
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aDvicE For sHootinG 
FootaGE in an 
unFaMiliar PlacE
~Tips from Joe Capra shooting on location

The best advice I could give 
someone who is planning on filming 
in an unfamiliar place is to do as 
much research and planning as you 
can. Even if you don’t follow your 
plans exactly, you will be as familiar 
with your locations as you can be. 
This allows for a less stressful and 
more successful trip. I used many 
online resources such as travel 
forums, travel books, Google Earth, 
Flickr, and many more to help in 
my planning for Iceland. Also, take 
backups and spares of your most 
important pieces of equipment. 
You don’t want to spend all the 
time, money, and effort getting 
to a location only to find out that 
something didn’t survive the trip.

wHat insPireD You to 
unDertake tiMe-LaPse 
cineMatoGraPHY 
sPecificaLLY?

joe caPra: I initially started out 
strictly a still photographer, mainly 
shooting landscapes. In addition 
to still photography, I also had a 
strong interest in motion pictures 
and film cinematography. After being 

introduced to time-lapse and inspired 
by amazing work being produced by 
Tom Lowe, I took my camera out one 
night and gave it a try. The initial 
results were pretty bad, but I was 
immediately hooked. I realized that, 
for me, time-lapse was the perfect 
combination of still photography 
and film. I decided that this was 
something that I really wanted to 
pursue further. Time-lapse allows you 

Q&a
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to see things that you can’t see with 
the naked eye, and there is something 
very special and exciting about that.

on Your journeY tHrouGH iceLanD, 
wHat caMeras anD Gear DiD You 
take witH You?

joe caPra: I had my 3 main cameras, 
2 Canon 5D II cameras and 1 Canon 
7D. … And my trusty iPhone as a 
behind the scenes camera. I also took 
two Dynamic Perception time-lapse 
dolly rigs with me, and also a Kessler 
Crane KC-Lite Camera Crane. 

DiD You encounter anY issues 
wHiLe sHootinG footaGe in 
iceLanD? How DiD You overcoMe 
tHeM?

joe caPra: The biggest and most 
unexpected issue I ran into while 

shooting in Iceland was the wind. 
Iceland is a very windy place, and 
heavy wind is a big time-lapse killer. 
There were more than a few occasions 
where it was just too windy to get 
out of the car to shoot anything. A 
lot of my shots had to be stabilized in 
After Effects in order to remove the 
“camera shake” caused by the wind.

wHat was Your caMera to Post 
workfLow Like?

joe caPra: I shot about 2TB of data 
on my Iceland trip. After every day of 
shooting I would offload all my images 
for that day onto a portable hard 
drive, and then back that drive up to 
a secondary backup drive. When I got 
back home from Iceland, I imported 
all my images into Adobe Lightroom 
and organized everything into their 
own folders. I had a folder for each 

time-lapse shot, one for all of my 
video footage, and another folder for 
my still photographs. 
 
I did all the initial RAW process 
for each time-lapse shot within 
Lightroom. Some shots that required 
a little more attention and processing 
had to be brought into an amazing 
piece of software created by 
Gunther Wegner called LRTimelapse. 
LRTimelapse allows you to key 
frame and animate any of the RAW 
adjustments available to you in Adobe 
Lightroom. This allows you to easily 
change things such as exposure, 
white balance, and levels over the 
duration of your time-lapse shot. After 
all the shots were processed with 
either Lightroom and/or LRTimelapse, 
I would then import all the processed 
RAW files directly into Adobe After 
Effects. I did some additional 
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processing for each clip within After 
Effects; this usually involved adding 
an unsharp mask, additional levels 
adjustments, stabilization, and noise 
reduction. 

The final step in After Effects was to 

render all the completed shots out 
as full 5K tiff sequences. Once all 
my shots were rendered out of AE 
I would then import them all into 
Adobe Premiere Pro. Premiere was 
where I did all my editing and final 
assembly. The final master video was 

rendered out of Premiere Pro as an 
uncompressed 5K Quicktime movie. 
From there I used Adobe Media 
Encoder to render out various video 
sizes, resolutions, and compression 
types for display.
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wHen DiD You start 
fiLMinG weDDinGs anD 
wHY? 
 
joeL coLtHorPe: I started 

in 2005, very nervously. The reason I began 
was because I had been making some short 
films and a friend of mine decided I had 
some talent, so they suggested we start 
filming weddings. I quickly realized what a 
brilliant work environment it was. You are 
surrounded by people in the best mood they 
will probably ever be in, and they are there 

to celebrate something great. That’s about 
as good as it gets, and despite moving into 
many other areas of film, I have never left 
weddings. 
 
wHat caMeras Do You use to sHoot 
weDDinGs? 
 
joeL coLtHorPe: I use the Canon 5D 
MK III. There are lots of options out there 
that are all great, but, for me, the pluses 
of the MK III are the compact size and 
inconspicuousness, because people think 

you are a photographer, the “look” of the 
image, the 60fps capability, and the fact that 
all of my lenses are already Canon. 
 
On a shoot I would very rarely even use 
three cameras. I know there are guys out 
there that rock up with like 10 DSLRs, but 
I couldn’t possibly do that to someone’s 
wedding. I think if you remember what 
is really going on there and respect the 
significance of two people committing their 
life to each other, it forces you to notice the 
right things and not turn it into a Hollywood 

Q&a

wEDDinG viDEoGraPHY 
cHallEnGE anD solution
Real-world tip from Joel Colthorpe

This happens all the time, you sit 
down for your meal and bam! Without 
fail the MC will announce the first 
speech, and you scurry for your 
camera with a mouthful of food. What 
I now do is speak intentionally with 
the MC when I get to the reception to 
make sure his announcements reach 
me before they reach the crowd. After 
doing that I forget that I even said it 
and assume he has already forgotten, 
because he probably has, and then 
keep my audio recorders and cameras 
ready to rumble and close by.  
 At the very least, your audio needs 
to cover you, so you need to be able 
to hit that before any of the speakers 
get up. If you have audio, you can 
grab some B-roll footage, or generic 
footage of the crowd, during the 
speeches and cut this in later in the 
blank gap where you were sliding 
around the reception trying to get 
your camera on a tripod.
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production, but let it be what it is and 
capture that.
 
I’m a purist. My experience is that 
the more authentic and real emotion 
will come down to your lens with 
that approach, and the film will have 
something real about it that you can’t put 
your finger on, even with a few technical 
boxes going un-ticked. I also find that 
it forces me to be creative and focus on 
my craft, rather than compensate with 
angles and kit. For our style at least, that 
works. 
 
How wouLD You DescriBe tHe “Look” 
anD stYLe of Your weDDinG viDeos, 
anD How Do You acHieve caPturinG 
anD creatinG tHe Look? 
 
joeL coLtHorPe: The best I can do to 
describe our “look” would be "youthful 
and colorful", at least that’s what I’m 
going for. When it comes to style I am 
always thinking from the angle of what 
feel I want the film to have. I’m always 
going for a youthful energy and for 
beautiful, emotive colors, and I think that 
translates into the post-process. 
 
For me, “look” is partly camera work, 
and partly post production. I am always 
looking for ways to use the light to give 
the image a certain quality or feel. I 
love the haziness of back-lit scenes and 
don’t shy away from shooting directly 
into the sun. I am almost never looking 
for a “nice, clean shot.” The shot should 
carry some kind of emotion with it. I go 
handheld a lot, and I try to hang back 
from getting in people’s face so I can 
get an authentic shot rather than having 
people aware of me. For example, I’d 
rather have a 135mm on and stand 
back than have a 35mm on and be in 
their face, even if the technical quality 
suffers. I love grabbing a nice lens flare 
and making it work with the shot, and 
sometimes I do freelensing or “lens 
juggling” which is a fun little technique, 
if you’re getting bored, where you take 
the lens off the camera mount and hold 
it in front of the sensor freehand. It 
gets some really cool results if you want 

something crazy. The only real point of 
doing any of this stuff though is to add 
value to the film. 
 
Post production wise, I color grade 
everything, and every wedding is a 
little bit different. You have to grade for 
the scene you find. Picking a look that 
you like and then trying to force it on 
everything doesn’t work. Some weddings 
I grade very minimally, and others I do a 
lot to. It all depends on what’s going on. 
I use Nucoda Film Master for grading, 
which, I admit, is not accessible to 
everyone, but a great tool. Regardless, 
there are lots of tools out there, and you 
can grade a beautiful shot with any of 
them if you understand color. 
 
couLD You teLL us More aBout Your 
caMera to Post workfLow for 
weDDinG viDeoGraPHY? 

joeL coLtHorPe: My workflow is 
basically MK III footage on CF cards – 
ingest from CF reader - Premiere Pro CS6 
or Final Cut Pro 7 NLE for edit – Nucoda 
Film Master for grade – Adobe After 
Effects for menu creation - Adobe Encore 
for Blu-ray authoring or Adobe Media 
Encoder for a web output. 
 
Along the way I will use stabilization at 
times, sharpening tools and sometimes 
grain/noise reduction, or the other way 
around when I want more grain. It’s all 
case by case. 
 
I have always been a FCP7 editor and 
still feel it is the smarter NLE of the 
two. However, the Adobe NLE is now 
starting to move away from FCP on the 
technology front. FCP is my favorite, but 
I was surprised at how good the Adobe 
NLE is now. 
 
The one other piece of software I may 
use is Apple Cinema Tools to conform 
50/60fps footage to 25p for slow 
motion shots. I work on both Apple 
and Windows machines and when on 
the Apple, I will use this app. This can 
also be done directly in Premiere Pro by 
choosing to interpret the footage as 25p.

want to sHoot wEDDinG viDEos?
Real-world tip from Joel Colthorpe

If you care and put the significance of the day first, your films will reflect that. I know 
that sounds vague but if you approach someone’s wedding like it’s your production, 
you will miss the point, and the film will miss the point as well. At the end of the day, 
you are not trying to make a slick film that will impress your friends, you are trying to 
create a moment on someone’s couch, where they remember what it felt like to look 
at their husband or wife on their wedding day.
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Once your movie or documentary is 
finished, distribution is the next step 
for most of you. But you should know, 
it's a landmine out there that must be 
navigated carefully and strategically. 
Despite your probable desire to get on 
to your next film, now is not the time to 
be cavalier. With that in mind, here are 5 
very common and fatal errors committed 
by Producers & Directors every week 
– that you must avoid making – when 
dealing with distributors. (And distributors 
absolutely hate that I'm telling you this.)

1.Do not MaKE 
worlDwiDE riGHts 
DEals
It saddens me every time a filmmaker 
tells me they've done this. Or when I hear 
about it from a colleague. Several times 
a month I learn about some Producer 
or Director who's made a Worldwide 
Rights deal on their movie, giving ONE 
company both domestic (U.S.) rights and 
international rights. Everyone: Stop doing 
this. STOP DOING THIS. When you make 
this kind of deal, you are doomed, as you 
will never see any money beyond any 
advance – if you even got that.

Making Worldwide Rights deals is an 
unscrupulous practice by many, many 
companies. The reason it's unscrupulous, 
is because there are NO companies 
(outside of the Studios, Mini-majors and a 
few others) that distribute directly to both 
the domestic and international markets. 
They either distribute ONLY domestically, 
and then farm your film out to someone 
else for foreign (and take a piece of 
your pie there too), or vice versa where 
they distribute internationally but then 
farm your film out to someone else for 
domestic. Not only does this eat into your 
revenues and profits, it makes it easier 
for an unscrupulous distributor to cross-

collateralize – which is a fancy word that 
allows them to deduct any losses across 
the globe against any profits, thereby 
ensuring you'll never see a dime. The 
only exception to not making Worldwide 
Rights deals is if it's with a Studio or Mini-
major, who is giving you a nice fat check 
as an advance for the World, and you're 
satisfied with that advance. Because that 
advance is likely the only money you'll 
see from a Studio or Mini-major. For more 
on why you should split up domestic and 
international rights when making deals, 
see my article here: www.Distribution.LA/
sales.html.
 

2.Do not MaKE 
DEals tHat Don't 
ExPirE
 
Once in a while I'll hear about this 
happening, where some filmmaker has 
made a deal for their film that never 
expires. The word for this in a contract is 
"Perpetuity." Never make this kind of deal. 
NEVER. Why in God's name would you 
give up the rights to your movie forever? 
Are you being paid millions of dollars? If 
so, then maybe you would make such a 
deal. But absent a very large amount of 
money paid upfront, don't do it. 

Look, your movie or documentary is an 
asset. A real asset. While the actual worth 
of any film is subjective to a large degree, 
building what I refer to as "pedigree" 
increases the value of your film. Producers 
and Directors who understand this 
concept (one of the things I teach), build 
the perceived value of their films, which 
can then pay dividends for the rest of 
their lives. (And longer.) Given you have 
or are spending two years or longer to 
make your feature, understand that you're 
creating a real asset that should not be 
given away forever.

The other thing to beware of? Those 
frequent clauses in contracts that 
automatically renew the agreement, if 
you don't end them before the auto-
renew date. I see this all the time in 
filmmakers' contracts. DON'T ALLOW 
THESE CLAUSES IN YOUR CONTRACTS. 
Remove them, strike them from your deal. 
If you're happy with the distributor at the 
end of the contract period, great, then 
at that time, you can mutually agree to 
renew that contract. Or mutually agree 
to negotiate a new contract. But don't 
allow any contract to automatically renew. 
(Exceptions: Maybe you make a licensing 
deal with, say, HBO for 18 months. And 
in that contract, they could re-license for 
another 18 months if they so chose, by 
paying another licensing fee. Fine. But 
this is not an "in perpetuity" contract.)

3.Do not GivE 
FrEE rEiGn to 
Distributors
What does this mean, exactly? It 
means stop signing contracts that allow 
distributors to recoup unlimited expenses.

Like the mistakes above, I see this EVERY 
WEEK. Some filmmaker is thrilled to be 
getting a contract from some distributor, 
who has in the boilerplate contract that 
the distributor can recoup $50,000 or 
$100,000 or $200,000 in expenses. 
WHAT?? Why does anyone agree to this 
crap? If you've made an independent 
movie, without stars, NO ONE is going 
to actually spend $50,000 or more on 
marketing & distributing your film. NOT 
GONNA HAPPEN. And if there are stars 
in your movie, okay, then maybe they 
will spend $50,000 – but that will depend 
upon the level of stars in your movie, 
the genre of your movie, and the actual 
caliber of the distributor. (i.e., A tiny 
distributor isn't going to take the risk of 
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spending a lot of money.)

Therefore, you must negotiate the 
boilerplate contract that you've received, 
and remove these high or unlimited 
recoupable expense clauses. You must get 
into the contract, what's called "Expense 
Caps." Every distributor in the world 
knows what these are, so when you start 
negotiating this, no one is going to say 
to you, "What are you talking about? I 
don't understand." But it's your job as a 
film businessman or businesswoman, to 
know about this and negotiate it. Do not 
rely on your Producer Rep (if you're using 
one, and I hope you're not) to inform you, 
because they won't. Do not rely on your 
attorney to inform you, because, frankly, 
many attorneys don't feel it's their job to 
educate you.

(This is not a slam against 
entertainment attorneys; just 
understand that they're hired to 
review contracts and yes, you're 
hiring them to help protect you. 
The really good ones will, and will 
help educate you along the contract 
negotiation journey. But there are 
many who are either lazy, or just 
don't feel that education is part of 
their job.)

Here's an extreme example about 
recoupable expenses that is absolutely 
mind-blowing. I recently saw a copy of 
a contract signed by a filmmaker, who 
not only agreed to a recoupable expense 
amount of $200,000 in his contract with 
a distributor, but agreed to a clause that 
said: IF the distributor does not achieve 
sales that equals this $200,000, the 
filmmaker is financially liable to PAY the 
difference to the distributor, up to this 
$200,000!!

I am not joking. Sound outrageous? 
Sound like only an idiot would agree to 
this? Well, I don't think filmmakers are 
idiots, but they agree to stuff like this all 
the time. PLEASE STOP DOING THIS. 
For more about Expense Caps, view 
my 3 minute video on this page: www.
Distribution.LA/Film.html
(The video clip is the one titled "Don't 
Sign A Deal Without This!")

4.Do not MarrY a 
crooK
Here's what this means: Do your "due 
diligence." Check out any distributor that 
you begin negotiating with, before you 

get "married" to them. Look them up. 
Don't just be happy someone's offered 
you a deal and allow the endorphins 
in your brain to cloud common sense. 
Research any distributor you might make 
a deal with – before you sign a contract 
with them – and make sure they're on 
the up & up. You do this by looking at 
films they've handled in the past, and 
contacting those producers for appraisals. 
This is a professional courtesy most 
producers will do for other producers.

Do not bother asking the distributor for 
references as they'll just give you the 
good ones. You want to do a random 
sampling of those films that have been 
with that distributor for at least one year. 
(You can determine that by researching 
the film's release date on IMDB, IMDBpro 
or Amazon.com.) I recommend contacting 
the producers of 3 other films, as this 
will give you a good sampling on how 
the distributor has performed. Not just 
in terms of sales made, but of revenues 
actually received by those producers, 
receipt of timely reports, and so forth.

You MUST do this. Most Producers & 
Directors don't. NOT doing this is playing 
Russian roulette with your movie. Unless 
you play Russian roulette with your life, 
WHY would you do it with your film?

5.Do not HoP 
into bED bEcausE 
soMEonE saYs "i 
lovE You"
This is similar to the one above, but here's 
the issue: More than likely, you've spent 
at least two years or more making your 
movie or doc. You're exhausted, you're 
fatigued. You'd just like your journey to 
be over – or at least be on to the phase of 
hopefully receiving accolades. And herein 
lies the trap. Some distributor comes 
calling, praises you and says your film is 
brilliant. You then immediately fall in love 
with this distributor, throwing all caution 
to the wind. You begin dreaming of big 
paychecks, getting on to your next film, 
and a career as a Producer or Director. 
But you don't really know anything about 
this distributor.

So... don't immediately hop into bed and 
sign whatever is put in front of you. Do 
your due diligence – and as importantly 
– moderate your enthusiasm until such 
distributor checks out, and you get the 
contract fully negotiated so you're not 

making a bad deal. I've lost count of the 
number of Producers & Directors who've 
made bad deals because they finally had 
a suitor. Seriously. I'm not making this 
stuff up. They were so happy to have a 
distributor court them and tell them they 
love their movie, that the rational part of 
their brain – the frontal lobe – stopped 
functioning and took a hike.

If you mess up and make a bad deal and 
get burned, the likelihood that you'll ever 
make another movie again drops at least 
80%. As it is, the number of filmmakers 
who move on to a second feature film 
is already staggeringly low. Bottom line: 
Do not screw up and make a bad deal. 
Educate yourself about what a good deal 
is, AND what a good contract is. They are 
not necessarily the SAME thing.

Final worDs:
You need to build various things into any 
contract with any distributor, including 
a "safety valve," so that if things aren't 
going well and the distributor is doing 
a poor job, you can get your rights 
back without having to lawyer up. Most 
filmmakers don't do this, or even know to 
negotiate this. Thus my comment above 
about educating yourself. Unfortunately, 
too many don't think they need to know 
any of this. And a number of filmmakers 
exhibit an arrogance that they don't need 
to know. OR they think they already know 
the game when they haven't a clue.

If you're one of these filmmakers, don't 
allow your arrogance to destroy you 
or the film you've put SO much heart, 
time and money into. EVERYONE: Treat 
your distribution journey with care and 
diligence. Yes, I know you love the 
creative part of filmmaking, and this is 
where you'd prefer to devote all your 
time. But unless you're a hobbyist who's 
making films for the fun of it, this is a 
business, and your thriving as a Producer 
or Director requires you to learn and 
embrace all that comes after making your 
movie or documentary.

Film Producer & Distribution Expert Jerome 
Courshon has assisted hundreds of filmmakers 
with achieving successful distribution through 
his classes, speaking engagements, and 
consultations. For more info about him or his 
acclaimed 3-Day Program, "THE SECRETS TO 
DISTRIBUTION: Get Your Movie Distributed Now!" 
visit: www.Distribution.LA
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current HD Projects
I’ve just completed a series Taboo 
(Season 9) which aired on NGC [National 
Geographic Channel]. This is based on 
community’s rituals which are taboo 
for other communities and countries. 
I’ve shot around six films based on 
stories from India. Before that also was 
another series The Witch Doctor Will 
See You Now. This was also for NGC. 
All these docs were shot on Sony HDW-
900 HDCAM. Next month, I am off to 
Bangladesh for doc where we are zooming 
to HDW-900 with combination of PDW-
700 and C-300.

HD ProDuction workfLow
My doc The Girl Who Cries Blood, which 
was under Bodyshock series for Channel 
4 and NGC, was shot with the Sony 
HDW-900 with Canon HJ-11 and Canon 

HJ-22 lens. We used Canon 5D II for a 
few shots. This was edited by an amazing 
editor friend of mine, Chris, on Avid.

evoLvinG workfLows
New invention and technology have 
changed workflows a lot. Earlier we didn’t 
have many opportunities in terms of 
experimenting with filmmaking, especially 
cinematography. With the development 
of a new 35mm sensor camera, it is 
much easier to get the film effect, where 
we needed to work harder to get that 
effect earlier. Since all these cameras are 
low cost, it is easy to add on one to two 
different cameras into your kit and then 
we can counter any kind of situation. 
Examples are like with Canon 5D III/C-
300 types of cameras, you really get 
amazing shallow depth of field without 
much effort. The Sony FS-700 comes very 
handy when a few of your shots need to 
be shot in higher frame rate and at the 
same time that can be used as a backup 

camera. So overall now a filmmaker/
cinematographer has many choices for 
filmmaking with the help of HD and new 
products.

HD insiGHts
I always recommend my directors or 
producers to go for tests for any camera, 
any workflow. I think since on one hand, 
HD has a lot to deliver, but at the same 
time, it would be difficult if you make a 
silly mistake in HD, so always go for tests. 
Whether you are using a new camera, a 
new workflow, a new edit suite, always 
go for tests. And then you can plan for 
perfection. Tests will tell you whether any 
particular piece of equipment will give 
you desired results or not. For a small 
project of fiction, it’s better if you test 
for one hour your 5D III right from shoot 
to edit, so you can decide before fixing 
something.

www.imdb.com/name/nm3602593

over tHe Years, i’ve receiveD 
oPPortunitY to work in 
Different fieLDs wHicH ranGes 
froM wiLDLife Docs, HarD-core 
Docs, corPorate viDeos, vnr’s, 
fictions anD tHat witH ranGe, 
i’ve Got oPPortunitY to work 
witH Different Directors froM 
aLL over tHe worLD wHicH HeLPs 
Me a Lot to Learn Different 
aPProacHes anD stYLe.

FavoritE HD caMEras
MY favorite caMera is tHe sonY 
HDw-900 witH a coMBination 
of a wiDe anD a teLe Lens. i’ve 
workeD witH tHis caMera for 
eiGHt to nine Years. anD i Love 
it. it Gives aMazinG resuLts anD 
i’ve useD it in extreMe conDitions 
Like -20 DeGree ceLsius to +50 
DeGree ceLsius. froM a Low 
LiGHt situation wHere, witH anY 
otHer caMera, it wouLD Be in 
BiG ProBLeM But witH HDw-900, i 
knew wHat fantastic resuLts tHis 
wiLL Give Me.
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i've workeD in viDeo 
ProDuction since i was 
15 Years oLD anD now 
i'M 38. i starteD workinG 
on a ProDuction in 
tHe citY of são PauLo, 
BraziL. tHe owner of 
tHe ProDuction is MY 
cousin, anD i starteD 
as a caMera assistant. 
anD over tiMe i BecaMe a 
caMeraMan, steaDicaM 
oPerator anD 
cineMatoGraPHer anD 
"Love MY Profession".

HD Projects anD workfLow

At the moment my newest work is doing 
a music video. I'm recording in HD 
1920x1080 29.9 fps, edited on MAC PRO, 
and colorizing with DaVinci Resolve. At 
this moment we are finalizing the first clip 
of the six. I worked on a commercial shot 
with the Canon EOS C300 at a hotel in the 
city of Bonito, MS, Mato Grosso do Sul.

evoLvinG workfLows
I am from the U-Matic age and today we 
can say that technology is well advanced. 
We are thinking of buying a Canon EOS 
and C500 4K recording with a recorder 
AJA KI PRO. We're still thinking about 
entering the recording 4K, but we do not 
know yet what will be the demand upon 
the 4K.

www.reportercinematografico.blogspot.com
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HD workfLow 
There is a short film I shot called, I 
Am Super. It's a great little indie-style 
comedy/drama written and directed by 
Brandon Agan. We had very little money 
to shoot the 30-minute film. Because of 
cost and time, we shot everything on a 
5D MKII, except one shot we used the 
7D, and one fight scene setup, we shot 
with three 5D MKIIIs. The workflow is 
incredibly easy as well. My editor just 
took the files, backed them up, opened 
up Premiere Pro and started a DSLR 24 
fps sequence, and it was ready to edit. 
Simple.

evoLvinG workfLows
HD has completely changed my world as a 
cinematographer. Before, it took much too 
long to process. Between sending stuff to 
the labs like I did in film school, to MiniDV 
tape, and now to CF cards. Just the 
processing time itself is so much faster, 
and continues to be. It's quite wonderful 
knowing exactly what I'm getting before 
I even leave the set. Dailies are now 
moments away, not 24 hours. 

In terms of production, HD has 
transformed the entire industry. With a 

digital format, I'm now able to obtain 
images with a $2,500 camera and a 
$1,000 lens that 10 years ago would have 
taken a $65,000 camera with another 
$75,000 lens. Plus the cost of film is no 
comparison to the cards we use now. The 
only issue is really the storage space, but 
we had to deal with that for film anyways. 
For me, depending on project of course, I 
will most likely choose an HD format over 
film unless it's a feature. Commercials, 
shorts, music videos, documentaries, etc. 
are much easier delivered in an HD format 
and usually don't get the time allowance 
that a feature can get.

favorite HD caMeras
It really depends on the project. I always 
want to go for the best so I'm always 
thinking about using the EPICs. And now 
that RED has released the DRAGON, I'm 
very excited to try it out. A lot less light 
will be needed to create the image you're 
looking for. But not everything I shoot 
can afford the REDs or have the time to 
make the setups with the REDs. In those 
situations, I'm going to shoot on the 5D 
MKIII. Nothing beats it in low light and 
the portability of the body just makes 
it the perfect run-and-gun camera. And 

really for post work, if you have to turn 
it around quickly, you have to use the 
Canons. So it does depend on the project 
but I will always carry my DSLR with me, 
even as a C camera.

HD Projects
I'm full-time freelance. I no longer do 
photography but am really busy working 
as a cinematographer. Currently, music 
videos are a huge part of my work. I am 
also starting a 3-day shoot on a short film 
called, That Which Falls Apart directed by 
a good friend of mine, Leighton Silvestro. 
The following few weekends after that 
I'm shooting a short film with an up-and-
coming director Lucas Omar called, Show 
and Tell. And for both of those films and 
for other upcoming projects I will be 
shooting HD and 5K. 

Most everything I am shooting is on a 
Canon 5D Mark III, but I'm also hooked 
up with a production company that has 
two RED EPICs. So I'm getting some 
really great experience on some great 
high quality cameras while I'm shooting 
my other stuff on the side.

www.brandondhyde.com

tiPs anD tEcH
tiP 1: exPosure, exPosure, exPosure. if You over or unDer exPose, You 
aren’t GivinG Your eDitor tHe inforMation He neeDs. i Don’t know How ManY 
tiMes DurinG eDitinG i’ve kickeD MYseLf Because tHinGs were too Dark.

tiP 2: oversHoot. we no LonGer Have to worrY aBout runninG out of fiLM. 
it’s PrettY MucH unLiMiteD storaGe. wHY not Give Your eDitor as MucH as 
You can? it wiLL onLY Make it Better in tHe enD.

tiP 3: staBiLitY anD MoveMent. i see tons of tHe HanDHeLD tHinGs, 
esPeciaLLY witH tHe DsLrs - tHat is just increDiBLY DistractinG. Get a sLiDer, 
a steaDicaM, or even just a triPoD. MY favorite tooL is MY sLiDer. tHe 
MoveMent is extreMeLY PLeasinG visuaLLY, anD is not tHat HarD to setuP, anD 
it can Be Done quickLY.
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HD worKFlow
okaY so Back in tHe DaY (a few 
MontHs aGo) wHen i useD finaL 
cut Pro 7, i wouLD Have to 
convert aLL of tHe footaGe to 
tHe coDec aPPLe Pro res 422 
usinG a ProGraM caLLeD MPeG 
streaMcLiP first in orDer to 
Make tHe footaGe More eDit 
frienDLY. BY DoinG tHat tHere's 
Less renDerinG tiMe. However, 
since uPGraDinG to finaL cut Pro 
x, i no LonGer neeD to convert 
tHe footaGe. aLL of tHe renDerinG 
is Done in tHe BackGrounD. it's 
Great! now i just iMPort aLL of 
MY HD footaGe into finaL cut Pro 
x, anD i can BeGin eDitinG riGHt 
awaY. it DefiniteLY saves You a Lot 
of tiMe. finaL cut Pro x Got soMe 
BaD reviews saYinG it's too MucH 
Like iMovie anD it kinD of is. i'LL 
aDMit wHen i first starteD usinG 
it, i was a Bit tHrown off Because 
i was so useD to finaL cut Pro 
7. after a few DaYs of PLaYinG 
arounD witH it, i Love it. 

HD Projects
Currently, I have a few comedic sketches 
that I am writing with my co-writer Jordan 
Wapner, which we plan to shoot in HD 
and upload to YouTube and FunnyOrDie. 
We are also writing several spec scripts 
including a 30-minute sitcom pilot, an 
hour-long drama pilot, and a feature film. 
We are both moving out to Los Angeles as 
well in October.

tiPs anD tecH
Shoot to Post Workflow

1. When shooting HD video on an HDSLR 
make sure that you use a 95MB/s SD 
card and nothing less. Any card that is 
slower might run into problems where it 
stops recording while shooting. The faster 
cards allow the data to write faster while 
shooting and they don't stop recording.

2. If you're editing on FCP7, download 
MPEG Streamclip to convert your footage 

to Apple Pro Res 422 for easier editing, or 
just download Final Cut Pro X instead.

3. When shooting HD Video, decreasing 
your DOF (Depth of Field) is important 
to isolate your subject and allow the 
audience to focus on what's important. 
DOF shots are more pleasing to look at 
as well from an audience view. It makes 
the image appear sharper and looks much 
more film like and professional.

favorite HD caMeras
Currently I'm shooting on a Canon Rebel 
T2i and I love it. I have also shot with the 
5D and 7D, and they are both excellent 
cameras as well. HDSLRs are great 
because they're very lightweight and 
portable. Sometimes I do a lot of guerilla 
type shoots and these are fantastic for 
that. With the right lens they put out 
amazing footage that I believe can rival 
any film camera.

www.garydunkel.com
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caMEra

teLeMetrics inc.

Telemetrics offers a 
comprehensive line of 
camera robotics and 
control systems for 
broadcast, industrial, 
educational and military 
applications. Telemetrics’ 
specialized line includes: 
camera robotics systems 
including programmable 
computer controlled pan/tilt 
mechanisms, weatherproof 
camera robotic systems, 
motorized camera trolley 
systems, advanced control 
software, and a wide 
variety of programmable 
controllers. Plus the 
industry's leading line of 
camera robotics technology 
that's giving the industry 
a new perspective and 
camera control systems 
that lead the way.

EQuiPMEnt 
rEntal 
coMPaniEs

csi rentaLs

CSI Rentals is the 
emporium of the 
filmmakers by featuring 
everything on your 
equipment list from 
Cameras, Lenses, Rigs, 
Cranes, Jibs, Sliders, and 
Mics to Lighting of all 
sources - Tungsten, HMI, 
LED, Kino Flo, Grip and 
expendables and more at 
great rates satisfying any 
budget. CSI Rentals is your 
one stop cinema rental 
house featuring the full line 
of Canon Cinema cameras 
and lenses including the 
Canon C300, C100 and 
now the latest EOS 1DC 
DSLR Cinema 4K, as well 
as the Red Scarlet, Cinema 
Primes, and now HMI lights 
up to 6k.

Lvr rentaL

LVR consistently maintains 
and updates its inventory 
of Cine, Television, Audio, 
Lighting and Presentation 
Equipment and is always 
on the cutting edge of 
the new technology. 
The men and women 
of LVR are consummate 
technical professionals 
who constantly strive 
to accommodate their 
customers. LVR's staff 

is qualified to work 
with both the local 
and the international 
communities. LVR’s clients 
are independent projects, 
student projects, episodic, 
reality, news magazines, 
news, sports, corporate 
and other productions, and 
postproduction projects. 

scHeiMPfLuG DiGitaL

Scheimpflug is a full service 
provider of rental lighting, 
digital camera and grip 
equipment, along with New 
York's best technicians to 
help fulfill all your camera 
and lighting requirements. 
Scheimpflug also offers 
fully stocked grip truck and 
generator packages along 
with the staff to keep your 
shoot flowing smoothly. 
“We are committed in 
helping achieve your vision 
beginning with extensive 
planning and concluding 
with exceptional execution. 

Known for personal 
attention, Scheimpflug 
takes great pride in being 
involved in every step of 
our client's projects and 
our attention to detail is 
what keeps our clients 
coming back.” 

www.scheimpflug.net

ProfessionaL sounD 
services

Professional Sound Services 
(PSS) located in New York, 
NY and New Orleans, LA is 
dedicated to providing the 
best in audio equipment 
Sales, Service and Rentals 
throughout the US and 
World. PSS is technically 
up-to-date. "In this ever 
changing environment, 
sound mixers need the 
latest gear with the latest 
knowledge on the way 
to best run that gear" 
says owner Rich Topham. 
Recently a client called PSS 
and stated "I can always 
rely on the PSS staff to 
answer all my questions 
without having to "get back 
to me". Their knowledge 
is up to the minute and 
immediate."

liGHtinG

fotoDiox

www.teLeMetricsinc.coM

www.csirentaLs.coM

www.Lvrusa.coM

www.scHeiMPfLuG.net

www.Pro-sounD.coM

Grow Your Business and Gain More Exposure 

siGn uP toDaY @ www.hdproguide.com/network

30 2013, Vol. 1, No. 1

http://www.scheimpflug.net
http://www.telemetricsinc.com
http://www.telemetricsinc.com
http://www.csirentals.com
http://www.lvrusa.com
http://www.scheimpflug.net
http://www.fotodioxpro.com
http://www.csirentals.com
http://www.lvrusa.com
http://www.scheimpflug.net
http://www.pro-sound.com
http://www.pro-sound.com
http://www.hdproguide.com/network


Fotodiox offers professional 
photography and 
videography supplies and 
accessories. 

Popular lighting solutions 
include the Fotodiox Pro 
DY-200 Daylight Fresnel 
LED, High-Intensity LED 
Fresnel Light for Film & 
Television with Remote 
Dimmable and Focusable 
Control, 12V AC Power 
Adapter, Light Stand 
bracket and Removable 
Barndoors; the Fotodiox Pro 
LED-312A, Professional 312 
LED Dimmable Photo/Video 
Light Kit with Removable 
Battery; and WonderPana 
66 Essentials .9 SE Kit 
- System Holder, Lens 
Cap, 6"x8" 0.9 Soft Edge 
Filter and 145mm Circular 
Polarizer (CPL) Filter.

LoweL LiGHt

Lowel Light continues to be 
a leader in location lighting 
specializing in lights, 
controls, mounts, and kits. 

Lowel Light’s series of 
LED fixtures are designed 
to bring studio quality to 
productions of all types and 
sizes. Lowel Prime™ LED's 
come in dedicated High 
CRI daylight or tungsten 
color models, and are also 
fully DMX addressable, 
dimmable and controllable, 
with a host of available 
accessories. 

Popular lighting solutions 
include the Lowel GL-1™ 
Power LED, Lowel Prime™ 
LED System, Lowel 

SlimLight™ Kits, and Lowel 
Blender 3 Light Kit.

Batteries 4 BroaDcast

Batteries 4 Broadcast, 
Inc. provides affordable 
quality lithium-ion 
batteries and chargers 
for V-Mount, Gold Mount 
and NP-1 applications; 
and LED camera light and 
power accessories. The 
Socanland ENG 30 LED 
Fresnel Camera Light is 
an on-camera light with 
both Bi-color and Bi-Focus 
adjustability. Easily adjust 
focus by rotating the 
ring at the front of the 
light, and adjust the color 
temperature and brightness 
by the two dials at the rear. 
The Fresnel lens allows a 
much brighter light source 
while still maintaining the 
low power draw famous for 
LED lighting. 

caMEra baGs

tiffen’s next 
Generation DoMke

Made in the USA, Next 
Generation Domke evolves 
with photographers, 
offering products as unique 
as the people that carry 
them. Customizable to any 

shooter’s needs, Domke 
bags are made of soft, 
fashionable canvas that 
mold to the body for a 
comfortable fit when on 
the go. Interchangeable 
pocket inserts let shooters 
custom-tailor their Domke 
bag to fit all the accessories 
they need, protecting gear 
and providing easy and 
convenient access to it 
in even the most action-
packed situations. Smart, 
high-tech fabrics and 
unique hardware combine 
to make “bomb-proof” 
yet versatile bags that do 
more than just hold gear 
– they facilitate the art of 
photography.

traDEsHows

iBc 2013, rai, 
aMsterDaM

conference, 
sePteMBer 12-
17. exHiBition, 
sePteMBer 13-17.

IBC is a Melting Pot 
of Ideas. It is where 
traditional broadcast 
and engineering collides 
with multi-screen and 

www.fotoDioxPro.coM

www.LoweL.coM

Batteries4BroaDcast.coM

www.tiffen.coM
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information technology. 
Experiencing IBC means 
exploring this digital 
disruption and learning 
about new creative and 
business opportunities 
by participating in the 
IBC Exhibition and range 
of value added activities 
and against the backdrop 
of an agenda-defining 
conference. 

This is exactly why 
hundreds of executives 
spanning the entire 
spectrum of international 
media and entertainment 
make it a date. Walt Disney, 
Tesco, Globo TV, YouTube, 
Technicolor, Twitter and 
Telefonica O2 are all at 
IBC2013.

DiGitaL viDeo exPo 
2013, Los anGeLes, 
ca conference

sePteMBer 25-27. 
exHiBits, sePteMBer 
25-26.

Don't miss Digital Video 
Expo 2013, to be held at 
the Los Angeles Convention 
Center. Complimentary 
Exhibit Hall Passes are 
available. Spend two days 
at Digital Video Expo and 
be inspired for the year. 

Digital Video Expo offers 
three conference options to 
suit your needs. All options 
include access to the 
exhibit hall on Wednesday 
and Thursday (September 
25 and 26), networking 
meetings, and on-floor 

education and keynotes. 
See all conference options.  

content & 
coMMunications 
worLD (ccw)

noveMBer 13-14, 
new York, nY

CCW brings together the 
most inspired minds in 
media and entertainment 
production, post and 
distribution. Interact with 
the latest products and 
technological innovations 
firsthand and learn from 
industry experts. Discover, 
define, and deliver your 
vision with CCW. Get your 
complimentary pass.

Use VIP Code CCEY5. 
Focus on: Broadcast 
Engineering, Ultra HD 
and 4K, Content Creation 
& Production, Post 
Production, Film & Digital 
Cinema, Streaming, OTT 
& Connected Media, 
DAM & Storage, Content 
Delivery & Distribution, 
Cloud Services, Enterprise 
Video, IT & Network 
Infrastructure, Pro 
Audio, AV Integration, 
Government / Military, and 
Satellite Communications.

GovernMent viDeo 
exPo 2013

DeceMBer 3-5, 
wasHinGton Dc

GV Expo is Washington's 
largest technology event 
for pro video, broadcast, 
AV professionals. Learn 
about cutting-edge 
video technologies and 
techniques at Digital Media 
D.C. and the Pro Media, 
two conference programs 
designed to teach, 
enlighten, and inspire 
attendees. Get hands on 
with the latest video gear 
in an exhibit hall featuring 
over 175 suppliers, dealers 
and distributors and attend 
free special events and 
networking opportunities 
to further your knowledge, 
career and agency mission. 
If you shoot, edit, post, 
store, or distribute video 
or need AV solutions, you 
must attend this important 
technology event. 

naB sHow

NAB Show, held April 5-10, 
2014 in Las Vegas, is the 
world's largest electronic 
media show covering filmed 
entertainment and the 
development, management 
and delivery of content 
across all mediums. 

With more than 93,000 
attendees from 156 
countries and 1,550+ 
exhibitors, NAB Show is 
the ultimate marketplace 
for digital media and 

entertainment. From 
creation to consumption, 
across multiple platforms 
and countless nationalities, 
NAB Show is home to the 
solutions that transcend 
traditional broadcasting and 
embrace content delivery to 
new screens in new ways. 

aPPs

caMerarePort
DeveLoPer: jaMes 
Lewis

CameraReport makes the 
transition between on-set 
shooting to post-production 
a quick and professional 
task. Bringing a well known 
Film style Neg Report into 
the new digital era. Opting 
for a familiar template 
makes this Camera Report 
the number one choice 
for camera assistants and 
DIT’s to record all the 
necessary production and 
camera data in an easy 
manageable way. Give 
Editors, Production and 
Post every day, scene, 
shot and take with every 
detailed information 
imaginable. 

With the ease of your 
iPhone or iPad email the 
overall report or individual 
days to as many people as 
you like within seconds.

www.iBc.orG

www.DvexPo.coM

www.ccwexPo.coM/HDProGuiDe

www.GvexPo.coM

www.naBsHow.coM

www.crewsnews.co.uk
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crewsnews

CrewsNews is the social 
app for everyone in the 
Film/TV Industry. Chat and 
share messages, images 
and contact details with 
friends and colleagues. 
Post updates for everyone 
on the Fan Wall. Send 
personal messages to those 
you know. Share images 
and photos from your set. 
Send contact details to 
other users. Share your 
location with friends. Check 
in at Studios or Filming 
Locations, and share 
your location with others. 
Search for Studios and 
get directions. Create your 
own Portfolio Page. Upload 
Resumes, Showreels and 
Websites. Let others see 
your work. Search for 
friends and colleagues 
by Job Title. Search for 
Studios.

soFtwarE

tiffen Dfx

Tiffen's award-winning Dfx 
software, which enhances 
both still and video images, 
delivers over 2000 standard, 
exclusive and special effect 
filters for the professional 
or the photo enthusiast. Dfx 
Essentials software brings 
many of Dfx's robust tools 
to anyone who wants to 
create breathtaking images 
from digital cameras and 
cell phones.

scaYL

Scayl (pronounced "scale") 
is the world's first direct 
email application that 
sends the world's biggest 
attachments. It's a fast, 
private and secure way to 
send unlimited size files 
from one-to-one, or one-to-
many, without storing your 
files on a server that could 
be hacked. Scayl is easy 
to use as a typical Email 
application. It is a desktop 
application that runs on 
Windows 7, Windows 8, and 
on Mac OSX: Snow Leopard, 
Lion, Mountain Lion. You 
can send up to 20 files 
per message. How large? 
Whatever you need to send 
- because you don't have to 
upload, and then download 
files to be shared. It does 
not set limit on file size or 
storage like cloud-based 
file sharing services do. 
When sending one-to-many, 
Scayl's "Mesh Technology" 
accelerates delivery even 
faster because the Scayl 
recipients provide the work 
load on the transfer.

www.crewsnews.co.uk

www.tiffensoftware.coM

www.scaYL.coM

HDProGuiDE.coM nYc 
worKsHoPs For ProFEssionals
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