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EDITOR’S VIEW

UP IN THE AIR
I ’d like to invite you to join me at the 2015 National 

Drone Show, a conference and expo dedicated 
to video production with drones, also known as 

unmanned aerial vehicles (UAVs). Held Dec. 2-3 at the 
Walter E. Washington Convention Center, the National 
Drone Show will bring thousands of video professionals 
together for two days of discussions and demos of the lat-
est in UAVs and video capture, management and delivery 
technologies.

Drones have appeared on the radar of virtually 
every industry. The technology is inspiring fascinating 
business possibilities and raising new considerations 
involving regulation, security, privacy and safety. We’re 
pleased to bring the discussion about drones to the heart 
of the nation’s capital.

The National Drone Show will feature a drone flying cage, free-to-attend sessions on the exhibit 
floor covering the latest drone technologies, and regulatory topics and in-depth training sessions for 
UAV users produced in partnership with Stampede. To register to attend this (free) event, visit www.
nationaldroneshow.com.

Show sessions include:
• Command & Control for Drones
• Drones for Large Sporting Event and Entertainment Event Coverage
• Drones for Law Enforcement/Security/Public Safety
• “Dronevertising” — Using Drones to Deliver Marketing/Advertising Messages
• Rise of the Drones: A DMV Producer’s Panel for Unmanned Aerial Vehicles (UAVs)
We’re pleased to partner with the Television, Internet and Video Association of D.C. (TIVA-DC) for the 

Aerial User Group Show and Tell, which takes place after regular show hours on Dec. 2. Bring your UAV/
drone to the D.C. Convention Center and join TIVA members as they talk about the best spots to fly in the 
Delaware, Maryland and Virginia (DMV) area. Other topics will include tips on getting permission to fly, 
gaining access to a venue/field and getting insurance coverage. This event is a great opportunity to meet 
fellow aviators and network.

The National Drone Show is the only event that brings together video professionals from the 
Washington region’s government, military, law enforcement, enterprise, broadcast, cable, production 
and postproduction communities. Invited exhibitors include drone manufacturers, drone accessory 
equipment companies, and drone software and service providers.

I hope to see you there. For more information, visit www.nationaldroneshow.com.
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D irector of photography John W. 
Rutland employed a combina-

tion of Sony cameras—PMW-200, 
NEX-FS700 and a7S—for Paranormal 
Activity: The Ghost Dimension, the 
sixth installment in the horror film 
series.

To remain consistent with 
the franchise’s use of first-person 
perspective, Rutland wanted to 
give the actors a camera that was 
small and simple to use. He chose 
the PMW-200 as this “home movie” 

camera. “It was easy enough for the 
actors to use, it had a good look, and 
the images held up well when blown 
up,” Rutland recalls. “[The actors] 
used it in auto-focus mode and that 
worked well, but we also hooked up 
a single-channel follow focus to the 
camera’s iris. That way I could pull 
iris from the wireless monitor.”

In the film’s storyline, the 
characters find an old camera with 
mysterious footage on it—that 
camera is played in the film by a 

Sony FS700 built out to look like a 
shoulder-mount ENG camera. In 
addition to being a set piece in the 
movie, Rutland used the FS700 to 
shoot several low-light scenes.

The production also called on 
Sony’s a7S to act as the movie’s 
“security” camera, used to lend a 
surveillance feel, which is another 
recurring element in the Paranormal 
movie franchise. Rutland positioned 
seven a7S cameras around the main 
house set.

UPDATE

SONY CAMERAS COMBINE FOR SUPERNATURAL THRILLS

online
Read more about Paranormal Activity 
online creativeplanetnetwork.com/
current-issue



Electronic Viewfinder, lens and accessories sold separately.

Blackmagic URSA Mini, the lightweight Super 35 4.6K 
digital film camera with 15 stops of dynamic range!

URSA Mini is a lightweight digital film camera featuring an 
incredible 4.6K Super 35 sensor with global shutter and up 
to a massive 15 stops of dynamic range! The lightweight 
and strong magnesium based design is perfectly balanced, 
making it comfortable for all day shooting. You also get a 
bright 5 inch foldout touchscreen, 12G-SDI connections 
and even dual CFast recorders that work in RAW or ProRes 
so you can change cards while recording! 

URSA Mini 4K From $2,995
URSA Mini 4.6K From $4,995

Learn More

https://www.blackmagicdesign.com/products/blackmagicursamini
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TERRITORY DEVELOPS UI ELEMENTS FOR THE MARTIAN

Legends and Lies 
Produced with 
Panasonic VariCam 35

Warm Springs Productions is currently at 
work on the second season of the Fox 

News Channel docudrama series Legends and 
Lies, using a pair of Panasonic VariCam 35 4K 
camera/recorders to profile the patriots of the 
American Revolution. Warm Springs president 
Chris Richardson, who shares the executive pro-
ducer credit on the show, praises the camera’s low-
light capabilities: “The VariCam 35 is a perfect fit 
to authentically replicate the minimal lighting, the 
‘living by candlelight’ of the 1770s,” he says.

Richardson has outfitted the VariCam 35s with 
Fujinon 19-90mm Cabrio lenses and 85-300 Super 
35 zoom lenses. He is shooting the series in 2K, 
12-bit 4:4:4. He adds, “We know that the VariCam 
35 will give this second season of Legends and Lies 
an epic, beautiful, cinematic look.”

online
Extended versions of these articles are available at  
creativeplanetnetwork.com/current-issue

UPDATE

FotoKem performed grading and online edit-
ing services on the pilot episode of Starz’ 

Ash vs Evil Dead television series, the long-
awaited follow-up to the classic horror film The 
Evil Dead and its sequels. Ash vs Evil Dead is 
executive produced by Sam Raimi, Rob Tapert 
and Bruce Campbell, the Evil Dead filmmakers.

The Evil Dead films are known for mixing 
horror and humor with a signature visual style. 
FotoKem colorist Alastor Arnold, who previously 
worked with Raimi on remastering The Evil Dead, 
headed the Ash vs Evil Dead grading work at 

FotoKem’s Burbank facility. Arnold relied on 
a range of Blackmagic DaVinci Resolve color 
correction features to establish and reinterpret 
the distinctive look of the classic films.

Raimi was going for a very filmic, warm and 
saturated look, Arnold explains. “Both he and 
[film editor of the first episode Bob] Murawski 
are big film fans. All of the Evil Dead films 
were shot on and distributed on film, and they 
wanted to stay true to that feel.” Though it 
has a filmic look, the television series is shot 
primarily on ARRI Alexa.

FOTOKEM GRADES AND EDITS ASH VS EVIL 
DEAD PILOT WITH RESOLVE

NEWS

Pablo (played by Ray Santiago), Ash 
(Bruce Campbell) and Kelly (Dana 
DeLorenzo) in the Ash vs Evil Dead pilot

photo by m
att schauer

Territory, represented by ODD (Office of Development & Design), partnered with 
specialists at NASA to design the user interface (UI) technologies featured in the 20th 

Century Fox film The Martian. Territory collected a wealth of information, including mod-
ern-day interface designs used by astronauts and ground control. “We stayed true to the 
data NASA provided,” says creative director David Sheldon-Hicks about the final look of the 
UI elements in the film. “All the interactive controls came from real data, and that helped 
[director] Ridley [Scott] tell a compelling story, while never straying away from reality.”

A number of effects created by Territory are featured in the film, including images, text, 
code, engineering schematics, and 3D visualizations based on authentic satellite images 
showing Martian terrain, weather and mission equipment.





B ill Murray, director Sofia Coppola and pro-
ducer Roman Coppola teamed up for A Very 

Murray Christmas, an hour-long musically-driven 
holiday special available on Netflix starting Dec. 4.

“My sister [Sofia] and I have worked on a lot of 
[film projects] together and we’ve always had great 
rapport,” explains Roman Coppola, who served 
as co-executive producer and associate director 
on the special. “As the director [on this project], 
she really was in charge of the look and feel of it, 
working with the actors, getting the performances 
right. I took certain aspects of all that work to help 
compose shots, to place cameras and to keep an 
extra eye on certain things while working with 
Sofia and [DP] John Tanzer as associate director. 
Some of my duties and John’s blended together, 
and we helped one another out on those.”

In A Very Murray Christmas, Murray prepares 
to host a live international holiday broadcast from 
New York’s iconic Carlyle hotel. After a blizzard 
shuts down the production, he makes the best of 
the situation, singing and celebrating with friends, 
hotel employees and anyone else who drops by. 
A Very Murray Christmas was written by Murray, 
Sofia Coppola and Mitch Glazer (Scrooged).

Given the large number of guest appearances—
including George Clooney, Chris Rock, Amy 
Poehler, Jason Schwartzman, the band Phoenix 
and Miley Cyrus—the crew had to shoot largely out 
of sequence. “But for actual musical performances, 
which were sort of fantasy sequences with a lot 
of [singing] numbers back-to-back, those were 
shot in story order. That’s just part of the work, 
the challenge of filmmaking, to know how to 
blend these various elements to make sure there’s 

uniformity and continuity that makes sense.”
Coppola reports that most of the shoot took 

place inside the Carlyle, “intimately, using 
handhelds in tight surroundings.” However, the 
production relocated to Kaufman Astoria Studios 
stages in Queens for the fantasy sequences, where 
the team had access to bigger tools including 
cranes and pedestal cameras.

“Our biggest challenge during the shoot was 
having to [capture] material very quickly due to 
talent availability, the budget, the weather and 
the use of various facilities,” he continues. “The 
show itself is close to an hour and we shot it in 
only about three days. In order to accomplish all 

the musical numbers and other sequences in that 
time, we decided to use multiple cameras, which 
was exciting but also quite difficult since we had to 
place the cameras often in relatively small spaces.

“Of course, anything with Bill Murray has a 
certain aspect of surprise, of fun and playfulness,” 
Coppola says. “That was sort of the hallmark of 
this show.”

“It was a really good experience,” says director 
Sofia Coppola. “I think [our special] is sort of weird, 
and Netflix just kind of let us do what we wanted. 
For creative people, it’s the best way to work. After 
this, we were like, ‘Let’s do another one!’”

—John Merli

creativeplanetnetwork.com | 12.201510

UPDATE NEWS

A VERY MURRAY CHRISTMAS BRINGS NETFLIX VIEWERS HOLIDAY CHEER
A musical number 
from A Very Murray 
Christmas

Bill Murray

photos by ali goldstein/n
etflix



The world’s first 4/3" large format, 4K handheld camcorder. 
Introducing the AG-DVX200PJ. It takes creativity to a new level. Ready to go with its 

integrated 13X Leica DICOMAR 4K lens that provides shallow depth-of-field/selective 

focus. This rugged new camcorder captures 4096 X 2160 4K at 24p, 3840 X 2160 UHD 

and 1080p at 23.98p, 29.97p and 59.94p. Its 12 stops of latitude from a V-Log Lite 

gamma curve and future-proof dual codec mode for simultaneous UHD and HD 

recording ensures that you are equipped with everything you need for success. 

Learn more at us.panasonic.com/dvx200.

© 2015 Panasonic Corporation of North America. All rights reserved.

It’s all in here to make a living or a movie.

The New AG-DVX200PJ
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The RevenanT
INSIDE THE FILM’S COLD, WET, DIRTY, DETERMINED PRODUCTION

BY JON SILBERG

D irector Alejandro González Iñárritu and Emmanuel “Chivo” Lubezki, ASC, AMC, built quite a few technical challenges into the production of last 
year’s Birdman: Or (The Unexpected Virtue of Ignorance), and for it they were rewarded handsomely with Oscars—Best Director for Iñárritu and 
Best Cinematography for Lubezki, in addition to the film’s Best Picture and Best Original Screenplay awards. But given what’s gone into making their 

follow-up, The Revenant, the extremely long handheld takes and the precision choreography required for Birdman seem a little less awe-inspiring in retro-
spect. That shoot, after all, took place in climate controlled buildings that were wired for electricity and had loading docks. The Revenant was shot in remote 
forests, at 9,000-foot elevation and in -30° F temperatures.
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The period piece stars Leonardo DiCaprio as a fur trapper. Seriously wounded early in the story, he must make his way through the freezing mountain 
terrain. The hardships involved in the production of the film, which also stars Tom Hardy, are already well known. Reports of crews shooting knee deep in 
icy rivers in the wilderness of Alberta and British Columbia have circulated, along with stories about crewmembers leaving mid-shoot. For Lubezki, who shot 
entirely in natural light, it’s all about capturing the reality of the situation for the audience. “Nothing will take the place of the complexity of nature and the 
lighting in nature,” says Lubezki. “It is essential to make the film this way if we want to show what the character goes through.”

And DiCaprio went through a lot, walking and even crawling his way through trails in freezing weather for a significant portion of the film.
Roughly one third of The Revenant was shot with the then just-out-of-the-factory ARRI Alexa 65—a camera with an active sensor size of 54.12mm x 

25.58mm, similar to the size of 65mm film negative—and ARRI optics made of rehoused Hasselblad lenses. Lubezki raves about the detail these cameras 
render. “We also shot a little bit in 65mm film and I definitely prefer the look of the Alexa 65. Film lovers talk about texture of the grain, but I don’t miss grain 
one bit! I think it was a problem that we had to live with for many years. The texture created a pictorial feeling of what we were trying to capture, but it was 
like seeing through a dirty window. To me, the images from this camera feel more natural. I wouldn’t use it for every movie, but it was perfect for this one.”

Although 65mm cinematography is frequently associated with epic vistas in films such as Lawrence of Arabia and 2001: A Space Odyssey, Lubezki used the 
expanded image area in a very different way in The Revenant: with a 24mm lens (roughly equivalent in image area to a super wide 12mm for a 35mm sensor) 
very close to DiCaprio’s face.

Lubezki says, “The camera allows you to capture something very intimate along with a very clear presentation of the environment. It’s beautiful in a very 
immersive way and in a naturalistic way at the same time. I felt that the images we captured with the 65 perfectly translated what I was feeling when I was 
in those locations—all the subtleties of nature, the color of the snow and melting of the snow, the tree branches moving with the wind, the clouds moving in 
the distance. But we also see everything going on with Leo’s face. This is a movie about nature and this man who knows how to survive in nature, and so far 
there is no camera better at portraying that.”

Inspired by true events, The Revenant, starring Leonardo 
DiCaprio, is an immersive and visceral cinematic 

experience capturing one man’s epic adventure of survival.

photo by kim
berley fren
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The Alexa 65 was mounted on cranes, primarily 
Technocranes, that key grip Ray Garcia was 
charged with delivering to some very remote areas 
designated by the director and DP. Garcia often had 
to figure out how to get the gear into wooded areas 
with strong restrictions on what could be cleared 
and where roads could be built. Frequently, gear 
was delivered via zip line to locations hundreds of 
feet from the nearest path.

Much of the film was shot handheld with 
ARRI’s modular Alexa M camera, whose head 
and “brain” may be separated during operation. 
A-camera operator Scott Sakamoto, or Lubezki, 
when he operated, could handhold just the camera 
head with a 12mm or 14mm lens. The camera 
was sometimes so close to DiCaprio that the 
mattebox was touching the actor’s face. Though 
such proximity might infringe on some actors’ 
performances, Lubezki says it was never an issue 
on The Revenant. “Leo is probably one of the 
greatest film actors in the history of film,” the 
cinematographer says. “100 percent of his energy 
is used on issues that are internal to the movie. 
What will make the movie better. What will move 
the audience.”

Location scouting began some eight months 
before shooting commenced. At this time, core 
crewmembers and cast rehearsed many scenes and 
shot the rehearsals to help map out the approach 
the filmmakers would take. The idea wasn’t to 
fix specific setups in place, but rather to create 
a framework that would allow for improvisation 
once principal photography began.

Though they shot these rehearsals without 
extras, wardrobe or makeup, they did use the Alexa 
M and 65 cameras. Lubezki recalls, “On Birdman, 
I did a lot of rehearsals with a very lightweight 
camera because it was cheaper to do it that way. It 

happened to be a RED camera. And then we shot 
the actual movie with an Alexa and it was different. 
So [for The Revenant] we said, ‘Let’s shoot with the 
camera I’m going to shoot the movie with and see 
what I’m capable of.’ I wanted to feel the weight of 
the camera and to know that [if ] I’m walking in a 
frozen river following Leo, I can go at his speed. So 
we rehearsed with the same cameras and lenses.”

One of the aspects of the production getting 
attention is the fact that it was shot almost entirely 
in natural light. Lubezki added some light bulbs 
to enhance a campfire, but he notes, “Even then, I 
kept dimming them and dimming them. If you’re 
shooting at [EI] 1280 or 1600 and wide open, you 
don’t need that. The real firelight and flicker is 
wonderful for the scene.

“I read something that said we went over 
budget because ‘the cinematographer wanted to 
shoot with natural light,’” he continues. “It made 
me angry. It’s the opposite. When you shoot with 
natural light, you don’t need trucks with lights and 
gennies and cable everywhere. It was a much faster 
way to shoot. We could be like jazz musicians. We 
could improvise. It wouldn’t be the way to shoot 
every movie, but it made this one better and faster. 
And besides, imagine bringing lights 9,000 feet up 
a mountain. And for what reason?”

Of course, the absence of movie lights doesn’t 
mean there wasn’t “lighting.” Lubezki worked with 
key grip Ray Garcia on some rather elaborate 
setups to shape, diffuse and cut the light. “For day 
interiors, we would generally shoot near windows,” 
Garcia says. “I would build shadows and try to 
[diffuse] direct light without affecting ambience. 
We would usually throw thick diffusion on any 
openings in ceilings or walls. Once we placed 
diffusion on a ceiling or a wall, we treated it like 
an aperture and we could let more or less light in 

as needed.”
Day exterior work was generally staged with the 

sun as a backlight. Garcia would then control any 
light that would bounce back onto actors’ faces, 
flying grid cloth rags of about 20’ x 40’ in trees to 
act as negative fill and take away the shadow of 
the camera and crew. Then he’d follow along next 
to the camera with cards to direct light back onto 
actors’ faces. “I aged and painted all the cards to 
resemble the environment,” he explains. “We never 
wanted just white or the look of unbleached muslin 
for the bounce. It had to look completely natural.”

Lubezki operated on most of the handheld shots 
and Scott Sakamoto operated on the Technocrane 
shots. DIT Arthur Toch remotely controlled the 
camera’s iris. “You need an amazing DIT you 
can trust 100 percent in a situation like this,” says 
Lubezki, who was always connected via headset 
to Toch. “You can communicate exactly what 
you want and exactly what’s happening. Because 
we’re not lighting and the camera is moving, the 
exposure is changing constantly. Sometimes we’re 
going from T-22 to T-1.4—the entire capability of 
the lens!”

Also on headsets was John Connor (longtime 
1st AC who has since moved on to shooting), 
who handled the complex job of keeping actors, 
sometimes less than a foot from the lens, in focus 
while the camera and subject were in constant 
motion and the depth of field was frequently being 
altered (because of the substantial stop pulls). 
“The focus pulling on this movie is by far the most 
difficult I’ve ever seen,” says Lubezki. “Honestly, I 
don’t think a lot of people could have handled it, 
with all the elements that were in constant flux, 
and we never used any marks.”

Connor, who was among the earliest adopters 
(continued on page 48)

Cinematographer Emmanuel “Chivo” 
Lubezki shoots in a frozen river.
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Leonardo DiCaprio
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M ount Meru in northern India rises 
21,000 feet above the Ganges River, 
nowhere near as high as Mount 

Everest, the peak that gets all the expeditions and 
the IMAX films. But among climbers, Meru—with 
its Shark’s Fin, a 1,500-foot-high prow of granite 
that leads to the mountain’s central summit—
is legendary, mainly for having thwarted more 
expeditions in the last 30 years than any other 
Himalayan peak.

As Jon Krakauer, author of Into Thin Air and 
himself a climber, explains, “Meru isn’t Everest. 
On Everest, you can hire Sherpas to take most of 
the risks. This is a whole different kind of climbing.” 

The 21,000-foot ascent up Meru’s central 
summit includes 4,000 feet of technical, snowy, 
mixed ice and rock climbing environments. Meru 
is known for being perversely stacked against 
alpinists, since the most technical climbing, which 
requires the heaviest gear, is near the top. The base 
of the overhanging headwall of the Shark’s Fin 
starts at about 19,350 feet. The Shark’s Fin itself is 
a 1,500 foot vertical granite wall, with few fissures, 
cracks or footwalls.

World-class climbers Conrad Anker, Jimmy 
Chin and Renan Ozturk attempted to summit Meru 
via the Shark’s Fin in 2008, but a large storm slowed 
them down and eventually forced them to turn 
back within 100 meters of the goal. They returned 
in 2011 to try again. Both times, in addition to 200 
pounds of gear, they carried cameras to document 
the experience. Chin, a 14-year veteran of the 
North Face Global Athlete Team, is an experienced 
cinematographer and photographer who shoots 
for a variety of commercial and editorial clients. 
Ozturk, too, has shot numerous video projects 
related to mountain climbing. Chin and Ozturk 
served as Meru’s cinematographers, while Chin 
and E. Chai Vasarhelyi, his wife, were the film’s 
directors.

“Filming these kinds of trips and climbs is just 

MAKING MERU
How the Crew Documented Their Perilous Climbs

DEBRA KAUFMAN

LOOK MERU

Jimmy Chin at first light on the 11th day of climbing in 2011. This was the summit day push.
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part of my process,” explains Chin. “I can’t even 
really imagine going on an expedition and not 
shooting it in some way. The creative process is 
very linked to the physical and athletic aspect of 
these trips.” 

The aim of shooting, whether it’s climbing 
Everest or surfing, is to capture footage “as 
beautifully as possible,” Chin continues. But he 
notes that the demands of climbing Meru kept the 
production “minimalist, down and dirty.”

How he decides what kit to bring with him 
depends on the type of expedition. There are 
expeditions built around productions, which 
usually involves a big team, big cameras and lots 
of gear. “Almost like the tail wagging the dog,” 

Jimmy Chin leading an ice pitch during the 2008 Meru attempt.

From left, Jimmy Chin, Renan Ozturk and Conrad Anker
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jokes Chin. Then there are productions like Meru 
on which the objective is to “climb something 
hard and difficult,” with the production being 
secondary.

“In the first kind of expedition, you can bring 
the kitchen sink,” he says. “In the Meru type of 
production, you are carrying all your equipment. 
But it’s the kind of production I prefer. It’s more 
journalistic, more run-and-gun.”

For the 2008 expedition, Chin and Ozturk 
brought a three-chip Sony Handycam camera.

By 2011, the digital SLR revolution expanded 
his choices; Chin bought a Canon EOS 5D Mark I. 
“All of a sudden I had this tool to shoot really great 
video and stills,” says Chin, who shoots photos 
for National Geographic and other magazines. “It 
has a more cinematic feel, with depth of field and 
different lenses.” They brought two lenses on the 
climb: a 24-105mm zoom with image stabilization 
and a 24mm prime.

They also had a Panasonic HDC-TM900 HD 
camcorder. “Renan and I would hand off the 
camera, so we each always had a camera on us,” 
says Chin. “We even had a Panasonic Lumix point-
and-shoot camera that was standard def.” The 
movie also features 10 to 15 seconds of GoPro 
footage, shot with a lens adapter. 

In the spirit of a lean and mean production, 
they brought only 12 batteries. “We had to shoot 
very judiciously,” says Chin. “We also set aside one 
battery and one card for summit day … if there was 
going to be one. We rationed our batteries like we 
did food.”

There’s always a risk of losing a camera, a lens 
or a card while shooting in remote locations, but 
losing any of their gear on the mountain would have 
been disastrous—to the movie, at least. At the same 
time, the philosophy of shooting on an expedition 
as grueling and dangerous as Meru, says Chin, is 
“never let shooting get in the way of the climb.”

He continues, “Shoot as much as you can 
without slowing down the climb. And don’t drop 
the camera.”

Every time Chin or Ozturk had to swap out a 
card was a stressful moment. “It’s dumping snow, 
it’s -20 degrees and you have big mitts on,” says 
Chin. “But you can’t drop the card. Everything 
counts.” 

To carry the camera equipment up the 
mountain with the rest of their climbing gear, 
Chin had North Face make a custom haul bag to 
hold it all. He and Ozturk didn’t lose a camera or 
a single card. But the horrendously cold, snowy 

weather did lead to some creative fixes. Chin says 
he occasionally had to hold a camera over a fire 
after shooting in the blinding snow. “It gets tons of 
condensation, usually between the lens elements,” 
he says. “I had to try to melt it all out.”

In the 2008 expedition, the shoot was “more 
organic,” and “more of an art project,” says Chin. 
“At the time, Renan was a novice in shooting,” 
he says. “I had just finished four major feature 
productions. I was explaining to him how to shoot 
sequences. There wasn’t much pressure.” Between 
2008 and 2011, says Chin, Ozturk’s cinematography 
skills “really accelerated. He’s hyper-talented as a 
cinematographer.”

In the years between the first and second climb, 
Chin and Ozturk also talked quite a bit about what 
they wanted to shoot when they approached Meru 
again. “As a photojournalist, I wanted to shoot 
around the climbing, those quiet moments in 
between,” he says. “It couldn’t just be big action 
shots. That’s how you build tension. And you’ve got 
to have the story.”

A crucial part of the story—Ozturk’s evacuation 
to a hospital—almost didn’t get shot. “The last 
thing I wanted to do was shoot Renan in the 
hospital,” says Chin. “I thought he was going to die. 
But he actually looked at me and said, ‘I want you 
to film this.’ I wasn’t really into it, but I thought, 
this is his dying wish, so I grabbed my camera and 
started filming it.”

Given that climbing—and staying alive—took 
precedence over shooting, it was inevitable that 
Ozturk and Chin would miss some shots that would 
have been nice to have. “Definitely certain shots on 

the climb would have been mind-blowing,” says 
Chin. “One called the Crystal Pitch is at the apex 
of the Shark’s Fin. I was leading so I couldn’t shoot 
and I think Renan was taking a rest day. But I feel 
fortunate that we did capture a few moments that 
were unlikely.”

Chin says he never worried about not having 
enough B-roll—a fear that’s always in the back 
of the documentarian’s mind. “We only had so 
much bandwidth for worry,” he says. “Not enough 
B-roll? That’s OK. I kind of missed that shot, but 
that’s OK. Of course, it was way more stressful in 
post.”

With limited gear and limited time to shoot, the 
production made very good use of all the footage 
shot. “We used 90 percent of what we shot on 
the mountain in the film,” says Chin. “The usage 
ratio was very high.” Although they had shot some 
interviews after the 2008 expedition, Chin wanted 
to redo them, including interviews with Ozturk, 
Krakauer, Conrad Anker, Anker’s wife Jenny, and 
Chin himself.

Chin says his “climbing mind” and “shooting 
mind” are inextricably intertwined, but balancing 
the two, particularly under such harsh conditions, 
can push him to his limits.

“It’s a love-hate relationship when I’m on an 
expedition and shooting,” says Chin. “There are 
a lot of moments on an expedition that I wished 
I’d never discovered a camera. Some days it’s a 
curse, the last thing I want to be doing.” On most 
of the days, however, climbing and shooting work 
together, giving viewers a chance to experience the 
hardships and beauty of challenging Meru.  dv

One last look before bed. Renan Ozturk checking out the stars  
above base camp the night before the approach to the base of the route.
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BLINDSPOTLOOK

A beautiful woman, with no memories of 
her past, is found naked in Times Square 
with her body fully covered in tattoos. 

Her discovery sets off a mystery that captures the 
attention of the FBI, whose agents follow the road 
map on her body to reveal a larger conspiracy of 
crime while bringing her closer to discovering the 
truth about her identity.

NBC’s Blindspot was created by Martin Gero 
(Bored to Death, L.A. Complex). Gero serves as 
writer and an executive producer. The pilot was 
directed by executive producer Mark Pellington 
(Cold Case, Arlington Road) and shot by 
cinematographer Martin Ahlgren with the look 
and feel of an action movie. The series has two 
rotating directors of photography—David Johnson 
(Resident Evil, AVP: Alien vs. Predator) and David 
Tuttman (The Following, Damages)—to handle the 
23-episode first season.

It’s often difficult for a cinematographer to join 
a show after the pilot, where much of the look 
has already been created. This wasn’t the case 
for Tuttman and Johnson. “When David and I 
were offered the job, Martin [Ahlgren] graciously 
met with us for three hours one morning to talk 
about the show, the philosophy of lighting and 
other stuff,” reveals Tuttman. “I’ve been very 
lucky in that I’ve had very pleasant interactions 
with cinematographers from whom I’ve inherited 
shows. I felt very comfortable going into this.”

In terms of rotating episodes, Tuttman and 
Johnson work seamlessly and see many advantages 
to having two cinematographers. “We have 
different styles, which is a good thing, although it 
all becomes Blindspot in the end,” says Tuttman. 
“Although I love shooting, the extra prep allows 
me to wind down after a high pressure shooting 
experience.”

“There might be a slight difference in our 
lighting approaches but I don’t think it’s enough 
to make the viewer aware of any differences,” 

MAPS, MYSTERY AND CONSTANT MOTION
Building the Frenetic Pace of Blindspot

NEIL MATSUMOTO

A woman (Jaimie Alexander) is found in Times Square with no memory of her past.
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says Johnson. “Martin did such a great job on the 
pilot and our inspiration is just to achieve those 
ingredients.”

Blindspot is shot with several ARRI Alexa Plus 
cameras with lightweight Angenieux Optimo 
zooms, and occasionally Cooke S4i primes. At the 
request of Gero, they’re capturing 12-bit ARRIRAW 
to give them more flexibility, as well as the ability to 
slightly recompose frames, in the edit room. 

“We also have strong direction from pilot 
director Mark Pellington, who likes the look of 
handheld with snappy zooms,” says Johnson. “I’ve 
used the Alexa on practically everything I’ve shot 
in the past five years. Because I come from a 
film background, it feels more familiar than most 
other digital cameras, which have more computer-
oriented menus. The Alexa seems to have the right 
buttons.”

In terms of the look, Tuttman describes 
Blindspot as a show with a lot of motion to it, filmed 
with a very inquisitive camera. Camera operators 
are asked to frame shots in a unique way and to 

Jane Doe (Jaimie Alexander) and FBI Special Agent Kurt Weller (Sullivan Stapleton)
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approach each take differently to give editors more 
choices in post. “I like to find some sort of allegory 
for the camera in its role on the show, and with the 
tattoos and all, it’s definitely a puzzle-like show. 
The camera is always looking, always swinging 
around to see or to tie things in, whether directly 
or not,” says Tuttman. “Sometimes it’s not about 
dialogue or relationships but just to keep things 
moving and push the envelope in terms of the 
number of shots.”

One of the biggest challenges for Tuttman is 
working on a show with minimal lighting. He 
typically uses Mole-Richardson Tweenies and 
Kino Flo Celeb 200s to augment the natural or 
practical light at Blindspot’s locations. Johnson has 
an affinity for Brute lights, but since they’re rarely 
used nowadays, he deploys DeSisti Goya HMIs 
to capture clean shadows. Recently, he bought 
two Dracast LED500 lights, which are battery 
operated, bi-color, dimmable, and small at 12” x 6”. 
Johnson keeps them available on stands to wheel 
in at a moment’s notice. “I think LED lights are an 
amazing way forward for studio lighting,” he says, 
“but I would like to see a really powerful LED to 
complement what we use with 2K and 5K Fresnel 
lights.”

Along with the Alexas, the production employs 
Blackmagic Cinema and Pocket Cinema cameras, 
mainly for stash and lock-off shots involving car 
chases or explosions. “Since they’re inexpensive, 
we often will put them in the line of fire,” explains 
Tuttman. “We were pressed for a camera yesterday 
and I used one for a VFX shot. I think it’s going to 
come out great. I love those cameras and I love how 
they’re democratizing filmmaking in the way that 

they’re so accessible.”
When the production uses Blackmagic cameras 

in conjunction with the Alexas, the files hold up 
well, according to Johnson. “I don’t think anybody 
would notice the difference by the time it has 
gone through the postproduction process,” he says. 
“We’re using the same lenses on them as well. The 
Blackmagics are great cameras, but they’re just not 
as well supported in terms of the accessories we’re 
used to using on the Alexa.”

Blindspot has been the highest-rated show of 
the new fall season and was the first new series to be 
picked up for a full order. Both cinematographers 
are having a blast shooting it. “People seem to be 

very excited by it, and they’re very attracted to the 
look and the mystery of the show,” says Tuttman. 
“We’re getting to the more character-driven part 
of the series, after completing most of the action 
quotients. As we get to know our characters even 
better, we can keep this momentum going.”

“We’re also very lucky to be filming in New 
York City,” concludes Johnson. “It’s an amazing 
background and a fantastic city. We’re able every 
episode to travel out and find some weird and 
wonderful location that’s a great pleasure. I’ve 
never seen a team that works so quickly and so 
efficiently and I think we’re putting together a great 
show.”   dv

Jane Doe and Patterson (Ashley Johnson),  
head of the FBI Forensic Science Unit

Doe and Bethany Mayfair (Marianne Jean-Baptiste), 
assistant director of the FBI

FBI Agent Tasha Zapata (Audrey Esparza) 
and Doe
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D irector Baltasar Kormákur’s Everest 
depicts the events that took place in May 
of 1996, when several teams attempting 

to summit Mount Everest were assaulted by an 
unexpected and exceptionally violent storm atop 
the mountain. The climbers faced near-impossible 
obstacles to survive, trapped in the “death zone” of 
Everest 25,000 feet up. Universal Pictures’ Everest 
was released in theaters in September.

Sound designer and supervising sound editor 
Glenn Freemantle and his team faced a range of 
challenges on the project. Using Avid Pro Tools 
and an Avid Pro Tools | S6 control surface, the 
team established a workflow to conquer the 
film’s epic sound requirements.

“We needed to make this story as real to life 
as possible, but using natural elements to build 
a soundscape for a two-hour movie is a big 
challenge,” says Freemantle. “It was all about 
keeping it simple. We followed our design 
concept and made some tough choices along 
the way, always conscious not to play with too 
many ingredients in the mix.”

To understand the real sounds and 
atmosphere on Mount Everest, the team set 
up microphone systems more than 18,000 feet 

up at Everest’s base camp. “Similar to our sound 
design for 127 Hours, we went to the extreme of 
recording for 24 hours a day to get a feel for the 
nuances of the place. It gave us a real reference 
point to begin working from.”

Sound design editor Niv Adiri explains that 
their goal was to bring the audience to the heart 
of the action. “For close-ups, it was essential to 
make viewers feel the pain that the people in this 
terrifying ordeal were going through, and it took 
us countless hours to perfect the various levels 

of snow spray. To build a portfolio of effects that 
would make the film sound as real as possible, we 
froze jackets and shipped in real snow and large 
blocks of ice so that we could mimic these noises.”

Adiri continues, “There’s actually a 20-minute 
section of the movie with no music—the 
overpowering, thunderous storm takes over and 
knocks you off your feet. We had to build the right 
levels of intensity throughout the storm, and with 
multiple deaths [in the film], we still had to be 
in contact with the characters in this bleak and 

desperate situation.”
“We treated Everest differently than other 

projects,” notes Freemantle. “We used intricate 
sounds to make audiences feel exactly what 
the doomed climbers were experiencing, like 
they’re there on the mountain with them. We 
strived to create dynamics throughout the 
film, to portray the true human emotion of 
this horrific ordeal, and to ensure the right 
sensibilities and sentiments are created with 
the right sounds.

“Watching Everest should make people feel 
uncomfortable and intimidated,” Freemantle 
concludes. “The huge soundscape really 
makes viewers feel the film.”   dv

CONQUERING THE CHALLENGES OF EVEREST 
Intense Soundscape Brings Audiences to the Heart of the Action

LISTEN EVEREST 

Josh Brolin as Beck Weathers

Jason Clarke as Rob Hall
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BLACKMAGIC DESIGN
Mini is mighty, according to 
Blackmagic Design, which 
used its April appearance at the 
2015 NAB Show to introduce the 
Blackmagic Micro Cinema Camera, a 
miniaturized Super 16mm professional 
digital film camera that may be operated wirelessly with 
common model airplane controllers. Channels in the radio model aircraft 
remote controls may be mapped to any camera or lens setting, including iris, 
focus, audio levels, and start and stop. The benefit of the Micro Cinema Camera, 
the company says, is that it can capture action anywhere, whether mounted on 
a quadcopter or helmet, or set up at a more traditional vantage point.

The same expansion port that allows remote control of the camera also 
includes composite video out with overlays, so a customer can use a lower-
cost video transmitter to get real-time feedback from the camera for framing 
and to confirm camera settings. The camera features built-in 12-bit raw 

and ProRes recording, a global shutter and an active Micro Four Thirds lens 
mount. It shoots 1080 HD video with 13 stops of dynamic range.

“Customers will be able to get incredible action and point-of-view shots 
that look better than anything they’ve ever seen before,” says Grant Petty, CEO, 
Blackmagic Design. “It opens up entirely new shooting possibilities that will 
let customers shoot things they’ve never been able to shoot before.”

GOPRO
Already known for its extensive arsenal of 
action cameras, GoPro upped the ante 
in July with the introduction of HERO4 

Session. Fifty percent smaller and 
40 percent lighter than GoPro’s 
HERO4 Black model, Session 
has a new low-profile form factor 
that’s waterproof up to 33 feet 
without a separate water housing.

“We challenged ourselves to produce 
the smallest, lightest, most convenient 

UNEXPECTED PERSPECTIVES
Small, Portable POV Cameras Enhance Imaging Options

SUSAN ASHWORTH

LUST POV CAMERAS

With burst recording, still photography capabilities, time lapse and 4K shooting, the newest 
generation of POV cameras offers an array of attractive production options. Today’s action camera 
models are all quite small, with some as tiny as a simple lipstick case, so it’s in the feature sets that 
the cameras express their individuality, from cameras with immersive wide angle recording modes 
to those with waterproof housings and the ability to be remotely controlled by a radio controller.

Blackmagic Micro 
Cinema Camera

GoPro  
HERO4 Session



creativeplanetnetwork.com | 12.2015 29

GoPro possible,” says Nicholas Woodman, GoPro founder and CEO.
Video modes in the HERO4 Session include 1080p (1920 x 1080) up to 60 

fps, 720p (1280 x 720) up to 100 fps and WVGA resolution (848 x 480) up to 
120 fps. The camera also shoots 8 megapixel photos in single, burst and time 
lapse modes. Recording options include Auto Low Light recording mode 
and SuperView, which allows users to capture an immersive wide angle 
perspective.

HERO4 Session offers simple one-button control. It may also be operated 
by the GoPro App on a smartphone or by its included Smart Remote. 

SONY ELECTRONICS
Sony’s 4K Action Cam (model 
FDR-X1000V) applies the 
company’s expertise in 
4K video production to a 
compact, splash-proof POV 
camera design. The camera 
is able to shoot UHD video 
(3840 x 2160) at 30p, Full HD 
video at up to 120p and lesser 
resolutions at up to 240p. It 
offers clean HDMI output 
for recording to an external 
device. On the audio front, the 
Action Cam adds wind noise 
reduction that minimizes 
wind interference with the 
stereo microphone. The FDR-
X1000V features a Zeiss Tessar 
lens with a 170 degree field 
of view, a back-illuminated 
Exmor R CMOS sensor, 
BIONZ X processor and 
the same full pixel readout 
technology as in Sony’s a7S 
camera.

“I’m thrilled to bring the unmatched clarity and sharpness of the Sony 
4K experience to our Action Cam line,” says Patrick Huang, director of 
the camcorder business at Sony Electronics. “The innovative design and 
impressive technology in the new X1000V reflect our strong 4K background 
and intense commitment to the POV camera market.”

The X1000V camera features an updated version of Action Cam’s 
SteadyShot stabilization technology, adding electronic image stabilization 
that is approximately three times more effective at suppressing high-frequency 
motor vibration, allowing users to capture clear, vibration-free aerial footage. 
The camera features live streaming capabilities through the Ustream platform 
and built-in GPS.

MARSHALL ELECTRONICS
Marshall Electronics added 
two mini broadcast cameras to 
its POV Pro-Series broadcast 
camera line earlier this year. The 
CV350-5XB 2-megapixel HD-
SDI/HDMI camera has 5x optical 
zoom aided by a Canon auto-
focus system to maintain a clear, 
crisp picture while zooming from 
4~20mm focal range. The CV200-
MB is a compact lipstick camera with multiple Full HD formats and an IP67 
weatherproof body.

Marshall’s POV camera line excels because of its combination of small 
size and high-resolution capabilities, according to Tod Musgrave, product 
marketing director for the POV Pro-Series Cameras at Marshall Electronics. “In 
a POV camera, you’re looking at a 3/4-inch camera that can do 1920 x 1080p, 
1080i and 720p, all Full HD resolutions,” he says. “Because of the broadcast-
quality [imagery], users can match it up with the big beauty cameras” during 
HD broadcasts, he says. “For a POV camera, it’s very powerful.”

Literally the size of a compact lipstick, the CV200-MB includes a 1/3-inch 
2.1-megapixel CMOS sensor and 3.6mm 3-megapixel M12 mount lens. At 
19mm in length, the CV200-MB is designed for hidden camera television 
shows, reality TV, sports broadcasts and other applications requiring a small 
broadcast-quality camera. HD recording options include 1080i 59.94 fps, 
1080p 59.94/29.97 fps, and 720p 59.94/29.97 fps.

NILOX
Distributed in the United States by Manfrotto, the Nilox family of cameras 
includes Nilox EVO 4K and the Nilox F-60 Reloaded. With Wi-Fi capabilities 
and a removable LCD touchscreen, the Nilox EVO 4K records 4K and HD 

Sony FDR-X1000V

X1000V in 
waterproof housing

Marshall CV200-MB
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resolutions and may be controlled via 
Android and iOS apps. The Nilox F-60 
Reloaded is capable of recording up 
to 1080p at 60 fps.

Explains Paul Zakrzewski, marketing director at Manfrotto Distribution, 
“Nilox is an important player in the European action camera market and 
we are eager to introduce it to the ever-growing market in the United States. 
The high quality and innovative features of Nilox products will give the U.S. 
consumer a great option for their action needs.”

AEE TECHNOLOGY
AEE’s S71T Plus action camera offers a 2-inch detachable LCD touchscreen 
that may be used to compose shots or access the menu; alternately, the camera 
may be controlled remotely (up to 300 feet) via Wi-Fi and an iOS or Android 

app. It can capture Full 
HD 1080p video at up 
to 60 fps, 2.7K (2704 
x 1520) at 30 fps and 
UHD (3840 x 2160) at 
15 fps, as well as 120 fps 
720p video.

Other features 
include a selectable 
viewing angle up to 
150 degrees and 10x 
digital zoom. The 
S71T Plus can capture 
16-megapixel stills in 

intervals of 1, 2, 5, 10 and 30 seconds for time lapse, and burst shooting at 8 
fps. The camera is waterproof up to 328 feet inside the waterproof housing. 
Battery life is up to 150 minutes for video recording.

What sets the AEE S71T camera apart, according to Jason Rabuy, 
e-commerce digital marketing manager for AEE, is how quickly the camera’s 
capturing mode can be changed. The user can go from recording video to 
photo stills with the press of a single button.

KODAK / JK IMAGING LTD.
Providing users with a wider 
view was the goal of the 
Kodak PIXPRO SP360 4K, the 
company’s newest handheld 
360-degree camera that can 
capture video up to 2028 x 
2028 at 50 fps. An update 
to the SP360 camera, the 
4K version offers higher-
resolution video and a 720p 
120 fps slow-motion capture 
mode. Both cameras support 
360-degree spherical video 
via YouTube’s 360-degree 
channel.

“The unique single lens 
of the Kodak PIXPRO SP360 Action Camera 
enables you to capture a spherical image, 
easily creating a highly interactive 360-degree 
video,” says Paul Meyhoefer, vice president of 
marketing for JK Imaging Ltd., which is the 
licensee for Kodak PIXPRO digital devices.

Companion software allows users to create 
360-degree images, which the company calls 
the “next generation of interactive video,” 
without users being required to stitch 
together video from multiple cameras.

In addition to the features found in the first generation camera, the unit 
features a videoconference feature, LiveView Internet streaming, and Flat 
Magic Mode, which allows users to view a scene without distortion.

PANASONIC
Panasonic’s HX-A1 wearable POV action camcorder is compact (3.3 inches 
long) and lightweight (1.6 ounces). The waterproof (down to 5 feet), shockproof 
(drops up to 5 feet), dustproof (IP6X compliant) and freezeproof (to 14° F) 
camera is able to shoot in total darkness when combined with an IR light 
source. Uniquely shaped, the cylindrical camera can be attached in numerous 
positions to suit a variety of shooting opportunities. 

The 3.54-megapixel A1 action cam can record 1280 x 720 resolution at 
60 fps/30p or 848 x 480 at 120 fps/30p, while a 1/3-inch MOS image sensor 
improves shooting in low light. The camera includes a multi-mount and tripod 
mount.

F60 in waterproof 
housing

Nilox F60 MM93 camera

AEE S71T Plus

Panasonic HX-A1



RED DIGITAL CINEMA
Weighing in at 3.5 pounds, RED 
Raven is RED’s lightest and 
most compact camera, making 
it well suited for use with 
drones or gimbals. RED Raven 
is equipped with a 4K RED 
Dragon sensor. It is capable 
of recording REDCODE RAW 
(R3D) in 4K at up to 120 fps 
and in 2K at up to 240 fps. It 
features the ability to record 
REDCODE RAW and Apple 
ProRes simultaneously.

“RED Raven is a new 
category in our lineup,” says 
Jarred Land, president of RED Digital Cinema. “It’s a younger, hungrier, more 
‘spirited’ member of the RED family with a bit of a chip on its shoulder, ready 
to take on the entire sub-$10K market with images that users will be incredibly 
proud of.”

ARRI
A very high-end offering, Alexa Mini combines a compact form factor with 
the same ALEV III image sensor found in all other ARRI Alexa camera models. 
Designed for specialized shot-making, Alexa Mini features a lightweight carbon 

body and titanium PL mount, frame rates of 0.75 to 200 fps, in-camera recording 
of ProRes (including UHD resolution), and integrated and environmentally 

sealed electronics. 
Nimble in use and 
hardy on set, the 
Alexa Mini is a go-
anywhere tool that’s 
easy to transport 
in backpacks or as 
carry-on luggage.

The camera may 
be operated in a 
number of ways: 
by wireless remote 
control, as a normal 
camera with the 
ARRI MVF-1 multi-

viewfinder attached, or with an onboard monitor and controlled via the user 
button interface on the camera body. Light enough to be comfortably held at 
arm’s length in a hand rig, its compact size and quiet operation make it ideal 
for tight shooting conditions. 

The body design is optimized for use with brushless gimbals, UAVs and 
other specialized rigs. The camera’s strong low-light performance makes 
it appropriate for underwater work; dedicated underwater housings are 
currently being developed.   dv
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MANAGING MEDIA FOR CONTENT CREATORS
In this month’s Buyer’s Guide we examine a number of storage solutions available for creative professionals,  

each designed to keep your content secure and readily accessible.

Facilis successfully integrated its 
TerraBlock 24D | 48 TB shared storage 
system in a new production facility in 
Dublin, Ireland, that was designed and 
built to produce the Irish soap series 
Red Rock. The series is co-produced 
by Element Pictures and Company 
Pictures and broadcast across Ireland 
by TV3.

Facilis TerraBlock provides the 
heartbeat of the series’ demanding 
workflow. On Red Rock, the turn-
around is extremely fast. The produc-
tion has 22 days for four 22-minute 
episodes to be shot, edited, graded, 
sound mixed and delivered to the 
broadcaster. This workflow requires 
four different cycles (of four episodes 

each) being worked on at various 
stages of the postproduction process 
simultaneously. 

“The ability to create a separate 
volume within TerraBlock for each 
director’s cycle keeps everything neat 
and tidy during the edit and when it 
comes to archiving,” explains John Phil-
ipson, online editor and postproduc-
tion HOD on Red Rock. “Also, having no 
per-seat licensing fees gives our pro-
duction team access to 100 clients if 
needed, leaving plenty of room for our 
postproduction department to grow.”

“With only two offline editors, an 
assistant editor, a sound mixer and 
one colorist/online editor, TerraBlock 
has to look after all the raw rushes 

as well as Avid, Pro Tools and [Black-
magic] DaVinci projects,” continues 
Philipson. “The ease of use between 

all these projects is great, and again, 
everyone accessing the one set of 
rushes keeps everything neat.”

Filmmaker Cirina Catania loves a chal-
lenge. A recent project sent her to 
the wilds of the Peruvian Amazon in 
August to film survival training videos. 
Since she would be carrying her entire 
production kit in a backpack, there 
were severe equipment and weight 
restrictions on the shoot, which would 
take place in the jungle and on the 
Amazon River itself.

She shot footage with a Sony HXR-
NX70, Sony a7R and two GoPro camer-
as. While in the field, Catania charged 
her equipment with solar power, giving 
precedence to the cameras and sound 
gear. She limited the use of her Apple 

MacBook Pro laptop to media man-
agement to maximize the computer’s 
charge. 

To save and protect her irreplace-
able content, she relied on several 480 
GB OWC Envoy Pro EX SSD drives.

Footage was backed up onto a 1 TB 
NEXTO DI drive, which held a charge 
for a long time; it required only occa-
sional recharging, whenever “spare” 
solar power was available. Periodically 
she would transfer the verified media 
from the OWC Envoy Pro through the 
laptop to a third drive for more perma-
nent storage. 

She notes, “In wild and remote 

environments, filmmakers have 
to be very concerned about 
weight and reliability. In addition, 
equipment has to be compact, 
lightweight and able to with-
stand unpredictable and rapid 
weather changes. Then you can 
focus 100 percent of your atten-
tion on shooting the best story 
possible.”

FACILIS TERRABLOCK PROVIDES HEARTBEAT  
AT IRISH PRODUCTION FACILITY 

CIRINA CATANIA HEADS 
TO AMAZON RAINFOREST 
WITH OWC ENVOY PRO

Red Rock
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British Antarctic Survey (BAS) 
deployed DDN’s SFA7700X hybrid 
flash storage appliance to meet a 
surge in research data that is helping 
to shed light on environmental issues 
including the impact of global warm-
ing on the Antarctic ice shelf.

Faced with collecting 10 times 
more data than a decade ago, BAS 
required high-performance storage 
that could grow in place at its data 
center in Cambridge, England. With 
DDN’s SFA7700X, BAS extracts 
maximum performance and value 
from both spinning disk and flash 
media.

“The ability to blend some of the 
fastest online storage with near-line 

storage in one solution meets 
our demands for performance-
optimized solutions,” says 
Jeremy Robst, IT support 
engineer and head of Unix 
systems for British Antarctic 
Survey. “DDN helps us to 
manage our research needs 
with reliable, scalable Lustre 
and VMware support, helping 
us and the research community 
gain more insight from our big 
data sets.”

Thanks to DDN’s high-
density configuration, BAS has 
been able to cut data center 
space dedicated to storage by almost 
half while increasing capacity more 

than 10x. Says Robst, “The ability to 
increase storage without needing 

more power or space will make a big 
difference in the future.”

London post house Framestore has 
installed an ELEMENTS ONE all-in-one 
server and shared storage system for 
its postproduction and VFX workflows. 
The system was supplied and config-
ured by XTFX.

Framestore chose the 24-bay 
edition of ELEMENTS ONE as a fast, 
scalable and easy-to-use server and 
storage solution. XTFX worked with 
Framestore’s in-house engineers 
to design and install the shared 

storage infrastructure that currently 
incorporates their existing Avid suites. 
Framestore’s engineering team plans 
to connect various VFX suites via 40 
gigabit Ethernet in the near future.

“ELEMENTS ONE is the ideal match 

for our requirements,” says Framestore 
CTO Steve McPherson. “It offers an 
intelligent and convenient solution 
loaded with features that enhance 
and simplify our workflow. Especially 
the Avid bin-locking and Avid project 
sharing support of ELEMENTS ONE 
are a huge benefit to us.”

Besides featuring native media 
sharing, enabling all connected 
clients to access all files through a 
truly shared file system and storage, 
ELEMENTS ONE provides 360 TB of 
shared storage in 4 RU. It supports 
virtually all protocols, operating 
systems and nonlinear editing 
applications, allowing for an easy and 
flexible setup. 

ELEMENTS ONE simplifies and 
enhances every workflow by providing 
a full package of web-based workflow 
enhancement and management tools 
and features, like a Media Library with 
an embedded editing tool.

ANTARCTIC SURVEY 
NAVIGATES DATA  
WITH DDN 

FRAMESTORE ADOPTS ELEMENTS ONE 
SHARED STORAGE
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LANCE HOLTE
Bandito Brothers is a Los 
Angeles media company that 
creates, produces, manages 
and distributes audio-visual 
content. As part of our mission 
to redefine the studio of the 
future, we recently invested in 
the new Avid ISIS | 1000 shared 
storage system.

ISIS | 1000 gives us the 
power to share projects across 
a wide range of tools and staff, 
and to complete projects in 
less time. We usually edit in 
Avid Media Composer and 
finish in Adobe Premiere Pro, 
so we have both apps installed 
on almost every computer we have. 
The fact that Avid now provides a 
certified storage solution that’s more 
competitive and supports a wide range 

of editing tools is a big deal for us.
We also use Avid Pro Tools, and ISIS 

| 1000 allows us to share a workspace 
so that editors can quickly copy over 

an AAF or OMF file, and the sound guys 
can just open their workspace and 
pass the files they need into Pro Tools. 
Having editorial, sound, visual effects 

and color all in one super-
accessible location is essential.

We knew we needed 
to be able to manage all the 
data, know where all the files 
are, and be on a platform 
that professional editors are 
comfortable with. And we 
wanted to have the choice to 
use Media Composer, Premiere 
Pro and After Effects. It’s very 
empowering when companies 
aren’t precious about this kind 
of stuff. It means everyone 
can use the right tools for the 
job. So when Avid announced 
support beyond Avid products, 
that was very invigorating for 

us. We feel very comfortable with our 
investment in ISIS | 1000.

Lance Holte is senior director of 
postproduction at Bandito Brothers.

The team at Park Slope Productions 
knows what it takes to create engag-
ing television; they’re currently follow-
ing a family of nine living “off the grid” 
in the rugged Alaskan wilderness for 
the Discovery Channel series Alaskan 
Bush People.

During months of on-location 
shooting, the Park Slope crew uploads 
several terabytes of media every week, 
and nearly two dozen producers and 
editors prepare it for primetime. The 
Park Slope team currently uses Studio 
Network Solutions’ EVO shared media 
server, a system that provides flexible, 
high-performance storage—including 
the ability to configure the system 
as both Storage Area Network (SAN) 

and Network-Attached Storage (NAS). 
With EVO, team members can simulta-
neously work on separate projects in 
shared folders using the same media.

The transition from using four indi-
vidual 10 TB Thunderbolt-connected 
drives for storage to 
a single EVO Shared 
Media Server allowed 
the production to 
streamline and sim-
plify workflow across 
numerous producers 
and editors. 

“Sometimes there 
will be six to seven scenes that happen 
in a given day,” explains Jose Berrios, 
postproduction supervisor for Park 

Slope Productions, “and you may have 
five or six producers watching that 
footage simultaneously. Everything 

has to be synced.” Before EVO, says 
Berrios, producers and editors had 
to e-mail each other to inquire about 
certain pieces of footage, and it was 
easy to lose track. With EVO, he says, 
editors can simultaneously work on 
different aspects of footage and see 
the most current version at any time.

BANDITO BROTHERS MAKES OFF WITH ISIS | 1000

PARK SLOPE PRODUCTIONS 
TURNS TO EVO FOR 
ALASKAN BUSH PEOPLE

Alaskan Bush People
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Boutique postproduction studio 
Frame Linear provides editorial, color 
grading, finishing and motion graph-
ics services. From television and film 
to commercials and action sports 
programs, the Colorado operation 
supports projects developed across 
the region. Frame Linear’s services 
are enlisted annually by Warren 
Miller Films for its acclaimed skiing 
and snowboarding action film series. 
Further, Frame Linear was instrumen-
tal to the Listen Productions docu-
mentary Rolling Papers, a film about 
the first year of legalized marijuana in 
Colorado. The film is slated for nation-
al release in February.

Key to tackling demanding 

projects is the company’s shared 
storage system. With a 72 TB Dot Hill 
storage array and 8 Gb Fibre Channel 
network connectivity, capacity 
and performance is never an issue. 
According to founder and owner Peder 
Morgenthaler, “On any given project, 
we’ll have multiple artists working on 
different systems. Dot Hill and our 
infrastructure creates a shared pool 
of high-performance storage, allowing 
collaboration without disrupting 
the workflow. Also, Dot Hill’s RAID 
controllers are configured in an active-
active redundant setup to ensure high 
availability and optimum performance 
on each workstation.”

Morgenthaler feels shared storage 

is not just effective, it’s vital for coping 
with increasing file sizes, higher data 
rates and new software. Dot Hill 
offers a system that can handle future 
advancements and growth. In fact, he 
has purchased an additional 72 TB of 

Dot Hill storage. With this, he’ll offer 
access to the managed shared storage 
environment and capabilities Colorado 
filmmakers wouldn’t otherwise have—
ones that have allowed Frame Linear 
to “punch above its weight.”

Asylum Entertainment and its 
Framework Post television postpro-
duction operations face daily pres-
sures to deliver high-quality final 
content for television shows and TV 
miniseries. Framework Post’s post-
production business has doubled 
two years in a row, placing increasing 
demands on its underlying techni-
cal infrastructure. In response, Allen 
Dial, senior vice president of post-
production at Asylum, selected the 
Panasas ActiveStor 14 hybrid scale-
out NAS solution.

“With ActiveStor, I can have a vir-
tually unlimited number of users edit-
ing off a single global namespace, 
all with a single log-in. You cannot 

imagine how much 
this has helped man-
ageability,” says Dial. 
“ActiveStor allowed 
us to get entirely on a 
single network.”

By deploying 
ActiveStor, Frame-
work Post was able to 
completely eliminate 
offline postproduc-
tion processes. Dial 
says, “Panasas is such 
a scalable solution, where capacity 
and bandwidth scale in parallel, that 
we are able to eliminate our offline 
process entirely.

“We have been able to take the 

source media we shoot, bring it into 
ActiveStor in its native codec, and 
directly edit the source media,” he 
continues. Editors can work on mul-
tiple platforms and multiple soft-

ware clients—including Avid, Adobe 
Premiere Pro, Apple Final Cut Pro, 
Autodesk Smoke and others—on the 
same storage platform at the same 
speeds across the entire facility.

FRAME LINEAR RELIES ON 
DOT HILL FOR PEAK POST 
CAPABILITIES

ASYLUM IMPROVES 
PRODUCTIVITY  
WITH PANASAS 
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NICOLAS FOREST
Sid Lee conducts post-editing work in its offices 
all around the world. To efficiently manage any 
given project, we need access to all our resourc-
es—both human and technical—regardless of 
geographic location. In 2015, we expanded our 
postproduction infrastructure, taking project and 
media sharing across offices to a whole new level.

After evaluating many solutions, we chose 
EditShare XStream EFS and Flow asset 
management shared storage servers for the 
Montreal office, and XStream XT shared 
storage servers for our remote offices. Having 
collaborated with EditShare since 2011 with an 
earlier version of the XStream server, we knew 
they would understand our challenges and 
collaborate with us to make our vision come true.

We opted for the new EFS architecture for 
its reliability. It’s a redundant system that gives 
us the level of media protection we need. It also 

allows us to color grade on RED 4K footage over 
a 10 GB Ethernet connection in real time.

Having Flow as part of the package really 
helps us manage our footage, from ingest to 
archiving. With the AirFlow component (private 
cloud), we can connect to any remote office 
server, look at the footage and download it locally 
for our own use. All servers can be synced with 
our main Montreal server each night.

If you are looking at a centralized 
infrastructure for postproduction, budget will 
certainly be an important factor in making your 
decision. Make sure your supplier understands 
your needs and that you can build a partnership 
with them. Remember that you will not simply be 
using their system; you will become part of any 
future development and will have an opportunity 
to drive the way the platform evolves.

Nicolas Forest joined Sid Lee as a technical 
director in 2010.

SID LEE GROWS WITH EDITSHARE

BUYER’S GUIDE: STORAGE

Nicolas Forest
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BEN FOAKES
Earlier this year, Green Rock, a pro-
duction, editing and finishing facil-
ity in London, turned to BASE Media 
Cloud’s platform for nightly backups 
of dailies and each day’s project files 
via a private VPN to BASE Media 
Cloud’s resources hosted in a secure 
London data center. Using Zadara 
Storage’s software-defined Virtual 
Private Storage Arrays (VPSA), BASE 
Media Cloud set up a three-way mir-
ror copy approach using cost-effec-
tive SATA disk.

Because of Zadara’s Storage as 
a Service (SaaS) business model, 
BASE Media Cloud charges Green 
Rock on a pay-per-use basis for 
only the storage it uses, without 
contractual lock-ins, right-sizing 
storage capacity to Green Rock’s 

real-world media project workloads. 
The storage resource is as high-

performing, secure and on-demand 
as on-premises hardware, only it is 

fully maintained and managed for the 
Green Rock team 24/7/365.

Green Rock estimates that within 
its first several months alone, it 
achieved savings of approximately 
20 percent by using BASE Media 
Cloud’s solution compared to 
on-premise storage hardware or 
software. But as it looks to extend 
the service from BASE, it will save 
thousands of dollars more from 
avoiding on-site storage investment. 
This approach to backing up files is 
also more time-efficient—time that 
now can be spent on the creative 
product.

Ben Foakes is managing director 
of BASE Media Cloud. BASE Media 
Cloud provides tailored cloud 
storage and private cloud workflow 
services for media companies.

Green Rock backed up the music talk show Take It to the Bridge using BASE Media 
Cloud’s enterprise-grade cloud storage from Zadara Storage.

BUYER’S GUIDE: STORAGE

Creating stadium-sized video content 
requires digital storage with stadi-
um-sized capacity and performance. 
imag8nineteen, a small Los Angeles-
based production company, special-
izes in visual content for live events 
such as Jennifer Lopez’s performance 
on American Idol, Stevie Wonder’s 
Grammy special and ESPN’s 2015 
Super Bowl Party video.

Even though imag8nineteen’s 
final products are astronomical 
in size, the company’s equipment 
expenditures can’t be. To work 
with visuals with higher-than-4K 
resolution while keeping costs 
under control and avoiding workflow 
bottlenecks, imag8nineteen engineers 

implemented a LaCie 
8big Rack Thunderbolt 2.

While the LaCie 8big is intended 
as Direct-Attached Storage (DAS), 
imag8nineteen was also able to set it 
up as shared storage. They connected 
the LaCie 8big to an HP Z820 
workstation via a Thunderbolt 2 add-
on card. Next, they daisy-chained two 
more HP Z820 workstations to the 

main one via 10 Gb/s Ethernet cards. 
Working from a single LaCie 8big 
shared drive, two to three users get 
excellent speeds, RAID 5 data security 
and 24 TB of capacity.

Using the LaCie 8big, 
imag8nineteen was also able 
consolidate footage stored on devices 
with slower interfaces, including USB 
2.0, USB 3.0 and FireWire, making the 

process of organizing, accessing and 
backing up assets more efficient.

image8nineteen also takes 
advantage of the LaCie 8big’s 
dual Thunderbolt 2 ports to daisy-
chain smaller drives for content 
delivery. Thanks to the LaCie 8big’s 
performance, easy setup and solid 
design, imag8nineteen can better meet 
deadlines for giant-screen projects.

IMAG8NINETEEN 
DELIVERS GIANT-SCREEN 
PROJECTS WITH LACIE

LaCie 8big Rack 
Thunderbolt 2

photo by chris john
son photography

WITH ZADARA, BASE MEDIA CLOUD HELPS GREEN 
ROCK SAVE ON STORAGE
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SCOTT SEACRIST
At Seacrist Media Solutions, a small 
production company located in St. 
Paul, Minn., equipment decisions are 
based on performance and ROI. When 
we needed a shared storage solution 
to streamline our production workload 
and improve project management, we 
looked at a variety of options before 
determining that Small Tree’s shared 
storage technology was the best solu-
tion for our needs. Six years later, the 
system is still working flawlessly, so 
we’re thrilled with the decision.

Specializing in corporate 
industrial videos, training and product 
information videos, corporate 
overviews, and webcasting for 
clients such as 3M, we required a 
system that would allow our editing 

suites to collaborate effectively and 
would enable HD video to download 
and stream without getting bogged 

down. Our team saw an immediate 
change once the Small Tree system 
was installed, and we haven’t had 

any hiccups since then. As a business 
owner, that type of reliability is 
rare with technology and provides 
tremendous peace of mind.

What’s been amazing about the 
system is how well it handles new 
applications. Today, we’re running 
Adobe Creative Cloud across our three 
editing suites—Creative Cloud wasn’t 
introduced until after the Small Tree 
technology was installed—and the 
shared storage hasn’t skipped a beat. 
As we continue to look at additional 
solutions to improve our services 
and provide even greater value to 
our clients, knowing that our shared 
storage unit will handle whatever we 
throw at it is invaluable.

Scott Seacrist is founder, owner 
and CEO of Seacrist Media Solutions.

SEACRIST MEDIA SOLUTIONS RECEIVES LONG-TERM 
SUPPORT WITH SMALL TREE

QUANTUM ↓
XCELLIS
Quantum’s Xcellis shared workflow storage system empowers users to boost 
their efficiency, productivity and creativity in delivering the products and ser-
vices that drive their business. Consolidating media and metadata management, 
extending connectivity options and supporting hosted applications, the system 
integrates the most important components of workflow storage into a single 
compact hardware solution that runs on the Quantum StorNext 5 platform. 
Optimized for end-to-end workflows, Xcellis provides flexible configuration of 
performance and capacity through a number of production and archive options, 
ranging from multi-stream 4K editing to extended 
online storage utilizing object 
storage technology to 
cloud- and tape-based 
archiving. Xcellis pro-
vides continuous scal-
ability that reduces the 
cost and complexity of 
storage deployment 
and maintenance and 
enables future expan-
sion in an intelligent, 
sophisticated manner.   
www.quantum.com

SONY ↑
DUAL INTERFACE PORTABLE HDD
Sony has several portable professional storage options. The latest addi-
tion includes the PSZ-HB1T (1 TB) and PSZ-HB2T (2 TB), ruggedized HDD 
shuttle drives that build on the heritage of Sony’s professional recording 
media line and offer users more capacity and more connectivity. These 
dual interface models feature Thunderbolt ports to further support Mac 
users, in addition to USB 3.0 ports. The silicone, reinforced protective case 
is shock-resistant, ensuring content can be transported in a safe, fast and 
convenient manner, great for shooting and shipping. Sony also offers por-
table shuttle drive models with USB 3.0 connectivity in a range of storage 
capacities: 500 GB, 1 TB and 2 TB.  www.sony.com/promedia
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W e’re going to have to rethink our con-
cepts about size when it comes to 
high-end digital 4K cameras. ARRI 

has long been the gold standard for broadcast/film 
shoots with its venerable Alexa, introduced at the 
NAB Show in 2010. It’s a solid, high-performing 
camera in a body that operates much like a tradi-
tional film camera.

Not content to rest on their laurels, ARRI 
executives unveiled Alexa Mini, a Lilliputian 
breakthrough, in February at London’s Broadcast 
Video Expo. Alexa Mini is packaged in a 
lightweight and compact form factor. It is intended 
for applications where size, weight and flexible 
rigging are crucial, but other functions, like audio 
recording, are less important.

The camera is able to record all the typical 
ARRI ProRes flavors, up to ProRes 4444 XQ in 16:9 

HD, 2K Cine, 3.2K and UHD. Alexa Mini is built on 
the same ALEV III sensor as used in other Alexa 
models and in Amira, although to date the sensor is 
cropped to a 16:9 aspect ratio. 4:3 with anamorphic 
desqueeze as well as internal ARRIRAW recording 
and support for external recorders will become 
available through paid upgrades scheduled for 
release later in 2015.

The forthcoming functionality will enable 
internal recording of uncompressed ARRIRAW 
to CFast 2.0 cards at frame rates up to 30 fps. 
ARRI is working with Codex to ensure that the 
ARRIRAW workflow remains streamlined and 
straightforward—Codex will offer a new external 
recorder that is expected to be able to record 
a maximum of 120 fps of uncompressed 2.8K 
ARRIRAW per camera, up to a combined max total 
of 360 fps from up to four Alexa Minis.

Designed for specialized shot-making, Alexa 
Mini features a super-lightweight carbon fiber body 
(it weighs about 5 pounds including PL lens mount 
and built-in motorized ND filters) and frame rates 
of 0.75 to 200 fps in ProRes. It outputs UHD (3840 
x 2160) with the help of in-camera upscaling. 
Native resolution outputs include uncompressed 
ARRIRAW 2.8K and ProRes 3.2K.

List price of the Alexa Mini is $45,000 (body 
only). As there are several lens mount options, 
the lens mount is sold separately. For Alexa Mini, 
ARRI developed a lightweight titanium PL mount 
with an integrated L-Bus interface that allows the 
daisy-chaining of up to three cforce lens motors 
directly from the camera without the need for an 
external motor controller. In addition, all Amira 
lens mounts—the EF mount and the B4 and steel 
PL mounts with Hirose connector—will work on 

CINEMATOGRAPHY WITH  
A COMPACT FORM FACTOR
Assessing ARRI’s Alexa Mini Camera

JAY ANKENEY

LEARN ARRI ALEXA MINI USERS

A still from “The Journey,” a short film Casey Warren and Danielle Krieger shot with ARRI Alexa Mini

ARRI Alexa Mini
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the Alexa Mini as well.
Optional accessories include the MVF-1 

viewfinder, which combines a high-resolution 
OLED eyepiece with fold-away LCD monitor, and 
the Transvideo StarliteHD5-ARRI 5-inch OLED 
monitor with touch functionality and integrated 
H.264 recorder.

“ARRI completed the transformation from 
an analog camera company to a digital camera 
company with the introduction of the Alexa in 2010,” 
says Bill Russell, vice president of camera products 
for ARRI. “Alexa was used primarily on a tripod, 
while other cameras were used for specialized rigs 
or aerial shots. We created a companion camera 
for the Alexa, making it as small and lightweight as 
it could be. Since the sensors in the Alexa line are 
all the same, we are confident the images from all 
models intercut seamlessly. The Mini is built with 
the quality, precision and durability you expect 
from ARRI.”

One of the tantalizing features of the Alexa 
Mini is the ability to control it wirelessly. “This is 
something that is part of the modern design of 
the Alexa series,” Russell says, “which will let you 
control some functions of the camera from an iPad 
or iPhone, or you can get complete remote control 
with ARRI’s own Wireless Control Unit.”

PAUL SOMMERS
As new as it is, the ARRI Alexa Mini has already met 
the test of some top videographers. For example, 
director of photography Paul Sommers has used it 
on the FOX series Empire.

“Somebody told me we got the very first one,” 
Sommers says, “and by now we have a full system 
with accessories including the [Cinematography 
Electronics] Cine Tape Measure Control plugged 
into the body, which my assistant loves. We use 
it primarily on a Steadicam, or on a crane or on 
handheld gimbals. Since Empire is a performance 
show, anything we can do to make the camera 
lighter helps the operator.”

Sommers’ experience has only endeared him 
to the Alexa Mini. “By now, having worked with 
the camera, I find the Mini actually has more 
functionality than most of the normal Alexas,” 
Sommers says. “It even has more dynamic range, 

almost a whole stop, than the classic Alexa. It’s not 
just the sensor—it’s all the electronics that ARRI 
puts behind the sensor that make the difference. 
I’d have no fear having three Minis as my main 
shooting package.”

Cinematographer Paul Sommers has used an Alexa Mini on the FOX  
series Empire. Pictured here, Empire’s Bryshere Gray and Taraji P. Henson

Frank Winter (John Benjamin Hickey, left)  
and Glen Babbit (Daniel Stern) in Manhattan

Cinematographer Richard Rutkowski  
on the set of Manhattan

photo by chuck hodes/fox
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Could he suggest any improvements?
“Well, my B-camera crews could use some 

more power ports on the camera, but I know there 
are some after-market cages that offer that,” he 
says. “Other than that, the Mini has really been 
pretty bulletproof ever since it showed up.”

RICHARD RUTKOWSKI
“We started using the Mini as a third body on 
a Steadicam when we first got it early in 2015,” 
recalls Richard Rutkowski, the DP on Lionsgate’s 
Manhattan, which airs on WGN America, “but 
since it could record ARRIRAW, we quickly learned 
it was even more powerful than the other ARRI 
cameras, despite its smaller package.”

Rutkowski found ways to take advantage of 
the Mini’s diminutive form. “I thought about 
handheld, and tucking the Mini into hidden parts 
of a car,” he says. “There is always that shot where 
you want to stick the camera up against the ceiling 
or hidden into a corner. It’s in those situations that 
the Mini shines.”

With less than a year with the Mini, he has 
already amortized its cost. “Over the year, I have 
customized the Mini to fit my style of shooting, 
and I now use it on two interesting TV shows. I 
bring it with me to the set of The Americans for 
FX and Manhattan for WGN. Fortunately, their 
seasons don’t overlap. When I’m not using the 
Mini myself, I rent it out to help cover the cost, so 
in addition to making my job easier, it also works 
as an investment.”

CASEY WARREN AND DANIELLE KRIEGER
Filmmakers Casey Warren and Danielle Krieger 
of Mindcastle Studios shot a short with the Alexa 
Mini, a visual poem called “The Journey.” You can 
see it online at vimeo.com/124887760.

“We’ve been working with Michael Jonas at 

ARRI over the past year to help design the Alexa 
Mini,” says Warren, “and he was very receptive to 
our suggestions.”

Krieger says, “Our input was geared toward 
making the Mini a primary camera, since we 
come from the world of using small cameras 
as our A-camera. We were really looking for 
something the size of a DSLR but with far greater 
capabilities. ‘Journey’ was actually shot with three 
preproduction Minis.”

Now that they’ve had a chance to work with 
several of them, what do they feel are the Mini’s 
greatest strengths?

“Once the 4:3 software is out, even feature 
films will be able to shoot anamorphic with it,” 
Warren explains. “And you will eventually be able 
to record raw directly on the CFast 2.0 cards inside 
the camera. With ARRI’s policy of upgrading the 

camera’s software and firmware, it is like constantly 
getting a whole new camera.”

Danielle Krieger really appreciated the Mini’s 
built-in motorized ND filters (0.6, 1.2, 2.1). “That is 
really huge,” she says. “We used them all the time 
on ‘Journey.’ It means you don’t have to put a filter 
in front of the camera lens, and you don’t have to 
change your T-stop if it is too bright out to match a 
previous scene.”

AUGUST THURMER
In the Los Angeles area, August Thurmer is an 
independent DP specializing in commercials who 
had had his Alexa Mini for about two months when 
we spoke. He has been busy with it on Ford and 
Mazda spots, as well as a documentary for Levi’s 
and a promo for Patagonia clothes.

“I use the Mini as my A-camera because it 

Mindcastle Studios’ UAV-mounted Alexa Mini  A still from “The Journey”

Cinematographer August Thurmer
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functions as an Alexa but gives me the advantage 
of faster frame rates, and those internal NDs save 
me a great deal of time,” he says. “The only thing it 
lacks over its bigger brother is camera controls on 
the body, but you can utilize the settings on the EVF 
or control it wirelessly from your laptop. Now that 
we have grown accustomed to it and have learned 
to use the ARRI WCU-4, which is the ARRI wireless 
remote, we find the camera easy to operate.”

ARRI does not position the Alexa Mini as a 
replacement for Alexa, noting that the Alexa XT 
M, for example, may be preferable over the Mini 
to some users due to the higher ARRIRAW frame 
rates, or in situations (aerial shoots, for example) 
where the capacity of the Mini’s internal CFast 2.0 
cards is too limiting. Mini is intended as a flexible 
companion camera that will work well alongside 
ARRI’s bigger cameras and complement them. 

Thurmer says, “I like the robustness of the 
ARRI Alexa. When I’m shooting car commercials 
and I need to mount a camera on a pursuit car 
or somewhere it is going to take a lot of impact, 
I’d still prefer an Alexa. But if you have to put a 
camera inside a car, or hanging off a door, or inside 
a dashboard, the Mini will let you get into spaces 
the other camera simply will not fit. The important 
point is the images it records will intercut without 
a loss of quality. It gives you peace of mind on the 
set. Since I come from a film background, I am a 
strong supporter of the ARRI cameras.”

Can the good be made better?
“I would definitely like a stronger connector 

for the EVF, something along the lines of what 
the Alexa has,” he says. “The Mini uses a small 
connector like an HDMI variant and it is always 
back-ordered, so something less proprietary would 
be a step forward. Otherwise, the Alexa Mini is a 
great choice for anyone looking for a cinematic 
camera in a small form factor.”   dv

ARRI Alexa Mini shoots “The Journey”
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TIPS TO CLIP DICK REIZNER

SWITCHING TALL ONES
A short length of AC cable with a male connector on one end, a female 
on the other and a switch in the middle can be used to control a lighting 
instrument whose switch is out of reach.

FOG FIGHTER
The Problem: You are shooting through the windows of a moving 
car on a cold winter day. The glass keeps fogging up but you can’t 
open the window.
The Tip: If possible, turn on both the heater and air conditioner. 
This will pump warm, dry air into the vehicle. In most cases, this 
will clear all the windows much faster than the car’s defroster, which 
works only on the windshield.

PICTURE PERFECT 
PLACEMENT
Here is another use for the camera 
on your cell phone. Sometimes 
we need to remove or relocate 
items in a room before we begin 
shooting. Making sure everything 
gets back where it belongs can be the 
difference between a happy client 
who will allow us to use the location 
again and one who will not.

First, before you move anything, 
take a few cell phone photos so you 
will be able to put everything back 
where it started. Second, tape any 
wall hooks or hangers to the back of 
their pictures or certificates so they 
won’t get lost.

LONG TALKING HEAD
A lengthy talking head shot can get 
boring very quickly, so we usually 
add interest by covering part of it with 
B-roll (images of whatever the talent 
is talking about) or switching between 
multiple camera shots of the talent.

Joe Smith (name changed to 
protect his job) has only one camera 
and frequently records very long-
winded executives. His solution 
takes advantage of the facts that the 
background drape is nondescript and 
that the legal department insists that 
everyone speak from a teleprompter.

Joe marks the script as if he were 
shooting with two cameras; then, 
instead of moving the camera and 
relighting, he simply turns the talent 
and zooms in or out a little.

The talent reads the last line of a 
section to camera, then turns left or 
right to the nonexistent camera 2. 
Recording is stopped. Talent then 
turns his body slightly left to face the 
now nonexistent camera 1, rereads 
the last line, then turns to the camera 
and continues reading.

An edit during the head turn 
makes the finished product look as if 
two cameras were being used.

This technique can also be a 
handy patch when the talent blows 
a line.

LOW LIGHT STAND
Need a short light stand? Place the instrument on 
a microphone table stand and put the stand on the 
floor. For more flexibility, you might try using a boom-
type microphone stand.

The barrel of a standard microphone stand is the 
same size (5/8-inch) as the socket on most lighting 
instruments. Just be careful you don’t mess up the 
threads. Our thanks and a Tipster Tool Tote go to 
Chicago producer Ted Raden for sending in that idea.

DAY FOR NIGHT
A “day-for-night” shot is one that is 
supposed to take place in the dark 
of night but is shot during daylight. 
To get the best looking day-for-night 
shots, Alex Ksiden of Bryant, Ark., 
suggests:

1. The sun should backlight the 
subject.

2. It is best to avoid showing 
the sky, if possible. If the sky 
must show, you may be able to 
darken it by using a polarizing 
filter.

3. Turn off the automatic white 
balance and set the camera for 
“indoor light” (3,200° K). This 
will give the picture a blue, 
“moonlight” cast.

4. Underexpose by about 1.5 to 3 
stops. Check your monitor.

LEARN

SHARE YOUR TIP
Now it’s your turn to share a favorite 
shooting or production tip or question 
with your fellow professionals. Please 
send e-mails to dvtips@nbmedia.com.

All submissions become the prop-
erty of Reizner & Reizner. None can be 
returned.



$6,99500

Media Composer opens your possibilities even 
further, simplifying and accelerating file-based 
workflows and real-time production everywhere. 
From new high-res workflows and AMA media 
management, to automated media operations and 
global collaboration, experience the industry’s 
preeminent NLE. With the new FrameFlex tool 
and LUT support, you can acquire 2K, 4K, and 5K 
media and deliver the HD programming required 
today, eliminating time-consuming transcodes 
and resizing. Now available in your choice 
of subscription or  perpetual license. Call for 
special Floating License options for multi-seat & 
educational labs of 20 users or more.

NEW! Avid Media 
Composer | Software

40% OFF Annual Subscription When an editor has to wait for technology, 
creativity suffers. That doesn’t happen with EDIUS 
Pro 8. Edit Anything, Fast. EDIUS Pro 8 is the 
perfect finishing tool for professional productions, 
including documentary and 4K theatrical 
productions.

With more creative options and real-time, no-
render editing of all popular SD, HD and even 4K 
formats, EDIUS Pro 8 is THE most versatile and 
fastest nonlinear editing software available.

Grass Valley 
EDIUS Pro 8

800-323-2325
Check out our new & improved web site at www.videoguys.com

If you have ever wanted to create and publish 
video, stream live to the Web, or make even the 
smallest presentation look like network television—
then you are going to love TriCaster Mini.

Whether you are new to video, adding or 
expanding media production activities, or 
searching for a practical way to produce a 
multi-camera video program, no other solution will 
get you where you want to be like TriCaster Mini. 
From the streamlined design to the familiar cable 
connections, getting your content online and in 
front of your audience so beautifully has never 
been faster or easier.

But don’t let the size and simplicity fool you. 
TriCaster Mini delivers the power, performance and 
professional-quality results that NewTek is known 
for and that you won’t get anywhere else.

TriCaster Mini HD-4
All-in-one Live Production Solutions

Datavideo SE-700
Complete Live Production and 
Streaming Bundle with NVS-25

This is the perfect solution for houses of worship 
on limited budgets that need to serve their 
congregation with live streamed video. This end-to-
end live broadcasting solution can be implemented 
the same price or less than a competitor’s switcher. 

The Datavideo SE-700 is a small, cost-effective, 
high quality, HD digital video switcher with easy-
to-use professional features. The SE-700 switcher 
offers two HD SDI and two HDMI inputs with 
embedded digital audio plus two assignable HD SDI 
and one HDMI output. 

DAC-70 is an up/down cross-converter that 
converts between SD, HD, and 3G formats. 

NVS-25 is a small, easy-to-use video streaming and 
recording appliance designed for professional video 
producers who need to simultaneously stream a live 
event and record for post-event editing.

SONY Catalyst
Production Suite

Catalyst Production Suite fuses powerful media 
preparation and fast, focused video editing to 
provide the backbone for video productions. 
Catalyst Prepare paves your path from camera to 
post with robust organizational tools, strong color 
adjustment and monitoring, extensive metadata 
support, and more. 

Catalyst Edit provides a lean, focused video 
editing environment that makes your cutting 
process fast and fl uent. With support for 4K and 
Sony RAW media, Catalyst Production Suite gives 
you the power to make the most of your camera’s 
high dynamic range and wide color gamut as well 
as the stunning resolution of 4K from beginning 
to end.

AV.IO HD & AV.IO SDI
Frame Grabber 

If you’re looking for a portable and affordable 
way to add live streaming capabilities to one or 
more computers, the Wirecast AV.io bundle is a 
great option.

Go to Videoguys.com to watch our video tutorial 
with Jan Ozer of Streaming Media Producer who 
explores how you can produce live streams from 
multiple video and presentation sources using a 
new and affordable product bundle that combines 
the Telestream Wirecast Studio software and two 
Epiphan AVi.io HD video frame grabbers.

The Wirecast/AV.io bundle includes Wirecast 
Studio 6.0, which is Telestream’s live streaming 
production software, and two Epiphan frame 
grabbers that install without drivers and can 
capture HDMI, DVI, and VGA input at up to 
1920×1200 resolution at 60 fps via any USB 3.0 
connector.

40% OFF Annual Subscription now 
through 12/24/15.
$34900

Whether you’re a beginner or professional, our knowledgeable team is available to answer all of your questions before, during and after the sale. We’ll even stand behind our 

recommendations with a 30-day money-back guarantee and FREE tech support – a customer service policy unmatched in the industry! Check out Videoguys.com for our 

complete product catalog, Video Tutorials and Guides, Daily Updates and Sales, System Recommendations for video editing & live production and more.

Videoguys’ Tech Select HP Workstations are 
custom-configured by our technicians to hit some 
great price points and still provide you with a 
machine that we strongly recommend. HP uses 
only the best components, and these workstations 
come optimized for digital content creation. They 
are easily expandable and upgradable which 
means you’ll get a longer useful life out of them.

These workstations use the highest quality 
components and are designed for heavy duty 
editing environments. If you want the best, HP 
workstations are up for the test. If you’re building a 
professional post facility, HP z series workstations 
are the only way to go!

Go to Videoguys.com for our system 
recommendations, a custom-built 

desktop, laptop or All-in-One, or for more 
pricing & information

Videoguys Tech Select
HP Workstations 

Boris FX Continuum 
Complete 10 AVX

Boris Continuum Complete10 AVX gives Avid 
editors and finishers the most comprehensive 
VFX and compositing plug-in suite ever created.

A whopping 230+ filters include 3D Objects 
such as Extruded Text, 3D particle effects, 
image restoration tools, lens flares and lights, 
award-winning chroma keying and compositing, 
a full suite of color correction tools, time-based 
effects such as Optical Stabilizer, warp and 
perspective effects, and blurs, glows, and 
cinematic effects. All BCC AVX filters take 
advantage of either multi-processing or OpenGL 
hardware acceleration for an interactive effects 
design experience.

G-Technology 
G-RAID STUDIO

Professional Video 
Storage Solutions 

A high-performance 
Thunderbolt 2 storage 
system with hardware 
RAID. Configurable in 
RAID 0, RAID 1, or JBOD. G-RAID Studio ships 
with two removable 7200RPM hard drives 
for total capacities up to 12TB, complete in a 
solid black enclosure. With transfer rates up to 
360MB/s, G-RAID Studio easily supports 2K and 
compressed 4K video workflows. It is the ideal 
storage solution designed to save you time with 
demanding video & photo editing.

G-Technology G-RAID 

Thunderbolt & USB3 RAID Solution
G-RAID with Thunderbolt is a high-performance, 
removable dual 7200RPM Enterprise-class hard 
drive storage system featuring both Thunderbolt 
2 and USB3.0 connectivity. Designed for the most 
demanding creative projects, including multistream 
HD, 2K and compressed 4K workflows

starting at...

starting at...

G-SPEED 
Studio XL

A hardware RAID 
8-Bay Thunderbolt 
2 solution offers 
professional 
content creators 
colossal capacity 
and high definition 
performance. 
This Enterprise-class Storage Solution with 
Thunderbolt 2 technology for ultimate speed 
is configurable in RAID 0, 1, 5, 6, 10, 50, & 60. 
Designed to support multi-stream compressed 4K 
workflows with extremely large volumes of data 
at transfer rates of up to 1350MB/sec and has the 
ability to daisy-chain via dual Thunderbolt 2 ports.

starting at...

$49900

More formats and more resolutions in real-time 
along with the ability to connect to network 
storage and other pro features.

EDIUS Workgroup 8

$1,00000

$39995
$2,79900

$79900

$69900

$59500$2,99900
starting at...

$34900

$5,99500

SONY Vegas Pro 13, SoundForge and ACID Pro 
also available at Videoguys.com

TriCaster Mini SDI solutions available now 
starting at $9,995.00

$1,69500

Attention Boris Continuum Complete owners:
Upgrade to the new BCC 10 AVX today for only

G-SPEED 
STUDIO

A hardware RAID 4-Bay 
Thunderbolt 2 solution 
perfect for affordable 
RAID-5 solutions with the 
reliability and performance 
needed for HD & 2K 
workflows. starting at...

$1,99900
starting at...
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Shop B&H, where you will find all the latest gear 
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Used

Equipment
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of the Latest Technology

A Anton Bauer Digital 90 
Gold Mount Battery  
#ANDIG90GM 
$26900

B Lowel PRO Power Day-
light LED Light 
#LOG510DA  
$60995

C Blackmagic Design  
Production Camera 4K  
#BLPRODCAM4K 
$2,99500

D  Canon CN-E 135mm T2.2 L 
F Cinema Prime Lens 
#CAE135EF 
$4,95000

E Sony Alpha a7RII  
Mirrorless Camera   
#SOA7R2 
$3,19800

F Canon CN-E30-105mm 
T2.8 L SP Cinema Lens 
#CAE30105PL 
$23,27500

G Elvid 7” FieldVision Pro 
Monitor with Scopes 
#ELOCM7PWV 
$89900

H  Porta Brace CTC-3  
Traveler Camera Case  
#POCTC3 
$25085

I Canon EOS C100 Mark II 
Cinema EOS Camera  
with 24-105mm f/4L 
#CAC100AF2E24 
$5,99900

J Panasonic Lumix 
DMC-GH4 Camera 
with Interface Unit  
#PADMCGH4BK 
$2,29799

K Magnus VT-400 Tripod 
System with 2-Way Fluid 
Pan Head 
#MAVT400 
$12995

L   DJI Inspire 1 
Quadcopter 4K Video   
and 3-Axis Gimbal  
#DJINSPIRE1 
$2,89900
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http://www.bhphotovideo.com/c/product/1159878-REG/sony_a7r_mark_ii_digital.html
http://www.bhphotovideo.com/c/product/889820-REG/Canon_CN_E30_105mm_T2_8_L_S.html
http://www.bhphotovideo.com/c/product/1032641-REG/elvid_ocm_7pwv_7_pro_lcd_monitor.html
http://www.bhphotovideo.com/c/product/220712-REG/Porta_Brace_CTC_3_CTC_3_Traveler_Camera_Case.html
http://www.bhphotovideo.com/c/product/1110655-REG/canon_0298c002_eos_c100_mark_ii.html
http://www.bhphotovideo.com/c/product/1028548-REG/panasonic_lumix_dmc_gh4_mirrorless_micro.html
http://www.bhphotovideo.com/c/product/842091-REG/Magnus_vt_400_VT_200_Tripod_System_with.html
http://www.bhphotovideo.com/c/product/1097099-REG/dji_inspire_1.html
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of remote focus units such as the Preston (used 
here) and of using monitors in the focus pulling 
process, worked with a 7-inch SmallHD High 
Bright monitor and followed along with the shots 
as close as he could get to the action. His attention 
during a take would always be jumping from the 
peaking function on the monitor to the image on 
the monitor, which came through a LUT that Toch 
designed with extra contrast to help find focus. 
All of this technical data was supplemented by 
his years of experience anticipating the moves of 
actors and the responses of operators.

“I brought my years of experience to this movie,” 
Connor says. “You really need to have a feel for 
[focus pulling] in a situation like this. It has to just 
come naturally. As the subject and lens get closer, 
you have to move faster, and the opposite when 
[camera and subject] move apart. And the closer 
you are, the more critical focus is. On most movies, 
the subject is outside 3 feet, but most of this movie 
we were focusing on someone inside of 3 feet. It was 
really an amazing setup, with wireless video going 
to me and to camera and to the DIT, and all of us on 
headsets so Arthur could tell me ‘we’re at T-2.8’ and 
me telling Chivo when he’s close to focus.”

Lubezki liked the system of having key 
crewmembers on headsets because he could 
oversee the cinematography, but “I don’t want 
the actors to have to hear us talking,” he says. “I 
don’t want Leo to be aware of all this geeky shit 
happening around him.”

What matters in the end is capturing the 
performances and the atmosphere. For Lubezki, 

it was worth all the hardship to go out and do 
it in the real environment rather than, as some 
have suggested, trying to replicate the environment 
through visual effects. “We wanted to feel what 
the characters feel. You see Leo sweat. You see his 
heartbeat in his neck. You see his breath. Nothing 
will take the place of really capturing the complexity 
and feeling of nature.”   dv
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COMPANY INDEX

(continued from page 14)

Left: 1st AC John Connor’s “Conitor,” a SmallHD High Bright monitor, Preston Cinema Systems FI+Z lens control 
system and Paralinx Tomahawk transmission system. Alexa 65 image on the monitor with 24mm lens.

Right: Lubezki operating ARRI Alexa M with dolly grip Ryan Monro. The camera is sending a signal to 1st AC John 
Connor, DIT Arthur To and the director, Alejandro González Iñárritu.
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I t’s 2009. I’ve got to tell you, we are running 
out of money. My corporate video business 
is on the wane. I save money buying cat food 

at Costco. Sirius XM and Netflix are cancelled. 
We consider moving downstairs and renting out 
above. “Do we really need two cars?”

When it comes to entering my newly completed 
Pinot film into festivals, I’m cautious about 
spending the money. Sundance is around $100 
and there’s almost zero chance you’ll get accepted. 
It’s like burning money.

Pinot: Sonoma Dreams is rejected by 86 
festivals. Bang goes over $6,000. Only the Sonoma 
International Film Festival comes good, and while 
it was an excellent screening to a full house, that 
was it.

REVERSAL OF FORTUNE
Tricia, my wife and co-producer on the Pinot 
disaster, has always been passionate about linen. 
She decides to make linen cushions and we sell 
them on a simple PayPal web site.

For herself, she makes a natural linen duvet 
cover and, after a stiff drink, plucks up courage 
and e-mails a photo to Remodelista, a homemaker 
blog. The next day, they publish and sales pour in. 
That is the start of our linen business.

2012 • MAN AT THE DOOR
Three years later, there’s a knock at the door. The 
man, a local, wants linen sheets, pillowslips and, of 
course, the duvet cover. We chat. He tells me there 
is a tall ship being built by volunteers in nearby 
Sausalito. He knows Alan Olsen, the life force 
behind the project.

I drive to the construction site to meet Alan and 
discover there is no construction site; Alan is still 
negotiating with the local council. “Can I film the 
making of the ship?” Alan is agreeable—especially 
when I say I will volunteer my services and donate 
any profits.

2015 • WE BUILT A SHIP
Episode one is finished and in 3D. 
These days I’m more selective with 
festival entries. Apart from one 
festival, there are no 3D, drone or 
virtual reality categories. Pity, you’d 
think they’d want bleeding edge 
stuff.

This week I’m making 3D DCPs, ready for the 
film festival rush in 2016. No news from Sundance, 
figures; I’ll phone Robert.

MY NEW FAMILY
Little did I know when I signed up as a ship 
volunteer that I’d be joining a family. Over the 
three years since I started shooting, I’ve made so 
many shipyard friends. I know all their names 
and backgrounds. They come to our BBQ parties 

with their kids. Richard, a shipwright, moves in 
downstairs and tells me when to come and shoot.

In July this year, I have heart bypass surgery. I 
am away from the shipyard for three months. When 
I feel strong enough, my daughter drives me there.

Nervous and a little shaky, I enter. A group of 
volunteers sees me and starts clapping. I am so 
touched, I burst into tears. I am reunited with my 
family. Richard gives me a big hug. I can’t wait to 
start shooting again.   dv

Above: 2009, Pinot: Sonoma Dreams. 
Accepted by Sonoma but nowhere 

else—a failure.

Right: 2015, We Built a Ship. Here we go 
again—entry time for 2016 festivals.
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