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Inter-connected World
The Internet provides access to nearly 
infinite information on demand. As a 
hotbed of new voices and innovation, 
the future of humanity will be shaped 
by this inter-connected world.

Those of us who have Internet ac-
cess have come to take it for granted. 
In the days before the Internet became 
ubiquitous, only people with access to 
a library containing hundreds of books 
and a good a set of encyclopedias 
could conduct effective research. When 
the library was closed, even the most 
motivated and studious had to wait for 
access to information.

In Western culture, we have become 
dependent upon high-speed Internet 
access. In addition to expecting imme-
diate access to news, information and 
entertainment, we use the Internet 
as a primary means of connecting to 
friends and family. It’s an indispens-
able tool for conducting business 
and a democratic conduit permit-
ting anyone with a device and an ISP 
to share their perspective with the 
world. Videomaker has always sought 
‘to democratize and enrich’ video 
production. With low-cost production 
equipment and streaming video, we’re 
moving closer to that reality. Without 
high-speed Internet, this would not be 
possible in its present form. 

Although we call it the World Wide 
Web, Internet access is available only 
to a minority of the world. Groups like 
internet.org are working on a global 
initiative to bring free Internet ac-
cess to everyone, believing that with 
it would come an increased standard 
of living and the opportunity for the 
voices of those who presently have no 
means of communication to spread 
their ideas to the world. 

Proponents of net neutrality envision 
a world where Internet access is avail-
able to people worldwide, but free, open 
access to the Internet is a complex task. 
To fully realize an open Internet would 
require more than changes in Web 
standards; it would require a change in 
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the way ISPs do business. Open Internet 
advocates believe that if Internet service 
providers continue to restrict bandwidth 
to some users so they can sell broader 
bandwidth access to those willing to pay 
a premium, the poor and underprivi-
leged of the world may never experi-
ence the full benefit of Internet access, 
which could prohibit the economic 
growth that they so desperately need. 

Opponents to net neutrality argue 
that innovation is driven by profits; 
Technological advances are funded not 
so much by necessity as by capitalism. 
Without the potential to make money, 
innovation is disincentivized, particu-
larly in key components like the world-
wide fiber optics network necessary to 
deliver broadband to the third world. 

We started this article by saying that 
the future of mankind will be shaped by 
an inter-connected world. The quicker 
we can provide high-speed Internet to 
the world, the better. When we are at 
last able to connect all the people of the 
world, we will all reap the benefits — 
especially those of us seeking to inform, 
instruct and inspire.  

VIEWFINDER
by Matthew York
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Go Mobile
Reading on the go? Find Videomaker on your mobile device along with apps that help 
video producers on location. Go to videomaker.com/r/676.

Advice Wanted
Question: 
iKokomo: I am looking at doing 
a music video in the style of the 
Piano-Guys — of course, not quite 
as crazy or as big a budget, haha!
The guy who plays a classical guitar 
that I am doing the video with is 
going to record it at a music studio, 
and then we will sync it up with vari-
ous locations and the like. This is 
the fi rst time I have done a project 
like this. I have shot multiple wed-
ding videos and short fi lms, but I 
have never done a music video. 

My question is, what is the easi-
est way to sync up the music video 
playing with the studio recording? 
What else should I know about this 
kind of a video shoot? Thanks a lot!

Reply: 
Jjleinung: You will want to play back 
the studio-recorded audio on each 
location, both through monitors on 
set so the talent can match their 
playing and action to the record-
ing and onto one of your camera's 
audio tracks. 

 In the edit, use the audio track on 
the camera to line up with the fully 
mixed and EQ'd studio audio.
See more at: 
videomaker.com/r/840

Final Cut Pro X Essentials - 
Editing Environment
In this section, we will cover all of 
the working parts of Final Cut Pro X’s 
workspace and what each section is 
used for. These fundamentals will 
be the foundation for all work done 
throughout the course. Understand-
ing this terminology is key, as we will 
be referring to them at all points of 
these lessons. videomaker.com/r/838

April 2016

What’s on Videomaker.com

Talk to us online! 
Love Videomaker? Tell the world! Share your videos, find extra content, talk to us! We want to know who you are. 

Find us on Facebook
facebook.com/VideomakerOnline

Follow us on Twitter
twitter.com/videomaker

Catch us on YouTube
youtube.com/videomaker

Add us on Google+
videomaker.com/GooglePlus

Follow us on Instagram
@videomaker

....

Final Cut Pro X Essentials - 
Working in the Timeline
In this lesson we go over the timeline 
– getting deeper into timeline basics, 
like storyline, magnetic timeline, 
navigation, timeline tools, connected 
clips, compound clips and lastly gap 
clips. videomaker.com/r/839

Film Festival Round-up
Festivals do three things for aspiring 
fi lmmakers: deliver audiences for your 
fi lm, connect you to the industry mar-
ketplace and provide learning opportu-
nities for improving your craft. We love 
fi lm festivals and try to support those 
we fi nd the most worthy by passing 
out copies of Videomaker to attend-
ees and/or providing subscriptions of 
Videomaker to festival entrants. 

We're proud to support the follow-
ing upcoming festivals and hope you'll 
attend those in your area!
• Food & Farm Film Fest
 San Francisco, CA - April 1-3, 2016
• Cinema at the Edge Film Festival
 Santa Monica, CA - April 7-10, 2016
• Tiburon International Film Festival
 Tiburon, CA - April 8-15, 2016
• FirstGlance Film Fest Los Angeles
 Los Angeles, CA - April 15-17, 2016
• Philadelphia Independent Film
 Festival
 Glenside, PA May 4-8, 2016
• Steaming Media East
 New York, NY - May 10-11, 2016
• The Fine Arts Film Festival
 Venice, CA - May 14-15, 2016

Free Final Cut Pro X Training
Our new course, "Final Cut Pro X Essentials," is now available free to all view-
ers. If you’re new to Final Cut Pro X or are considering switching from another 
editing software, watch our course to learn the basics of everything you need 
to get started. videomaker.com/fcpxessentials
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memory or an Intel 
HD graphics 530.

“As the world’s first 
quad core workstation 
Ultrabook, the ZBook 
Studio is a perfect 
combination of 
brains and beauty 
with the engineering 
toughness of a HP Z Workstation,” said Jim Zafarana, 
vice president and general manager, HP Workstations 
and Thin Clients, HP Inc. “The ZBook Studio endures 
120,000 hours of testing and features numerous first-
time workstation advancements, including Intel XEON 
CPUs with ECC memory, Thunderbolt 3, Gen 2 Z Turbo 
Drives, HP Sure Start client security and an eight mil-
lion color-critical pixel DreamColor 4K display.” The HP 
ZBook Studio is available now starting at $1,700.

NEW GEar

Sony’s new a6300 claims the title for world’s fastest 
autofocus. A mirrorless camera with a 24.2 MP APS-C 
sensor, the Sony a6300 shoots 4K video internally 
and boasts the ability to lock focus in just 0.05 sec-
onds with its 425 phase detection AF points. To boot, 
the a6300 has an ISO range of 100 – 51200.

When asked about the a6300, Vice President of 
Digital Imaging Neal Manowitz said “With this new 
model, we’ve combined the world’s fastest and most 
extensive AF system with a superb image sensor 
and many of our most advanced imaging and video 
technologies, creating a package that can far exceed 
the performance of any DSLr in its class. This camera 
connects you with the action like never before.”

Sony emphasized that the a6300 AF system works 
not only with the FE lenses but also their A-mount 
lenses, as well, using their LA-EA3 adaptor. This func-
tion isn’t new to the alpha line but is now available at 
a far lower price point. 

The a6300 records 4K internally in the Super 35mm 
format. When shooting 4K, the camera uses full pixel 

First and Fastest

readout without 
pixel binning 
to collect and 
process 20 mega-
pixels of informa-
tion. That’s about 
the equivalent of 
6K resolution.

When shoot-
ing with the XAVC S codec, the a6300 offers 100 Mbps 
recording in 4K and 50 Mbps in Full HD. The a6300 even 
boasts 120 fps in HD at 100 Mbps, with the ability for 
the footage to be reviewed at 5x slow motion, convert-
ing it to 24p. Touting 14 stops of dynamic range in 
S-Log3, the camera also supports S-Gamut for a wider 
color space. another great video option the a6300 of-
fers is a microphone input and support for XLr input 
when using a Sony XLR adapter kit. Plus, it offers zebras 
and time code. The camera began shipping in March for 
about a $1,000 for body only and around $1,150 with a 
16-50mm f/3.5 – f/5.6 lens.

HP recently introduced the ZBook Studio, which HP 
is calling “the world’s first quad core workstation 
Ultrabook.” The 15.6-inch diagonal HP ZBook Studio 
is HP’s thinnest and lightest full performance mobile 
workstation to date and was designed for profession-
als who need power on the go.

When we say it’s thin and light, we mean it. The 
ZBook Studio weighs in at just 4.4 lbs. and is 18mm 
thin. While many mobile workstations sacrifice power 
for size, the ZBook Studio can be jam-packed with 
robust professional components. The model features 
Intel Core or Xeon processors, dual 1 TB HP Z Turbo 
Drive G2 for up to 2 TB of storage, up to 32 GB ECC 
memory, dual Thunderbolt 3 ports, dual cooling fans 
and options for HP DreamColor UHD or FHD touch 
displays. Editors and motion graphic designers will be 
pleased to learn that the ZBook Studio can house ei-
ther the NVIDIA Quadro M1000M with 2 GB of GDDR5 

Sony Announces a6300, New 4K Mirrorless Camera

HP Unleashes Powerful New ZBook Studio Mobile Workstation

347 D5 New Gear.indd   5 2/18/2016   9:28:34 AM
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by Ty Audronis

Don’t be fooled 
by size.

Z Camera E1
Interchangeable-
lens Camera

Z Camera
www.z-cam.com
 
STrengThS
• Cinema 4K (4096 x 2160)
• Size allows for creative shots
• Pleasing color rendition

WeaKneSSeS
• Severe rolling shutter effect
• Focus resets on restart

thoughts every video producer has 
had in passing — that is, until you 
think better of it. All of the techni-
cal knowledge and process a camera 
operator must go through when 
setting up a camera with an inter-
changeable lens makes this pipe 
dream completely unrealistic. As a 
rule, if you have to take time to set 
up the camera, it’s just not practical 
for action.

Also, the thing that makes a great 
interchangeable-lens camera makes a 
horrible action camera: depth of field. 
Until autofocus is ultra-intelligent and 
responsive in terms of microseconds, 
an action camera with a shallow 
depth of field is nearly unusable. Sure, 
you can cinch down the aperture to 
extend your depth of field, but then 
you have to compensate by lowering 
shutter speed and raising ISO — also 
raising mud and noise.

Then there’s the aerodynamics. 
It’s just not practical. It’s a very cool 
thought to have an action cam with 
interchangeable standardized lenses. 
Really, it is. We tried. Believe me, we 
tried. But amidst four days of shoot-
ing and re-shooting action shots 
with this camera, we came to one 
resounding conclusion: This is not 
an action camera. This is a micro-
cinematic camera.

Micro-Cinematic Camera
Oh yes, yes it is. Once we wrapped our 
head around this concept, all kinds of 
possibilities sprang to mind. 

It’s absolutely perfect for small ar-
eas. Are you an independent filmmak-
er creating a documentary on dogs 
that have learned to cook? You can 
place the Z Camera E1 in refrigerators, 
inside ovens, up on the ceiling, under 
range-hoods, and yes on the back of a 
dog, to name a few possibilities. Look-
ing to make the next Tarantino-esque 
action film and get a shot from the 
engine point of view when your hero 
repeatedly slams someone’s head with 
the hood? The E1 is the perfect cam-
era. Want to drive over your cinema 
camera — between the wheels, of 
course — without having to dig a huge 
hole in the middle of a highway and 
endanger your RED or ARRI?  Again — 
perfect. Want to strap it to your head 
and skydive? Get a GoPro.

Furthermore, the rolling shutter is 
something every CMOS camera has. 
You just can’t have a CMOS sensor 
without it. However, by cranking up 
the clock frequency of the sensor 
and increasing shutter speed, you 
can combat this. Action cameras, in 
large part, make efforts to rid us of the 
rolling shutter effect known as “jello.” 
The E1’s rolling shutter is on-par with 

$700

review

Is it an action camera? No. In Z 
Camera’s defense, their Kickstarter 

campaign was titled “E1 Camera. 
4K UHD interchangeable lens cam-
era.” Nowhere is it called an “action 
camera.” Nor is it called an action 
camera anywhere on their website — 
although they show plenty of action 
shots taken with it as such. However, 
because of its size, and a possible 
marketing goof, the Internet is calling 
the E1 an action camera. Don’t make 
that mistake.

An interchangeable lens on 
an action camera is one of those 

Lens not included

347 R02a Z-Camera E1.indd   6 2/18/2016   9:31:54 AM
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Micro-Cinematic Camera
Oh yes, yes it is. Once we wrapped our 
head around this concept, all kinds of 
possibilities sprang to mind. 

It’s absolutely perfect for small ar-
eas. Are you an independent filmmak-
er creating a documentary on dogs 
that have learned to cook? You can 
place the Z Camera E1 in refrigerators, 
inside ovens, up on the ceiling, under 
range-hoods, and yes on the back of a 
dog, to name a few possibilities. Look-
ing to make the next Tarantino-esque 
action film and get a shot from the 
engine point of view when your hero 
repeatedly slams someone’s head with 
the hood? The E1 is the perfect cam-
era. Want to drive over your cinema 
camera — between the wheels, of 
course — without having to dig a huge 
hole in the middle of a highway and 
endanger your RED or ARRI?  Again — 
perfect. Want to strap it to your head 
and skydive? Get a GoPro.

Furthermore, the rolling shutter is 
something every CMOS camera has. 
You just can’t have a CMOS sensor 
without it. However, by cranking up 
the clock frequency of the sensor 
and increasing shutter speed, you 
can combat this. Action cameras, in 
large part, make efforts to rid us of the 
rolling shutter effect known as “jello.” 
The E1’s rolling shutter is on-par with 

Sensor Size & Type: Micro Four-
Thirds, CMOS
Effective Megapixels: 16MP
Video Format: MOV H.264
Resolution & Frame Rate: 
4096×2160@24fps, 
3840×2160 at 24fps/25fps/30fps, 
2880X2160 at 24fps/24fps/30fps
1920×1920 at 24fps/25fps/30fps
1920X1440 at 24fps/25fps/30fps
1920×1080 at 
24fps/25fps/30fps/50fps/60fps
1280×720 at 50fps/60fps/240fps
840×480 at 25fps/30fps
Recording Media: Micro SD (SD/
SDHC/SDXC)
Display Size and Resolution: LCD, 
320 x 240
Lens Mount: Micro Four-Thirds
Audio In: 3.5mm
Audio Out: None
Video Out: Mini HDMI
Other Interface: USB 2.0
Max Shutter: 1/8000
Battery: 2000mAh, lithium-ion bat-
tery

a B-roll camera for tight places, as we 
mentioned before. The E1 also makes 
for a fantastic tool for pre-visualiza-
tion, or going out ahead of the crew 
to block out shots — especially visual 
effects shots — to get an idea of how it 
will work. You can show investors the 
basics before renting the big cameras 
and footing the bill for the entire crew, 
lights and talent.

Remember the scene in “Dark 
Knight” where Heath Ledger hand-
held a camera and tortured a victim as 
the Joker? The E1 would be perfect for 
something like that. We can literally 
think of a million and one uses for the 
E1 in a professional setting, but not a 
single one of these uses is as an action 
camera. And this really answers the 
question, is it revolutionary? Yes.

Revolutionary?
To be truly revolutionary, a product 
must define an entirely new market. 
GoPro did this many years ago with 
action cameras. This is the first, practi-
cal micro-cinematic camera. It is truly 
revolutionary. And that’s where the 
problem lies.

It’s apparent that the marketing team 
at Z Camera doesn’t have a firm grasp 
on this camera’s true potential. Their 
demo video is replete with beauti-
ful drone shots and extreme sports 
sequences. This camera should be 
rejected outright for these purposes: 
Drone shots at 60Mbps using a Micro 

any cinematic camera, but for an ac-
tion camera, it’s vastly inadequate.

It may be marketed as a UHD 
camera (3840 x 2160), but it will also 
shoot at cinematic 4K (4096 x 2160). 
What does this mean for you?  Ev-
erything, if you’re making a feature 
or short film. You can match resolu-
tions and aspect ratios of virtually 
any film you’re trying to create. 
Although GoPro kicks this camera 
all around the schoolyard at being 
an action camera, Cinema 4K is one 
thing it can’t do.

Wait, we just said it’s not an action 
camera. Why did we just compare it to 
a GoPro?

TECH SPECS

Z-Camera E1
ReVIew

Techno-babble
The answer to that ques-
tions has to do with bit-rate. 
Between GoPro and the 
E1, the bit-rate is roughly 
the same. At 60Mbps, this 
camera is pretty much a 
GoPro with an interchange-
able lens as far as bit-rates 
go. It uses the same types of 
cards as a GoPro. The reso-
lutions and frame rates are 
also extremely similar to 
GoPro — 240 fps at 720p, 
60 fps at 1080p, etc. On a 
side note, what happened to 120 fps 
at 1080p? Seems strange.

In reality, it wouldn’t surprise us if 
many of the components south of the 
sensor itself are things you’d find in a 
GoPro. What’s strange, though, is that 
as similar as it is to a GoPro, the E1 is 
just as similar to a Panasonic GH4. The 
color curves from the E1 sensor look 
very similar to a GH4, and we suspect 
that you could seamlessly edit footage 
from this camera with GH4 footage 
and not make a colorist pull their hair 
out. On that note, it’s been the word 
in the industry that GH4 footage and 
ARRI Alexa footage were very simi-
lar on color curves in “A Walk in the 
Woods” (2015). By relative logic, that 
would mean you should be able to 
mingle the E1 with ARRI footage.

So why not get a Z Camera E1 
instead of a GH4? It’s certainly no 
replacement for a GH4 — any more 
than a GH4 is a replacement for an Al-
exa. Why? Data rates. The GH4 shoots 
4K cinematic at 200Mbps while the E1 
is stuck at 60Mbps. That means more 
noise, more mud and a shallower 
color space with the E1. The Z Camera 
E1 is not suitable as a primary camera 
in a professional filmmaking setting, 
any more than a GoPro is. It’s like this 
camera is the love child of a GoPro 
HERO4 Black and a Panasonic GH4.

So it’s not an action camera, and 
it’s not a primary camera — what is 
the E1? Well, it’s absolutely perfect as 

Rear LCD display

Lens not included
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SUMMARY
Z-Camera took Kickstarter by storm, 
raising over $300,000 to create the 
world’s smallest Micro Four Thirds 
cinematic 4K “action camera.” Now 
that it’s in full production we think it 
may deliver on its promise to revolu-
tionize the camera industry.

Ty Audronis is a professional in the Televi-
sion and Film industry for over 20 years. He’s 
worked in every facet of production, and post 
production in network television, film, and 
advertising.  

You can comment on this article by going on-
line: www.videomaker.com/article/18554 

Four Thirds system? Absolutely not. 
This camera is far behind the curve in 
this arena. An action camera with this 
much weight and bulk? No way. An ac-
tion camera where you have to worry 
about f-stop, ISO, focus, DOF and all 
the other things that come with an in-
terchangeable lens? Uh, no thank you. 
Unless you’re staging every shot and 
can take a few minutes to set up each 
shot — forget about it. And because 
this camera resets the focus whenever 
you power it off, you can’t just set 
everything up and hand it to a skydiver, 
saying, “power it on and hit record.”

Yet, all of the shots on their web-
site are either drone or action. It 
hasn’t hit the market fully yet, but 
this author believes they’re risking 
a huge backlash by marketing to the 
wrong people.

Exactly what did we do?
As we said before, we tested this 
camera as if it were an action 
camera. Concurrently, we’re doing 
a review on the DJI Inspire 1 Pro. 
The very first shot was with the E1 
mounted to a SOLOSHOT2 — a robot-
ic tripod head that tracks a small GPS 
module and keeps a camera pointed 
at it. We flew the E1 mounted to the 
Inspire 1, several model airplanes, a 
Dodge Challenger R/T — inside and 
out — and we even tried a stand-up 
to intro the video review. None of this 
first day of shooting was useable. All 
of the shots were out of focus most 
of the time as we left the camera on 
full auto. The autofocus pulsated 
continuously, and the depth of field 
was so shallow we felt as though we 
were shooting with a DSLR.

On day two, we mounted the camera 
to several points on a bicycle and went 
for a ride through glorious Bidwell Park 
the pride of Chico, CA. We had seen the 
problems with autofocus, so we closed 
the aperture all the way to increase our 
DOF to action camera proportions and 
turned off autofocus. Beginning our 
ride, we realized the camera was far 
too bulky. When mounted to the forks 
of the bike, the rolling shutter made 
roughly 80% of the footage unusable. 
When mounted to the handlebars, it 
was unsafe to ride. When mounted to 
the rear of the bike, we got some us-
able footage, but my heel kept hitting 
the lens because the lens protruded 
so far from the camera. In fact, if you 
watch the video review, I try to dis-
mount the bike, and my heel catches 
the camera causing me to fall over into 
berry bushes — the ensuing explicative 
was bleeped out.

When mounted to the left side of 
the bike with lens pointed forward 
and the camera sideways, the weight 
of the lens kept making the camera 
back off the screw mount, leaving the 
camera pointing at the ground. There 
was no way we were even going to try 
mounting it to a helmet. We did get 
some usable footage, but because we 
had to clamp the aperture, the footage 
was very noisy and muddy.

For day three and four, we finally 
realized what the camera truly is 
and set it accordingly. Autofocus was 
turned off, and the aperture was set to 
a reasonably small opening to allow 
for a large depth of field. We shot with 
it as if it were a stripped down DSLR. 
We again tried the SOLOSHOT2 with 
it, and got some very usable footage. 

On day three we 
set up for the 
stand-up portion 
of the video, and 
then powered off 
the camera after 
setting the focus, 
aperture, etc. 
When we powered 
the camera down, 
the focus reset. 
When we got the 
footage into edit-

ing — well, frustrating doesn’t begin 
to cover how we felt. On day four we 
re-recorded the stand-up portion of 
the review with the camera — never 
powering it down.

Conclusion
After everything you just read, you 
might ask: Would you buy it? The 
answer is yes — this may shock you. 
All of the problems stated above are not 
because of the camera having a short-
coming of any sort. The problems have 
to do with how it is being marketed and 
talked about. This is absolutely in no 
way, shape or form an action camera. 
By definition, an action camera must 
be ready on a moment’s notice. You 
don’t get a second chance with action. 
You can’t do a re-take. There are just too 
many things that can go wrong with an 
interchangeable-lens action camera. 
Please, if you’re reading this review, Z 
Camera, rethink your marketing. This 
is not an action camera. It’s a micro-
cinematic camera. And in that context, 
it’s an amazing piece of machinery.  

My primary gripe with the camera 
itself is that I don’t want to return 
it to my editor. We can see so many 
uses for this camera — from bul-
let time arrays, to motion capture 
studios, to previz, to destructo-cams, 
extreme angles, POV cameras, inex-
pensive Steadicams and more. It’s not 
a primary camera. It’s not an action 
camera. It is truly revolutionary, and 
will sit in my gear bag firmly between 
my GoPros and my GH4.  

Z-Camera E1
Review

Diminuative form factor
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by Sky Scholf ield

Digital Directing 
at Your 
Fingertips 

Manfrotto 
Digital 
Director 

Manfrotto
www.manfrotto.com
 
StrengthS
• High resolution and image quality
• Solid live feed for photo and video
• Easy Wi-Fi connectivity via the iPad
• On-screen feedback like audio  
 levels, histogram, etc. 

WEaknESSES
• Focus and shutter control  
 occasionally stop working 
• Only Canon and nikon compatible 
• Requires aa batteries or aC outlet

pher looking to get more bang for 
their buck and more use out of their 
equipment. Mid-level field monitors 
can cost up to $1,000 but the Digital 
Director, including an iPad, costs 
only about $800 plus tax with each 
device available for around $400. If 
you already own a compatible iPad, 
that brings the cost way down, mak-
ing it an excellent price for a field 
monitor solution. 

Most mid-level field monitors 
house screens at around 6 to 8 inch-
es, but the Digital Director, using the 
iPad screen, extends up to 9.7 inches 
with a resolution of 2048 x 1536 and 
264 pixels per inch, giving the user 
a larger screen for viewing what’s 
being shot versus most traditional 
monitors. The iPad’s specs and the 
Digital Director App are comparable 
to mid-level dedicated field monitors, 
too, featuring focus assist, magnifi-
cation and integrated IPS (In-Plane 
Switching) technology, which results 
in a higher contrast ratio, better, 
more accurate overall color and bet-
ter image quality. 

The Digital Director, which includes 
its own dedicated ARM® Cortex®-A8 

CPU, interfaces with the iPad through 
Manfrotto’s dedicated app, aptly 
named Digital Director. In app, the 
Digital Director offers a plethora of 
readings and controls including a 

$500

REviEW

The Digital Director from Manfrotto 
is the first of its kind Apple certi-

fied interface for Nikon and Canon 
DSLR cameras. Built to encase an iPad 
Air or iPad Air 2, as well as the iPad 
Mini 2 and 3, the Digital Director turns 
an iPad into a field monitor, touch 
screen interface for camera controls 
and device for uploading pictures 
directly to an FTP site. 

The device, made out of lightweight 
plastic, weighs in at about a pound, is 
roughly the size of a piece of paper and 
is a little over three inches thick. The 
battery housing along the bottom pro-
vides a good hand-hold for the device 
and anchors a standard 3/8" mount. The 
Digital Director takes four AA batter-
ies, which serve to power the device. 
The Digital Director also include an AC 
power supply, which charges the iPad 
when in use. The iPad slips snugly into 
the top and is secured by a simple-to-
use latch that is hidden from sight when 
locked, providing an easy way to see the 
iPad is safe and secure from a distance.  

Value Proposition
The Digital Director is for the budget 
minded videographer or photogra-

Cam
era and tripod not included
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Weight: 10.23 oz
Compatibility: iPad Air and 
Air 2, and iPad Mini 2 and 3
Battery Type: 4 x AA
Voltage: 5V DC

SUMMARY
The Digital Director is a great way 
to stretch the dollar in the field and 
receive two handy devices for the 
price of one. The Director works well 
as a field monitor and camera con-
trol, but some key bugs in the soft-
ware hold it back from its potential. 

Sky Scholfield has been producing videos for 
clients including National Public Radio, The 
Smithsonian and NGOs throughout Northern 
California for ten years. He now lives and works 
in Chico, CA for North State Public Radio.

You can comment on this article by going on-
line: www.videomaker.com/article/18508

well. Losing responsiveness to focus 
and shutter release poses some big 
problems, potentially missing price-
less shots or footage in the field. 

These two shortcomings were the 
only problems we could find with the 
device and app, and fortunately Man-
frotto has reported the introduction 
of additional video features and bug 
fixes for version 2.0 of the app, which 
should solve these issues. 

In general, we have high hopes for 
the Digital Director. Being able to buy 
not only a high resolution monitor but 
also an iPad at the same time could be 
a big bonus for any camera operator 
hoping to stretch a dollar. iPads can be 
great for production, giving videog-
raphers a place to house shot lists, 
budgets and scripts as well as a device 
for other helpful apps for things like 
color correction, LUTs or script help-
ers like Celtx. 

The few bugs still in the software 
could potentially be worked out via 
app updates as Manfrotto hinted at, 
and having to reach over to the cam-
era to capture photogenic moments 
or start recording is still an easy 
workaround for times when the app 
chooses to freeze. 

Overall, the Digital Director is a 
very useful device with a potentially 
bright future.  

histogram, zebra stripes, audio levels, 
exposure, ISO, shutter release/speed, 
aperture, manual focus, white balance, 
image quality and access to focus/
camera/drive modes. Unfortunately 
FTP uploads from the Director, at 
the time of this writing, are only for 
photographs and not video footage. 
If you’re a video producer who likes 
to share photos however, the Digital 
Director automatically saves a JPEG 
file to the iPad every time a picture 
is taken. If within Wi-Fi range, these 
images can be uploaded directly to an 
FTP site from the device.

Field Tests
Taking the Director in the field, it 
worked great as a field monitor. It 
connected instantly to our Canon 7D 
Mark II and quickly displayed a live 
feed coming from the camera. No 
update was needed for us, but some 
users online have reported issues that 
could be fixed with a quick firmware 

TECH SPECS

Manfrotto Digital Director
ReView

update. The feed was smooth, stable 
and very high quality and showed no 
visible lag. 

When paired with a Manfrotto 
tripod, the device secures very neatly 
next to the camera mount with the 
convenient anti-rotation friction arm, 
which keeps the iPad facing in any 
direction necessary. 

The on-screen histogram and 
readouts of various setting were very 
useful given the iPad’s 9.7-inch screen 
provided enough room for Live Feed, 
setting controls and readouts with 
none of them looking over-crowded. 
The audio levels alone are enough to 
make a video producer jump. Many 
people hack their Canon using Magic 
Lantern for audio levels and other 
features, but the hacking process can 
sometimes be dangerous for cameras 
still in Magic Lantern’s beta phase. The 
fact that audio levels come standard 
with the Digital Director is a big plus. 

The point and focus feature was 
one of the more interesting aspects 
of the Digital Director, promising an 
opportunity to do some creative fo-
cal work with the device. 

However, after several pokes at 
the iPad, the app unfortunately 
stopped responding to focal cues. 
Taking pictures and starting record-
ing faced the same issues, losing 
responsiveness at regular inter-

vals. After thirty 
seconds or a 
restart of the 
camera, the app 
started accepting 
focal cues and 
shutter com-
mands again, 
but even short 
non-responsive 
periods were 
disappointing. 
This complaint 
was echoed in 
some user re-
views online, as 

Friction arm holds Digital Director in place.
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by Mark Holder

Mixing It Up
 

Azden 
FMX-42u 
Portable 
Mixer

Azden
www.azden.com
 
StrengtHS
• Intuitive layout, easy to use
• Solid construction
• Easy to read meters
• USB output

WeAkneSSeS
• Power supply not included
• Some unwanted play in rotary dials

 
Ready to Rumble
The FMX-42u is well-built and ready 
to handle any situation. At 2.9 pounds 
without batteries, the all-metal case 
makes for a highly durable housing 
for the sensitive components inside. It 
comes with a ballistic nylon carrying 
case and neck strap for easy portabil-
ity. Open sides on the case allow easy 
access to the input and output ports 
and a clear vinyl front flap provides 
protection from the elements while 
allowing you to easily see the settings 
dials and VU meters.

Along one side of the mixer are four 
3-pin XLR connectors for balanced in-
put. We found that each input makes a 
solid connection with the cable end and 
the metal release tabs work smoothly 
for easy removal of the cables. Each 
input has its own input level switch 
with line, mic hi and mic lo positions, 

as well as its own 
phantom power 
on/off switch. Each 
of these switches 
slides easily with-
out any excessive 
play, and detents 
provide tactile 
feedback indicat-
ing the switch is 
located firmly in 
the chosen posi-
tion.

The opposite end of the mixer has 
a DC in connector for the power sup-
ply, recommended if you’ll be doing 
a lot of studio work with the device. 
The power supply is optional, but at 
this price point, and given the desir-
ability of having DC power, it would 
be nice to see it included. Portability 
is achieved using 6 AA batteries lo-
cated under a plastic cover at the top 
of the unit. Below the DC connector 
are the on/off switches for both the 
main power for the device and to il-
luminate the dual front VU meters.

$576

rEvIEw

DSLRs are famous for their excel-
lent image quality and fabulously 

shallow depth of field and, at the 
same time, notorious for their poor 
audio quality. A common solution is to 
set up and record to a portable audio 
recorder, such as the Zoom H6, record 
directly to the typically inadequate 
device mics or plug in your favorite 
shotgun microphone to your camera’s 
mic input, often via an adapter.

Another great option is the por-
table audio mixer, such as the Azden 
FMX-42u. These devices come in 
many flavors, offering from 2 to 8 
input channels with loads of onboard 
tweaks available to get your audio 
just right. The  Azden  FMX-42u is a 
4-channel mixer with not only two 
3-pin XLR outputs but also a USB port, 
allowing you to record to a number of 
USB compatible devices.

Outputs include dual XLr out and USB out
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Frequency Response: Balanced or 
Unbalanced Output: 20 Hz – 30 
kHz (+0/-1.5 dB); Monitor Out-
put: 30 Hz – 30 kHz (+0/-2 dB)
Signal-to-Noise Balanced Output: 
-120 dBu (A weighted, input 
equivalent level)
Phantom Power Voltage: 48V (+/-
1.5V)
Sample Tone Frequency: 1 kHz
Balanced Input: XLR 3-pin female 
x 4 (CH1, 2, 3, & 4)
Balanced Input Levels: Line – Stan-
dard: +4 dBu, Max: >+26 dBu, 
Impedance: 2k ohms; MIC HI – 
Standard: -38 dBu, Max: +4 dBu, 
Impedance: 2k ohms; MIC LO – 
Standard: -58 dBu, Max: -15 dBu, 
Impedance: 2k ohms
High Pass Filter: 100 Hz – 6 dB/oct
Balanced Output: XLR 3-pin male 
x 2 (Output L & R)
Unbalanced Output: 1/8" stereo 
mini-jack

SUMMARY
Azden’s FMX-42u portable mixer 
offers a more-than-adequate solu-
tion for capturing audio with an 
added layer of flexibility.

Contributing Editor Mark Holder is a video pro-
ducer and trainer.

You can comment on this article by going on-
line: www.videomaker.com/article/18499 

HVAC noise in the room, and with an 
eye on both the peak indicators and 
the VU meters, we set the levels of each 
channel, then brought up the master 
to the desired level. Finally, we flipped 
on the limiter for added insurance. The 
result was very clear, hiss-free and pre-
cisely mixed audio recorded directly 
into our Nikon D750 DSLR via 3.5mm 
cable and also to our laptop using the 
USB out feature.

USB setup was quite easy. Once 
the USB cable was connected to both 
the mixer and the computer, we 
made sure the system was recording 
through the USB mic rather than the 
built-in. We then fired up Adobe Audi-
tion and hit record. 

Having the ability to record directly 
to your video editing timeline or other 
application is a great feature, and 
where you were previously limited to 
USB mics, now you have the option of 
using your high-end professional XLR 
mics as well.

While you won’t have all the same 
tweaking options as you would 
with a full featured studio mixer/EQ 
setup, you do have full portability 
and the ability to record very clean 
audio to your camera, laptop, tablet 
or smartphone using the appropriate 
optional adapters.

 
Conclusion
Whether recording a single mic, 
mixing the house sound board, us-
ing a shotgun and a pair of lavs or 
doing voiceovers directly to your 
laptop, the Azden FMX-42u portable 
field mixer is worth a close look as 
a potentially smart addition to your 
DSLR workflow.  

Outputs include USB out, a 1/4-
inch headphone jack with volume 
level dial, dual 3-pin XLR outputs 
with line/mic switch and a 3.5mm 
stereo mic out port.

At the front of the unit are four rotary 
dials with white caps marked CH 1 
through CH 4. While the entire unit 
displays excellent build quality through-
out, these dials do exhibit some play 
along both the horizontal and vertical 
planes. They control the levels of each 
input source and each has an outer ring 
for controlling L/R pan. Beneath each 
dial is both a limiter switch to reduce 
distortion from very loud sounds and a 
high pass filter switch for filtering out 
low frequencies (<100 Hz) such as wind 
and A/C units. To the left of each dial, a 
pair of peak indicator lights monitor the 
signal both prior to and after the level 

TECH SPECS

Azden FMX-42u Portable Mixer
REVIEw

control, allowing you make very precise 
levels adjustments.

A fifth dial provides master control 
for output levels. Beneath this dial are 
two buttons for turning on the slate 
mic and 1KHz tone. Finally, left and 
right channel VU meters with sweep 
needles occupy the right front of the 
mixer. The switch right around the 
corner lights them up when working 
in dark environments.

 
Knockout Performance
With a highly intuitive layout, we 
found the FMX-42u very easy to use. 
We plugged both a Sennheiser shotgun 
mic and an Azden wireless lav mic into 
the mixer’s channel 1 and channel 2 
inputs with CH 1 panned hard left and 
CH 2 panned hard right. We switched 
on the high pass filter to handle the 

USB Out: USB mini-B connector 
(female)
Monitor Output: 1/4" stereo head-
phone jack
Balanced Output Levels: Line - +4 
dBu; MIC -36 dBu
Unbalanced Output Levels: Stan-
dard: -36 dBu, Max: -20 dBu, 
Impedance: 120 ohms
Monitor Output: +1 dBu (32 ohm 
load at 9V), 16-100 ohm load rec-
ommended
Meters: standard x 2 – output 
level: 0 VU (+4 dBu)
Battery Requirement: 6 Alkaline – 
“AA”
External Power: optional A/C 
adapter - 10.5 ~ 17V DC @ 
200mA
Dimensions: 9" w x 6 1/2" D x 2 
1/4" H (without protrusions)
Weight: 2.9 lbs (without batteries)
Includes: Nylon carrying case and 
manual
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by Quinn Winchel l

A Good Place 
to Start

Apple 
iMovie 

Apple
www.apple.com
 
StrengthS
• 4K video support
• Importing/Exporting of 1080p at 60fps 
• Very inexpensive 
• Media organization
• A good tool for novice and 
 intermediate editors

WEAKnEssEs
• Wrapping Timeline was removed

 Indeed, iMovie is a great place to 
start if you want to start simply and 
gradually move up to fully featured 
programs by working on your pac-
ing and structure without burning a 
hole through your wallet. Still, do not 
expect to reinvent the wheel with this 
software. Keep in mind that iMovie is 
a starting point for novice and inter-
mediate editors.

 
The Look, the Feel, the 
Features Past and Present
The design of iMovie 10.1 is simple 
to navigate. We worked, without as-
sistance, through most of the basic 
and advanced functions within an 
hour — importing/exporting, color 
correction, audio manipulation, titles, 

etc. For more 
detailed advice — 
mainly keyboard 
shortcuts — we 
referred to the 
manual. The 
novelty of iMovie 
revolves around 
its simplicity. You 
can mark in and 
out points on 
clips and quickly 
drop them into 
the timeline to 
edit or just drop 

the entire clip and trim it on the time-
line. Adding transitions, music, and 
effects is just as simple. 

Anyone remotely familiar with 
past versions of iMovie will have no 
problem creating a project to share 
with friends, family and the YouTube 
community. The libraries are easily 
accessible thanks in part to a great 
organizational system that allows 
you to hide the browser, leaving only 
the preview window and timeline. 
You can construct new libraries and 

Free ($15 for older Macs)

rEVIEW

Apple’s latest version of iMovie 
follows in the footsteps of earlier 

versions of the app in that it’s a fluc-
tuating process of innovation meeting 
frustrating compromise. This seems 
to be Apple’s modus operandi — give 
something new, take away something 
useful. We are given 4K content op-
tions, but we lose wrapping timeline, 
a key feature that speed up work-
flow productivity. We can all agree 
that change is never easy, but do the 
changes have to needlessly alienate 
the existing user-base? 

Then again, why should we be so 
critical of an entry-level, free app like 
iMovie? It is a blip on the nonlinear ra-
dar, but beginners can use it to create 
fantastic results.

streamlined, easy to access interface
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Operating System: OS X Mavericks 
RAM: 2 GB of memory (4 GB recom-
mended) 
4K export requires a Mac from 2011 
or later with at least 4GB RAM. 
Full-resolution 4K playback is sup-
ported on iMac with Retina display 
and Mac Pro (2013 or later) when 
connected to a 4K display.

SUMMARY
iMovie 10.1, Apple’s latest upgrade, 
takes its users into the 4K arena 
with a new user interface and many 
new organizational features that 
will make introductory editors, and 
iPhone 6s owners, eager to create 
and share 4K content. 

Quinn Winchell holds an MFA in Directing from 
the Academy of Art University in San Francisco 
and has lectured at California State University, 
Chico in narrative screenwriting, American cin-
ema and world cinema.

You can comment on this article by going on-
line: www.videomaker.com/article/18382

If you search through the Apple 
Support Communities, you will more 
than likely find other complaints 
related to technical malfunctions and 
glitches with the software. In our test-
ing, however, we did not run into any 
major issues in functionality.

 
Conclusion
iMovie is a fun and engaging experi-
ence, but carries with it the propen-
sity to be a by-the-numbers program 
with 4K thrown on top. The reality 
suggests that the software is an 
interestingly constructed application 
that succeeds in appealing to begin-
ning editors. 

Advanced editors may find it repeti-
tive in some of the simplest tasks, but 
iMovie isn’t made for the advanced 
editor. iMovie 10.1 is a useful and 
affordable outlet for future artists to 
create content.   

events within, allowing you to desig-
nate which project you wish to open. 
On a 2.8 GHz Intel Core i7 MacBook 
Pro, it took 31 minutes to import 
40GB of footage. Depending on the 
power of your computer, your mile-
age may vary.

There are quick buttons for transi-
tions, titles, backgrounds, audio and 
media. Alternatively, you can make 
changes to media clips via color bal-
ance, including white balance, match 
color and skin tone balance, or color 
correction with controls for highlights, 
saturation and temperature. Also avail-
able are cropping, stabilization, speed, 
clip filters and overlay settings includ-
ing cutaway, blue/green screen, side by 
side and picture in picture. 

Still, these choices limited in the 
sense that full manipulation of your 
footage, when compared to Final Cut 
Pro, is not attainable. For those of you 
who are looking for truly professional 
production values, we suggest you 
try something else as this is an entry 
level software.

You can export video directly to 
YouTube, Vimeo, Facebook, iTheater 
or do a custom export. Finally, you 
can export 1080p files at 60 fps, which 
looks rather good when slow motion 
effects are applied.

The user interface has seen some 
unfortunate changes. Key features from 
previous versions — wrapping time-
line and dual monitor mode — were 
removed in favor of an attempt at a 

TECH SPECS

Apple iMovie
RevieW

standardized timeline. These subtrac-
tions, namely wrapping timeline, have 
become a point of contention with 
iMovie users, even prompting some to 
start Facebook petition pages. Quick 
Tip: you can scroll sideways by hold-
ing Shift + Scrollwheel, but we do see 
how this can be construed as a negative 
factor. Why not give people the option 
to choose a format that coincides with 
their needs? Fortunately, iMovie still has 
a B-roll video track — a notable differ-
entiator from Windows Movie Maker.

An Idyllic 4K
When testing on a modern, 2015 5K 
iMac, 4K worked flawlessly. If you’re on 
an older machine, 4K may be more of a 
challenge. We tested this software on a 
late 2011 Macbook Pro with a 2.8 GHz 
Intel Core i7 and El Capitan. We could 
still import and export 4K footage per-
fectly, but playback within iMovie, and 
even the exported file, was a bit choppy 
due to the older graphics card. The 
introduction of 4K exportability is the 
biggest sales pitch within version 10.1. 

 
A Different Opinion
While searching through message 
boards and reviews, we came across a 
few common complaints from users, 
but often, the iMovie community was 
able to find solutions. Of the issues 
highlighted, we only encountered 
one — periodic crashing — and it 
was minor. We worked with this 
software for a significant period and 
it crashed twice. Fortunately, iMovie 
is continuously auto-saving. 

Simple exporting process

Share directly to social media
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by Chris Monlux

Hello Solo

3D Robotics 
Solo

3D Robotics
www.3dr.com
 
StRengthS
• Light app is simple and easy to use 
• Controller buttons make the hard  
 simple

WeakneSSeS
• Doesn’t come with a camera
• Follow/orbit mode isn’t as smooth  
 as we’d like

were a pilot and a spotter. We recom-
mend the first flight of any drone to be 
in a wide open and safe area. This will 
ensure that any malfunction or poor 
flying won’t affect the safety of anyone 
else or damage any property. Getting 
Solo ready for flight was as simple as 
can be. Four rotor blades were attached 
to color coded motors and were easily 
screwed on. The battery is not hard to 
install, and after that you’re ready to fly.

The controller has six buttons that 
allow for simple, autonomous use. 
Two buttons labeled A and B are used 
for different commands depending 
on the flying mode. You’ll also notice 
the power button, and lastly, there 
are three buttons for simple pause of 
flight, home return and simple power 
up and take off. 

At any time during autonomous use, 
the pilot can pause the programed 
flight and take complete manual 
control. If the drone goes outside of 
the communication area — roughly 
805 meters depending on the flying 
environment — it will terminate flight 
and return to home. Home is defined 
as wherever Solo began its flight. This 
is important to remember; if Solo is 
taking off from a boat or other mov-
ing target, it’ll put the drone at risk if 
told to fly home when home is now a 
dangerous place for landing. 

Flight begins after pressing and 
holding the fly button. The rotors 
power up, and the drone is ready for 
the next command. Another press 
and hold of the fly button and Solo 
will take off and hover around 6 feet 
off the ground, waiting again for the 
next command. 

Be aware of your surroundings. If 
at this point, the pilot directs Solo to 
orbit, one of its autonomous flying 
modes, it will begin to do so from its 
current altitude. We discovered this 

$1,000 ($1,400 w/ Gimbal)

RevieW

We first spotted the 3D Robot-
ics (3DR) Solo at NAB 2015. 

Although it wasn’t yet shipping, the 
drone touted some very handsome 
features, making us eager to try it for 
ourselves. Solo is a semi-autonomous 
drone that allows a first-time flyer to 
get great shots within its first use. The 
most unique feature to the Solo is 
that it’s both open software and open 
hardware. This gives the community 
the ability to improve and innovate 
the drone’s capabilities. 

Pre-Flight
Before flight, it’s imperative that the 
pilot and the drone are ready to fly. To 
start, we downloaded the app, which 
is very simple and intuitive to use. 
Within the app, there is a flight school 
with videos that teach you all you 
need to know to fly Solo safely. The 
app also contains all of drone’s flight 
and shot options. Once the pilot is 
educated, Solo might need an update 
or two, as ours did. This is very easily 
done within the app, which instructs 
you at every step. 

Getting Airborne
Our first experience flying Solo was 
near an open road where there weren’t 
any obstructions like trees, power lines 
or buildings. The only people around 
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Max Speed: 55 mph / 88.5 km/h
Max Altitude: 400’ / 121.9 m AGL
Flight Control SySteM
Model: Pixhawk 2
Software: APM flight control software
gPS: Yes
hAndheld trAnSMitter
display: Color Screen for menu and 
live flight telemetry
Battery: Chemistry: Lithium-polymer
Capacity: 5200 mAh
Voltage: 14.8 VDC
Wi-Fi range: Up to 2640’ / 805 m 
(depending on environment)
Video downlink latency: 180 ms
Connectivity: 1 x HDMI output on 
Transmitter

SUMMAry
Solo by 3D Robotics offers a simple 
entry to the drone world with some 
very strong real-world tools, but with 
no camera, it’s a bit expensive com-
pared to its competition. 

Chris Monlux is Videomaker’s Multimedia 
Editor.

You can comment on this article by going on-
line: www.videomaker.com/article/18604

flown drones that would do more for 
less. Our recommendation for those 
users would be the DJI Phantom 3 Pro. 
It comes with a camera and gimbal 
and is a bit less expensive with a lon-
ger flying range. 

However, if you’re new to flying 
and already have a GoPro HERO4 or 
HERO3+, then the Solo is for you. 
You’ll have lots of fun from first flight, 
and it will grow with you. The open 
hardware and software will allow for 
the drone to mature with you, as well. 
3DR says their intention isn’t to sell 
you a new drone every year, but for 
Solo to continue to grow in its abili-
ties, adding new smart shots to their 
roster often. 

Overall, Solo by 3DR is a great 
product. Since it started shipping in 
June of 2015, 3DR has made it priority 
to continue to improve Solo, making it 
the drone it is today.   

the hard way, crashing Solo into a 
hill. It took the crash with ease, with 
no damage or interference with its 
flying capabilities. 

Once Solo is in the air, four autono-
mous flying programs, or smart shots, 
are available: orbit, cable cam, follow 
and selfie. In any of the modes, one can 
choose to fly faster or slower, controlled 
by a simple slider within the app. 

Orbit requires the pilot to choose 
the point of interest; then after a 
simple command of left or right orbit, 
Solo is off. With the gimbal attached, 
Solo keeps the focal point at center, 
and does a great job of it. From our 
flights, we would recommend the 
gimbal; it’s worth the extra money as 
the shots are far better with it, and it’s 
relatively inexpensive for the im-
proved capabilities. 

Cable cam mode allows for mul-
tiple waypoints to be chosen. Solo 
will fly between them sequentially 
from point to point. Cable cam isn’t 
just limited to flying between points 
along the horizon; it’ll also fly be-
tween two points in elevation and 
include any rotation when flying 
between waypoints. 

TECH SPECS

3D Robotics Solo
REVIEw

In follow mode, Solo will follow 
the controller and app. We found this 
function was very easy and worked 
great. Follow smart shot can be 
combined with the orbit smartshot, 
allowing for follow orbit. This is a very 
complicated shot and might require 
the pilot to control the gimbal as the 
auto track doesn’t operate as smooth-
ly as the drone flys. 

Lastly, the selfie smart shot is a very 
cool shooting option. Fly Solo and 
position the shot the way you want, 
then choose selfie. The drone will fly 
out and up, then down and in again, 
giving a selfie shot. The shot does not 
need to be of the pilot or have any 
association with the location of the 
controller or device running the app. 

Closing Thoughts
We had a great experience flying the 
3DR Solo. It’s fun to fly, takes great 
shots for those that aren’t seasoned 
pilots and is ready to give them to you 
upon first flight. Although it can be 
flown manually and does that well, we 
don’t see a veteran pilot loving Solo 
because of its price point and lack of 
camera — there are better manually 

rotors:  4 x 10 x 4.5” / 25.4 x 11.4 
cm self-tightening props
Motors: Velocity Constant: 880 kV
BAttery
Chemistry: Lithium-polymer
Capacity: 5200 mAh
Voltage: 14.8 VDC
generAl
running lights: Customizable color 
LEDs to assist orientation
dimensions: Height: 10” / 25 cm
Motor-to-Motor: 18” / 46 cm
Weight Unladen: 3.3 lb / 1.5 kg
with Solo Gimbal and GoPro: 4 lb / 
1.8 kg
Camera Compatibility: GoPro 
HERO3+, HERO4

Simple controller and app
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a Sennheiser AVX Wireless 
Microphone System

Make the Sennheiser AVX-Combo SET your audio solution  by 
entering this sweepstakes at: www.videomaker.com/WinAVX

Sennheiser and Videomaker are teaming up  
to give one lucky videographer an AVX-Combo SET

Enter for your chance to win

Three things you want with any video 
project are versatility, creativity and 
quality. These go hand in hand with the 
AVX-Combo SET from Sennheiser. Just 
about every event videographer will 
tell you that a dependable wireless mic 
helps you get more usable audio than 
any other type of mic. If you’ve shot in 
a studio, then you know that a wireless 
mic lets you be more creative. And if 
you’ve been stuck with the stereo mic 
on your camera, you might not realize 
the quality that’s possible with a mic 
system like the AVX-Combo SET. 

The AVX-Combo SET:
• Receiver
• Transmitter
• Handheld mic
• Lavalier mic
• XLR to mini jack cable
• Energy packs to power it all
• Charges via USB
• Mounts for your belt or hot shoe
• Pouches and clamps to keep it all 
 organized. 

You could buy the AVX-Combo SET  
for $1,625, or you can enter to win 
one right now.

Sennheiser sweepstakes ad.indd   35 2/18/2016   11:37:21 AM

http://www.videomaker.com/winavx
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By Christopher settineri

Buyer’s Guide
A desktop workstation is arguably 
the most important tool in any 
videographers arsenal. With the 
plethora of options, understanding 
your needs and which system you 
should buy to meet them is essential. 

Workstation
Desktop

desktop workstation is a 
high performance computer 
designed to be fast and ac-
curate. These machines are 
used in situations where 

large amounts of data needs to be 
rendered. They range in price from 
around $1,200 to above $10,000. As 
you’d imagine, you get what you pay 
for; lower-end machines are only 
slightly more powerful than your 
standard home PC, while more expen-
sive, higher-end machines verge on 
supercomputers. 

As a video editor, your workstation 
is arguably your most important tool. 
Finding the right tool for what you do 
is important. You might not necessar-
ily need a top of the line $10,000 PC, 
but you also might need more than a 
boosted standard PC. Multi-monitor 
support, high performance graphics 
cards and expandable storage are all 
features that separate a workstation 
from a standard PC. Your workflow, 
software and line of work will ulti-
mately determine what workstation 
you should choose. 

A
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From the Beginning
At the most basic level, you’ll need to 
decide what operating system you want 
to use. Once you know which way you 
want to go, you can then buy your soft-
ware and begin working. You have two 
basic choices: Microsoft Windows or 
Apple OS X. Yes, Linux may work for a 
small segment of editors, but we’ll save 
that for another article. Both Windows 
and OS X work well, and your choice 
should depend on what you expect to 
do with your system. 

OS X has long been regarded as 
the creative’s choice while Windows 
machines have been seen as more 
focused on business, but your main 
consideration should be compatibility 
with the software that you’ll run.

Today both systems are used in 
almost every industry. For instance, 
Adobe’s Creative Cloud can run on 
either system. The big differentia-
tors for Apple is compatibility with 
Final Cut Pro X and a generally 
premium price point. 

For the home videographer and 
vlogger, an inexpensive system is 
probably your best bet. Hewlett-
Packard and Lenovo both offer 
systems in a more affordable price 
range that don’t sacrifice too much 
power and will get the job done for a 
home-based videographer. 

The HP Z230 SFF workstation is per-
fect for the home-based videographer 
looking for a high-powered, precision 
system without breaking the bank. 
With a range of Intel processors from 
the Core i3 to the Xeon E3 available 
and space for up to 16GB of RAM, the 
Z230 is available starting at $800. 

The Lenovo ThinkStation P300 SFF, 
starts at just $660 and can be upgraded 
to use an Nvidia Quadro graphics card 
and up to 8GB of RAM. It’s another 
great system for the home videogra-
pher and vlogger.

Paid for Your Work
For the corporate and event videogra-
pher, either a Windows or Mac system 
will work. Depending on your budget, 

a mid-range iMac or a Windows 
system could be the perfect fit. For 
around $1,300, you can purchase a 
21.5-inch iMac with 1TB of storage, a 
2.8GHz quad-core Intel Core i5 pro-
cessor and 8GB of onboard memory. 
It’s configurable with up to 16GB, or 
opt for a faster processor and a Retina 
display for $200 more.

A lower priced PC is the HP Z240, 
which starts at around $880 with a 
range of Intel processors, Nvidia or 
AMD graphics cards and up to 64GB 
of RAM available — a good option for 
filmmakers on a budget.

HP Z230 SFF Lenovo ThinkStation 
P300 SFF

 Apple iMac

Both WindoWs and Mac os X Work Well, and your 
choice should depend on What you eXpect to do 
With your systeM.

Desktop Workstation Buyer’s Guide
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Beyond Editing
For the VFX artist and 3D animator, 
only the top performing system will 
do. Complex animations and visual 
effects take time and precision, and 
you need a machine capable of taking 
on those tasks.

The HP Z840 workstation is a 
massive powerhouse that can easily 
handle massive amounts of data. The 
base price of a Z840 is around $2,400, 
but that’s a single processor, standard 
drive machine with no graphics card. 
After adding some necessary work-

Destined for the Silver Screen
For the feature filmmaker, a high-pow-
ered system is a must. Generally, film-
making requires a more creative focus, 
and Final Cut X is often the standard, 
meaning an Apple system is required.

On the PC side, the Dell Precision 
5810 tower offers a lot of power for a 
small price. The base model includes 
an Intel Xeon E5 processor, 8GB of 
RAM and an Nvidia Quadro 310 graph-
ics card. Starting at $1,600, it can 
serve as a great PC workstation for 
someone on a tighter budget.

Choosing the Right gPU
One of the most important parts of your workstation is your 
graphics card. With the multitude of brands and models to 
choose from, it can be difficult to choose what graphics card 
you want in your machine. AMD and NVIDIA both make high-
end graphics cards for workstations. The question to the vid-
eographer is what card to buy for their specific purpose. Part 
of the problem is that ratings and performance numbers 
do not translate well between different brands, and there 
is really no standard that makers of graphics cards use in 
comparing their product to other brands. The statistics and 
numbers are not very intuitive and a lot of research needs to 
be done before deciding on what card you will buy. 

The first thing to remember is that video memory, while 
important, should not be the sole factor in purchasing a 

graphics card. Memory is important in video work, especially in 
the 4K realm, but bandwidth is an equally important factor to 
be considered as well. For 4K, look for GDDR5 or better. 

A second important part to your graphics card purchase deci-
sion is the coolers. High-end graphics cards produce a lot of 
heat, which can fry your GPU, rendering you system useless. A 
good liquid, reference or custom cooler will keep your system 
running cool and quiet. 

Overall, graphics cards are an essential part of a desktop work-
station and give you the ability to work with high-end 4K video 
or graphics. Any desktop workstation needs a high-end graph-
ics card. Be sure to research your options and pick the card 
that works best for you. 

 Dell Precision 5810 HP Z840HP Z240

ManUfaCtUReR’s Listing
Acer America  www.acer.com
Apple  www.apple.com
ASUS  www.asus.com
Boxx Technologies  www.boxxtech.com
Cerise Computers  www.cerise.com
CybertronPC www.cybertronpc.com 

Dell  www.dell.com
HP  www.hp.com
Lenovo  www.lenovo.com
Origin PC  www.originpc.com
Polywell Computers  www.polywell.com
Xi Computer Corp.  www.xicomputer.com 

Desktop Workstation Buyer’s Guide
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Built from Scratch
Another option for tech savvy videog-
raphers or specialized projects can 
be building your own workstation. 
While most people will do well buy-
ing off-the-shelf machines, some who 
have very specific needs may want to 
look into building a custom machine. 
There are drawbacks in terms of cus-
tomer support and tech service, but 
for some it may be a good option.

Final Thoughts
In the video production world, work-
stations are the workhorses that get 
the difficult tasks done. Ultimately 
you should buy the system that best 

suits your needs. At an OS level, OS X 
and Windows are both great operating 
systems that will allow you to get your 
work done. The Mac Pro is no doubt 
the Apple powerhouse for the videogra-
phers using Final Cut or Adobe for Mac. 
However, the array of options when it 
comes to Windows machines allows 
for customizability depending on your 
system’s intended use. The home vid-
eographer and VFX artist have different 
needs and need different systems to suit 
their work.  

station features like dual processors, 
graphics card(s) and SSDs, that price 
increases dramatically. 

Starting at $3,000, the Apple Mac Pro 
delivers exceptional power in a com-
pact package. The optimal dual 6-core 
processor model offers options for dual 
AMD graphics cards and an available 
64GB of RAM for a starting price of 
$4,000, but a fully loaded Mac Pro will 
run you somewhere in the vicinity of 
$10,000. That price will definitely get 
you what you need, though. Whether 
you’re running the full suite of Adobe 
CC or rendering and exporting 4K video 
from Final Cut, this machine will get 
the job done. With standard worksta-

tion features like support for multiple 
monitor setups, multiple graphics cards 
and multiple processors, this machine 
is perfect for the Mac-based filmmaker.

Incredible Power
Ultra high-end workstations such as 
the Xi MTower CX Workstation might 
be your best way to go if you have the 
funds. With support for 14 total cores, 
64 GB of RAM and multiple graph-
ics cards, this workstation may be the 
ultimate in desktop PC workstations. 
With a price ranging from $1,300 for 
the base model to nearly $20,000 for a 
fully loaded tower, that kind of power 
doesn’t come cheap. But, as a primary 
workstation for the full-time VFX artist 
or animator, it may be the perfect fit.

Chris is the CEO of Studio 10 Films. He is skilled 
at shooting, directing and editing video produc-
tions.

You can comment on this article by going on-
line: www.videomaker.com/article/18359

Apple Mac Pro Xi MTower CXi

WHilE mOSt Will dO WEll buYing OFF-tHE-SHElF 
maCHinES, SOmE WHO HavE vErY SpECiFiC nEEdS maY 
Want tO lOOk intO building a CuStOm maCHinE.
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2016 2016 
BY QUINN WINCHELL

Here, we’ll look at editing 
software from novice to 
professional categories. 
Each category contains 
a brief look at the most 
popular editing software 
on the market. While the 
descriptions are brief, 
we hope the information 
is helpful for inspiring 
individuals to search out 
the program that fits 
their needs. 

Editing
Software 

When I think of how I 
started out in video pro-
duction — a cheap digital 
camera used to create 

stop motion fi lms starring my Star 
Wars fi gurines — I had a lucky break 
for a 14 year old. A hand-me-down 
copy of Adobe Premiere 5 and an old 
PC left me with a genuine enthu-
siasm for the craft of editing and a 
valuable lesson toward introductory 
skills on brand name software. 

347 B01 Editing Software BG.indd   22 2/18/2016   9:55:24 AM
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Software 

When I think of how I 
started out in video pro-
duction — a cheap digital 
camera used to create 

stop motion fi lms starring my Star 
Wars fi gurines — I had a lucky break 
for a 14 year old. A hand-me-down 
copy of Adobe Premiere 5 and an old 
PC left me with a genuine enthu-
siasm for the craft of editing and a 
valuable lesson toward introductory 
skills on brand name software. 

I worked my way through the basics 
and, until the computer crashed 
indefi nitely, found a gentle ease in 
using this non-linear editing program. 
I tell you this in the hopes that you’ll 
identify the editing software that fi ts 
your needs. 

I could tell you that going straight 
for a program like Adobe Premiere Pro 
CC or AVID Media Composer is a no 
brainer, but anyone who is remotely 
interested in this fi eld likely already 
knows about these major programs 
— most likely in depth, but maybe 
from a distance. They are the tools 
that professionals and aspiring artists 
know and love. Still, you have options. 
It all depends on what you, the video 
editor, are looking for! So, let’s start 
from the beginning.

 
Beginners
Windows Movie Maker (WINDOWS)
This entry level editing program is 
perfect for making slideshows and 
very basic movies in no time at all. 
The drag and drop workfl ow can 
handle HD footage from a variety of 
sources — ASF, AVI, MPEG, MPEG-4, 
WMV — but is only compatible with 
Windows XP through Windows 7. The 
program is a great beginners tool in 
regards to titles, A/V transitions, sound 
effects and direct capture from cam-
corders, SD or Compact Flash media. 
Movie Maker is free to download.

Apple iMovie (MAC OS X)
As of this writing, iMovie is at version 
10.1.1. Before this version, iMovie 
took a few steps back with iMovie ’08, 
then regained favor with users by add-
ing features such as picture in picture, 
and by bringing back aspects from 
older versions of the software like 
slow-motion. Much like Movie Maker, 
iMovie introduces an intuitive skillset 
to introductory users through video 
and audio manipulation and export-
ing to YouTube or a DVD. iMovie can 
be downloaded for $15, but comes 
pre-installed on newer Macs.

 
A WORD ON FREE SOFTWARE
While there are many forms of free 
editing software online, such as Avide-

Windows Movie Maker

Apple iMovie

Blender

2016 Editing Software buyer’s Guide
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mux, VSDC, FFMpeg and Virtual Dub, 
some of these programs are associated 
with problems ranging from mal-
ware and adware to diffi cult learning 
curves. Always be cautious and re-
search the user reviews for programs 
along these lines! 

 
Intermediate, Hobbyists 
and Enthusiasts 
Blender 
(WINDOWS/MAC OS X/ LINUX)
Blender is a mix of 3D and post-pro-
duction tools ranging from animation 
and simulation to video editing and 
game creation. This open-source soft-
ware is perfect for a myriad of artists 
who are — or aren’t — on a budget.

The newest version, 2.76-rc2, is 
another tri-platform software at 64 
and 32-bit for Windows, 64-bit for 
Mac OSX, and 64 and 32-bit for GNU/
Linux. The editing portion includes 
a 32-track layout for video, audio, 
graphics and more. Special features 
include keyframing, speed control, 
color grading, titles and transitions. 
Blender is genuinely refreshing, as it’s 
software that encourages development 
from its users.

 
CyberLink PowerDirector 14 
Ultimate (WINDOWS)
PowerDirector, a CyberLink franchise, 
comes in a variety of forms, but the 
Ultimate version seems to be the most 
effective choice for the prosumer 
market. It features 100 tracks, footage 
stabilization, a new motion tracking 
system, 2K/4K importing and ex-
porting, Native 64-bit TrueVelocity 5 
Engine and the ability to import, edit 
and produce 120 and 240 fps video. 
PowerDirector 14 Ultimate has a list 
price of $130.

EditShare LightWorks 
(WINDOWS/MAC OS X/ LINUX)
This subscription and perpetual-
license software has an impressive 
history of success in the fi lm indus-
try: “Hugo,” “The King’s Speech” and 
“Pulp Fiction” all took advantage of 
LightWorks’ powerful toolset, which 
can handle footage from SD to Red 4K. 
There are two versions of the newly 

released v12.0.2: LightWorks Free and 
LightWorks Pro.

The free version gives you multi-
cam editing, a plethora of presets and 
a 720p export to YouTube, but the 
pro version, listed at $25 a month or 
$438 to own, gives you full HD ex-
ports to DVD and Blu-Ray, Blackmagic 
and AJA hardware I/O support and 
much more.

 
Professional
Blackmagic Design DaVinci Resolve 
12 (WINDOWS / MAC OS X / LINUX)
DaVinci Resolve 12 is a fully-func-
tional professional editing platform 
available at the incredible starting 
price of free for Windows and Mac 
OS X. With support for a wide variety 
of video formats and a mixed-format 
timeline, Resolve provides fl exible 
editing tools to meet the demands 
of the professional editor. Plus, 
Resolve’s robust color correction, 
color grading and fi nishing tools have 
become a mainstay of Hollywood 
post-production. Upgrade to DaVinci 
Resolve Studio, $1,000, for Linux 
support, real time noise reduction 
and 3D editing tools.

Sony Vegas Pro (WINDOWS)
If you’re looking to get away from the 
ever-growing market of subscription-
based software, Vegas Pro 13 is a 
strong competitor for professional 
grade results at a reasonable price. 
With unlimited audio and video 
tracks, an expanded editing mode 
which allows for main and B-roll foot-
age to be edited simultaneously, better 
playback results, and native editing 
for SD to RED 4K codecs, Vegas Pro 
13 means business. Sony suggests 
that your system includes a multi-disk 
RAID and 8-core processor to handle 
4K quality footage. Vegas Pro 13 is 
available for $600.

Sony Catalyst Edit 
(WINDOWS / MAC OS X)
Also from Sony comes Sony Catalyst 
Edit. Featuring support for 4K, Sony 
RAW and XAVC as well as HD video 
editing, Catalyst Edit is available 
for both Windows and Mac-based 

CyberLink PowerDirector 14 Ultimate

EditShare LightWorks

2016 Editing Software buyer’s Guide

Blackmagic design DaVinci Resolve 12
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mux, VSDC, FFMpeg and Virtual Dub, 
some of these programs are associated 
with problems ranging from mal-
ware and adware to diffi cult learning 
curves. Always be cautious and re-
search the user reviews for programs 
along these lines! 

 
Intermediate, Hobbyists 
and Enthusiasts 
Blender 
(WINDOWS/MAC OS X/ LINUX)
Blender is a mix of 3D and post-pro-
duction tools ranging from animation 
and simulation to video editing and 
game creation. This open-source soft-
ware is perfect for a myriad of artists 
who are — or aren’t — on a budget.

The newest version, 2.76-rc2, is 
another tri-platform software at 64 
and 32-bit for Windows, 64-bit for 
Mac OSX, and 64 and 32-bit for GNU/
Linux. The editing portion includes 
a 32-track layout for video, audio, 
graphics and more. Special features 
include keyframing, speed control, 
color grading, titles and transitions. 
Blender is genuinely refreshing, as it’s 
software that encourages development 
from its users.

 
CyberLink PowerDirector 14 
Ultimate (WINDOWS)
PowerDirector, a CyberLink franchise, 
comes in a variety of forms, but the 
Ultimate version seems to be the most 
effective choice for the prosumer 
market. It features 100 tracks, footage 
stabilization, a new motion tracking 
system, 2K/4K importing and ex-
porting, Native 64-bit TrueVelocity 5 
Engine and the ability to import, edit 
and produce 120 and 240 fps video. 
PowerDirector 14 Ultimate has a list 
price of $130.

EditShare LightWorks 
(WINDOWS/MAC OS X/ LINUX)
This subscription and perpetual-
license software has an impressive 
history of success in the fi lm indus-
try: “Hugo,” “The King’s Speech” and 
“Pulp Fiction” all took advantage of 
LightWorks’ powerful toolset, which 
can handle footage from SD to Red 4K. 
There are two versions of the newly 

released v12.0.2: LightWorks Free and 
LightWorks Pro.

The free version gives you multi-
cam editing, a plethora of presets and 
a 720p export to YouTube, but the 
pro version, listed at $25 a month or 
$438 to own, gives you full HD ex-
ports to DVD and Blu-Ray, Blackmagic 
and AJA hardware I/O support and 
much more.

 
Professional
Blackmagic Design DaVinci Resolve 
12 (WINDOWS / MAC OS X / LINUX)
DaVinci Resolve 12 is a fully-func-
tional professional editing platform 
available at the incredible starting 
price of free for Windows and Mac 
OS X. With support for a wide variety 
of video formats and a mixed-format 
timeline, Resolve provides fl exible 
editing tools to meet the demands 
of the professional editor. Plus, 
Resolve’s robust color correction, 
color grading and fi nishing tools have 
become a mainstay of Hollywood 
post-production. Upgrade to DaVinci 
Resolve Studio, $1,000, for Linux 
support, real time noise reduction 
and 3D editing tools.

Sony Vegas Pro (WINDOWS)
If you’re looking to get away from the 
ever-growing market of subscription-
based software, Vegas Pro 13 is a 
strong competitor for professional 
grade results at a reasonable price. 
With unlimited audio and video 
tracks, an expanded editing mode 
which allows for main and B-roll foot-
age to be edited simultaneously, better 
playback results, and native editing 
for SD to RED 4K codecs, Vegas Pro 
13 means business. Sony suggests 
that your system includes a multi-disk 
RAID and 8-core processor to handle 
4K quality footage. Vegas Pro 13 is 
available for $600.

Sony Catalyst Edit 
(WINDOWS / MAC OS X)
Also from Sony comes Sony Catalyst 
Edit. Featuring support for 4K, Sony 
RAW and XAVC as well as HD video 
editing, Catalyst Edit is available 
for both Windows and Mac-based 

Sony Vegas Pro

Apple Final Cut Pro X 

2016 Editing Software buyer’s Guide

Sony Catalyst Edit
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systems. This editing platform offers 
easy to use editing tools and support 
for OpenFX plug-ins. An improved 
multichannel audio workfl ow makes 
Catalyst Edit even more appealing. 
Sony’s Catalyst Production Suite, 
which includes both Catalyst Pre-
pare and Catalyst Edit, is available 
for $400.

Apple Final Cut Pro X (MAC OS X)
I spent a great number of years work-
ing with FCP 7 because it had a bril-
liant user interface and I personally 
loved the entire suite. Unfortunately, 
I failed to upgrade to X when it made 
its debut in 2011. The multitude of 
complaints over the lack of features 
that made FCP 7 so enjoyable kept 

many at bay. However, FCPX, now at 
version 10.2.3, remains in the wheel-
house of the fi lm industry. It features 
a 64-bit engine, OpenCL, and 4K 
workfl ow capability. Most important, 
Final Cut Pro X has corrected many 
of the key issues associated with its 
initial release. Many contend that this 
program is little more than iMovie on 
overdrive, but it can produce beautiful 
results and is defi nitely worth a look 
for Mac-based video editors. Final Cut 
Pro X retails for $300.

 
Adobe Premiere Pro CC 2015 
(WINDOWS/MAC OS X)
While this program does belong 
in the professional category, the 
software is very accessible, even 
for a beginner. Adobe Premiere Pro 
CC, subscription based since 2013, 
continues to provide a very user-
friendly editing system. Between 
functions like Warp Stabilization, 
Lumetri color, masking and track-
ing, Adobe Anywhere integration, 
4K/Raw/Mezzanine codecs, seam-
less transitions to After Effects and 

Autodesk SMOKE

2016  Editing Software buyer’s Guide

GrassValley EDIUS 8

Adobe Premiere Pro CC 2015 

IT’S UP TO YOU TO DIS-
COVER WHICH PRO-
GRAM WILL BEST FIT 
YOUR NEEDS.
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Quinn Winchell holds an MFA in Directing from 
the Academy of Art University in San Francisco 
(2011) and has lectured at California State Uni-
versity, Chico in narrative screenwriting, Ameri-
can cinema and world cinema.

You can comment on this article by going online: 
www.videomaker.com/article/18358

AVID Media Composer 8
multicam features, the program is a 
must have, especially for 4K work-
fl ow. The single app can be had for 
$20 per month, or it’s included in 
the CC suite for $50 per month.

 
Grass Valley EDIUS 8 (WINDOWS)
EDIUS Pro 8 prides itself on being a 
fast and versatile non-linear editor. 
Judging by the features — editing 
different resolutions from 24x24 to 
4K, lightning fast AVCHD editing, 
native support for Panasonic P2/RED/
Canon XF, 64-bit native processing, 
direct timeline export to Blu-Ray and 
future plans for motion tracking, 
LOG/LUT support, slow motion (opti-
cal fl ow) and RAW support — EDIUS 
is a strong competitor in the post-
production software market. It is also 
not a subscription based software, so 
it’s got that going for it. EDIUS 8 is 
available for $475.

 
Autodesk SMOKE (MAC OS X)
This software, released by Autodesk, is 
a dynamic workfl ow for fi nishing proj-
ects. Features such as compositing, 3D 
workfl ow, color correction, segment 
based LUT editor, XML integration with 
FCPX and native media codecs (R3D, 
ARRIRAW) leave quite an impression. 
Still, Smoke is not cheap. The subscrip-
tion starts at $185 per month, $460 
quarterly and $1,470 annually. 

 
AVID Media Composer 8 (WIN-
DOWS/MAC OS X)
We come to the end of the list with 
AVID’s behemoth Media Composer 
8. AVID’s long history of industry 
reliable tools continues with this 
multi-platform software. Now, Media 
Composer is available for editors on 
a budget with three distinct options: 
a series of subscriptions, a license 
to own the software and a fl oating 
license in packs of 20 or 50 sets. The 
company’s long-standing presence 
in the fi lm industry has garnered 
praise from users and has a long line 
of fi lm credits, including “The Dark 
Knight,” “Black Swan,” and “The 
Avengers.” What users love most 
about Media Composer, beyond the 
plethora of features that make SD-

4K workfl ow a joy, revolves around 
AVID’s progressive, and adaptable, 
presence on the market.

A three-year subscription for Me-
dia Composer costs $1,260 (~$35/
month), a two-year subscription is 
$900 (~$38/month) and the annual 
subscription is $330 per month. You 
can also subscribe monthly for $75 
per month or purchase the software 
outright for $1,300.

Making the Cut
This list is just a brief glimpse into 
the editing software spectrum. There 
are many options — many with 

amazing features and others rooted 
in the basic structure of editing 
principles. However, it’s up to you 
to discover what your interests and 
ambitions are and which program 
will best fi t your current needs and 
future aspirations in this fi eld. Good 
luck in your search!  

MANUFACTURER’S LISTING

Adobe www.adobe.com

Apple www.apple.com

Avid www.avid.com

Blackmagic Design www.blackmagicdesign.com

Cyberlink www.cyberlink.com

FX Home www.fxhome.com

Grass Valley www.grassvalley.com

Sony Creative Software www.sonycreativesoftware.com

Corel www.corel.com

Pinnacle www.pinnaclesys.com

2016 Editing Software buyer’s Guide
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IN THE INFORMATION AGE

347 F05 Filmmaking and Distribution in the Information Age.indd   28 2/18/2016   10:09:46 AM

29VIDEOMAKER >>> APRIL 2016

BY ANTONIO PAVLOV

IT GOES WITHOUT SAYING THAT THE 
INTERNET HAS HAD A MAJOR IMPACT ON 
THE FILMMAKING WORLD. 
It has made many of the feats that go into filmmaking easier and, in some 
cases, possible for filmmakers. However, before the introduction of the 
Internet to the film industry, the process of creating a film from an idea 
was a longer and more difficult task. 

ence and a name for themselves — they 
went to fi lm festivals. 

Festivals have long been the best 
place for a fi lmmaker to have his or 
her work seen and to network with 
other fi lmmakers and people who 
work in the industry. By attending fes-
tivals, fi lmmakers not only create con-
tacts with professionals but also stand 
a chance of gaining funding for further 
productions, landing a distribution deal 
or having the concept for their fi lm 
bought from them to be turned into 
a large scale production. Festivals are 
also often good places to fi nd press 
contacts and agents. Through these 
connections, fi lmmakers try to market 
themselves and their work. 

Film festivals were one of a few 
options for fi lmmakers when it came 
to gaining some recognition pre-Inter-
net, both from a public audience and 
from within the fi lmmaking industry, 
but even before the Internet opened 
new doors for fi lmmakers, there were 
some other less obvious means to get-
ting your work seen.

One of the best examples of an 
alternative method to gaining recogni-

Filmmaking Before the Internet
The tasks that go into creating a fi lm 
remain the same as they ever were. 
Once a fi lmmaker has come up with 
an idea that he or she wants to turn 
into a fi lm, they must write or other-
wise acquire a script for it and then 
pitch the idea to raise the funds nec-
essary for the production. Then, it’s 
time to begin the process of searching 
for cast and crew, location scouting, 
gear acquisition and a million other 
tasks before production can start. 

These tasks were not easy in a time 
where the only ways of contacting 
someone for work were either in per-
son or on the phone. Filmmakers had to 
go through many agencies and produc-
tion houses before someone would con-
sider the project, and this would often 
take months or even years to do, if they 
were successful at all. For fi lmmakers 
who were starting their careers, it was 
diffi cult to get their work seen because 
nobody knew their names. When it 
came to gaining popularity for a project, 
it was a long and diffi cult process. Most 
all beginning fi lmmakers did the same 
thing when it came to creating an audi-

IN THE INFORMATION AGE

tion is Trey Parker and Matt Stone, who 
went viral long before the creation of 
websites such as YouTube. Parker and 
Stone are the creators of the very popu-
lar and controversial animated series 
“South Park,” as well as the creators of 
fi lms such as “Baseketball” (1998), and 
“Team America: World Police” (2004). 

The two started as fi lmmakers at the 
University of Colorado Boulder and 
had several scripts rejected due to the 
fact that they were not well known and 
had not made any fi lms before then. 
The turning point came when they 
were commissioned by a studio execu-
tive to create a 5-minute animated 
Christmas card. 

Parker and Stone worked together 
to create a short, animated VHS “card” 
titled “The Spirit of Christmas.” Some-
how, bootleg copies of the fi lm got out 
and started spreading throughout pro-
duction houses and underground fi lm 
screenings, ending up on the desks of 
entertainment executives in Los Ange-
les, New York and London. Copies of 
the video were sold with high demand 
and soon everyone in the industry, 
and even a large number of people out 
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team work on it instead of the large 
marketing machines that were neces-
sary before. 

Other than making the task easier 
and faster, these sites have also made 
distribution and marketing more af-
fordable for filmmakers. A project can 
now be distributed at a much lower 
cost, and many of these sites offer 
a form of payment planning where 
the person wishing to distribute their 
film can choose a price that works 
for them. Lower prices mean that the 
campaign for the film will be shorter 
than others, whereas higher prices 
mean a larger marketed audience and 
a campaign that will bring more at-
tention. This has made it possible for 
many filmmakers to distribute their 
films in ways that they wouldn’t have 
been able to before. Many filmmakers 
today go along the road of indepen-
dent filmmaking, in which they work 
with a relatively low budget and there-
fore will rely more on crowdfunding 
sites and self-distributing options.

The Internet also offers a way for 
filmmakers to learn how to create 
and distribute their work. There are 
many online forums created where 
some of the world’s most well-known 
critics will write about films. In his 
book, “Independent Film Distribution: 
How to Make a Successful End Run 
Around the Big Guys,” Phil Hall puts 
it this way, “Critics also tend to attract 
various marketing groups, so they 
could be a great resource to learn how 
other independent studios/filmmakers 
market their films.”

Self-distribution and promotion are 
not the only tasks that have simpli-
fied; the Internet has also provided 
ways for filmmakers to display their 
work and build audiences for them-
selves. Before the development of the 
Internet in relation to video and film, 
filmmakers would resort to film festi-
vals or private screenings in order to 
have their work seen. Another method 
was mailing copies of their films to 
production houses or to producers in 
the hopes that they view it and like it 
enough to take on that filmmaker as 
a client. However, since the develop-
ment of websites such as YouTube, 

of it, knew the names Trey Parker and 
Matt Stone. 

In an interview for “60 Minutes,” 
Parker says, “That became so huge, 
I mean it really was so viral before 
YouTube and all that. All of a sud-
den people wanted to meet us more.” 
Eventually, the two signed a contract to 
produce six episodes of an animated 
show based on the original short. 

For some people, the word recogni-
tion means success within the indus-
try. For others, it means having a large 
fanbase and following. Through sim-

ply creating a uniquely clever short 
and having it sold around on bootleg 
copies, Parker and Stone managed to 
achieve both, going viral before the 
websites that are used to do so today 
even existed.

How the Internet 
Changed the Film Game
The Internet has dramatically changed 
the ways filmmakers can operate. The 
processes discussed earlier remain 
the same, but now with the help of 
the Internet, many filmmakers can 
achieve the same results without 
needing large investments or major 
connections within the industry. 
Instead of going through production 
companies in search of funding or 
support, filmmakers can now take to 

Parker and Stone’s 
“South Park” began 
as a short, crude 
video Christmas 
card that garnered 
substantial inter-
est — both in the 
industry and outside 
of it — all before 
the rise of online 
video platforms like 
YouTube.

online sources. Crowd funding sites 
like Kickstarter and others involve a 
filmmaker’s base audience as they 
donate to projects or campaigns that 
interest them. Websites such as these 
have been the birthplace of many 
film projects, both short and feature 
length. Not only are they a place for 
filmmakers to seek funding for their 
projects, they are also a means of 
getting in contact with producers or 
investors from the film industry who 
could in turn help that filmmaker 
reach their desired goal.

Apart from funding being made 
easier by the Internet, distribution 
and advertising for films has been 
made much easier as well. Filmmakers 
can now use the Internet to create a 
marketing or advertising campaign for 
their project. Now, an individual can 
use self-distribution platforms such 
as Distrify to create marketing cam-
paigns for their work. They can control 
the markets to which their project is 
distributed, and they can deliver their 
content globally without having to 
leave the room they’re sitting in. 

This is an enormous change to 
the way in which distribution and 
marketing was once done for films. 
Now filmmakers can either choose to 
do the work themselves if they know 
how to do it, or have a very small 

Critics also tend to attract various marketing 
groups, so they could be a great resource to learn 
how other independent studios/filmmakers market 
their films. - Phil Hall
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in the form of online film festivals. 
Festivals are no longer limited to 
physical participation. Now filmmak-
ers can find festivals that allow them 
to submit their film online without 
the need for them to physically send 
in copies. The introduction of such 
festivals has definitely had a positive 

Curating Online Video 
Through Festivals
Beyond the ability to fund and 
distribute projects more easily, the 
Internet has provided another way 
for filmmakers to have their film 
recognized above the flood of videos 
posted to YouTube daily. This comes 

team work on it instead of the large 
marketing machines that were neces-
sary before. 

Other than making the task easier 
and faster, these sites have also made 
distribution and marketing more af-
fordable for filmmakers. A project can 
now be distributed at a much lower 
cost, and many of these sites offer 
a form of payment planning where 
the person wishing to distribute their 
film can choose a price that works 
for them. Lower prices mean that the 
campaign for the film will be shorter 
than others, whereas higher prices 
mean a larger marketed audience and 
a campaign that will bring more at-
tention. This has made it possible for 
many filmmakers to distribute their 
films in ways that they wouldn’t have 
been able to before. Many filmmakers 
today go along the road of indepen-
dent filmmaking, in which they work 
with a relatively low budget and there-
fore will rely more on crowdfunding 
sites and self-distributing options.

The Internet also offers a way for 
filmmakers to learn how to create 
and distribute their work. There are 
many online forums created where 
some of the world’s most well-known 
critics will write about films. In his 
book, “Independent Film Distribution: 
How to Make a Successful End Run 
Around the Big Guys,” Phil Hall puts 
it this way, “Critics also tend to attract 
various marketing groups, so they 
could be a great resource to learn how 
other independent studios/filmmakers 
market their films.”

Self-distribution and promotion are 
not the only tasks that have simpli-
fied; the Internet has also provided 
ways for filmmakers to display their 
work and build audiences for them-
selves. Before the development of the 
Internet in relation to video and film, 
filmmakers would resort to film festi-
vals or private screenings in order to 
have their work seen. Another method 
was mailing copies of their films to 
production houses or to producers in 
the hopes that they view it and like it 
enough to take on that filmmaker as 
a client. However, since the develop-
ment of websites such as YouTube, 

launched on February 14th, 2005, and 
Vimeo, launched in November 2004, 
many filmmakers have had their work 
seen by millions and have therefore 
created a following and regular audi-
ence for themselves. 

However, simply uploading a short 
film to the Internet is not all that needs 
to be done in order to gain recognition 
and build an audience. Tribecca shorts 
programmer Sharon Badal shares 
her insight in her book “Swimming 
Upstream: A Lifesaving Guide to Short 
Film Distribution”: “It’s one thing to put 
it on the Internet. It’s another thing to 
get people to understand more about 
you and keep people coming back so 
you can build an audience.” Building 
an audience takes time and lots of 
effort, but these platforms allow for 
audience building in a way that was 
not previously available to filmmakers 
looking to get their name out there.

Once a filmmaker has created an 
audience for themselves, it’s easier for 
them to market their work and have 
those in the industry see it. When 
something becomes popular on the 
Internet, it usually finds itself in front 
of the more influential figures of 
the industry. Many filmmakers hope 
to gain popularity through online 
platforms in order to have their work 
seen by those in the higher levels of 
the industry, but there is a growing 
number of filmmakers who hope to 
gain a large following and popularity 
without the end goal of being involved 
with any established studios.

Ryan Connolly is one of the most 
popular and successful Internet film-
makers around. His success came to 
him through YouTube, where he’s cre-
ated a large audience and was given 
the opportunity to have his films seen 
by many people. In one interview, he 
gave his opinion on how the Internet 
has changed filmmaking. As Connolly 
puts it, “Sites like YouTube and Vimeo 
completely changed everything. 
Before, there really wasn’t a good 
platform to get your work seen by an 
audience. Now, it’s very easy to upload 
your stuff for an audience to see it im-
mediately, without any kind of curator 
deciding what’s good and what’s not.”
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What films are appropriate for 
online distribution?
Even though filmmakers can now 
upload films to the Internet and create 
audiences for themselves, there are still 
some restrictions and artistic boundar-
ies that limit what they can upload. 
Not all films are appropriate for every 
online platform. Websites such as You-
Tube often forbid content that features 
nudity, strong sexual and explicit mate-
rial, or any copyrighted material. 

These restrictions and others force 
many filmmakers to choose where they 
would rather display their work. Some 
will create two versions of their work, a 

censored and cut down version that can 
be hosted on YouTube and an original 
version that can be uploaded to Vimeo. 

Vimeo is often considered the 
more professional version of YouTube 
where users can expect fewer restric-
tions and more constructive feedback. 
Vimeo allows artistic and non-sexual 
nudity, for instance, but still restricts 
pornography, extreme violence and 
copyrighted material.

Some films require a large amount 
of focus and intellectual attention in 
order to be understood, and find-
ing an audience to view such a film 
through the Internet will not be as 
easy as finding an audience to watch 
an action or comedy that does not 
require as much thought from the 
viewer. Films like these are often left 
to film festivals or private screen-
ings. Filmmakers who want to make a 
name for themselves through the In-
ternet have to carefully choose which 
films to upload. They need to be films 
that are appropriate for the audiences 
online and ones that are good enough 
to gain recognition. 

Manjeet Gill is one filmmaker who 
relies more on private screenings and 
film festivals. His 2014 film, “Coffee in 
Winter,” is an example of a film that 

impact for many low budget film-
makers, and they give opportuni-
ties for filmmakers from developing 
countries to take part in festivals and 
have their work seen by others.

Additionally, filmmakers can 
now submit their work to physical 
festivals without the need to make 
DVD copies and send them in. A 
filmmaker can simply upload the 
final version of their film to an online 
database or just send a URL link to 
their film if they have uploaded it to 
a website such as YouTube or Vimeo. 
The ability to do this means that 

the cost of entering a festival has 
lowered and more filmmakers get the 
chance to participate. 

With the rapid development of 
online festivals, many question 
whether or not they will replace 
physical festivals. Does the ability 
to simply upload a film online and 
have it reviewed and awarded mean 
that people will no longer take part 
in physical festivals? In her book, 
“Film Festivals: Culture, People, and 
Power on the Global Screen,” Cindy 
H. Wong argues that traditional film 
festivals are simply creating on-

line variations instead of giving up 
space for physical participation. She 
says “Up to this point, traditional 
festivals are not sacrificing their 
concrete space and place, but only 
adding virtual dimensions to them.” 
In this assessment, the Internet is 
only adding to the festival experi-
ence. Creating marketing campaigns 
and promotional pages to get more 
people interested in their film and 
doing the legwork to keep people 
interested is a vital step in growing 
your audience. Events where a film-
maker can spread their work around 
in the form of press kits or briefs 

and pitches can help build intrigue 
from potential audiences, both on 
and offline.

Putting aside the possible threat 
to the physical festival event, such 
online submissions and festivals have 
opened doors for those who could 
not take part in festivals years ago. 
With people able to submit their work 
virtually, there will be a larger number 
of filmmakers taking part in these 
festivals and gaining recognition for 
their work, both within the industry 
and outside it. 

Sites like YouTube and Vimeo completely changed everything. Before, there re-
ally wasn’t a good platform to get your work seen by an audience. Now, it’s very 
easy to upload your stuff for an audience to see it immediately, without any kind 
of curator deciding what’s good and what’s not. - Ryan Connolly

Sites like Distrify make it easy for low-budget and independent filmmakers to distribute their 
work to an audience that may have otherwise been out of reach.

Collective viewing is different from watching a film alone. 
Particularly when strong emotions and affects come into 
play, we often become conscious of what I call “affective 
audience interrelations” in the cinema. - Julian Hanich
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er’s way into Hollywood and a route to 
achieving a different kind of popular 
success. With the new capabilities of 
online platforms and cost-effective 
marketing opportunities, a filmmaker 
today has a higher chance of success 
than in the pre-Internet era. 

But, there are also thoughts and ex-
amples from those who managed to get 
into the film world and create names 

for themselves without the use of the 
Internet at all, which raises another 
question: How relevant is the Internet to 
someone’s success? Are there just a few 
lucky individuals who get feature film 
deals from a short film they uploaded to 
the Internet, or is this soon going to be 
the case for many others out there? 

The Internet will continue to de-
velop to the point where it will have 
platforms designed for certain types of 
film where specific audiences will go 
to view those films, but the creation 
of online film festivals, awards and 
viewing platforms for film does not 
mean that physical analogues will 
stop existing. Festivals, movie theaters 
and in-person networking events are 
still important as means to making 
connections, building an audience and 
getting recognized for your work. 

The introduction of online tools and 
platforms has certainly made it easier 
for filmmakers to break into the in-
dustry or create a following, but even 
though it’s possible to create a name 
for yourself through the Internet, 
filmmakers should still make use of 
physical festivals, events and theater 
spaces as part of the production and 
distribution strategy.  

demands more thought and con-
centration from the audience. When 
asked whether his success in the film 
world was due to online platforms 
or to festivals, he explained how his 
work is more complicated and re-
quires specific audiences: “It’s more of 
a film that requires thought and with 
the Internet I can’t be sure that the 
audience will be the right one for it.”

Many also believe that the viewing 
of films should be held for festivals and 
private screenings for another reason. 
In his essay “Collective Viewing: The 
Cinema and Affective Audience Inter-
relations,” Julian Hanich says that the 
viewing of a film in a group creates a 
different environment and experience 
of that film. As he puts it, “Collective 
viewing is different from watching a 
film alone. Particularly when strong 
emotions and affects come into play, we 
often become conscious of what I call 
‘affective audience interrelations’ in the 
cinema.” He claims that collective view-
ing in the theater space allows the audi-
ence to reach a level of interconnection 
and experience that film differently 
from how they would watching it alone.

Specialized Platforms
Many prefer to use the Internet to host 
their films and content because it al-
lows them to control certain elements 
that go into the building of their fan 
base. One of the elements is the type 
of content they release. Some film-

makers can upload different types of 
content to different online locations, 
and in this way, they have control over 
who can view their work and also how 
often new content is released.  

Although the current platforms are 
capable of supporting high defini-
tion films and are used by millions of 
people, they are not designed solely 

for film distribution. Many differ-
ent forms of media can be uploaded 
to them, including review shows, 
tutorials and educational videos, and 
therefore the audiences using them 
are scattered into different categories. 
That is why there are many thoughts 
about the creation of a platform that 
is designed especially for filmmakers 
— a platform where only filmmak-

ers can upload their work and have it 
viewed, whether they are at a profes-
sional or independent level. 

One thought on this comes from 
Ryan Connolly, who says: “I think 
things are changing ... where a plat-
form can be made for Indie compa-
nies to get their work out, and get 
quality work out for an audience that 
will want to receive that. So I think 
things are changing to where stages 
are being built for smaller bands who 
will be able to play to a much larger 
audience.” In this vein, narrative 
and feature focused streaming sites 
like Netflix, Mubi and Fandor have 
already become alternative avenues 
for indie filmmakers to distribute 
their films.

Conclusion
Have online platforms become a more 
popular way for filmmakers to get 
recognized? Although the Internet cer-
tainly has made it easier, and in some 
cases cheaper, to complete the tasks 
behind a film, gaining recognition for 
your work is still a challenge. Online 
platforms have been both a filmmak-

Up to this point, traditional festivals are not 
sacrificing their concrete space and place, but only 
adding virtual dimensions to them. - Cindy H. Wong

By age twenty, Antonio Pavlov had travelled half 
the world, exploring and filming along the way. 
He now holds a Bachelors of Arts degree (with 
honours) in Video and Film Production.

You can comment on this article by going online: 
www.videomaker.com/article/18360

Collective viewing is different from watching a film alone. 
Particularly when strong emotions and affects come into 
play, we often become conscious of what I call “affective 
audience interrelations” in the cinema. - Julian Hanich
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By Odin LindBLOm

CES is the largest show of its kind, occupying nearly two and half million square feet 
of exhibit space at venues throughout Las Vegas. From dishwashers to drones, DSLRs 
to self driving cars and the Internet of Things (IoT) that many businesses think should 
include almost everything in your home, the show is very inclusive.

CES
2016

C
ES is a lot to take in, but we’ve man-
aged to put together a brief run down of 
trends seen at the show as well as how 

the new products and services will affect the 
way we work with video.

drones
From models that can fit in the palm of your 
hand to ones that can carry a cinema camera 
rig, CES seemed to have as many drones as TVs 
on display. The growing number of laws and 
regulations regarding drones doesn’t seem to 
have manufacturers concerned with seemingly 
every exhibitor having at least one drone in 
their booth. Even camera brands like Vivitar and 
Polaroid had new drones they were showing off. 
If that wasn’t enough drone for you, there was 
a Drone Rodeo during CES, held just north of 
Las Vegas, where a select group of manufactur-
ers gathered to demo their drones and related 
products.

While drone prices don’t seem to be drop-
ping much, there were a lot more features built 

into many of the models shown. Options like 
safety parachutes, redundant radio control units 
and collision avoidance systems that were previ-
ously in development or only available as add-
ons were being shown as integrated features of 
new and upcoming drone models. If you’re look-
ing to buy a drone in the next year, be prepared; 
there will be many more options to consider in 
drone models, and that’s a trend that should con-
tinue for the next few years as interest in drones 
continues to grow.

3D Robotics (3DR) and Byrobot showed two 
very different options to help new pilots with 
controlling their drones. 3DR announced an 
update to their mobile app that allows you to 
program multiple points via GPS data for your 
drone to fly to in a single run. For shooting video, 
it is almost like an aerial motion control unit in 
that you plot the points you want the drone to fly 
to and the speed at which you want it to fly, and 
it will perform the moves automatically using the 
drone’s onboard GPS to control its course.

Byrobot has their new mini Petrone that’s expect-
ed to release in fall 2016. It can be controlled via a 
mobile app and does include a camera. If you have 
two or more, you can get into aerial dogfights. The 
Petrone is small enough to safely fly indoors and is 
expected to retail for less than $100. At that price, 
it’s an inexpensive way to get some flying time 
in before taking your expensive camera gear and 
drone into the sky; besides, drone fighting sounds 
much more fun than test flights.

TVs and monitors: more Resolution, 
more Colors — For Less money
The first ATSC (American Television Standards 
Committee) 3.0 UHD (4K) broadcast took place 
during CES. Samsung and LG both had TVs with 
the new ATSC 3.0 tuners showing the broadcast 
in their booths, although the new broadcast stan-
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CES is the largest show of its kind, occupying nearly two and half million square feet 
of exhibit space at venues throughout Las Vegas. From dishwashers to drones, DSLRs 
to self driving cars and the Internet of Things (IoT) that many businesses think should 
include almost everything in your home, the show is very inclusive.

dard won’t be finalized until later this year. That 
will be approximately a year since Netflix and 
Amazon started 4K streaming and around two 
years since Sony’s 4K media player and stream-
ing service launched. While broadcast may have 
been the gold standard for the new formats that 
consumers watch, it’s clear that streaming televi-
sion has taken over.

The UHD Alliance released a new standard for 
TVs with the Ultra HD Premium logo program. In 
order for a television to carry the Ultra HD Premi-
um logo, the unit must adhere to a host of require-
ments including having a 3840 x 2160 resolution, 
support for 10-bit color and the ability to repro-
duce more than 90% of the P3 color space. 

As a comparison of color and the shades of 
luminance, or variation from light to dark in the 
picture, 8-bit color — used for HDTVs — only has 
512 shades of luminance, whereas 10-bit color 
gives you twice the amount with 1024 shades of 
luminance. The P3 color space is the standard 
set by the Digital Cinema Initiative (DCI) as the 
minimum color reproduction required for digital 
cinema projectors. This means you’ll be able to 
view footage you’ve shot on a consumer TV with 
the Ultra HD Premium logo and get image repro-
duction that is almost as good as a movie theater.

It has been cited by some that the downside 
to using a consumer TV for post-production 
work is that the better models are 40 inches or 
larger; however, this might not be a drawback 
for everyone. For many of us working in post-
production now, we’re using two monitors ap-
proximately 21 inches in size with a resolution 
of 1920 x 1080 or barely higher. If you were 
to switch to a single 42-inch 4K monitor, then 
your Pixels Per Inch (PPI) is about the same; so, 
if you were able to see individual pixels in the 
image on your 21-inch HD monitor, then you 
should be able to see them in a 42-inch 4K TV 
if you’re viewing from the same distance. Also, 

most newer TVs support HDMI 2.0, which al-
lows for frame rates up to 60 fps at 4K.

ATI and NVIDIA released video cards earlier in 
2015 that supported variable frame rates from 60 
fps to over 100 fps. This year at CES, major moni-
tor makers were showing off current and new 
monitors designed to work with these video cards. 
If you’re working on footage shot at 30 or 60 fps, 
then this new gear may not be for you. However, if 
you’re working on 24 fps footage designed to play 
on digital cinema projectors, like a short film for a 
festival, then monitoring your footage at 72 fps or 
96 fps could be helpful since many cinema projec-
tors natively run at one of these frame rates.

Even with the host of 8K HDR (High Dynamic 
Range) TVs on the floor, English company Kino-Mo 
showed off what was possibly the most impressive 
new display. The relatively small projection units 
showed what appeared to be a 3D holographic 
image with surprising clarity. The image was 
produced by a spinning LED array; while not a new 
technique, the implementation of the technology 
was very impressive, giving an almost 180-degree 
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into tablets, it won’t be long until we see practical 
systems that can replace the signs with QR codes 
used by many current AR installations.

Though there was excitement at the show 
around the upcoming release of new Oculus and 
PlayStation headsets, the focus was definitely on 
mobile powered VR systems, which is no real sur-
prise. Exhibitors at CES clearly illustrated that VR 
could be a lot more accessible to most consumers 
by using a smartphone in a simple VR system like 
Google Cardboard or a more sophisticated one like 
the Samsung Gear VR. Using the smartphone you 
already own, just slide your phone into the holder. 
The headsets retail for as little as $10 and upwards 
of $150 depending on features. You just load the 
app or game you’re interested in and go. You don’t 
need a game console or a high-powered PC. That 
said, there was still a great amount of interest in 
headsets for console and PC gaming. While you 
can expect to see many VR users on console and 
PC platforms, most will be on mobile.

There were a number of dedicated screen, 
HDMI connected goggles shown at CES, but the 
Glyph stood out. While most had diopters to let 
you adjust focus for your eyes, the Glyph also let 
you adjust for the distance between your eyes 
as well as adjust the nose pad, which made the 
goggles much more comfortable and easier to 
use. The goggles are built to work with many 
popular drones, utilizing gyro sensors so that 
when you move your head, the camera gimbal 
on the drone moves while you see the video the 
drone is capturing. Control over HDMI protocols 
are used via the drone’s existing wireless video 
system, so no additional hardware is needed on 
the drone. Those same gyros in the Glyph let you 
pan and scan across 4K footage as you watch VR 
video. While the display resolution is only 1280 x 
720, it uses a DLP array much like many projec-
tors, which gives a brighter, sharper image than 
most goggles with 1080 LCD screens.

While the viewing equipment for VR video 
has continued to evolve, there hasn’t been much 
headway on affordable options in content cre-
ation in the past. CES saw that change a bit with 
a host of new 360-degree cameras on the show 
floor, many designed to work with YouTube.

Cameras
360-degree action cameras are hardly a new 
development, but at CES, a few new players got 
into the game. Vivitar announced the DVR988HD 
360-degree action camera that is set to release 
this spring bringing VR shooting to the low-budget 
crowd with a retail price of $169. The DVR988HD 
will record 1920 x 1080 at 30 fps video with an 
estimated 4 hour battery life and includes a built 
in LCD screen and Wi-Fi. The new Vivitar camera 

viewing angle. The units are currently avail-
able and are in use in specialty ad campaigns in 
Europe — companies are sometimes even using 
them mounted to bicycles. While Kino-Mo is fo-
cused on the use of the displays for marketing, it 
would be great for signage or décor used at events 
or even as a screen free Augmented Reality (AR) 
display option for gallery exhibits.

AR and VR
Even with a section of the CES show floor dedi-
cated to Augmented Reality (AR), Virtual Reality 
(VR) and gaming, there still didn’t seem to be 
enough space, with HTC and Samsung having 
spaces outside the show floor to demo their VR 
systems. While there weren’t many advances 
shown in AR that are anywhere near release, 
that could be changing soon. With the Intel 
RealSense cameras and other similar technolo-
gies that can estimate depth and help identify 
objects in development and being integrated 
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few years ago, Sony developed this image stabi-
lization system that, instead of using motorized 
stabilization to adjust a single lens element or 
just the image sensor, has both the image sen-
sor and the lens elements floating together to 
achieve amazing image stabilization. In March, 

into tablets, it won’t be long until we see practical 
systems that can replace the signs with QR codes 
used by many current AR installations.

Though there was excitement at the show 
around the upcoming release of new Oculus and 
PlayStation headsets, the focus was definitely on 
mobile powered VR systems, which is no real sur-
prise. Exhibitors at CES clearly illustrated that VR 
could be a lot more accessible to most consumers 
by using a smartphone in a simple VR system like 
Google Cardboard or a more sophisticated one like 
the Samsung Gear VR. Using the smartphone you 
already own, just slide your phone into the holder. 
The headsets retail for as little as $10 and upwards 
of $150 depending on features. You just load the 
app or game you’re interested in and go. You don’t 
need a game console or a high-powered PC. That 
said, there was still a great amount of interest in 
headsets for console and PC gaming. While you 
can expect to see many VR users on console and 
PC platforms, most will be on mobile.

There were a number of dedicated screen, 
HDMI connected goggles shown at CES, but the 
Glyph stood out. While most had diopters to let 
you adjust focus for your eyes, the Glyph also let 
you adjust for the distance between your eyes 
as well as adjust the nose pad, which made the 
goggles much more comfortable and easier to 
use. The goggles are built to work with many 
popular drones, utilizing gyro sensors so that 
when you move your head, the camera gimbal 
on the drone moves while you see the video the 
drone is capturing. Control over HDMI protocols 
are used via the drone’s existing wireless video 
system, so no additional hardware is needed on 
the drone. Those same gyros in the Glyph let you 
pan and scan across 4K footage as you watch VR 
video. While the display resolution is only 1280 x 
720, it uses a DLP array much like many projec-
tors, which gives a brighter, sharper image than 
most goggles with 1080 LCD screens.

While the viewing equipment for VR video 
has continued to evolve, there hasn’t been much 
headway on affordable options in content cre-
ation in the past. CES saw that change a bit with 
a host of new 360-degree cameras on the show 
floor, many designed to work with YouTube.

Cameras
360-degree action cameras are hardly a new 
development, but at CES, a few new players got 
into the game. Vivitar announced the DVR988HD 
360-degree action camera that is set to release 
this spring bringing VR shooting to the low-budget 
crowd with a retail price of $169. The DVR988HD 
will record 1920 x 1080 at 30 fps video with an 
estimated 4 hour battery life and includes a built 
in LCD screen and Wi-Fi. The new Vivitar camera 

will be release for sale at Walmart, Target and 
Amazon, initially, making it easy to acquire at the 
last minute for a production.

Nikon showed off their upcoming KeyMission 
360 action camera, which will utilize a pair of 
image sensors to create a 360-degree 4K video 
image. The KeyMission 360 may be a good option 
for those looking to intercut action camera foot-
age with Nikon DSLR footage since the company 
typically works to maintain a uniform image look 
with their cameras.

Nikon also displayed two new DSLRs with 
4K video shooting capability: the D500, which 
features an APS-C sized image sensor almost 
the same size as the Super 35mm film format, 
and the D5, which has a full frame image sensor 
similar in size to the larger VistaVision film for-
mat. Both cameras feature Nikon F lens mounts 
and will be available in March.

Canon displayed their upcoming Cinema EOS 
System 8K camera that shares the body style of 
the current models (C300, C500). 

Sony continues to add more models with the 
Balanced Optical Steady Shot feature to their 
camcorder line; this feature has better image 
stability than many motorized gimbal systems. A 
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the AX53 camcorder will be released featur-
ing Balanced Optical Steady Shot, a 20X Zeiss 
lens (the 35mm equivalent of 26.8 – 536mm), 
100Mbps 4K record capability and PCM audio 
with a retail price of $999.

While Kodak showed off their popular 360-de-
gree action camera, it was the announcement of a 
new Super 8mm film camera that stole the spot-
light. Showing a mockup of their first new 8mm 
film camera in decades, Kodak explained that it 
will shoot images to Super 8mm film, record au-
dio to an SD card, have a flip out LCD screen and 
use a C-Mount for lenses. While shooting on 8mm 
film is more costly than many digital formats, 
and the detail is probably equal to that of 720p 
video on average, it offers a color richness that is 
rivaled only by digital cinema cameras or larger 
film stocks. Additionally, there are still many film 
festivals that love to program movies that are actu-
ally shot on film.

Storage
Data storage options continue to slowly be-
come more portable, versatile and affordable for 
post-production, but sadly the same is not true 
for archiving — long term video asset storage. 
While the size and cost of hard drives continue 
to improve, there isn’t, as of yet, an accessible 
alternative that’s as cost effective as hard drives 

for archiving large projects. Panasonic announced 
the development of a new optical storage system 
that Facebook is using, but it is designed for large 
businesses only. In Technicolor’s booth, they used 
a VR exhibit that focused on their working with 
scientists to develop a DNA-based storage system. 
A Technicolor exec explained that this would al-
low one to archive a feature film in a small tube of 
liquid; however, this technology is still years away 
from deployment.

CES Conclusions
To sum it up, CES 2016 showed us several impor-
tant trends. First, drones aren’t going away. You can 
expect to see plenty more consumer models and 
features to release in the next year, which should 
help lower the prices of the pro models. The same 
can be said for cameras. With 4K and 360-degree 
consumer models being very affordable, one hopes 
that pro model cameras will also come down in 
price. This maybe the year for you to upgrade to a 
4K display for better color reproduction or higher 
frame rates. The trend in VR is mobile, which is 
great for those looking to create content because all 
it will take is for a few apps to become popular for 
the format to really take off. Finally, not only is film 
not dead, but Kodak is working on making it much 
more accessible to filmmakers. It’s important to 
keep all these trends in mind not only when buying 
or renting gear but also when producing content.  

Odin Lindblom is a cinematographer and award-winning 
editor whose work includes film, commercials and corporate 
video.

You can comment on this article by going online: 
www.videomaker.com/article/18585 
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E
ach January, Videomaker’s editors 
journey to Las Vegas for CES, the 
world’s premier consumer tech-

nology showcase, where we spend a 
fleeting few days seeking out the new-
est and most innovative video tech. 
CES 2016 was no different. Searching 
for that next must-have video produc-
tion tool, we scoured the busy show 
floor to uncover the best new prod-
ucts to add to our wish lists. 

Here are 11 of our favorites — the 
winners of Videomaker’s Best of CES 
2016 awards.

Best Camera: Panasonic HC-WXF991
Getting more video done quickly and 
easily is the strength of the Panasonic 
HC-WXF991. This camera brings 
together many of the features we 
look for in professional cameras with 
manual control for exposure, zoom, 
focus and white balance in addition to 
some innovative in-camera controls 
and effects. 

The LCD display of the Panasonic 
HC-WXF991 supports a secondary 
camera that can swivel for picture-in-
picture video of the operator or a sec-
ond perspective. We also took notice 
of the in-camera editing options and 
are pleased with the post-production 
head start this camera can provide. 
After shooting in 4K, you can zoom 
in on the subject and get more op-
tions for a 1920 x 1080 image, or pan 
across a scene by setting start and end 
points. This feature can also be used 
to make our image more stable. We 
are excited about the combination of 
4K and the secondary camera for be-
hind the scenes or picture-in-picture 
video. Plus, the high dynamic range 
mode will make this feel even closer 
to a professional cinema camera 
without leaving the sub-$1,000 price 
bracket. We are pleased to hand over 

The Best of CES 2016

our Best Camera of CES 2016 award to 
the Panasonic HC-WXF991.

Best Drone: Yuneec Typhoon H
The Yuneec Typhoon H has sophisti-
cated features for safe and stable aerial 
filmmaking. Foregrounding video, the 
Typhoon H puts together a 4K camera 
that can capture at 30 fps and landing 

gear that retracts for flight. The au-
tonomous flight options include orbit, 
follow an imaginary curved cable, 
journey and point of interest modes. 
These are common shots that tend to 
highlight the angle and position for 
which drones are best used. 

Another key aspect of getting video 
with the Typhoon H is the display 

Panasonic WXF991 Yuneec Typhoon H
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different tasks, it’s refreshing to see a 
camera with dedicated buttons and no 
menu to swipe through. 

The applications for 360-degree vid-
eo have not yet been fully mastered, 
so for making it simple and maintain-
ing the joy of video, we present the 
Theta S with our Best 360-degree 
Camera of CES 2016 award.

Best Microphone: Sennheiser VR Mic
We saw quite a bit of virtual real-
ity tech at CES this year. Much was 
designed for the content consumer, 
but we found surprisingly little for 
the content creator — even less if you 
remove gaming from the equation. 
That’s why we were excited to see the 
new VR Mic from Sennheiser.

The mic has four capsules arranged 
to capture sound in a 360-degree 
sphere. Placing the mic directly below a 
360-degree spherical camera will cause 
the mic to remain mostly invisible to 
the viewer while capturing completely 
immersive audio from all directions. 
This differs from an omnidirectional mi-
crophone because it captures four chan-
nels of audio, rather than one. In their 
demonstration, Sennheiser featured 
spherical video of a piano player in a 
large room. When combined with a VR 
headset and a nice pair of headphones, 
we found the audio to be far more im-
mersive than the video.

As video creators, we’re used to 
controlling the channels sound comes 
from manually; allowing viewers 
to control directionality of sound 
by turning their heads is a foreign 
concept, but one we may all need to 
become accustomed to eventually.

The workflow is hard to predict 
today, as the tools available to creators 
are still limited, but we know the first 
step is to use the right microphone. 
From there, Sennheiser plans to re-

The Best of CES 2016

embedded in the remote control. This 
720p screen, combined with the fully 
rotating gimbal, should drastically 
increase the joy in being the operator.

We can’t forget the quality of life 
features that may make the Typhoon 
H practical. Let’s start from the out-
side: It comes with a hardcase back-
pack, and the drone’s arms are light-

weight and easy to collapse for travel. 
While in flight, the Typhoon H uses 
sensors to avoid running into large 
obstacles and has ultrasonic sensors 
for flying indoors. There is certainly 
a theme of safety around Yuneec’s 
products, and the features reflect that 
with geofencing, low-battery fly home 
and continued stability in case one 
motor fails.

We’re excited to see all these 
features at a lower price point of 
around $1800. For all the above, we’ve 
selected the Yuneec Typhoon H as the 
Best Drone of CES 2016.

Best 360 Camera: Ricoh Theta S
The Ricoh Theta S is a refined version 
of the original Theta. Presented in a 
simple design, this upright 360-degree 
camera might at first seem tricky to 
mount, but getting the shot will not be 
the issue with the 360-degree field of 
view. The resulting video is recorded 
in 1920 x 1080 at 30 fps in clips of 
25 minutes or less to 8GB of onboard 
memory. The USB port at the base 
allows you to offload your media — 
or stream live via the micro HDMI 
port. Alternatively, if you’re shooting 
stills, you can use the long exposure 
capabilities to play around with small 
amounts of light. Check exposure 
and white balance through the Theta 
S app, which also allows you to view 
your spherical image in real time.

Lightweight, upright cameras like 
the Theta S can be a little strange to 
handle, so we’re eager to evaluate how 
easy this one is to use. As our devices 
tend toward doing more and more 

Ricoh Theta S

By The VideoMakeR ediToRS
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before QuantumFilm gets integrated 
into the cameras we use. One main 
aspect we’ll look out for is the cost to 
implement QuantumFilm in image 
sensors and how this will affect cam-
era manufacturers. 

Call us cautiously optimistic as we 
recognize InVisage’s QuantumFilm 
technology with our Most Innovative 
of CES 2016 award.

Spotlight Award: Kodak Super 8
The Kodak Super 8 camera is a 
look back when everyone is going 
forward. The only film camera an-
nounced at CES, the Kodak Super 8 
camera aims to rekindle the magic of 
making a movie and telling a story 
with film.

With a detachable mic, digital audio 
recording to an SD card, an electronic 
viewfinder and a post-processing eco-
system that includes both film prints 
and digital scans, the Super 8 camera 
blends old-school look and feel with 
modern conveniences. 

Despite requiring film processing 
and a shift in your post-production 
workflow, the Kodak Super 8 camera 
represents a unique way for people to 
tell their story by combining the old 
with the new — and that’s what we 
find worth writing about. We’re excit-
ed to see what challenges and stylis-
tic trends the Super 8 camera brings 
to our field, and at the same time, 
we can’t help but remember some of 
the most well-known directors of our 
time and the 8mm medium that they 
originally fell in love with. 

For being one of the most talked-
about products at CES, and one we’ll 
certainly want to keep track of, the 
Kodak Super 8 camera has earned a 
Best of CES 2016 Spotlight award.

unlimited tech support and a limited 
3-year warranty. For giving us a safe 
place to house our footage, we present 
to the G-Technology G-SPEED Shuttle 
XL our Best RAID Enclosure of CES 
2016 award.

Best Mobile Storage: SanDisk 
Extreme 510
SanDisk becomes the go-to name 
again with the SanDisk Extreme 510. 
We must be clear that this storage 
device is a portable solid state drive 
despite being just a little bit larger and 
thicker than a CompactFlash card — a 
sure fit in almost any pocket.

The SanDisk Extreme 510 can 
endure water, dust and falls up to 5.9-
feet. To further resist falls, it includes 
a metal clip to keep it secure. It will 
also resist spilling information with its 
128-bit encrypted password protec-
tion. SanDisk claims write speeds 
up to 400MB/s and read speeds at 
430MB/s. The 480GB capacity drive 
is accessed and powered via USB 3.0. 
The SanDisk Extreme 510 is a solid 
state drive we feel has earned our Best 
Mobile Storage of CES 2016 award.

Most Innovative Award of CES 2016: 
InVisage QuantumFilm
InVisage has rethought the capture of 
images with QuantumFilm, their inno-
vative new sensor technology. There are 
distinct advantages that QuantumFilm 
produces in imagery due to a global 
shutter and improved low-light perfor-
mance, color accuracy and dynamic 
range — solving some common issues 
that videographers and photographers 
have been griping about for years. 

We’re eager to see QuantumFilm 
used in smaller and better image 
sensors, but it still may be some time 

You can comment on this article by going on-
line: www.videomaker.com/article/18618

case into a true video rig. Within the 
modular system, a finger grip provides 
for stable handheld use in portrait or 
landscape orientation, and a pair of 
1/4”-20 clips allow for tripods, handles 
and other equipment. There’s also a 
pair of cold-shoe adapters that open 
the door for nearly any light, mic or 
accessory to be added to and used 
with your smartphone. The Studio 
is rounded out with a kickstand for 
propped up display.

Retailing at $90, the biggest draws to 
the olloclip Studio are the customiza-
tion options and modularity we get 
with the ability to slide the clips and 
grips along the phone or detach them 
one by one. We’d love to see the Studio 
available to more smartphones, but we 
appreciate the video-minded direction 
olloclip is taking smartphone acces-
sories. We’re happy to see the olloclip 
Studio take home our Best Smartphone 
Accessory of CES 2016 award.

Best Storage: G-Technology G-SPEED 
Shuttle XL
The G-Technology G-SPEED Shuttle XL 
is certainly impressive. You want up 
to 64TB of storage at Thunderbolt 2 
speeds? You got it. As part of G-Tech’s 
Evolution ecosystem, there are eight 
slots for removable 7200 RPM drives 
— or use G-Tech’s SSDs. There’s a 
handle that’s asking you to transport 
the enclosure from place to place, and 
once you’re there, the Shuttle XL can 
transfer data at up to 1350MB/s. This 
RAID enclosure is as configurable as 
you might imagine, supporting RAID 0, 
1, 5, 6, 10, 50.

The Shuttle XL starts at $3,500 with 
24TB and can expand up to 64TB for 
$8,000 — a hefty costs for some hefty 
storage. Thankfully there’s backup with 

Spotlight Award: Livestream Movi
The Livestream Movi is a camera 
designed for live production and 
streaming. Building on the strength of 
Livestream’s live video knowledge, the 
Movi connects with an iOS app capable 
of controlling up to nine Movis at once. 
Using the app, you can digitally pan, 
tilt and zoom the camera, giving your 
stream the appearance of a multi-
camera production with just a single 
Movi. The Movi comes with a 10-foot 
USB cable, 16GB microSD card and a 
universal mount, and costs a cool $400. 
It is available in black or white and in 
a pro package that adds a power boost 
accessory and a stand. 

We have to recognize this jump in 
streaming video capture. Many of us 
dream of streaming multi-cam video, 
and the Movi puts that dream into 
motion. We know where we want to 
keep a trained eye, so we’ve selected 
the Livestream Movi for a Best of CES 
2016 Spotlight award.

A Better Future
Congratulations to all of our Best of CES 
2016 award winners. We saw a ton of 
exciting tech in Vegas, so honing our list 
of favorites down to just 11 awards took 
quite a bit of effort. These outstanding 
products, however, caught our attention 
and our imagination, promising a better 
future for video production and earning 
them each a spot in Videomaker’s Best 
of CES 2016. 

We look forward to keeping up with 
these products as they are released 
into the marketplace. We can’t wait to 
see how they will be put to use!  

olloclip Studio

347 B12 CES Awards.indd   45 2/18/2016   2:54:56 PM

44 VIDEOMAKER >>> APRIL 2016

quick cutting options including a mode 
that combines 3-second clips and one 
that allows for file titling and editing of 
playback speed, filters and background 
music. Two nice touches that make the 
LG V10 far more usable are a remov-
able 3000mAh battery and expandable 
microSD memory.

The camera on the LG V10 is quite 
different from what we’re used to. 
With more manual control than the 
vast majority of smartphones and 4K 
video recording resolution, the LG V10 
will beat the functionality of most 
compact cameras. Retailing between 
$600 and $699 without contract, 
depending on your carrier( AT&T, T-
Mobile or Verizon), the LG V10 is our 
Best Smartphone of CES 2016.

Best Smartphone Accessory: 
olloclip Studio
The olloclip Studio is a versatile case 
and accessory combination that offers 
some very cool options for iPhone 
6/6s Plus owners. The base case will 
of course protect against common 
bumps, but olloclip differentiates this 
case with tons of options for acces-
sories. Building on their line of iPhone 
lenses, olloclip turns the Studio 

lease specialized software to incorpo-
rate 3D audio into a spherical video 
environment in 2017, shortly after the 
release of the VR Mic, expected in the 
the third quarter of 2016.

This is the first VR Mic we’ve seen, 
and the demo was extremely im-
pressive. For that, the Sennheiser VR 
Mic takes home our Best Mic of CES 
2016 award.

Best Smartphone: LG V10
The LG V10 is a well-thought out 
smartphone that makes a great 
camera. Joseph Gordon-Levitt led 
a campaign that collaborated with 
individuals to capture an in-between 
moment in their life and the commer-
cial came alive with the LG V10 at the 
center of it all. The phone’s 4K camera 
is complemented by a 5.7-inch 2560 x 
1440 display, a shock resistant hous-
ing and three controllable mics. That’s 
right, three mics. The manual controls 
for the LG V10’s camera allow you to 
direct the mics to pick up audio from 
in front of or behind the phone, and 
the ISO and shutter speed can also be 
adjusted. Image stabilization allows for 
smooth handheld shots. As for post-
production, the LG V10 provides some 

case into a true video rig. Within the 
modular system, a finger grip provides 
for stable handheld use in portrait or 
landscape orientation, and a pair of 
1/4”-20 clips allow for tripods, handles 
and other equipment. There’s also a 
pair of cold-shoe adapters that open 
the door for nearly any light, mic or 
accessory to be added to and used 
with your smartphone. The Studio 
is rounded out with a kickstand for 
propped up display.

Retailing at $90, the biggest draws to 
the olloclip Studio are the customiza-
tion options and modularity we get 
with the ability to slide the clips and 
grips along the phone or detach them 
one by one. We’d love to see the Studio 
available to more smartphones, but we 
appreciate the video-minded direction 
olloclip is taking smartphone acces-
sories. We’re happy to see the olloclip 
Studio take home our Best Smartphone 
Accessory of CES 2016 award.

Best Storage: G-Technology G-SPEED 
Shuttle XL
The G-Technology G-SPEED Shuttle XL 
is certainly impressive. You want up 
to 64TB of storage at Thunderbolt 2 
speeds? You got it. As part of G-Tech’s 
Evolution ecosystem, there are eight 
slots for removable 7200 RPM drives 
— or use G-Tech’s SSDs. There’s a 
handle that’s asking you to transport 
the enclosure from place to place, and 
once you’re there, the Shuttle XL can 
transfer data at up to 1350MB/s. This 
RAID enclosure is as configurable as 
you might imagine, supporting RAID 0, 
1, 5, 6, 10, 50.

The Shuttle XL starts at $3,500 with 
24TB and can expand up to 64TB for 
$8,000 — a hefty costs for some hefty 
storage. Thankfully there’s backup with 

Sennheiser VR Mic LG V10

KODAK Super 8
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believe every home will have a virtual 
reality headset in their entertainment 
arsenal, we’re not there. When 3D TVs 
came out just a few years ago, the mar-
ket tried to jam this technology down 

our throats. How many of you have a 
3D TV? How many of you actually use 
that feature? 

We will always have the tech-heads 
who will eat up the latest and greatest 
gadgets, but you have to truly know 
your consumers and whether this will 
strike a positive chord.

Much the way GoPro started by 
catering to the extreme sports junkie 
and infiltrated everything from lab 
experiments to cooking videos, 
360-degree cameras may find a 
place in everyday society. However, 
from my humble, two-dimensional 
perspective, I’m afraid that today just 
isn’t that day.  

For video production purists, the idea of 
a pint-sized point and shoot POV cam-
era becoming a vital part of the produc-
tion toolkit would have been laughable 
just under a decade ago. However, ask 
any production professional what his or 
her most versatile camera is and you’ll 
likely hear “GoPro” from a surprisingly 
large contingent. 

For me, I love my POV cameras 
— they’re quick, easy, forgiving and 
they’ve given my projects a unique 
perspective that my clients have come 
to appreciate. In just the past few 
years, my opinion on POV cameras has 
changed dramatically; however, when 
I look at the newest entrant into this 
crowded field — 360-degree cameras 
— I simply can’t see a space where this 
niche would fit into my offering.

Let’s be clear — 360-degree cam-
eras are cool. They’re really cool. 
But cool doesn’t always translate to 
profitable. Much the way it took years 
for POV cameras to become a staple 

by Dave Sniadak

in the video production marketplace, 
360-degree cameras will take time to 
become universally accepted and em-
bedded into everyday video work. Call 
me old fashioned, old school or just 
plain out of touch, but unless you just 
want to be the first to offer this type of 
footage as a value-add for your client 
projects, it’s not yet worth investing in 
this technology.

If you’re an early adopter, there are 
a few ways you could market this type 
of content and actually justify the in-
vestment, such as creating immersive 
real estate videos, recording pan-
oramic postcards or capturing unique 
processes in manufacturing.

However, the problem with being 
an early adopter of any technology is 
that the audience with which you’re 
sharing your amazing content hasn’t 
developed yet. You spend hundreds, 
thousands, exponential amounts of 
dollars and energy to perfect your 
360-degree content, only to have it lie 

dormant without 
the exposure it so 
deserves.

Here’s my ver-
dict: the reality of 
creating content 
for use in virtual 
reality platforms 
just isn’t there 
— yet. No matter 
how much the 
marketplace and 
big box retail-
ers want you to 

Dave Sniadak is the head of corporate com-
munications for a regional airline based in 
Minneapolis; he also frequently demos new 
camera technology by using his two kids as his 
test subjects.

OpiniOn

You can comment on this article by going online:  
www.videomaker.com/article/18471

Much the way action cameras stormed onto the scene a decade ago, 
360-degree cameras are trying to crack into the video production 
world. Will they deliver the same impact, or will this niche camera find 
a lukewarm reception in an unappreciative marketplace?

The RealiTY of CReaT-
ing ConTenT foR uSe 
in vR plaTfoRMS juST 
iSn’T TheRe — YeT.

A Whole New View: Can 360-degree cameras 
catch fire in the POV marketplace?
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audio to dub over road noise, speed-
ing motorcycles and so forth, followed 
by many more hours in the edit bay 
cutting everything together and cor-
recting for audio issues, inconsistent 
lighting, color, etc.

After client review, revisions and 
delivery of the final product — the 
check comes. Then, after paying 
your crew, the talent, equipment 

rentals and other expenses you get 
to enjoy whatever is left.

Another Tack
If you shoot traditional video such 
as commercials, music videos, wed-
dings and documentaries, then the 
process described above probably 
sounds quite familiar to you. But is 
there a better, more efficient way to 

It’s a typical video shoot: a 30 sec-
ond television commercial plus a 5 
minute web piece for a local trans-
portation company. On day one 
you need to wrangle a city bus and 
driver plus talent, crew and gear to 
multiple locations for both moving 
and stationary shots. Ride the bus for 
moving POV scenery shots; set up 
alongside the road for bus-passing-by 
shots; shoot multiple setups of talent 
boarding the bus, exiting the bus and 
walking the aisle while pointing out 
the wonderful benefits of traveling 
by bus; be sure to get plenty of B-roll 
to highlight points of interest and to 
smooth out the rough spots.

Day two and beyond, you’re off to 
the sound booth for several hours of 
ADR with the talent to acquire quality 

Profit making

You spend a lot of time hauling 
equipment around, setting up and 
keeping track of talent and crew. 
This severely limits the number 
of projects you can take on. Could 
there be a better way?

by  mark Holder

The Value of Quantity

keePing Quality uP

often, when quantity increases, quality 
declines and we must be very careful 
to ensure that our quality remains at a 
very high level. in reviewing some low-
quality youtube videos, we observed 
that they were consistently poorly lit, 
had boring backgrounds, harsh shad-
ows, hot spots on painted and other 
shiny surfaces, excessive headroom, 
not enough headroom and hollow or 
inaudible audio.

in order to maintain high quality, 
remember the basics such as light-
ing, white balance and exposure. Just 
because the lights haven’t moved 
doesn’t meant you can forget the 

basics. a new item, for example, with a 
different color or texture may have dif-
ferent light absorption/reflective qualities 
than the previously featured item, which 
may alter the exposure requirements. 
always check the basics before shooting.

in no particular order, here are some 
other things to look out for:
• Background – are the right things in 
the frame? are there things in the frame 
that shouldn’t be? is the background 
dirty, dingy or scuffed up? is it flat, boring 
or inappropriate for the content?
• Lighting – is everything lit sufficiently? 
are the shadows placed properly or are 
they blocking important areas?

• Exposure – Check the zebras or histo-
gram for hotspots and low light areas.
• White balance – Check with each 
new setup or lighting change to ensure 
consistency.
• Focus – use expanded focus or peak-
ing for spot-on focusing.
• Auto off – Switch into manual mode 
for greater control.
• Audio – use quality mics, recording 
devices and headphones for monitor-
ing; avoid using the camera’s built-in 
microphone, except as a reference.
• AGC off – automatic gain Control can 
cause unexpected spikes and drops in 
your audio. turn it off.
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produce greater quantities of videos? Picture 
this scenario instead.

You enter your pro or DIY home studio with 
pre-set grid or stand lighting and multiple pull-
down backdrop options — tripod, camera and 
audio already in place. Your talent — possibly 
you — hits their mark, picks up an item — small 
products perhaps — and gives their review, 
testimonial, how-to demonstration or any of a 
number of other possibilities.

Rather than the typical multi-day, multiple 
location shoot, you’re shooting a short website 
or YouTube video from a single, consistent 
setup under immensely controllable condi-
tions in a single location. After a quick check 
to make sure you got everything you need, you 
quickly reset and move on to the next product, 
topic or whatever.

 
Mass Produced
Got a client with a ton of products who wants 
25, 50 or 100 videos? With this cookie-cutter 
type of setup you can produce large quanti-
ties of quality videos in a short period of time, 
without the headaches of multiple locations, 
varying conditions and the usual crew, equip-
ment and talent wrangling. Eliminating, or at 
least, minimizing these elements equates to 
greater efficiency, a big time savings and the 
ability to produce more videos in the same 
space of time.

Shooting under consistent, controlled condi-
tions pays off big time in the edit bay as well, 
reducing the amount of time spent correct-
ing white balance, lighting, color and audio 
issues. Working with clients with high volume 
requirements increases the efficiency factor 
many times over. Once your intro, outro, lower 
thirds, bugs and other brand elements have 
been created and your music bed selected, you 
simply use these same items over and over 
again for each of that client’s videos. Check 
out any of Videomaker’s videos for examples of 
this kind of consistency.

This high volume template approach is es-
pecially well suited for producers with limited 
budgets and resources, little desire to work on 
complicated or lengthy projects or who require 
a more consistent cash flow — you might even 
negotiate a monthly retainer for your larger 
repeat clients.

 
The Right Clients
For the greatest efficiency, locate clients 
with video needs that can be met within the 
confines of your studio. Product manufac-

Shooting a series of 
videos that all take 
place in the same 
setting, such as a 
cooking series in a 
kitchen, maximizes 
your efficiency.

With a consistent 
shooting setup, it’s 
easy to block out 
shooting time in an 
easy to read and 
manage grid format, 
such as this one from 
let’s player Arumba.
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Contributing Editor mark Holder is a video pro-
ducer and trainer.

You can comment on this article by going online:  
www.videomaker.com/article/18405

turers and distributors often have 
hundreds of products they would 
like showcased on their website 
or YouTube. YouTube, of course, is 
a fantastic short-cut to enhancing 
their SEO and driving traffic to the 
company website. 

If they don’t already know this — 
tell them! Then show them how you 
can produce all the quality videos 
they need — at a discount — because 
you are both experienced and able to 
work quickly and efficiently in your 
well-equipped studio, dedicated to 
their precise video needs.

Other high volume possibilities 
include testimonials, interviews 
and educational or how-to videos. 
As with most things, you’re only 
limited by your imagination. Does 

anyone know a chef or have con-
nections with a culinary academy? 
Build your studio around a kitchen 
and you could shoot a cooking se-
ries. Build it in a garage and shoot a 
series on automobile care.

The idea here is to locate clients 
with large volume requirements, or 
perhaps, lots of clients with similar 
video needs but who require only a 
few videos each. 

Create a singular shooting environ-
ment that meets those needs and has 
consistent, controllable lighting and 
audio for maximum efficiency. With 
this setup, you’ll find yourself produc-
ing large volumes of videos in no time 
at all.  

tHE idEa HErE is to 
loCatE CliEnts witH 
largE volumE 
rEquirEmEnts.

T O  I N V I S I B L E  S O U N D
GET CLOSER 

Do you need to couple complete invisibility 
with amazing sound? The new d:screet™ 
Slim Omnidirectional Microphone is the 
perfect choice for your film assignment or 
for any other situation where you need a 
completely hidden mic. When used with 
the detachable Button-Hole Mount or 
concealer, it becomes completely invisible. 

dpamicrophones.com

Slim Omnidirectional Microphone

Made in Denmark

• Pristine audio quality 

• Easy mounting

• Adapts to all pro wireless systems
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It’s the editor’s job to arrange 
and assemble a heap of visual 
information into cohesive, 
powerful stories. This isn’t the 
first time editors of the mov-
ing image have faced such a 
dilemma, and it’s one reason the 
montage remains relevant. 

narrative statement than that made by 
any of the shots individually.

Early Soviet filmmakers are cred-
ited with exploring and developing 
the film theory behind the montage. 
It’s a common belief that the Soviet 
theorists were driven to the montage 
by not only their artistic aims but by 
technological limitations. The most 
notable example of the Soviet Mon-
tage is the Odessa Steps sequence 
from Sergei Eisenstein’s 1925 film, 
“Battleship Potemkin.”

The Theory of Montage
The early Soviet filmmakers theo-
rized that through editing, shots 

The montage is a foundational ele-
ment of film theory, dating back to the 
origins of the modern cinema. The 
use and interpretation of the moving 
image has changed in direct correla-
tion to technological changes over the 
past century, but the challenges facing 
today’s editor are some of the same 
challenges that were faced by early 
artists and theorists working in the 
medium. Fortunately, there’s a simple 
solution to these problems, and that 
solution is the montage.

In film theory, a montage is the as-
sembly of various clips, strung togeth-
er to create a deeper meaning. It is the 
concept that a collective sequence is 
greater than the sum of its individual 
parts. The word montage is the French 
word for assembly or editing. From 
the perspective of today’s cinema, 
a montage is a sequence of varying 
shots, edited together to make a larger 

Montage Then and Now
by Chris gates

could be placed in a juxtaposition 
to one another to create a relation-
ship. This is the montage, which they 
believed worked through a dialec-
tic process. A dialectic relationship 
centers around thesis, antithesis and 
synthesis. The thesis is the initial 
shot, the presumptive statement first 
made in a narrative. The antithesis, in 
montage theory, is an opposing force 
that stands against or in contrast to 
the thesis. The synthesis is the reso-
lution — the new meaning derived 
from the comparison and contrast of 
the thesis and antithesis. 

Eisenstein identified five meth-
ods of montage to describe how a 
montage could be built. Most notable 
of these is the intellectual method, in 
which shots are combined to cre-
ate new meaning. Eisenstein saw 
the intellectual method as a visual 
language, one in which deeper con-
cepts could be conveyed through the 
combination of various images. 

The intellectual method is found 
in what is known as the Kuleshov 
Effect. Kuleshov edited a film, using a 
single shot of an expressionless actor, 
alternating the shot with a child in a 
coffin, a bowl of soup and a reclin-

The Oddessa Steps 
scene in Eisen-
stein’s “Battleship 
Potemkin” is a 
frequently cited 
example of early 
montage and its 
ability to produce 
meaning through 
contrasting images.
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Montage Then and Now
by Chris gates

Chris “Ace” gates is a four time Emmy Award-
winning writer and producer.

ing female. Although it was the same 
shot of the male actor, audiences 
responded differently each time, stat-
ing he was sad, that he was hungry, 
or that he was filled with lust. The 
meaning of the shots is derived from 
their placement and context within 
other shots, not from the content of 
the shot by itself.

Then and Now
Early Russian filmmakers used the 
montage to create meaning, super-
seding narrative. In recent years 
the montage is most often used to 
support a narrative. Today’s edit bay 
is filled with content from a wide 
variety of sources, delivered in dif-

ferent formats, at different sizes, and 
even with contrasting aspect ratios. 
This means the montage is a pow-
erful technique for today’s editors. 
There are some differences between 
the montage of today and that of yes-
teryear. The main differences come 
from technology such as sound and 
compositing tools. 

Eisenstein and the other Russian 
film theorists were working with 

silent films — cinema was a visual 
medium only. Today, audio plays a 
crucial role in editing. Recent trends 
in editing have seen the rebirth of 
the montage. Editors are using the 
natural sound from their footage 
to create a rhythm in their edit. In 
other words, the audio track is the 
primary vehicle for shaping the 
montage while the image is second-
ary. Visual meaning is created by the 
collective sequence of clips while 
the overall pace of the edit is dic-
tated by the sound.

The early Russian editors dealt pri-
marily with straight cuts, literally cut-
ting the film and splicing two pieces 
together. Compositing tools, such as 
Adobe After Effects, are common-
place in today’s edit bay. Through 
compositing, editors are able to 
create visuals and place images in 
juxtapositions that weren’t possible 
100 years ago, creating evermore 
complex meaning through the colli-
sion and overlapping of elements.

Though the technology and ap-
plications have changed, the montage 
carries with it a long-standing film 
tradition and is relevant on the multi-
faceted screens of today. As it’s been 
said throughout the years, everything 
old is new again.  

You can comment on this article by going online:  
www.videomaker.com/article/18352

Sergei Eisenstein 
and his contempo-
raries were limited 
by the technologi-
cal state of the 
medium. Here, 
Eisenstein examines 
a film strip during 
the editing process 
— a much different 
experience than to-
day’s digital editing 
workflow. 
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pear bug-free or unless an update is 
required in order to fly your drone.

• After updating:
Do a test flight before going out to 
set to make sure the update works 
properly. You don’t want to risk your 
reputation and the safety of people on 
set with untested software.

If you’re using most brands of 
drones, you’ll likely need to bind 
your controller to the drone when 
you first get it — or if it loses bind-
ing. If your receiver requires a bind 
plug to initiate the binding process, 
make sure you keep a couple of bind 
plugs in your gear bag. They’re easy 

Here are some easy tips to keep your 
drones in the air shooting video.

Binding and Syncing
If you’re using DJI Phantom or 
Inspire series drones, binding isn’t 
something you really need to worry 
about as they come with their own 
pre-bound transmitters. However, 
as some of the models within this 
series are dependent on mobile 
devices and apps, it’s important to 
make sure your apps and firmware 
on the drone are updated to avoid 
any problems in the field. Here are 
the steps you should take:

• Before updating:
Do a test flight to make sure your 
current version(s) work the day before 
your shoot.

Check message boards to make 
sure any updates are bug-free. Even 
the most trusted drone manufactur-
ers have had an update or two that 
have caused issues. Do not update to 
the latest firmware unless they ap-

4 Tips to Keep Your Drone Flying
Drones are becoming easier to 
fly, more stable, more depend-
able and even safer. But how do 
you keep your drone in the air 
and flying reliably?  

by ty Audronis

to lose or break, so make sure you 
keep several just in case. 

Always make sure your control-
ler is charged and do a test flight the 
day before your shoot to make sure 
everything is working properly and 
your controller connects. When you 
get to set before your first flight do 
a range-test if your transmitter has 

such functionality. Every location has 
different degrees of interference, so 
a range test is always important at a 
new location.

Spare Parts to Keep On-Hand
First and foremost, you should always 
have spare propellers. Check your 
props between each flight on set. 
Even hitting a large bug in just the 
right way can chip a propeller. These 
chips and wears can throw the prop 
out of balance. An un-balanced pro-
peller can cause all kinds of problems 

A spare drone can 
save you from 
postponing a shoot, 
if you have one to 
bring one along. 
Barring this, bring-
ing spare parts to 
the shoot will help 
keep your drone in 
the air longer.

do A test flight the 
dAy before A shoot 
to mAke eVerything is 
working properly.
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4 Tips to Keep Your Drone Flying from HFV – High Frequency Vibration, which 
can cause shutter roll — to unnecessary wear 
on motors. Wear on motors due to unbalanced 
props can cause them to burn out or even seize 
up. Replace a prop with even the tiniest chip.

If you can, bring a spare drone. When doing 
outdoor flights, I use a DJI S900, but I try to get 
to set a bit early and test-fly the camera moves 
with a Phantom 2. Also, if something goes 
wrong with the S900, the shoot doesn’t have 
to be postponed. A spare drone is handier than 

you might think. Remember Clarence’s Rule: It’s 
better to have something and not need it, than to 
need something and not have it.

Bring a complete set of tools for your drone: 
all the hex wrenches that fit your drone’s screws, 
needle-nosed pliers, etc. If any screws loosen 
due to vibration, you should be prepared to re-
tighten them. Don’t take any chances.

Know Your Repairs
What repairs should you know how to do? In 
short — everything. You should learn every 
component of your drone, what it does and how 
it works. The best drone pilots are the ones that 
know how to build them from scratch — even 
if they fly turnkey systems. The more you know 
about your drone, the more you can understand 
its capabilities and limitations. That will help 
you fly more within its safety envelope.

That being said, the bare minimum you 
should know is how to replace propellers, 
replace parts with stress fractures or crash 
cracks and how to reconnect any components 
that are loosening due to vibration. We still 
advise you to educate yourself on exactly how 
these things are built though. It’s not rocket 
science. In fact, it’s a lot like connecting a 
component stereo system.

POWER!
Directors aren’t fans of waiting on crew. To make 
sure you can fly on a moment’s notice, you need 
to make sure you have enough batteries to keep 
flying for the duration of the shoot. That being 

Action Video April 2016

said, make sure after every flight you give your 
drone a few minutes to cool its motors and speed 
controllers. These things get hot, and if they 
aren’t given a chance to cool, they can fail.

How many batteries are enough? Let’s take 
the Phantom 2 & 3 as an example. Realistically, 
you can count on about 12 minutes of safe fly-
ing on a battery. They take about 45 minutes to 
charge each, and with a 5-minute cool down 
cycle between flights, the magic number is 3 
batteries and 2 chargers. A 4th is still advisable, 
though, just in case. This way, while one battery 
is being used, 2 are charging. By the time you 
cycle through all 3 batteries, the first battery is 
recharged and ready to go. 

Finally, make sure you have a power-inverter 
in your car for more rural shoots, so you can 
charge batteries in your car while you shoot. 
And always keep a spare set of batteries for your 
transmitter on hand.

Conclusion
It all sounds pretty much like common sense, 
right? You’d be surprised how easy it is to 
overlook these simple steps to stay flying. The 
golden rule is to stay methodical, be safety-
conscious and to take your time. If you keep 
your attention to detail with maintaining your 
equipment, it’ll treat you right, and you’ll get 
great shots — reliably!  

Propellers are often 
the first compo-
nent to experience 
damage, and the 
replacement cost 
is small compared 
to that of a burned 
up motor. Always 
keep a few extras 
on hand.

ty Audronis is a professional drone pilot, author of the cur-
rently highest rated book on building multicopters, and a 
member of the Society of Aerial cinematography’s Advisory 
committee. He’s flown for major networks, film and adver-
tisements.

You can comment on this article by going online:  
www.videomaker.com/article/18357

it’S better to HAVe Some-
tHing And not need it tHAn 
need SometHing And not 
HAVe it.
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parts”) says his approach is to come 
into a project without an agenda. 

“You go in and explain to people 
[participants], ‘I do not come here 
with a preconceived notion of how to 
represent you to the outside world. 
That’s your job,’” says Scott. “[You tell 
them] ‘I want to be educated, I know 
nothing. You tell me what’s your story.’ 
And you’ll be amazed at how respon-
sive people get.”

Choosing Characters
When casting participants to be in your 
doc, ask them about what’s going on in 
their life at the time you’re planning to 

In documentary production, we’re 
not talking about the hour of journal-
istic access it might take to shoot a 
quick interview and some B-roll for a 
news item or a current affairs story. If 
subjects aren’t willing to let you into 
their lives in a meaningful way over a 
period of months or more, including 
repeated interviews, you won’t be able 
to capture the unfolding story of your 
main characters in a way that permits 
audiences to identify with them. 

Just because you’re planning to 
make a doc about a noble cause or an 
irresistible character, it does not follow 
that participants will line up around 
the block to populate your film or to let 
you into their world. When you plan to 
use people’s lives as your raw material, 
you first have to win their trust.

Trust is the foundation of the film-
maker–subject relationship. Australian 
film director Scott Hicks (“Shine;” 
“Glass: a portrait of Philip in twelve 

Access in Doc Production
Without access, a documentary 
can’t be made. As filmmakers, 
however, we shouldn’t take 
access to people, places and 
events for granted. 

by Peter Biesterfeld

shoot. Ideally, you want access to the 
kind of footage that shows your charac-
ters going through something. It might 
be an event, a move, a journey of some 
sort that you can structure with a begin-
ning, middle and end — a story arc.

If they’re telling you their story in 
an interview, you’ll want access to 
visuals to illustrate their account. This 
can be actuality of them at work, at 
home or at play, but also ask if there 
are any archival photographs and 
video you can access.

Transparency is the best policy.
Transparency, openness and honesty 
about your intentions are the keys to 
opening the doors to access and keep-
ing them open. If you’re not straight 
with your subjects from the outset, 
they might go back on a promise to 
participate when things get uncom-
fortable and personal. 

Filmmakers are always relying on 
somebody else for access. Jennifer 
Fox (“An American Love Story”) sug-
gests winning the trust of a reliable 
guide, somebody who is well re-
spected in the world of her charac-
ters. Director Ricardo Gaona (“Parque 
Central”) concurs. His film about shoe 
shine kids working in a park was 
made in Antigua, Guatemala.  
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Access in Doc Production
by Peter Biesterfeld

“The first several days we were wandering 
around trying to find our subjects,” writes Gaona 
in Filmmaker Magazine. “Problem is nobody 
trusted us. Then one night at a bar — going out 
and socializing is important — we get hooked 
up with a guy who works with the kids. The 
next day he walked us into the park and the kids 
come straight to him. Kids that wanted nothing 
to do with us suddenly were flocking to us. They 
trusted him and now they trusted us.”

For veteran doc maker Nettie Wild (“FIX: The 
Story of an Addicted City”), a key event in the 
director-subject relationship is when she gets an 
unsolicited phone call from her subject. “When 
you get advanced warning that something is go-
ing to happen,” she says, “then you know you’ve 
gained their trust.”

Nice and easy does it.
In general, ease into the relationship with your 
subjects. Don’t bring your camera to the first 
meeting. It’s important to listen to what they 
have to say and to let them tell you their story 
before filming anything. 

Screening a previous documentary you’ve 
made that shows how professionally and empa-
thetically you’ve treated your subjects can win 
over potential participants for your next film. 

When production begins, don’t just shoot and 
scoot. Arrive early and stay late. Spend time with 
your subjects to demonstrate your interest in 
them and what they do, beyond the footage you 
want to capture.

In between shoots, keep in touch with your 
participants, share with them the progress of the 
project and your next steps.

Permission trumps forgiveness.
If you have any commercial aspirations or 
broadcast intentions for your doc, you’ll have 
to get all the participants featured in your film 
to sign appearance release forms. Failing to do 
so can get you into a legal bind when a subject 

Documentary april 2016

decides they didn’t like the way they were repre-
sented in the final version of your film. 

A signed release is the ultimate trust test be-
tween director and subject. The participant agrees 
to assign all rights for the use of his or her image 
to the filmmaker without restriction and in per-
petuity. A release should also protect non-actors 
in a documentary from being misrepresented by 
having their image and words misused. 

Securing a location release signed by property 
owners of places you shoot is also a good idea. 
A location release typically includes permission 
to bring crew and equipment onto the premises 
and the right to include the name and logo of the 
establishment in the film.

In documentary production access is about 
trust and permission. Cultivate trust by taking an 
authentic interest in your subjects and permission 
to shoot will follow.  

Peter Biesterfeld is a seasoned script-to-screen television and 
video producer and trainer with a specialty in documentary, 
current affairs, reality television and educational production.

you can comment on this article by going online:  
www.videomaker.com/article/18356
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distinguishes the source of the goods 
of one party from those of others.” 
A trademark restricts competitors 
from using a certain word, phrase, 
symbol or design, on their own, 
similar product. It’s important to 
note, however, that trademarks are 
filed under specific categories, which 
limits the scope of their protection. 
As an example, the “Subway” restau-
rant franchise owns the trademark to 
the word “Subway,” but only under 
the category of “restaurant service.” 
So while other restaurants may not 
call themselves “Subway,” a telecom-
munications company by the same 
name would be acceptable.

The proliferation of web-based video 
streaming sites like YouTube and 
Vimeo has given videographers the 
opportunity to distribute original 
video content to a global audience 
instantly at minimal cost and has 
even resulted in fame and fortune for 
some. Benny and Rafi Fine, otherwise 
known as “The Fine Bros,” are one 
such duo, whose successful YouTube 
channel, “Fine Brothers Entertain-
ment,” has brought them both fame 
and fortune. This success, however, 
and their desire to protect it through 
trademark law, has also brought 
about legal troubles and public retri-
bution that have been all the rage on 
the very same Internet that gave the 
Fine Bbrothers their start.

What is a trademark anyway?
According to the United States Pat-
ent & Trademark Office (USPTO), a 
trademark is “a word, phrase, symbol, 
and/or design that identifies and 

The Fine Bros & Trademark Law
Benny and Rafi Fine may have 
overstepped the patience of the 
public with their “react” trade-
marking and licensing scheme, 
but what can we take away from 
this controversy?

by Roman Zel ichenko and Mark Levy

videos, and became synonymous with the for-
mat. In fact, the Fine brothers applied for and 
received approval for trademark protection 
for the names of some of their video series, 
such as “Celebrities React,” “Adults React” and 
“Teens React.” 

Some people have taken to the legal system to 
fight (i.e., oppose) the less egregious trademarks, 
but the Fine brothers’ most recent trademark 
filing and public announcement caused a viral 
Internet uproar and eventually cost them more 
than 600,000 YouTube subscribers and resulted 
in a major change of plans.

The Implications of a Broad 
Trademark Application
In July 2015, the Fine brothers filed a trademark 
application for the word “React,” specifically 
under the category of “entertainment services, 
namely, providing an on-going series of pro-
grams and webisodes via the Internet in the field 
of observing and interviewing various groups 

of people.” This broad language would give the 
Fine brothers the power to issue cease and desist 
notices and ultimately sue anyone posting videos 
using the word “React” in the title and falling 
under their trademark category. The “React” 
trademark would also give them this power over 
“confusingly similar” video titles, or videos that 
would be deemed likely to confuse a viewer as to 
their origin.

The implication of such a trademark would be 
huge. Not only would the Fine brothers essential-
ly own nearly an entire genre of videos on You-
Tube, they would also be creating bad precedent 
regarding content control on the Internet.

The Internet Reacted
The trademark was approved on February 2nd 
and released for a standard 30-day public op-
position period, only days after the Fine broth-
ers announced their intention to license their 
“React” format through a scheme called “React 
World,” which would allow videographers to 
produce their own reaction videos in return for 

Additionally, trademarks range from 
fanciful, or made-up names that are 
easy to trademark, to generic, which 
define the product or service the mark 
is expected to protect. An example of 
a fanciful trademark is EXXON, a word 
that has no inherent meaning and is 
therefore easy to protect. An example 
of a generic trademark would be 
something like “Fruit” for a company 
producing bananas — it defines its 
product and would not be eligible for 
trademark protection.

A Fine Attempt at 
Trademark Protection
The Fine brothers’ fame came from 
their “React” video franchise. The 
premise of their videos consists of 
filming different people — kids, teens, 
elders, and others — reacting to videos 
or objects and answering questions. 
They produce original content on a 
weekly basis and rack up millions of 
views per video. In the YouTube world, 
of course, this means advertising dol-
lars, fame and career growth in the 
entertainment industry.

While the “React” video format 
may seem straightforward and not 
particularly original, the Fine broth-
ers are arguably some of the most 
successful online producers of such 

In a typical example 
of the Fine brothers’ 
work, Maisie Wil-
liams, teen star of 
“Game of Thrones,” 
watches “Saved By 
The Bell” for the 
first time as part 
of a recent “Teens 
React” video.
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The Fine Bros & Trademark Law videos, and became synonymous with the for-
mat. In fact, the Fine brothers applied for and 
received approval for trademark protection 
for the names of some of their video series, 
such as “Celebrities React,” “Adults React” and 
“Teens React.” 

Some people have taken to the legal system to 
fight (i.e., oppose) the less egregious trademarks, 
but the Fine brothers’ most recent trademark 
filing and public announcement caused a viral 
Internet uproar and eventually cost them more 
than 600,000 YouTube subscribers and resulted 
in a major change of plans.

The Implications of a Broad 
Trademark Application
In July 2015, the Fine brothers filed a trademark 
application for the word “React,” specifically 
under the category of “entertainment services, 
namely, providing an on-going series of pro-
grams and webisodes via the Internet in the field 
of observing and interviewing various groups 

of people.” This broad language would give the 
Fine brothers the power to issue cease and desist 
notices and ultimately sue anyone posting videos 
using the word “React” in the title and falling 
under their trademark category. The “React” 
trademark would also give them this power over 
“confusingly similar” video titles, or videos that 
would be deemed likely to confuse a viewer as to 
their origin.

The implication of such a trademark would be 
huge. Not only would the Fine brothers essential-
ly own nearly an entire genre of videos on You-
Tube, they would also be creating bad precedent 
regarding content control on the Internet.

The Internet Reacted
The trademark was approved on February 2nd 
and released for a standard 30-day public op-
position period, only days after the Fine broth-
ers announced their intention to license their 
“React” format through a scheme called “React 
World,” which would allow videographers to 
produce their own reaction videos in return for 

LegaL april 2016

a share of any profit received from these videos. 
It’s possible that no one would have noticed the 
trademark filing had the Fine brothers not an-
nounced their “React World” scheme. Once they 
did, however, the Internet turned its attention to 
them — unwelcome attention.

Viewers banded together on YouTube and 
other social websites such as reddit.com in op-
position to the professedly overreaching Fine  
brothers, causing them to lose hundreds of thou-
sands of subscribers and gain bad press. In the 
YouTube world, a loss of so many subscribers in 
such a short time means a lot.

In the end, the Fine brothers decided to 
rescind their “React” trademarks and applica-
tions, discontinue their “React World” licens-
ing scheme and release past claims they made 
against other YouTube content creators via an 
online public apology. 

Why is This Important?
There are several key takeaways from this epi-
sode. First, as a videographer, it’s important to 
be aware of the content you may be uploading 
to the Internet and any trademark implications 
it might have. While lawsuits are typically a last 
resort — you would likely first get a cease and 
desist notice — you also wouldn’t want to spend 
the time creating and editing content only to 
find out it’s infringing on someone else’s trade-
mark and must be taken down.

Second, and on the flip side, you can use this 
legal framework to your advantage. Do you have 
original content? Have you come up with a truly 
unique format? Did you think up a catchy and 
potentially lucrative title or series name? Filing a 
trademark application, and considering a licens-
ing program, may be a prudent course of action 
to safeguard your original content and afford 
you the credit you deserve.

Finally, if you aren’t worried about trade-
mark infringement or video licensing, but sim-
ply want to learn more about how to protect 
your hard work and intellectual property, be 
sure to contact an attorney to receive tailored 
legal advice based on the specific facts of your 
circumstance.   

Roman Zelichenko is a business consultant with intellectual 
property experience, and has drafted legal opinions and 
articles on the subject. Roman is based in New York City.
Mark Levy is a movie maker and an intellectual property 
attorney based in Colorado.

You can comment on this article by going online:  
www.videomaker.com/article/18623

VIeWeRS BaNDeD TOgeTHeR 
IN OPPOSITION TO THe PRO-
FeSSeDLY OVeRReaCHINg FINe 
BROTHeRS.
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scene, you can move on to your back 
light. If not, get another lamp ready. 

Fill
Your fi ll light should be placed op-
posite of, and be more diffused than, 
your key light. This will fi ll in those 

Three lighting sources are all you need 
to create a basic 3-point lighting set-up. 
If each light is identical, no worries: 
there are ways to diffuse that situa-
tion. For these setups we’re using some 
cheap aluminum clamp lights you can 
pick up at the hardware store for under 
ten dollars a piece. But before we get 
too deep into specifi cs of lights and 
modifi ers, let’s review the fundamen-
tals of three-point lighting.

Depending on your scene, your 
three-point lighting setup may vary. 
But here are a few general guidelines:

Key
Usually this light is positioned off to 
one side of your subject. It will illumi-
nate a majority of your subject with 
the exception of some harsh, shadowy 
lines. If those lines fi t the mood of your 

LIGHTING

Want professional looking shots, 
but only have access to basic 
hardware-store clamp lamps? 
With those and a few common 
household items, you can rig 
your way to a winning shot. 

by Anthony Renteria

harsh shadows without creating 
more, and it will also keep the focus 
on the side that you initially lit. You 
can also use a refl ector if another 
lamp is too bright. If that’s the case, 
grab some cardboard and tin foil or 
a white T-shirt, and refl ect the light 

Pro Lighting with Worklights

The 3-point lighting setup used for the 
following pictures. 

back light

fill light key light

Key light with a snoot Fill light only, diffused via 
coffee filter

Key light with snoot, and fill 
light through coffee filter.

Low back light. Key light with snoot and low 
back light.

All three lights used — key 
with snoot, diff used fi ll via cof-
fee fi lter, and low back light.
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LIGHTING
by Anthony Renteria

harsh shadows without creating 
more, and it will also keep the focus 
on the side that you initially lit. You 
can also use a refl ector if another 
lamp is too bright. If that’s the case, 
grab some cardboard and tin foil or 
a white T-shirt, and refl ect the light 

Pro Lighting with Worklights

coming from the key back onto your 
subject. A computer screen, fi replace, 
candle, or lighter can serve as a good 
fi ll light — if it is already part of the 
scene and you can deal with differ-
ences in color temperature. If you 
have a tablet handy, you could use 
that as your fi ll light: Just load up a 
blank page and vary the brightness 
on the screen. Try different colors for 
different tones.

LIGHTING APRIL 2016

 Anthony M. Renteria is a digital media artist 
and freelance writer.

with this one as much as the others, 
if not more.

So those are your basic lights. Of 
course, you can — and should — play 
with the intensity of your lamps by 
shooting through a variety of fi lters. 

Modifi ers
If you don’t like the shadows cre-
ated by your fi ll light, try shooting 
through a denser fi lter. Then try 
positioning your fi ll light higher or 
lower than your key light, and adjust 
your backlight to lose the shadows. 
Since you’re on a budget, try shoot-
ing through wax paper, coffee fi lters, 
cheese cloth, wire mesh, a T-shirt or 
an empty plastic milk jug. Use binder 
clips or clothespins to fi x these 
objects to your lamp, and make sure 
the bulb is not touching your fi lter, as 
these lamps get hot very quickly. This 
is where your wire hanger comes in 
handy (Figure 1, a-c).

Now, if your intensity is good, but 
light is spilling all over your scene and 
catching things that just don’t go in 
your shot, using a snoot can help. A 
snoot is a conical shaped instrument 
that attaches itself to the end of a 
light. The light fl oods one end of the 
cone and shines through a hole at the 
other side. The hardware store lamps 
shown here have removable sockets, 
which means a snoot is always a few 
binder clips away (Figure 2 a-b).

But if your sockets don’t come off, 
don’t worry: you can create a custom-
fi t snoot yourself using some tin foil 
and maybe a 2-liter bottle from the 
recycling (Figure 3 a-c).

With all three of lights secured in 
the proper place, and their intensities 
and directions set, your scene will 
look much more natural — or at least 
more professional, depending on the 
mood you’re trying to achieve. Just 
remember: After you’ve turned them 
off, allow your lamps to cool before 
adjusting them for your next shot.  

You can comment on this article by going online: 
www.videomaker.com/article/18354

(a) Take a length of tin foil — pi times the 
diameter of your lamp, to be exact — and 
wrap it around the metal housing of the 
light. Leave a consistent edge at the end of 
the housing, where the socket is. This will 
serve as your hole at the end. Carefully 
unwrap the foil from the housing, making 
sure not to tear it or warp the shape. 

(c) Voila! A 
DIY snoot. 
You can try 
using the top 
of a 2-liter 
or 3-liter 
bottle for a 
more con-
sistent end 
shape.

Bend your hanger to create 
a halo that can attach to the 

front of your lamp.

Make sure it also allows 
heat to escape from the gap 
between your light fixture 

and filter.

 Use clothespins or large 
binder clips to fix the hang-

er to the light’s housing. 
Now your lamp is ready for 
your filter or gel of choice.

 Remove the socket 
from the lamp (a), then 
invert the housing and 
fasten together using 
binder clips (b).

Back
An often over-looked component of 
a good lighting setup, the backlight is 
essential for fi lling in your shot with 
background imagery. You can use it 
to pick out actors or objects behind 
your subject to create more depth in 
your shot, or you can use it to cast 
a silhouette against your lens. The 
backlight can typically go anywhere 
in the background, so play around 

 (b) Flip 
the foil 180 
degrees, and 
wrap the 
wider edge 
around your 
lamp.

Figure 1 

Figure 2 

Figure 3 

a

a

a

b

b

b

c

c
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the register or the flange to film 
distance depending on what party 
full of camera nerds you’re at. This 
is the distance from the back of the 
lens to the image sensor. The flange 
focal distance is determined by the 
manufacture based on a number of 
physical requirements. 

Your camera is basically just a light-
tight box. The lens is where a lot of 
the magic happens. From a fisheye 
with a 180-degree field of view, to a 
super fast telephoto, lenses give you 
perspective, add mood and determine 
the frame of your shot.

The kit lens that comes with most 
cameras is okay at many things but 
is excellent at nothing. For that wow 
factor, you need to step away from 
kit lenses. There are two things that 
pair a lens with a particular camera: 
the mount, usually a proprietary 
series of flanges that connect the 
lens to the body, and the flange focal 
distance — also sometimes called 

shooting

Lens adapters are an inexpensive 
way to get lots of older or less 
expensive lenses to work on 
your modern video camera. Dol-
lar for dollar, they can be one of 
the best investments in your kit.

by Kyle Cassidy

When cameras without the pen-
taprisms and full frame sensors of 
DSLRs were designed, the flange focal 
distance could be smaller because 
such cameras no longer needed to 
house an internal mirror. The longer 
the flange focal distance of a lens, the 
more camera bodies you can use it 
on. Conversely, the longer the flange 
focal distance of a camera, the fewer 
other lenses will fit on it. So, a Nikon 
F-mount lens, with it’s ginormous 
45.5mm flange focal distance will eas-
ily fit on a Sony E-mount camera with 
it’s 18mm flange focal distance, but 
Sony lenses won’t focus on a Nikon.

How does a lens adapter work?
Most lens adapters are no more com-
plex than two mounting flanges with 
a length of pipe between them. Lots of 
reputable companies like Vello, Foto-
diox and Novoflex make a huge array 
of adapters — the latter two even 
make adapters that will let you use 
your medium format lenses on other 
cameras — but the field is also wide 
open to a large number of no-name 
manufacturers from China. 
In the past, I’ve made purchase deci-
sions based solely on price and aes-
thetics. The upside of this is that you 

How Lens Adapters Work

shooting

Lens adapters expand the number of lenses you can use with your camera body, allowing 
you to use vintage lenses or less expensive lenses from other manufacturers to get the 
shots you want.
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shooting
by Kyle Cassidy

When cameras without the pen-
taprisms and full frame sensors of 
DSLRs were designed, the flange focal 
distance could be smaller because 
such cameras no longer needed to 
house an internal mirror. The longer 
the flange focal distance of a lens, the 
more camera bodies you can use it 
on. Conversely, the longer the flange 
focal distance of a camera, the fewer 
other lenses will fit on it. So, a Nikon 
F-mount lens, with it’s ginormous 
45.5mm flange focal distance will eas-
ily fit on a Sony E-mount camera with 
it’s 18mm flange focal distance, but 
Sony lenses won’t focus on a Nikon.

How does a lens adapter work?
Most lens adapters are no more com-
plex than two mounting flanges with 
a length of pipe between them. Lots of 
reputable companies like Vello, Foto-
diox and Novoflex make a huge array 
of adapters — the latter two even 
make adapters that will let you use 
your medium format lenses on other 
cameras — but the field is also wide 
open to a large number of no-name 
manufacturers from China. 
In the past, I’ve made purchase deci-
sions based solely on price and aes-
thetics. The upside of this is that you 

How Lens Adapters Work

shooting april 2016

get an inexpensive adapter; the down-
side is that they occasionally have 
very difficult lens de-coupling levers 
and screws that need to be tightened. 
Your mileage may vary, but since there 
are few adapters that have optical 
components — we’ll talk in a bit about 
ones that do — the most you’ll usually 
suffer from an eBay purchase is a sore 
thumb. When Optika came out with 
their inexpensive 85mm f/1.8 in Nikon 
mount, I found it was significantly 
cheaper to buy one with a dedicated 
Nikon to Micro Four Thirds adapter 
than it would have been to buy a na-
tive MFT 85mm f/1.8 lens. 

A Whole World of Legacy Lenses
Since flange focal distance have 
mostly done nothing but decrease, 
this means you can put almost any 
35mm film camera lens on almost any 
micro four thirds or other crop sensor 
camera, giving new life to lenses that 
might have been on shelves for years.

A used $900 300mm f/2.8 Nikon 
telephoto from the 1980’s becomes 
the equivalent of a 600mm f/2.8 on 
a Panasonic Lumix camera, bringing 
the possibility of some great video of 
Bigfoot closer to you at a fraction of 
the cost.

What’s the catch?
There are a few catches. One is that 
since lens adapters are little more 
than pieces of pipe, you almost always 
lose most of the modern functions 
of the lenses, such as auto exposure 
and autofocus. The Metabones speed 
booster actually does maintain autofo-
cus, but they warn that it’s very slow. 
Another catch is that if you’re using 
a cropped sensor, your wide angle 
lenses won’t give you the same wide 
field of view that they would on a full 
frame camera.

Speed Boosters
Recently a new type of lens adapter 
has come on the market. A telecom-
presser is exactly the opposite of the 
very common teleconverter. It reduces 
the magnification of a lens, allow-

ing the use of full frame lenses on 
cropped sensors with a field of view 
similar to what you’d get on a full 
frame body. In the past, Videomaker 
called the Metabones speed booster 
“almost magic.” Since the light gather-

ing capacity of the lens isn’t dimin-
ished, these also have the side effect 
of funneling more light to the sen-
sor, giving you an increase in speed 
without the corresponding grain that 
a more sensitive ISO would give you. 
Think of it as putting a mason jar out-
side to collect rain next to a mason jar 
with a wide funnel on top of it.

You can physically attach a speed 
booster to a full frame camera, but 
it’s like looking through a telescope 
backwards — the speed booster re-
duces the size of the image projected 
on the sensor, so it will vignette a full 
frame image.

Conclusion
Lens adapters are a great way to ex-
pand the stable of lenses at your dis-
posal. If you can live without things 
like autofocus and auto aperture, 
you can get some great video with 
both older manual focus lenses and 
newer ones still being made. Speed 
boosters will not only increase the 
amount of light getting into your 
crop-sensor camera, but they’ll also 
get you pretty close to their full 
frame field of view. In terms of bang 
for the buck, adapters can really 
open up your options.  

Kyle Cassidy is a visual artist who has written 
about technology for two decades but often 
finds himself staring blankly at itunes trying to 
find his music.

You can comment on this article by going online:  
www.videomaker.com/article/18353

speed Boosters have 
the side effeCt of 
funneling more 
light to the sensor.
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as a magical one-way picture frame. 
Through it, the viewer voyeuristically 
peers into the world of the characters 
as their story unfolds. This magical 
frame has powers of location, posi-
tion and perspective that override the 
limitations of time and space. The 
point of view can quickly change 
within a single setting to offer an 
unlimited number of viewpoints, or 
it can transport the viewer thousands 
of miles or span many years in the 
blink of an eye. In this context, the 
viewer may experience the emotions 
of the characters, but always and 
only as an outside observer, not as an 
active participant in the production. 

The actors never look directly into the 
lens. In fact, if a person in this type of 
program looks into the lens, the scene 
is ruined and the director calls for 
another take. 

The Two-way Portal
In other productions, the subject fea-
tured on screen looks through the lens 
as though he is speaking directly to 
each individual viewer. This simulates 
the kind of personal connection that 
one would experience in a face-to-face 
conversation. This approach is typical-
ly used to communicate information 
or instruction. It can be seen everyday 
in news, talk shows, instructional pro-
grams and training videos. The person 
on-camera talks directly to the viewer 
as if he were a personal friend peering 
through the lens into the living room. 

A scene may be introduced with a 
montage of shots from varied per-
spectives, or a slight push in on the 
host as the music plays. These func-
tion as establishing shots to set the 
scene. You might see reverse angle 
behind-the-scenes shots used in a 
promo for a program. However, as 
soon as the host greets the viewer and 
begins speaking, the camera locks 
into place. It becomes the eye of the 

The Psychology of Eyelines

Eye contact is one of the most founda-
tional components of effective com-
munication. Psychologists know this. 
Professional presenters know this. 
Teachers know this. Parents know this. 
But based on the number and regular-
ity of ear shots that make their way into 
professionally produced videos, produc-
ers and editors still don’t seem to grasp 
that this key component of connected 
communication applies as much to 
video production as it does in person.  

To be fair, there are different types of 
video production, and each type comes 
with its own unwritten rules in regard 
to whether or not the people on screen 
look into the lens or not. 

Broadly speaking, the screen is either 
used as a one-way window pane or as 
a two-way communication portal. Pro-
ducers need to shoot and edit based on 
the predetermined use of the screen.

The One-way Window
In story-based entertainment pro-
ductions, the screen typically acts 

For effective communication, begin 

production with a clear idea of your 

viewers’ role. Consider how camera 

angles may change the relationship 

your viewer has to your subject. 

by chuck Peters

Here we see two 
characters convers-
ing in a cafe. The 
viewer is not part 
of the scene. In-
stead, we see them 
as if through a one-
way window. 氀攀愀爀渀 洀漀爀攀 愀琀

愀稀搀攀渀⸀挀漀洀⼀瀀爀漀ⴀ砀搀

倀刀伀ⴀ堀䐀
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viewer as though we were pulling up 
a chair a couple feet away from the 
news desk. The viewer enters into the 
time and space restraints of the set-
ting through the lens. 

There are very few camera moves 
or changes in lens setting in this type 
of program. The camera operator 
becomes the viewer’s body. When 
the camera operator pans or tilts 
the video camera, it is as though the 
viewer’s head is turning. When the 
camera person walks along with the 
host, it is as though the viewer were 
walking. The viewer enters into the 
production vicariously through the 
camera person. 

When Ty Pennington says, “Come 
with me,” or when Brian Williams says, 
“See you next time,” we know they 
can’t see us. We know we aren’t there 
with them. But this type of production 
creates the illusion of a personal, inti-
mate connection, and it feels natural.  

The Psychology of Eyelines
by chuck Peters

Pick Your Perspective
As producers, we need to understand 
that viewers subconsciously know 
the difference between these two 
approaches to production. While 
both are valid, in order for either to 
hold up from a psychological point 
of view, they cannot be combined. 
It would feel incredibly awkward if 
you and I were having an in-depth 
conversation over lunch and you 
suddenly changed chairs and looked 
at my ear for a few seconds while I 
continued to talk to the empty chair 
that you had just vacated. 
 The problem is not necessarily in 
the change of perspective. Changing 
shots can absolutely provide variety 
and interest. But if you move, I would 
need to turn my head to maintain eye 
contact. If I didn’t redirect my gaze 
to look you in the eye it would just 
be weird. Likewise, it would be odd if 
you remained in the same seat but I 

chuck Peters is a 3-time emmy award winning 
writer and producer. He is currently VP of Pro-
duction at KiDMO/rivet Productions.

You can comment on this article by going online:  
www.videomaker.com/article/18426

suddenly turned my head 90-degrees 
mid-sentence and, without missing a 
beat, began talking to the wall while 
you looked intently at my ear. This 
random change of perspective would 
break our eye contact and disengage 
our connection. 

Changing shot perspective is a 
highly desirable device for drawing 
viewers deeper into one-way window 
productions, but the very same device 
is counterproductive in the context 
of two-way portal programs. Make 
sure you enter into every production 
with a clear idea of your viewers’ role, 
then shoot and edit in a way that best 
communicates the content of your 
message to that viewer.   

Reach 100% of a Steadily Growing  
Video-Producing Audience  
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ing the camera — they’re recording 
scenes based on the ideas you crafted 
and mapped out. Simply because your 
friend is holding the camera and help-
ing you execute those shots doesn’t 
mean it’s not your footage. Videos are 
a sum of many different parts, but it’s 
the overall idea and result which make 
it uniquely yours. 

As with any project, every shot you 
record is planned out and captured in 
a specific way to help tell your story. 
Your ideas and execution are what 
makes the footage yours, not the 
manner in which it’s recorded. If that 
weren’t the case, some could argue 
using a gimbal or crane to record 
footage falls into the same autono-
mous category. Even stranger, there 
are aerial cameras that filmmak-
ers have used legally for years, but 
drones don’t fall into that category 
for some reason. 

Since the inception of filmmak-
ing, people have crafted a multitude 
of increasingly accessible ways to 
capture footage; drones aren’t the 
exception. The footage you plan out 
and implement is yours, regardless 
of how you capture it. Hopefully, 
future legislation will uphold this 
idea and allow filmmakers the use of 
another handy tool.   

Technology has given filmmakers a 
wide assortment of tools with which 
to craft their stories. One of the more 
recent advancements to gain promi-
nence within the video making com-
munity is autonomous recording, where 
automated devices are shooting footage, 
rather than you controlling the camera. 
There’s been some debate about film-
maker rights and the use of autono-
mous video for commercial purposes.

Autonomous video refers to any 
footage captured with the aid of inani-
mate objects. There are a few devices 
which could be considered for this, 
but the most common ones people 
use now are drones. Drones them-
selves aren’t new, but as they become 
cheaper for average consumers and 
cameras continue to shrink in size and 
weight, they’re being used more and 
more frequently.  

Drones have presented amateur 
filmmakers some interesting opportu-
nities, allowing them to record footage 
from angles and heights they could 
never have achieved before. There’s a 
problem, however. Technically speak-
ing, you’re not legally allowed to use 
autonomous drone footage in your 
projects commercially, which even 
includes getting paid for wedding and 
event videography. 

While recent changes in the laws 
have paved the way for general 
commercial drone photography use, 
currently only a handful of major 
businesses are allowed to do so under 
strict regulations. The legal reasoning 

by Jordan Maison

How much ownership do you have 
over autonomous video?

behind it has more to do with fears 
over unwarranted surveillance, but the 
latest argument being made is over 
ownership. Some contend that footage 
shot autonomously cannot be owned, 
and therefore, a person has no right to 
claim it. Since you technically don’t 
own it, you obviously can’t sell it as 
yours either.  

While there are legitimate con-
cerns regarding drone videography 
use, ownership rights shouldn’t be 

among them. Autonomous filming is 
yet another tool in the box for film-
makers to help them achieve shots 
that wouldn’t otherwise be possible. 
The fact that you aren’t holding the 
camera isn’t a factor. After all, film-
makers now don’t legally make that 
distinction for camera crews. Could 
you imagine Janusz Kamiñski, Steven 
Spielberg’s director of photography, 
suing for the rights to all of Spiel-
berg’s footage simply because the 
director didn’t shoot it personally?

The notion itself is kind of ridicu-
lous and so too are the arguments 
against owning autonomous footage. 
If you’re lucky enough to have a crew 
on your set — or just a friend hold-

Jordan Maison is an editor and VFX artist whose 
plied his talents in web content for Disney Stu-
dios as well as movie and videogame websites.

OpiniOn

As new laws pave the way for commercial use of 
drone footage, the next question raised is whether 
or not filmmakers can claim ownership over 
autonomous video. While you may not be behind 
the camera and a robot is technically filming, that 
doesn’t mean you shouldn’t be allowed to claim 
the footage as yours. 

You can comment on this article by going on-
line: www.videomaker.com/article/18283

SoMe contenD 
thAt FootAge Shot 
AutonoMouSlY 
cAnnot be oWneD.
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