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I AM THE NEW FULL-FRAME D850. When self-taught builder, metal worker, and 
“maker-of-everything,” April Wilkerson needed to take her how-to videos to the next level, 
she turned to the Nikon D850. With 4K UHD video and amazing low-light shooting, the 
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Your First Hire
There’s more to running a video pro-
duction company than buying a cam-
era, installing some editing software 
and hanging up a shingle. Entrepre-
neurially-minded video producers 
know that they must pay their dues 
in the work-for-hire space in order to 
build a reputation and grow a large 
customer base. This means consis-
tently delivering a product that meets 
or exceeds the expectations of their 
clients based on the agreed upon 
rate of pay for the job. As newcomers 
enter the production-for-hire space, 
they often need to begin by creating 
work alone and for free as they hone 
their skills, learn from mistakes, 
build a demo reel to showcase their 
work and gain the trust of their cli-
entele; after all, happy customers are 
our best marketers. 

Those who endure this challenging 
yet exciting alone and free phase of 
the entrepreneurial process will even-
tually enjoy the excitement of landing 
work with actual paying clients who, 
incidentally, are often less demand-
ing and easier to please that those 
getting work for free. At this stage, the 
independent producer is still typically 
working as a one person operation: 
seeking clients, making pitches, writ-
ing estimates and signing contracts, 
then setting up their own lighting 
and audio rigs, running the camera, 
directing talent and supervising their 
own script on set before ingesting 
their own footage, editing the entire 
production and presenting it back to 
the client for approval. As challenging 
as this may sound, many indepen-
dent producer/editors (pre-editors) 
love working this way. They control 
their own schedules, negotiate their 
own rates and are the masters of their 
own creative domains. For many, this 
is level of alone and paid production 
business is enough. At some point, 
however, the one-person production 
house will reach a limit with regard 

to how much work he or she can 
handle. There’s only so much that 
one individual can take on. When this 
threshold is inevitably reached, the 
pre-editor will be faced with a choice: 
turn away work or hire a helper to ex-
pand production bandwidth and grow 
the business.  When it’s time to make 
your fi rst hire, there are a few options 
to consider. These are ranked from 
low to high in terms of experience, 
ability and cost. 

Option 1: Hire a production as-
sistant. Perhaps all you really need is 
an extra set of hands to carry gear, run 
for a fresh battery or hold a refl ec-
tor. A production assistant (PA) can 
be young and unskilled, but must be 
an eager helper. While a PA may not 
drastically increase your bandwidth, 
the incremental effi ciencies you fi nd 
will certainly add up.

Option 2: Hire a production protege. 
An aspiring but inexperienced video 
enthusiast can be a great choice as 
your fi rst hire. This person can be 
taught to monitor audio, position 
lighting or run a second camera. After 
doing a series of shoots together and 
once you start to feel comfortable 
with their abilities, you can send your 
protege out alone to handle simple 
shoots. Likewise, you can train your 
protege to ingest footage and rough 
out an initial edit. Eventually, you 
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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 www.videomaker.com/r/676.

Advice Wanted
Question: 
joshhuntnm: The room I edit video 
in has a 55-inch, standard 1080 TV. I 
am thinking of getting an HDMI cable 
and using it as a monitor when edit-
ing in Premiere. Is this a good idea?

Reply: 
Jack Wolcott: It's OK if all you are 
using it for is to see your work while 
you are cutting. You really can't 
use it for color correction however. 
Commercial TVs have almost invari-
ably been tweaked to make video 
programs look good. The colors are 
saturated, with high contrast and 
brightness.

My concern would be with work-
ing close to a monitor that size. For 
me it would be hard on the eyes, and 
I would be concerned about radia-
tion, as well. A large monitor in the 
edit bay is great for sharing your 
work with clients, but I would prefer 
a couple of 30-inch monitors for my 
editing needs.

See more at videomaker.com/r/895

Using a Waveform Monitor
Learn to use a waveform monitor to prop-
erly expose and color correct your video.
videomaker.com/r/896

January 2018

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

....

Using a Histogram
Learn to use a histogram to correctly 
interpret luma values in your footage.
videomaker.com/r/897

YouTuber Magazine 
Helps You Create 
and Share Better 
Online Video
The Videomaker team 
is at it again with a new 
issue of YouTuber maga-
zine! YouTuber aims to 
help YouTube creators 
build a larger fan base 
and help generate rev-
enue. Featuring more 
insider insight from 
YouTube superstars, tips 
and resources invaluable 
to YouTube content cre-
ators and techniques for 
producing and marketing 
successful videos, the lat-
est YouTuber interviews 
and tutorials are available 
at www.youtubermaga-
zine.com. 
Check it out!

Great Videomaker Content, Sent Right to Your Inbox
Sign up for the Videomaker eNewsletter to stay up to date with all of Video-
maker’s latest tips, tricks, tutorials and industry news coverage. Along with 
our newest content, you’ll also get giveaway announcements, exclusive deals 
and special event updates sent right to your inbox. 
Sign up today! videomaker.com/newsletter
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Similar to Flip-
gram, the Animoto 
app provides a 
simple way to edit 
together photos 
and video clips right on your 
phone or tablet. Once you have 
your clips in the timeline, you can 
add music from the extensive 
Animoto library and customize 
your video with captions, intro 
and outro cards and more than 
50 diff erent video styles. Then, 
share directly to Messages, email, 
Twitter and Facebook.

Quick Focus

Videohance is 
a video editing 
app focused 
on color cor-
rection and 
grading. Along 
with simple editing tools that 
allow you to cut video clips and 
photos together and add transi-
tions and music, the app gives you 
real-time control over contrast, 
saturation, white balance, hue and 
more. Videohance also includes a 
wide selection of premade looks, 
textures and frame styles that can 
also be applied to your video foot-
age in real time.

Flipgram off ers 
simple editing 
tools along 
with fi lters, 
eff ects and a 
library of free 
music from popular artists, mak-
ing it easy for you to craft short 
videos from the media stored 
on your mobile device. The app 
even has music fi lters and ef-
fects that respond to the beat of 
the underlying music track for a 
more dynamic fi nished product. 
When you’re done, share to the 
Flipgram community or to your 
choice of social media.

Videohance 
(iOS, $3.99)

Animoto Video Maker 
(Android & iOS, Free)

Flipgram  
(Android & iOS, Free)

With the plethora of apps 
on the market today, it’s 
easy to be overwhelmed 
with choices when look-
ing for a new video edit-
ing or eff ects app. But 
no one app will be the 
best fi t for everyone. 
Here, we’ve rounded up 
four video editing and 
eff ects apps to try out. 
Give them a shot and see 
which one works best for 
the kinds of video you 
most want to create.

This is yet another 
app off ering video 
and photo editing, 
but Artisto stands 
out in that it is 
the fi rst app to process its video 
eff ects through neural networks 
to produce some unique results. 
Though the work being done 
behind the scene may be com-
plex, the app itself is designed 
to be simple to use. Just choose 
a photo or video and an eff ect, 
then apply and your results are 
ready to share.

Artisto  
(Android & iOS, Free)

You can comment and rate this article by going 
online: www.videomaker.com/article/19300
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depth, according to Sony. The camera also has the abil-
ity to shoot 120 frames per second in Full HD.

Making its debut on the a7R III is the Pixel Shift Multi 
Shooting mode, which Sony says takes full advantage 
of the camera’s 5-axis optical in-body stabilization to 
create “beautiful true-to-life, super-high resolution 
composite images." The Sony a7R III is priced at about 
3,200 dollars. For more information, go to sony.com.

NEW GEAR

Panasonic’s Lumix GH5 has been been received quite 
well since its release. When we reviewed the GH5, it 
proved to be an awesome camera for video. With the 
recent announcement of the Lumix G9, Panasonic 
combines many of the features of the GH5 with a new 
focus on the needs of photographers.

The G9 offers 5-axis mechanical image stabilization 
just like the GH5, and it’s got the same 20.3-mega-
pixel Micro Four Thirds sensor. The G9 and the 
GH5 also use the same image processor, though 
it’s reported that Panasonic made improvements 
to the sensor’s AF speeds since the GH5, allowing it 
to autofocus in 0.04 seconds in certain conditions. 
Panasonic also says that they’ve improved the 5-axis 
in-body stabilization.

The G9 can shoot in full 29.3-megapixel burst mode 
at 60 frames per second (fps) in AF-S mode and offers 
up to 20 fps in continuous AD-C with the electronic 
shutter. You can capture up to 50 RAW or JPEG image 

New Cameras for Hybrid Shooters
By Sean Berry

files in those modes. You can also switch to 6K/4K Photo 
mode for lower-resolutions. When using the mechanical 
shutter, you can capture up to 9 fps with continuous AF 
for up to 600 JPEG or 60 RAW files.

What about video on the G9? The new camera will be 
capable of 4K recording at 60 fps, but it unfortunately 
can’t do 10-bit with up to a million colors like the GH5 
can. It can instead do 4:2:0 8-bit at a 150Mbps data rate.

The G9 is priced at 1,700 dollars for the body only. Go 
to panasonic.com to learn more.

The Sony a7R III is a full-frame mirrorless camera 
that uses a 42.4 megapixel Exmor R CMOS image 
sensor reportedly able to output 15 stops of dynam-
ic range in lower ISO levels than the a7R II, which 
outputs 14 stops.

Sony also takes from the a9 with the 4D Focus 
system in the a7R III, which reportedly operates at 
double the speed of the a7R II in areas of autofocus 
speed, Eye AF and subject tracking. It features 399 
phase-detection AF points that cover 68 percent of 
the image area. 

Sony’s a7R III is capable of shooting 4K HDR across 
the full width of the full-frame image sensor and 
features HLG, or Hybrid log gamma, along with S-Log3. 
The autofocus features previously listed also apply to 
video, and if you shoot in the camera’s Super 35mm 
mode, it will oversample and collect 5K worth of im-
age information without pixel binning. This should 
produce high quality 4K footage with great detail and 

Sony’s a7R III Picks up Where the a7R II Left Off

Panasonic Goes After Photographers with New Lumix G9
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by Mike Wilhelm

4K with Fewer 
Compromises 

Nikon D850

Nikon
www.nikonusa.com
 
STRENGTHS
• High-resolution photos
• No 4K Crop

WEAKNESSES
• No focus peaking in 4K
• Ineffective video autofocus

SUMMARY
The Nikon D850 is an incredible cam-
era for camera for hybrid shooters 
that need full-frame 4K and world-
class still capabilities.

RECOMMENDED USERS
• Event videographers
• Corporate filmmakers
• Generalists
• Travel videographers
• Journalists

Some say the video industry has 
moved on from the DSLR form 

factor for video. That may be true 
to some extent. Mirrorless cameras, 
particularly those made by Sony, are 
in high demand among video shooters 
for a variety of reasons. Most notably, 
they have lead the way in 4K adop-
tion. Today, however, DLSRs have 
largely caught up on this front, and in 
doing so, they’re giving videographers 
a compelling reason to return to the 
DSLR form factor.

On paper, the D850 checks a lot 
of boxes for videographers. It’s 4K. 
It’s full frame, even when shooting 
4K. It shoots 120 frames per second 
in full HD. Its record time is a full 30 
minutes. It has mic and headphone 
inputs. There’s nothing ground-
breaking here, but that’s enough to 
be able to say the D850 is at least a 
competent video camera.

It’s kind of sad, actually; until re-
cently, fi nding a fully capable 4K cam-
era was a bit of a pain. Mainly, cam-
eras had short record times, cropped 
the sensors or both. In fact, even now, 
there are some features we’ve come to 
expect as standards in other cameras 
over the years that we still don’t have 
in DSLRs. In the case of the D850, we 
still don’t have any kind of focus assist 
or zebras in 4K.

That said, the D850 is a great cam-
era for the right kind of user; specifi -

cally hybrid shooters who need their 
video camera to also shoot great stills, 
or vice-versa. It’s not a perfect video 
camera, but it’s pretty good. And it 
might be one of the best still cameras 
on the market.

 
Body
Thankfully, the D850 has a tiltable 
screen, already giving it points over its 
key competition, the Canon 5D Mark 
IV. The body feels hefty and the grip 
is deep. Controls are generally right 
where you need them.

However, despite having several 
function buttons, Nikon puts some 
frustrating limitations on what you 
can use them for. For example, we 
wanted to program the Fn2 button to 
bring up the microphone menu, but 
no luck. You’re offered a handful of 
functions to assign to that button, but 
most are unavailable.

 
Fit and Finish
The D850 is built like a truck, as 
we’d expect in a DSLR at its price. 
The LCD isn’t terrible, but in direct 
sunlight, it’s diffi cult to see. Like 
most DSLRs, if you do a lot of shoot-
ing in direct sunlight, you’ll need an 
external monitor or something like 
a Z-Finder or Hoodman. The opti-
cal viewfi nder, on the other hand, is 
spectacular. It’s very large and easy 
to use, even with glasses.

 

$3,300

REVIEW

Video Features
Perhaps the most impressive aspect 
of the D850 for video shooters is that 
it shoots 4K video without cropping 
the sensor. True, Sony’s been doing 

368 R02 Nikon D850.indd   7 11/17/2017   11:27:17 AM
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Canon does have a better look, but 
the file sizes can be unmanageable. 
It’s personal preference, but given 
the negligible difference in image 
quality, we’ll take the more efficient 
codec Nikon uses. With a 128GB 
card, we shot all day on the Nikon 
without having to dump footage. 
That’s a luxury we never have with 
the Canon.

Autofocus in video mode is ter-
rible. Even if you want to do some-
thing simple as tap the screen to 
focus on a specific point, you can’t 
rely on it. It’s slow and inaccurate. 
For video, this is perhaps the weak-
est aspect of the D850.

Adding to focus frustration is the 
fact that while the D850 has focus 
peaking, it doesn’t work when shoot-
ing 4K. Our conclusion is that if 
you’re shooting any kind of run-and-
gun videos where you’ll need to adjust 
focus in the middle of a shot, you’ll 
absolutely need an external monitor 
with focus peaking.

 
Video Quality
Slow motion mode aside, we were 
generally impressed with the video 
quality of the D850. Sharpness in 4K 
was particularly impressive. When 
shooting closeups during a fashion 
shoot, we could very clearly make out 
the peach fuzz on the models’ faces. It 
doesn’t compete with cinema cam-
eras like the Blackmagic URSA Mini 
or Canon C200, but it was impressive 
nonetheless, especially considering 
the low bitrate.

Unfortunately, the D850 doesn’t 
come with a log profile pre-installed, 
nor is Nikon offering a log profile 
as an optional firmware upgrade. As 
such, dynamic range struggles to keep 
up with the Canon 5D Mark IV with 
the optional C-Log upgrade installed. 
Similarly, Sony is offering S-Log and 
Panasonic offers V-Log. Nikon is clear-
ly behind the eight ball on this one.

That said, the dynamic range is 
pretty good, all things considered. 

this for a while, but until now, no 
DSLR has. Hybrid shooters who want 
the DSLR form-factor for photogra-
phy while also having access to full-
frame 4K currently have this camera 
as their only choice.

It also shoots 120 frames per 
second at full HD resolution. This 
isn’t uncommon these days. In fact, 
the D850, along with pretty much all 
DSLRs for that matter, can’t seem to 
keep up in the frame rate department. 
At 500 dollars, the GoPro HERO6 Black 
will shoot twice the framerate as the 

Nikon D850
REVIEW

Nikon D850 in both 4K and full HD. 
On top of that, we found the full HD 
120 frames per second footage on the 
Nikon D850 to turn out a bit softer 
than 30 frames per second in the 
same resolution. We can’t prove it, but 
we suspect the camera is capturing 
video at a lower resolution and upscal-
ing to full HD.

The bit rate comes in at just under 
150 megabits per second (Mbps) 
in 4K, which is a far cry from the 
500 Mbps 4K of the Canon 5D Mark 
IV. It shows, but not by much. The 

Effective Pixels (Megapixels): 45.7  
million
Sensor Size: 35.9  mm  x  23.9  mm
Image Sensor Format: FX
Storage Media:
 • 1 XQD card and 1 Secure Digital 
    (SD) card 
 • SD 
 • SDHC (UHS-II compliant) 
 • SDXC (UHS-II compliant) 
 • XQD Type Memory
Top Continuous Shooting Speed at 
full resolution: 7  frames per second
ISO Sensitivity:  64  -  25,600, 
expandable to ISO 102,400 equiva-
lent
Movie:
 • 4K UHD 3,840x2,160 / 30 fps 
 • 4K UHD 3,840x2,160 / 25 fps 
 • 4K UHD 3,840x2,160 / 24 fps 
 • Full HD 1,920x1,080 / 60 fps  
 • Full HD 1,920x1,080 / 50 fps  
 • Full HD 1,920x1,080 / 30 fps  
 • Full HD 1,920x1,080 / 25 fps  
 • Full HD 1,920x1,080 / 24 fps  
 • HD 1,280x720 / 60 fps 
 • HD 1,280x720 / 50 fps 

TECH SPECS

Slow-motion: Full HD 1,920x1,080 
30p (x4) 
Slow-motion: Full HD 1,920x1,080 
25p (x4) 
Slow-motion: Full HD 1,920x1,080 
24p (x5) 
Actual frame rates for 60p, 50p, 30p, 
25p, and 24p are 59.94, 50, 29.97, 
25, and 23.976 fps respectively 
Quality selection available at all 
sizes except 3,840 x 2,160 (when 
quality is fixed at high) and 1,920 
x 1,080 slow-motion (when quality 
is fixed at normal)
Monitor Size: 3.2  in. diagonal
Monitor Type: Tilting TFT touch-
sensitive LCD
Movie Audio: Built-in microphone, 
stereo, External stereo microphone
Movie File Format: MOV, MP4: H.264/
MPEG-4 Advanced Video Coding
Battery / Batteries: EN-EL15a 
Rechargeable Li-ion Battery
Approx. Dimensions: 5.8  in.  (146  
mm)  x  4.9  in.  (124  mm)  x  3.1  in.  
(78.5  mm)
Approx. Weight: 32.3  oz.  (915  g)
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Anyone who typically doesn’t take 
a lot of time color grading their 
footage will have plenty to work 
with. With the exception of shots 
where the sun was reflecting directly 
off the water, we generally didn’t 
have issues with crushed blacks or 
clipped whites. Shooting in the flat 
color profile, our footage took a little 
bit of work to get the color looking 
right, but that’s par for the course 
when using a flat profile.

There is no anti-aliasing filter on 
the D850. Typically, this results in 
sharper images but with the occasion-
ally jaggy aliased edges. These issues 
present themselves in tight stripes 
patterns. In normal use, we didn’t 
experience aliasing beyond what we’d 
expect from a professional DSLR.

We did find, however, that the 
D850 has pretty noticeable roll-
ing shutter distortion. While this is 
unfortunate, most video shooters 
have learned how to avoid shots that 

highlight rolling shutter distortion, 
since most cameras have it to some 
degree or another. We don’t consider 
this a deal-breaker.

The D850’s low light noise starts 
to become noticeable at around ISO 

1,600 but is usable to 6,400. Unlike 
some cameras, the D850’s noise isn’t 
that ugly, despite being obviously 
noisy. It’s fairly uniform and doesn’t 
really feature the classic RGB blotches 
until ISO 12,800.

 
Photos
While the video capabilities of the 
D850 are competent, the photo capa-
bilities are truly world-class. If you’re 
a professional hybrid shooter, captur-
ing both video and still images, the 
D850 is worth a very hard look.

Obviously the 46 megapixel sen-
sor is the standout feature. At this 
resolution, the D850 is like a mini 
medium format camera. Composing 
photographs is a whole lot easier 
when you know you can crop out 

Nikon D850
REVIEW

THE VIDEO CAPABILITIES 
ARE COMPETENT, BUT 
THE PHOTO CAPABILI-
TIES ARE WORLD-CLASS.
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Mike Wilhelm is not as funny as Chris Monlux, 
but he is Videomaker’s Director of Content.

You can comment on this article by going on-
line: www.videomaker.com/article/19254 

half your shot and still have 23 
megapixels to play with.

Unlike with video, autofocus for 
stills is incredible, as long as you’re 
not using live view. Staring down the 
optical viewfinder, you can expect 
to rapid fire still photos and reliably 
track sharp focus. We typically left it 
in 3D focus tracking mode.

Low-light noise on the D850 for 
stills is spectacular. Even up to ISO 
25,600, the noise looks natural and, 
in this philistine’s opinion, is no more 
offensive than film grain.

Of course, as you zoom in to 
examine a 100-percent crop, the 
noise at high ISO is quite present, 
and isn’t something you’d want to 
hang on your wall, but thanks to the 
extremely high resolution, low-light 
artifacts are no big deal once images 
are scaled down or printed.

 
Marketplace
There are several cameras around this 
price range that are great at shooting 
video, but the only one you should 
really consider against the D850 is the 
Canon 5D Mark IV.

The D850 isn’t the best video cam-
era you can get for the money. For 
most shooters who are solely inter-
ested in video, we’d recommend the 
Panasonic GH5 for more than a 1,000 
dollars less. Rather, the D850 is best 
suited for the hybrid shooter who’s 
either already a professional photog-
rapher or a professional videographer 
with photographic aspirations.

It’s in that light that the D850 offers 
a compelling value proposition against 
its primary competition from Canon.

Both cameras are very strong for 
stills, but for different reasons. The 
Nikon has the edge in its resolution 
and speed. The 46 megapixel sensor 
is incredible, and it can buffer up to 
51 100MB raw files when shooting in 
continuous mode. 

Canon has the edge in autofocus 
technology, due to their dual pixel 
AF, and the 5D is a bit better in low 

light thanks to 
the larger pixels. 
The Nikon, how-
ever, has a better 
battery life than 
the Canon, along 
with a nice, tilt-
able LCD. Gener-
ally, speaking, we 
believe hybrid 
shooters will be 
happy with the 
photographic 
capabilities of 
either camera.

Video fea-
tures, on the 
other hand, are 
a different story. 
The Nikon D850 
doesn’t crop the 
sensor in 4K and 
the codec is much more efficient than 
the Canon 5D Mark IV’s. On the other 
hand, the Canon has autofocus that’s 
actually usable and the image quality 
in 4K is better. 

We like the tiltable LCD on the 
Nikon, but prefer that the Canon uses 
SD and CF cards instead of SD and 
XQD, as with the Nikon. The Canon 
has a log profile, but it’ll cost you 100 
dollars to have it installed. The prices 
of each are effectively the same before 
adding the C-Log upgrade.

Again, both cameras have their 
strengths when it comes to video 
recording, but we give the edge to the 
Nikon for two reasons. We prefer the 
lower bitrate codec, which yields an 
image that isn’t as good as the Can-
on’s, but which doesn’t eat SD cards 
for lunch. Additionally, the 1.7x crop 
on the Canon can be frustrating after 
you spend more than 3,000 dollars on 
a full-frame camera. 

Our assessment is subjective, how-
ever. We expect that pixel-peepers 
will happily take the superior image 
quality of the Canon in exchange for 
bigger files and a cropped sensor, and 
we can’t argue with the reasoning. 

The Bottom Line
The Nikon D850 is an incredible 
camera. As a video camera, it’s good 
enough, but as a still camera, it might 
be as good as it gets until Canon or 
Nikon update their flagship offer-
ings. That makes the D850 currently 
one of the best cameras available for 
hybrid shooters.

Run-and-gun video shooters will 
find a pretty immediate need for some 
kind of focus assist, which is a frus-
trating expense to endure right after 
buying a professional camera. After 
that, however, the D850 will be a joy 
to shoot video with.

The D850’s greatest strength is that 
it’s a stellar camera for hybrid shoot-
ers. Anyone who takes photography 
seriously will love it, while video 
shooters will find it checks most 
of the boxes it needs to check, and 
those it doesn’t can be resolved with 
a couple accessories.  

Tiltable but not fully articulating LCD

Nikon D850
REVIEW
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by Chris Monlux 

Custo mizable Power

HP ZBook 
Workstation 
G4 17-inch

HP
www.HP.com
 
STRENGTHS
• Sleek Design
• Customizable 

WEAKNESSES
• Large
• Inconvenient headphone jack 
 location

SUMMARY
The HP ZBook G4 17-inch laptop can 
be configured to amazing specs, if 
you are willing to pay the price tag. 
It’s got a large, high resolution screen 
and can handle just about anything 
you can throw at it. 

RECOMMENDED USERS
• Configurable for all users

We fi rst saw the new ZBook G4 
17-inch mobile workstation at 

NAB 2017. It impressed us so much 
we gave it our Best Workstation of 
NAB award that year. The fourth 
generation ZBook can be built for just 
about every need. You have many dif-
ferent confi gurations from the moni-
tor resolution down to the CPU, GPU 
and RAM. The starting price is 1,529 
dollars, but as reviewed, this machine 
costs 6,059 dollars. That’s a huge 
range, we know, but HP doesn’t make 
it easy on us. Choosing between the 
fi ve different CPUs offered across i5, 
i7 and Xeon chipsets can change the 
cost of the computer by as much as 
315 dollars. Then factor in the monitor 
resolution, from 1600 x 900 to UHD, 
and you have another option that 
costs as much as 610 dollars extra. 

The biggest confi guration cost for 
the G4 is the GPU. Arguably the biggest 
factor in performance for video editors, 
this component can put you back as 
much as 1,559 dollars for the NVIDIA 
Quadro P5000. The last two factors 
that greatly change the cost of your 
confi guration are your operating sys-
tem (OS) drive and your RAM. Choose 
from 16 Gigabytes (GB) of RAM up to 
64GB for 1,380 bucks. Lastly, there are 

two fl avors of OS drive: a more cost 
effective HDD with a capacity up to 
1Terabyte (TB) or the snappy 1TB SSD 
for a 550-dollar premium. There is also 
space to add two more drives if you 
include a mini card SSD. 

Our Configuration
The G4 17 as evaluated is far from 
the standard machine. Optimized 
for video production performance, 
really, it was built to stun. With its 
four core, eight thread, 3.1 GHz Xeon 
processor, it’s a racecar out the gate. 
Pair that with a monster GPU, the 
NVIDIA Quadro P5000 with 16GB of 
VRAM and 2,560 CUDA cores with the 
new Pascal architecture, and pump it 
into the 17.3-inch UHD DreamColor 
display, and we’re talking about a 
laptop powerful enough to edit on the 
go, regardless of the type of work you 
do. Lastly, the machine is packed with 
64GB (16384MB x 4) of ECC RAM and 
two PCIe 512GB Z Turbo Drives. No 
doubt this isn’t a cheap computer, but 
it’s not likely to disappoint either. 

In Use
Because we are Videomaker, we make 
video editing performance the key 
metric used for evaluating a system 

Starting at: $1,529
As reviewed: $6,059

REVIEW
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CPU: Xeon E3-1535 v6 (22)
Monitor: 17.3" UHD DreamColor
Memory: 64GB (16384MB x 4) ECC
GPU: NVIDIA Quadro P5000 16GB 
GDDR5
Internal M.2 storage: 512GB Z 
Turbo Drive PCIe
Secondary Internal M.2 storage: 
512GB PCIe SSD (NVMe)
Battery: 6-cell 95whr

around the computer. This is very 
minor, but it’s a problem that could 
have been avoided buy putting the 
jack further back or on the other side. 

Because this system is so capable, 
we wanted to see how it would do 
running a graphic intensive game. 
Playerunknown’s Battle Grounds is 
still in beta, so many portions of the 
game are not optimized for best per-
formance with the lowest resources. 
With all graphic controls pegged at 
their best, we experienced zero is-
sues — except for my own ability to 
actually hit the target I’m shooting at. 
I should change my screen name to 
potato. During game play, the cooling 
fans would switch on and off, but the 
game always ran smoothly. 

PCMark Testing
Testing with PCMark 10, the ZBook 
G4  had an overall score of 8772 with 
a digital content creation score of 
6674, photo editing score of 7571, 
a rendering and visualization Score 
of 7838 and a video editing score of 
5011. These are good scores that show 
that this machine performs well in all 
the right places. However, it didn’t do 
much better than other systems we’ve 
tested with similar resources. If you 
want to see how our configuration of 
the ZBook G4 lines up to other sys-
tems, see the PCMark test score logs. 

Marketplace
At 6000 dollars plus, there are many 
systems to compare to. Because so 
many systems can be configured any 

for you. Starting off, the system boots 
very fast, because the OS drive is an 
SSD, this is as expected. SSDs make for 
snappy programs as well. Many of the 
Adobe Creative Cloud applications have 
a longer than average load time com-
pared to other applications, but with 
this system if you blink an eye, you 
might miss the loading screen. Plus, 
tasks like using in-program switching 
tools, opening sequences and apply-
ing effects are all quite prompt. We 
rendered a few videos from complex 
to simple projects. We rendered a cut 
made only of Canon 5D Mark IV 4K 
500 Mbps footage. This video had 
only cuts and not titles; however, it 
did have some grading and a LUT ap-
plied. It rendered as fast as our main 
editing system — a completely spec’d 
out second generation Mac Pro. Next 
we rendered a project with motion 
graphics dynamically linked to After 
Effects. This project also had some 
camera tracking applied and attached 
to some text and graphics. Even though 
we threw much more at the system, it 
again rendered quickly — on par with 
the Mac Pro. The last project we ren-
dered was from After Effects and was 
completely graphic-based. The ZBook 
had no problem with it and rendered it 
a bit faster than our Mac Pro. 

The 17-inch screen makes for a 
large form factor. It’s just large enough 
that you might feel a bit silly pulling it 

TECH SPECS

HP ZBook Workstation G4
REVIEW

out at a coffee shop or at the airport. 
However, that shouldn’t stop you if you 
need to; it’s just big and heavy. HP does 
a good job of hiding its size with its 
design. Its much smaller than it could 
be, and with its curves hide its heft.

On to the monitor, this 17-inch 
Dreamcolor display offers a large 
enough workspace, but the unit we 
reviewed had a small display anomaly 
near the webcam on the top of the 
screen. Blacks there appear to be light-
er than those found on the rest of the 
screen. With that said, it’s a beautiful 
screen that makes editing 4K footage in 
full resolution possible. 

This reviewer isn’t a big fan of edit-
ing from a touch pad, and when using 
an external mouse we had to turn the 
touch pad and its buttons off. This is 
because we often rested our hand on 
that area when using the keyboard. 
HP added a PointStick to this machine. 
You surely know what this is, even if 
the name isn’t familiar — it’s the little 
nub thingy in the keyboard that can 
control the mouse pointer. We found 
the PointStick to be helpful only when 
we didn’t have a mouse plugged in.

Throughout our evaluation of this 
system we were very impressed with 
its speed, design and overall us-
ability — except for one thing, the 
location of the headphone jack. The 
headphone jack is on the right up 
toward the front of the machine. This 
was right in the way of our external 
mouse. We ended up switching our 
headphones out with ones with a 
right angle jack so it could be routed 

HP gives you the connections you need while maitaining a sleek design.
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way you’d like it, we put together sys-
tems that were as close as possible or 
what many call the standard, starting 
off with the 2016 Apple MacBook Pro 
with Touchbar. 

With all features set to be as 
powerful as possible, the MacBook 
Pro comes in at a bit more than half 
the cost. For 3,400 dollars, you get a 
3.1GHz quad-core i7 processor with 
16GB LPDDR3 memory, 1TB SSD, a 
Radeon Pro 560 with 4GB memory 
and 1024 Pipelines. Overall this 
system should not have the same ex-
pectations as a 6,000 system, but it’s a 
system that is very popular. 

Next up is the Boxx GoBOXX SLM 
VR mobile workstation. At 5,403 dol-
lars it offers a i7 4.2GHz Quad-Core, 
64GB DDR4 RAM, Nvidia Geforce 

1080 GTX with 8GB of VRAM, and 
two 512GB SSD M.2 PCIe Drives. 
This should be a formidable system 
compared to the HP. However the GPU 
isn’t nearly as robust as its enterprise 
counterpart, the P5000. If it had the 
same GPU, then we’d expect it to 
come in at a similar price as the HP. 

Last up is the Dell Precision 7720. 
Dell made it easy to compare the two 
computers; they can each be config-
ured with the same processor, same 
GPU, 64GB of ECC RAM and a UHD 17 
screen. Because they are in essence 
the same system, it’s surprising the 
Dell comes with a bigger price tag of 
6735 dollars. You might ask yourself 
what difference would you accept for 
700 more; it’s not likely that this sys-
tem could offer that much more value 

through its usability, size or other fac-
tors. With the same resources, it’s just 
a more expensive machine. 

Closing Thoughts
The HP ZBook G4 17 inch is a beast 
of a machine. It has all the resources 
you need to get the job done well and 
quickly, and you can always configure 
it differently to fit your budget. We saw 
a small anomaly in the monitor and 
didn’t like the headphone jack location, 
but othewise it’s very impressive and 
almost limitless in configuration.   

Chris Monlux is a big fan of DrDisrespectLIVE 
on Twitch. He is also Videomaker’s Multimedia 
Editor.

You can comment on this article by going on-
line: www.videomaker.com/article/19171
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Chris Monlux

Zoom, Zoom, Zoom

Sony Cyber-shot 
DSC-RX10 IV 

Sony
www.sony.com
 
STRENGTHS
• 24-600mm zoom
• S-log3
• HFR mode

WEAKNESSES
• Hybrid AF system not optimized 
 for video
• Limited articulation of Touchscreen

SUMMARY
The Sony RX10 IV will shoot up to 960 
frames per second, or 24 pictures per 
second and UHD 4K — mind you not 
at the same time, but cool nonethe-
less. The camera offers lots of fea-
tures for the money. Did we mention 
the focal length is 24-600mm?

RECOMMENDED USERS
• Home video shooters
• Event Videographers
• Documentarians 
• Journalists 
• Travel videographers

We were in New York City on 
September 12th, 2017 for the 

announcement of the Sony Cyber-
shot DSC-RX10 IV. Along with the 
announcement, we were given fi rst 
access to shoot the camera with a 
select group of journalists. For this 
release, Sony had no plan to waste 
time — the camera was on the streets 
just a month later. 

The RX10 IV is a fi xed lens camera 
with a super long zoom. With its 20.1 
megapixel 1-inch Exmor RS BSI CMOS 
Sensor it has a 35mm equivalent focal 
length of 24mm to 600mm. That’s a 
25 times optical zoom with its Zeiss 
Vario-Sonnar T f/2.4-4 Zoom Lens. On 
top of that, the zoom is servo con-
trolled, and the camera also has three 
control rings for aperture, zoom and 
focus control. The RX10 IV looks like a 
DSLR, but is more like a camcorder. 

Starting with the lens, with the 
fl ip of a switch, the aperture control 
becomes smooth. That means you 
slide between 1/3 stops for perfect 
exposure. Additionally, because the 
zoom is so long, there is a function 
to quickly zoom out at the push of a 
button for the user to be able to fi nd 
their subject. 

Say you’re shooting a bird or an 
airplane; if you lose where it is in the 
sky, it can be diffi cult to fi nd it again 
while fully zoomed. Press the button, 
see a much wider fi eld of view, lock 

on to the subject and then continue 
shooting at 600mm.

The RX10 has a 2.36m-Dot OLED 
EVF and a 3-inch tilting LCD touch-
screen. It shoots up to UHD 4K at 30 
frames per second (fps) and up to 
960 fps in full HD. New to the RX10 
IV is a Hybrid AF System with 315 
focus points. Up to 24 fps continuous 
shooting is also possible with full AF/
AE tracking with a buffer limit of up 
to 249 pictures. The RX10 IV has a 
two-times faster focusing speed than 
the prior model, the RX10 III. It can 
shoot silent in all shooting modes, so 
no need to worry about getting shutter 
noise when shooting around video 
shooters or in quiet environments. 
Lastly, the ZEISS Vario-Sonnar T lens 
has optical SteadyShot image stabili-
zation, a necessity at 600mm.  

Video Capability
The RX10 IV shoots 4K with full pixel 
readout without pixel binning. Get up 
to 100 megabits per second and 120 
fps in HD when shooting in normal 
video recording mode and up to 960 
fps in High Frame Rate (HFR) mode. 
Shoot up to four seconds in HFR 
mode in 960 fps, 480 fps and 240 fps. 
The video is scaled up to 1080 in this 
mode, so make sure to get the best 
focus. In HFR mode, you must arm the 
system before recording. This locks 
the focus point and exposure. Because 

$1,700

REVIEW
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on to the subject and then continue 
shooting at 600mm.

The RX10 has a 2.36m-Dot OLED 
EVF and a 3-inch tilting LCD touch-
screen. It shoots up to UHD 4K at 30 
frames per second (fps) and up to 
960 fps in full HD. New to the RX10 
IV is a Hybrid AF System with 315 
focus points. Up to 24 fps continuous 
shooting is also possible with full AF/
AE tracking with a buffer limit of up 
to 249 pictures. The RX10 IV has a 
two-times faster focusing speed than 
the prior model, the RX10 III. It can 
shoot silent in all shooting modes, so 
no need to worry about getting shutter 
noise when shooting around video 
shooters or in quiet environments. 
Lastly, the ZEISS Vario-Sonnar T lens 
has optical SteadyShot image stabili-
zation, a necessity at 600mm.  

Video Capability
The RX10 IV shoots 4K with full pixel 
readout without pixel binning. Get up 
to 100 megabits per second and 120 
fps in HD when shooting in normal 
video recording mode and up to 960 
fps in High Frame Rate (HFR) mode. 
Shoot up to four seconds in HFR 
mode in 960 fps, 480 fps and 240 fps. 
The video is scaled up to 1080 in this 
mode, so make sure to get the best 
focus. In HFR mode, you must arm the 
system before recording. This locks 
the focus point and exposure. Because 

Effective Pixels: 20.1 Megapixel
Sensor: 1" (13.2 x 8.8 mm) CMOS
Still Images: JPEG, RAW
Movies: AVCHD Ver. 2.0, MP4, XAVC S
Audio: AAC LC, AC3, Dolby Digital 
2ch, Linear PCM (Stereo)
Max Resolution: 20 MP: 5472 x 3648
Aspect Ratio: 1:1, 3:2, 4:3, 16:9
Image Stabilization: Optical
Color Spaces: sRGB, Adobe RGB
Lens: Carl Zeiss Vario-Sonnar, 18 
elements in 13 groups
6 Aspherical, 8 ED
Effective focal length: 8.8-220mm 
(35 mm equivalent: 24-600mm)
Aperture: f/2.4 (W) - 4 (T) to f/16
Filter Thread: 72mm
Zoom Optical: 25x
ISO Sensitivity: Auto, 100-12800 
(Extended Mode: 64-12800)
Exposure Metering: Center-
Weighted, Multi, Spot
Video Recording: NTSC/PAL

the RX100 V has a built in electronic 
ND filter, so you don’t need to shoot 
a high shutter speed to get the right 
exposure. With the RX10 IV, shooting 
24 fps stills in the sun will require ei-
ther a small aperture or a high shutter 
speed. Because of the 1-inch sensor, 
any yield in aperture will create an 
unassuming, everything-in-focus shot. 
We prefer a more wide open aperture, 
so increasing the shutter is the only 
option — unless you have an ND filter. 
If you are shooting pictures of fast ac-
tion, then the built-in ND filter on the 
RX100 V is a very useful feature that’s 
missing from the RX10 IV. 

   
In Use
We have had experience with the last 
three RX10 models: the RX10 II, RX10 
III and now the RX10 IV. The zoom 
on this camera is crazy. Introduced in 
the last version of the RX10, the zoom 
covers just about every focal length 
you might need. 

The biggest new feature Sony touts 
is the new autofocus (AF). The 315 AF 
points cover about 65 percent of the 
screen and Sony says that it takes only 
.03 seconds to acquire focus. These 
improvements, though helpful with 
photos, are not the best for video. 
When it comes to AF, video shoot-
ers need to be hyper critical. Shoot a 
sequence of pictures and if some of 
them are out of focus, it’s not a big 
deal. However, with video, keeping 
focus is key. We shot video of multiple 

four seconds can be fleeting, there is a 
feature to trigger capture by start trig-
ger, end trigger and end trigger half. 
Depending on what you choose, the 
capture will either start rolling, stop 
rolling or take half of the time before 
and half after. This will help alleviate 
the difficulty in anticipating the timing 
of the action. Moreover, the HFR mode 
automatically changes your footage 
into 24 fps, 30 fps or 60 fps, giving 
you in-camera reviewable slo-mo. 

Get more dynamic range and color 
information by shooting in S-Log3/S-
Gamut3 with Gamma Display Assist. 
Log footage can be difficult to expose, 
but with the Gamma Display Assist, 
you can shoot log and preview the 
footage as it might look after grading 

TECH SPECS

Sony Cyber-shot DSC-RX10 IV 
REVIEW

at the same time. Lastly, the feature 
that makes this camera a great option 
for video shooters is that it offers 
independant input for a microphone 
and output for headphones. This is 
big, unlike other Sony RX cameras 
(RX0, RX100 V, RX1), the RX10IV has 
video shooters covered when it comes 
to audio capture. 

Photo Capability 
The RX10 IV will shoot 24 still frames 
per second in fine JPG and RAW for 
up to 8 seconds. Although there is a 
buffer after you shoot, this feature is 
still way cool. The camera sounds like 
a toy machine gun. Our first experi-
ence with shooting 24 fps photos is 
in the RX100 V. Unlike the RX10 IV, 

Selectable focus modes

Resolution:
3840 x 2160p: 30 fps, 25 fps, 24 fps
1920 x 1080p: 60 fps, 50 fps, 30 fps, 25 
fps, 24 fps
1920 x 1080i: 60 fps, 50 fps
1280 x 720p: 30 fps, 25 fps
HFR Mode
1920 x 1080p: 240 fps, 480 fps, 960 fps
1824 x 1026p: 240 fps, 480 fps, 960 fps
1676 x 566p: 240 fps, 480 fps, 960 fps
1920 x 1080p: 250 fps, 500 fps, 1000 fps
1824 x 1026p: 250 fps, 500 fps, 1000 fps
1676 x 566p: 250 fps, 500 fps, 1000 fps
Video Clip Length: Up to 29 Min
Audio Recording: Built-In Mic: With 
Video (Stereo)
Screen: 3.0" LCD Rear Touch Screen 
Tilt (1,440,000 pixels)
Connectivity: HDMI D (Micro), Micro-
USB, USB 2.0
Wi-Fi:  802.11b/g/n built-in
Battery: 1 x NP-FW50 Rechargeable 
Lithium-Ion Battery Pack, 7.4 VDC, 
1020 mAh
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moving subjects with the AF on. The 
first was a soccer team. When wider, 
the AF is acceptable. With the camera 
mounted on a gimbal, it’s likely to 
give you good results. However, when 
zoomed in, focusing becomes much 
more difficult. This is where the weak-
ness of the AF for video shows up. Not 
all focal lengths have the same per-
formance. When shooting two other 
subjects, some show dogs and birds 
of prey at 300mm or longer, the AF 
just didn’t cut the mustard. Because of 
this, we wouldn’t recommend using it 
when shooting video. 

HFR mode is super fun. Being 
able to shoot nearly 1000 frames 
per second isn’t something your 
everyday camera can do. Consider 
this: when shooting in 960 fps, a two 
second event, when slowed down to 
24 fps, takes 80 seconds to play back. 
With that said, not everything looks 
good slowed down that much. What 
framerate you choose for your sub-
ject matter will be key to getting the 
best shot. Just because you can shoot 
super high frame rates doesn’t mean 
you have to use it.  

The last feature that we should talk 
about is the LCD screen. The screen 
is nice when not in sunlight, but it is 
prone to glare. It’s nice to be able to 
articulate it, however it’s just a tilt, not 
full articulation. No selfie mode for 
the RX10 IV means this won’t be the 
best vlogging camera.  

Tests
Taking the RX10 IV into our testing 
studio, we tested rolling shutter, its 
low light performance and moire. 
To test the low light performance, 
we set the camera at the lowest 
ISO possible when shooting video 
— ISO100. Because we are shoot-
ing video, we start at 1/50th shut-
ter speed, about double the frame 
rate. We then adjusted the aperture 
till we had proper exposure. Then, 
doubling the shutter speed and ISO 
to counteract each other, we learned 
at what ISO noise is introduced into 

the picture and 
at what point the 
noise becomes 
unfixable. While 
shooting at a DSC 
Labs chart, we 
observed that no 
noise reduction is 
needed up to ISO 
1600. One stop 
later, at ISO 3200 
after putting Red 
Giant Denoiser 
III, there was 
no significant 
sharpness lost. 
Denoiser III was 
able to remove the noise up to ISO 
640. Some sharpness was lost at 
ISO 6400 when denoising it, and 
everything above it did not denoise 
well and would not be acceptable 
for professional work. 

Testing the moire on a DSC sharp-
ness chart, although there was some 
morie, it was not bad or distracting. 
Last up is the rolling shutter: Starting 
out with a slow pan and ramping up 
to a whip pan, we tested how notice-
able the rolling shutter effect is. We 
saw very minor rolling shutter. It 
was so minor, we would not concern 
ourselves with it. 

Marketplace
Because of the incredible zoom on 
this camera, it has no rival. However, 
there is one camera that gets close 
and another that shares other features 
with the RX10 IV. Let’s look at cam-
eras from Canon and Panasonic to see 
how they match up.  

First up is the Canon XC10. Its been 
out a while and although its MSRP 
is 2,500 dollars, you can find it for 
less than that. It has a 1-inch CMOS 
sensor and DIGIC DV 5 processor. 
It shoots up to UHD 4K at 30 fps in 
H.264 in an MXF wrapper. It uses a 
bitrate up to 305 Megabits per second 
in UHD 4K. It has a 35mm equivalent 
focal length of 8.9mm to 89mm — a 
10 times optical zoom. 

The Panasonic Lumix DMC-FZ2500 
almost keeps up with the RX10 IV 
with a 35mm equivalent of a 24-
480mm zoom. That’s not too shabby, 
but is still short by comparison. It 
also has a 20.1MP 1-inch CMOS sen-
sor and costs 1200 dollars. For that, 
you’ll get manual control rings, a 
built-in ND and photo shooting at up 
to 12  frames per second.

Final Thoughts
The Sony RX10 IV is a monster of 
a camera for just 1,600 dollars. 
Although it doesn’t look like it, it is 
formidable. The zoom is incredible, 
the HFR shooting is loads of fun 
and being able to shoot in S-Log is 
just icing on the cake. We like that 
it has a separate headphone and 
mic jack, but we wish the screen 
flipped out to allow us to shoot 
vlogs more easily. We liked the new 
AF for shooting pictures, but it did 
not instill confidence when shoot-
ing video. If you are looking for a 
small sensor camera that gives you 
a huge focal length range and loads 
of other features, you should look at 
the Sony RX10 IV.  

Chris Monlux loves shooting slow-mo video. He 
is also Videomaker’s Multimedia Editor. 

You can comment on this article by going on-
line: www.videomaker.com/article/19250

Tilting rear display

Sony Cyber-shot DSC-RX10 IV 
REVIEW
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by Chris Monlux 

Small and waterproof, 
but not an action camera? 

Sony 
Cyber-shot 
DSC-RX0 

Sony
www.Sony.com
 
STRENGTHS
One inch sensor
• HFR Mode
• Timecode sync

WEAKNESSES
• Overheating
• More expensive than competitors

SUMMARY
The Sony RX0 is small like an action 
camera with a one inch CMOS sensor. 
It offers good low light performance 
and high frame rate shooting, but 
costs 700 dollars. 

RECOMMENDED USERS
Jacks of all trades
Journalists & Travel videographers
Action sports enthusiasts

At fi rst glance, the RX0 looks like 
Sony’s version of the GoPro. It’s 

waterproof, small and shock resistant. 
However, Sony says its not designed to 
be in the action camera marketplace; 
Sony already has one of those, the 
FDR-X3000. With a one inch stacked 
CMOS sensor, the RX0 can record up 
to 1080 HD internally, but with an 
external device, it can capture 4K. 

Sony offers internal 4K in all of its 
cameras, so why’s it missing from the 
RX0? The RX0 is meant to be a dif-
ferent kind of camera, but with some 
familiar features and options. The 
RX0 is part of the RX series cameras, 
which include the RX100 V, the RX10 
IV and the RX1. The RX0 has the same 
sensor as the other cameras in the RX 
line. It shares High Frame Rate (HFR) 
mode, allowing for recording in 240 

frames per second (fps) 480 fps and 
960 fps. The camera can also shoot in 
S-Log 2 gamma and be remotely con-
trolled via an iOS or Android device. 

The RX0 has a 24mm f/4 lens. 
It records 1080, 60 fps video inter-
nally with the ability to capture 4:2:2 
UHD 4K via its HDMI out. It offers 
Timecode-Sync for multiple camera 
control. It’s waterproof down to 33 
feet, shock resistant from 6 feet and 
crushproof under weights up to 440 
foot-pound force. With its 21 mega-
pixel sensor, it is capable of recording 
in XAVC-S, AVCHD and MP4. 

First look
We fi rst got a look at the RX0 during the 
release event for its sister camera, the 
RX10 IV, in New York City. In stark con-
trast to the RX10 IV form factor, the RX0 

is tiny. Sony had a few 
RX0’s on display, some 
single cameras and also a 
few different camera ar-
rays to show off that RX0 
is more than just a tiny 
camera with a big sensor. 
The three distinct set-ups 
on display showed a nine-
camera array panel, a 360 
rig with multiple cameras 
and bullet camera set-up. 
The strength of the RX0 
in these set-ups showed 
— it’s able to be part of 

$700

REVIEW

Rear LCD screen

an array of cameras. If you have ever 
shot multiple cameras that you need to 
stitch together or sync, you know this is 
a big deal. The RX0 allows for control of 
one or many cameras at once. All of the 
camera’s can be remotely started and 
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Sensor: Backside Illumination 1" 
CMOS 
Effective Pixels: 15.3 MP (Video)
Focal Length: 7.7mm
35mm-Equivalent Focal Length: 
24mm 
Maximum Aperture: f/4
Lens Elements: 6
Minimum Focusing Distance: 20.0" 
/ 50.8 cm
Recording: NTSC/PAL
Media: microSD/HC/XC
Video Format: 1920 x 1080p at 24, 
25, 30, 50, 60 fps (50 Mbps XAVC S)
Slow Motion Mode (HFR): 1920 x 
1080p 1000, 960, 500, 480, 250, 240 
fps

Chris Monlux wants every camera to offer full 
manual control. He is also Videomaker’s Multi-
media Editor. 

You can comment on this article by going on-
line: www.videomaker.com/article/19257

prioritize recording time. Do not shoot 
while holding the device in your hand. 
Use a tripod.” In cases where doing 
harm to your camera is ok to get the 
shot, this is a life saver. In cases where 
you can’t handle the risk, leave it on 
standard. Alternatively, the RX0 can be 
powered without the battery, helping 
overheating issues, but any potential 
buyer should be aware. We’d rather a 
camera that just doesn’t overheat; this 
isn’t a major issue for any other brand.

Marketplace
Like we said before, the RX0 is a new 
type of camera, so we’re going to have 
to stick to comparing it to action cam-
eras. Let’s look at the Sony FDR-X3000 
and the GoPro HERO6 Black. 

The Sony FDR-X3000 cost 400 
bucks. It shoots up to UHD 4K and 
has an Optically Stabilized Ultra-Wide 
Lens. It can shoot up to 240 fps in 
720, and its underwater housing is 
waterproof to 197 feet. For 300 dollars 
more, the RX0 gives you a larger sen-
sor and HFR mode, but it only shoots 
1080 internally. 

Next is the GoPro HERO6 Black for 
500 dollars with 4K 60 fps and 240 fps 
in 1080. It can capture 12 megapixel 
photos at 30 fps and needs no under-
water housing. For 200 dollars you get 
lots of features that the RX0 doesn’t 
offer, but the GoPro has a smaller 
sensor and only shoots up to 240 fps. 
However it can shoot 4K internally. 

Let’s wrap it up.
For 700 dollars, the RX0 is a hard 
choice compared to other action cam-
eras. The big deal about this camera 
is the large sensor, HFR mode and 
ability to be used in an array synced 
with other RX0s. The image quality 
looks good, and for some, the camera 
could be a great fit. However, that will 
depend on whether its special qualifi-
cations benefit your use.   

synced together. Using Sony’s mobile 
app you can control up to five cameras 
at once, and with the addition of a FA-
WRC1M wireless radio commander, you 
are able to control up to 15 cameras. 

In Use
Holding the RX0 in your hands, it’s 
pretty light. We compared it by hand 
to the GoPro HERO6 Black, and we 
couldn’t distinguish a weight difference, 
so we pulled out our handy scale and 
weighed them. The GoPro is 3.4 ounces 
and the Sony is 4.1 ounces. 

We connected an Atomos Shogun 
Inferno to the RX0 to capture 4K 4:2:2 
out the RX0 HDMI port. Navigating 
the menu is a bit cumbersome, but we  
found the setting to enable external 
4K recording. We like this feature 
though wonder how practical this 
setup really is. It’s a nice party trick to 
say the RX0 has 4K capabilities, but 
having an external recorder attached 
to it challenges its ability to be small 
and portable — or waterproof.  

Tests
Starting our low light performance 
test, we set the camera up shooting at 

TECH SPECS

Sony Cyber-shot DSC-RX0 
REVIEW

a DSC reference chart. We started at 
ISO 125, the lowest ISO, then adjusted 
the shutter speed till we gained proper 
exposure. We then doubled the ISO 
and shutter speed together to deter-
mine at what ISO noise is introduced. 
At ISO 1000, we started seeing noise 
and at ISO 2000, our footage required 
noise reduction. With Red Giant 
Denoiser III, we were able to shoot up 
to ISO 3200; above that, there’s too 
much noise for professional use. 

Like the other RX models, the rolling 
shutter effect is almost non-existent. 
It is a rolling shutter camera, so it will 
have some effect, but it’s very minor. 

Our last test is battery life. During this 
test we experienced a problem we have 
seen many times with Sony cameras; 
overheating. After 36 minutes in a cli-
mate controlled 75 degree room, out of 
direct sunlight while recording 1080 at 
24 fps in XAVC-S at 50mbps, the camera 
overheated. In this situation, Sony has 
created an option to disable the fail-safe 
protecting the camera when overheat-
ing called Auto Power Off Temp. When 
turning from standard to High in this 
setting we received the warning “The 
surface of the device may get hot to 

Still Image Resolution: 21 Megapixel
Display Type: LCD
Screen Size: 1.5"
ISO Range: 125 - 12,800 (Auto)
Burst Photo: 16 Photos / 1 Second
Buffer/Continuous Shooting: Up to 
5.5 fps
Shockproof Rating: 6.6' / 2.0 m
Waterproof Depth Rating: 33.0' / 
10.0 m (Camera)
Wi-Fi: Yes
Tripod Mount: 1/4" - 20
Outputs: 1 x Micro-HDMI (Type-D)
Microphone Input: Yes
Dimensions (W x H x D): 2.4 x 1.6 x 
1.2" / 61.0 x 40.6 x 30.5 mm
Weight: 3.4 oz / 96 g
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by Chris Monlux

360 Video and 
Round-tripping

CyberLink 
Director 
Suite 6

CyberLink
www.cyberlink.com
 
STRENGTHS
• 360 video support
• Easy Little Planet videos
• Round-trip workflow

WEAKNESSES
• Sub-par HDR effect

SUMMARY
In Director Suite 6, CyberLink includes 
four programs that interlink in a 
round-trip workflow. With LUT sup-
port, 360 video capabilities along with 
color, audio and photo editing, there 
is something for everyone. 

RECOMMENDED USERS
• Enthusiast filmmakers
• Home video shooters
• YouTubers
• Social media enthusiasts
• Action sports enthusiasts
• Educators
• Let’s players

Released in September of 2017, 
CyberLink Director Suite 6 is 

made up of four programs that, over 
the years, have progressed through 
many different versions. Included 
is PowerDirector 16, with improved 
360 degree video editing, a video 
collage designer and intelligent color 
correction. For your photo editing 
needs, PhotoDirector 9 offers 360 
degree photo editing and the ability 
to make photos with motion. Next 
is AudioDirector 8, a deeper audio 
editor than what is included in Pow-
erDirector. Lastly, ColorDirector 6 is 
made for applying LUTs, effects and 
looks to your footage. 

Round-tripping
Our fi rst impressions of the Director 
Suite started off with its round-trip 
editing workfl ow support, connect-
ing all four corners of the suite. We 
pulled video from PowerDirector into 
ColorDirector, tweaked the color, then 
went back to PowerDirector and the 
color updated automatically in the 
timeline. It was the same experience 
when working with audio between 
AudioDirector and PowerDirector. Be-
cause it feels the same going to work 
on color or audio, it’s more likely 
that you would go back and forth to 
get the perfect adjustments. We’re 
happy to see another brand outside 

$300

REVIEW

Easy Little Planet video creation
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works well. Make sure to adjust the 
sensitivity and the ducking level. And 
if the music going in and out of your 
cut seems too sudden, increase the 
fade in and out duration. 

AudioDirector 8
AudioDirector 8 is a good start for 
deeper work on your audio. There are 
some preloaded presets, though we 
didn’t fi nd many of them helpful. It 
was easy to fi nd a preset to make your 
subject sound like a duck, but not one 
for a vocal compressor. Now, it’s best 
to know how to adjust a compressor 
without a preset, but it’s much easier 
to adjust one from a preset than to 
start from scratch. There are some 
good audio fi xing tools in AudioDi-
rector, though they are not advanced 
tools, so they might leave you wanting 
more. When using the noise reduc-
tion tool, we were unable to remove 
the slight hum of an air conditioner 
without negatively affecting the sound 
of the subjects voice. This quality of 
noise reduction is better than nothing 
but still far from good. 

ColorDirector 6
ColorDirector offers a full color 
control panel for grading. You’ll fi nd 
manual control for everything from 
temperature and tint to exposure and 
contrast. Change the clarity, vibrance 

CyberLink Director Suite 6
REVIEW

MINIMUM SYSTEM REQUIREMENTS 
Operating System: Microsoft Win-
dows 10, 8/8.1, 7 (64 bit OS recom-
mended)
Processor (CPU): Intel Core i-series 
or AMD Phenom II and above
Graphics Processor (GPU): Stan-
dard Video: 128 MB VGA VRAM or 
higher
360-video: DirectX 11 compatible
Memory: 2GB required (6GB or 
above recommended)
Hard Disk Space: 10GB
Burning Device: Burning drive is 
required for disc burning purpose
Sound Card: Windows compatible 
sound card is required
Internet Connection: required for 
initial software & file formats activa-
tion.
Screen Resolution: 1024 x 768, 
16-bit color or above
Language Support: English, French, 
German, Italian, Spanish (Euro-
pean), Chinese Simplified, Chinese 
Traditional, Japanese, Korean

Lots of producers are now shoot-
ing in log to take advantage of the 
added dynamic range and color it 
allows. Grading log footage can be 
tricky. However, by applying a look-
up table (LUT), you can expand the 
colors and dynamic range that is 
compressed in log shooting more 
easily. PowerDirector 16 gives you 
the ability to apply LUTs, so you can 
take advantage of log shooting with-
out excessive work. 

If you are a Panasonic Lumix GH5 
shooter, then PowerDirector 16 offers 
even more value with support for 
10-bit H.265 fi les, making the GH5 
and PowerDirector 16 a nice, budget-
friendly combo. 

Get more title effects with drop 
shadows and the ability to apply text 
or picture-in-picture as an object in 
360 video. PowerDirector 16 offers 
something they call HDR effect, and 
it’s just that — an effect, not true HDR. 
It’s not good. Don’t use it. It’s nothing 
more than a glow with some sharpen-
ing and an increase in highlights. 

The last two notable features of 
PowerDirector 16 are the video col-
lage designer and audio ducking. If 
you need to make a simple collage 
of videos for a transition or open, 
the resutls look pretty good. They do 
look a little canned, so don’t overuse 
them. The audio ducking feature 

of Adobe that executes in-program 
round-tripping well. We wouldn’t say 
it’s as good as Adobe Dynamic Link, 
mostly because it’s not as fast and 
has fewer linked programs.

PowerDirector 16
There are a bunch of really usable 
features added to PowerDirector in 
version 16. A great example of this is 
what they call Shadow Files. Shadow 
Files are nothing more than proxy 
fi les for proxy editing. PowerDirec-
tor will replace your original footage 
with lower resolution, optimized 
media in order to use up as few 
resources as possible. This will give 

TECH SPECS

a user a better experience when us-
ing the software. The benefi ts from 
Shadow Files will depend on your 
system’s resources. 

Improved this version is Power-
Director’s 360 video editing capa-
bilities. PowerDirector 16 offers not 
just support for 360 video, but more 
than one way to use it. Choose from 
creating a 2D video from your 360 
video footage or track an object and 
create an auto pan/tilt video follow-
ing your subject around the 360 
capture. Another production type 
is Little Planet, where the subject is 
at the center of a wrap-around view 
of the environment. PowerDirector 
16 allows you to create Little Planet 
videos simply and easily. You can 
control the scale, rotation and angle 
of your Little Planet video and even 
fl y in and out of the view. Lastly, you 
can adjust the quality of your 360 
video with stabilization, denoise and 
brightness adjustment. 

Color Match is another new feature 
offering the ability to create a color 
look for a video from a reference clip. 
Say you had some video from an in-
terview you shot at sunset. The color 
is unique, and you want to continue 
this look to the rest of your video. 
Take that video clip, use color match 
and you now can apply that look to all 
of your other clips. 

AudioDirector provides audio editing tools.
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works well. Make sure to adjust the 
sensitivity and the ducking level. And 
if the music going in and out of your 
cut seems too sudden, increase the 
fade in and out duration. 

AudioDirector 8
AudioDirector 8 is a good start for 
deeper work on your audio. There are 
some preloaded presets, though we 
didn’t fi nd many of them helpful. It 
was easy to fi nd a preset to make your 
subject sound like a duck, but not one 
for a vocal compressor. Now, it’s best 
to know how to adjust a compressor 
without a preset, but it’s much easier 
to adjust one from a preset than to 
start from scratch. There are some 
good audio fi xing tools in AudioDi-
rector, though they are not advanced 
tools, so they might leave you wanting 
more. When using the noise reduc-
tion tool, we were unable to remove 
the slight hum of an air conditioner 
without negatively affecting the sound 
of the subjects voice. This quality of 
noise reduction is better than nothing 
but still far from good. 

ColorDirector 6
ColorDirector offers a full color 
control panel for grading. You’ll fi nd 
manual control for everything from 
temperature and tint to exposure and 
contrast. Change the clarity, vibrance 

and saturation, as welll as individual 
RGB channel curves. If you want to do 
a drastic look to your video you can 
do that with a multitude of other color 
effects or the existing presets. 

PhotoDirector 9
PhotoDirector 9 will help your take 
your 360 and traditional photos to 
another level. With 360 photo sup-
port, PhotoDirector 9 gives the ability 
to make Little Planet photos and 
panoramas or add a small amount of 
movement to your photos to create a 
more dynamic result. 

Marketplace
There are many options in the pro-
duction suite marketplace. Depend-
ing on the brand, there are options 
that you buy outright, like with Di-
rector Suite 6, and others where you 
lease and pay monthly. Let’s look 
at products from Corel, MAGIX and 
Adobe for marketplace comparisons 
to Director Suite. 

Corel Photo Video Bundle is 160 
dollars. It includes VideoStudio Pro 
X10 and PaintShopPro 2018. This is 
the most affordable and limited of-
fering we’re going to talk about. With 
VideoStudio Pro and PaintShop Pro, 
you get two products that compete 
with the Cyberlink offering, but over-
all, this offering is more basic and lim-

Chris Monlux can’t make it through the day 
without charging his phone. He is also Video-
maker’s Multimedia Editor. 

You can comment on this article by going on-
line: www.videomaker.com/article/19253

CyberLink Director Suite 6
REVIEW

ited compared to the Director Suite. 
However, it is around half the price. 

MAGIX Video Pro X costs 400 dol-
lars. It’s not a suite of products but a 
more robust editing program. Video-
ProX supports ProRes and AVC-Intra 
formats. It has adjustable proxy edit-
ing, LUT application and secondary 
3-way color correction. Get multicam 
editing and surround sound editing in 
both HD and UHD (H.264, H.265). At 
a hundred dollars more you get just 
Video Pro X; however, it offers many 
of the features of the Director Suite in 
just one program. 

Lastly is Adobe Creative Cloud for 50 
dollars a month. That’s 600 dollars a 
year, double the cost of Director Suite, 
and you only have access to it for a 
year. The caveat is that your 50 dollars 
a month gets you 20 different apps 
from Premiere Pro to Audition to Pho-
toshop and After Effects. The Creative 
Cloud fi ts users where a monthly cost 
is better than a capital expense, and 
with the monthly cost, all updates are 
included. It’s not a good fi t, however, 
for those who don’t need all of the ex-
tra apps, or when a monthly cost does 
not fi t in the budget. 

Let’s wrap it up.
CyberLink packs lots of punch for 
just 300 bucks. Although none of 
the programs are super advanced, 
together they do offer most of the 
tools one would need to create a 
good production. We liked the 360 
video support and how easy it it is to 
use. Being able to bounce back and 
forth from program to program is 
super nice. If you have the need for 
a round-trip workfl ow, it’s a good fi t. 
There is lots of value in CyberLink 
Director Suite 6, and it should be 
strongly considered if you are on a 
smaller budget.  

ColorDirector allows you to adjust color and add looks.
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BUYER’S GUIDE

If you need more data storage — and who doesn’t? — our Storage Buyer’s 
Guide will give you a lesson in the basics. We’ll go over the tech specs and 
terminology and help you find the storage you need.

C
an you remember the days 
when Terabyte sounded like 
way more data storage than you 
would ever use in your lifetime? 

Do you remember when a Gigabyte 
was a ton of storage? Have you been 
around long enough to recall counting 
in Megabytes and Kilobytes? Oh, the 
memories of memory!

As digital video resolutions increase, 
our need for storage increases as well. 
If you’re ready to step up to a new 
storage solution, this Buyer’s Guide is 
for you. We’ll help you make sense of 
the the terminology and decide which 
solution works best for you. We’ve got 
a few recommendations for you, as 
well.

We’ve designed this Buyer’s Guide 
around three critical questions: How 
much storage do I need? How fast 

should it be? How portable does my 
unit need to be? Armed with those 
keys, fi nding a storage solution that 
works for you should be a snap.

How Big?
The size of the storage is the fi rst 
question. Data storage is a question 
of bytes. A Megabyte (MB) is about 
one million bytes, a Gigabyte (GB) is 
about a billion bytes or 1000 MB and 
a Terabyte (TB) is about a trillion bytes 
or 1000 GB. Storage today generally 
is going to be a matter of hundreds of 
Gigabytes or dozens of Terabytes. 

Video produces a lot of data, and it 
might be good to sit down and calculate 
how much space your project will take 
up. Fortunately, you don’t have to be a 
math whiz; there are some great calcu-
lators online, like AJA’s Data Calc, found 

at www.aja.com. You enter your video 
resolution, codec, audio rate and dura-
tion and in a fl ash, you have an idea of 
the storage capacity that’s needed for 
that footage. For example, say you have 
30 minutes of video in 1080, Apple 
ProRes with two channels of 96 kHz, 24 
bit audio — that’s going to require about 
38 GB of storage. 

That may not sound like much, but 
if you have multiple cameras or record 
multiple takes, you’re going to need to 
up the fi gures accordingly. Factor in B-
roll and you can see that the GB’s add 
up. If you want to take the jump to 4K, 
you don’t simply double the size of 
1080. 4K actually requires nearly ten 
times the amount of storage that HD 
does. That same 30 minutes is going 
to be close to 400 GB. You can see 
that a 1 or 2 TB solution may actu-

ally be a limitation. Fortunately, there 
are already storage solutions that are 
pushing 100 TB. 

How Fast?
The speed of memory storage is 
measured in Megabits per second 
(Mbps) and Gigabits per second (Gbps) 
or even Megabytes per second (MB/s). 
Notice that a Gigabit is not the same 
as a Gigabyte. A bit is the smallest unit 
of data and there are eight bits in a 
byte. Just keep in mind that you want 
the fastest speed possible and Gbps is 
faster than Mbps.

There also is a difference between 
SSD (Solid State Drive) and HDD (Hard 
Disc Drive). Solid state is also referred 
to as fl ash memory. It’s a small chip 
that contains memory with no moving 
parts. A hard disc, or spindle drive, is 
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If you need more data storage — and who doesn’t? — our Storage Buyer’s 
Guide will give you a lesson in the basics. We’ll go over the tech specs and 
terminology and help you find the storage you need.

at www.aja.com. You enter your video 
resolution, codec, audio rate and dura-
tion and in a fl ash, you have an idea of 
the storage capacity that’s needed for 
that footage. For example, say you have 
30 minutes of video in 1080, Apple 
ProRes with two channels of 96 kHz, 24 
bit audio — that’s going to require about 
38 GB of storage. 

That may not sound like much, but 
if you have multiple cameras or record 
multiple takes, you’re going to need to 
up the fi gures accordingly. Factor in B-
roll and you can see that the GB’s add 
up. If you want to take the jump to 4K, 
you don’t simply double the size of 
1080. 4K actually requires nearly ten 
times the amount of storage that HD 
does. That same 30 minutes is going 
to be close to 400 GB. You can see 
that a 1 or 2 TB solution may actu-

ally be a limitation. Fortunately, there 
are already storage solutions that are 
pushing 100 TB. 

How Fast?
The speed of memory storage is 
measured in Megabits per second 
(Mbps) and Gigabits per second (Gbps) 
or even Megabytes per second (MB/s). 
Notice that a Gigabit is not the same 
as a Gigabyte. A bit is the smallest unit 
of data and there are eight bits in a 
byte. Just keep in mind that you want 
the fastest speed possible and Gbps is 
faster than Mbps.

There also is a difference between 
SSD (Solid State Drive) and HDD (Hard 
Disc Drive). Solid state is also referred 
to as fl ash memory. It’s a small chip 
that contains memory with no moving 
parts. A hard disc, or spindle drive, is 

like what you’ll fi nd under the hood 
of most computers and has a physical, 
spinning disc that stores your data. 

As a rule, solid state drives are faster 
than hard disks but are not available 
in the same capacities — although 
they do seem to be getting larger 
each year. A big advantage with SSD 
is that, with no moving parts, there is 
no chance of mechanical failures that 
would crash the drive. 

Another important speed factor 
with an HDD that you’ll need to con-
sider is revolutions per minute (RPM). 
As you would imagine, the higher the 
RPM, the faster the drive will access 
and process the data. 

How Portable?
The fi nal question is where do you 
need to use this data storage? That 

used to be a no-brainer: I need to 
access my data when I’m sitting at 
my computer. Now, you may want to 
be able to work on your project from 
home and at the offi ce. You may even 
want a smaller, rugged solution for 
travel. There are a number of porta-
ble drives that are small enough to fi t 
in your bag and take with you every-
where. Sandisk recently unveiled a 2 
TB memory stick solution that offers 
ultimate portability but comes with a 
1,500-dollar price tag.

Speaking of portability, there are sev-
eral solutions that are wireless and so 
you can transfer data directly over Wi-
Fi or even remotely with an internet 
connection back to your home station. 
You can even fi nd battery powered 
storage units, so it’s possible to transfer 
video directly to your hard drive while 

MANUFACTURER LIST
Buffalo Technology
www.buffalotech.com
Drobo
www.drobo.com
G-Technology
g-technology.com
Glyph Tech Inc.
www.glyphtech.com
LaCie
www.lacie.com
Promise Technology
www.promise.com
QNAP
www.qnap.com
Quantum
quantum.com

Samsung Electronics Inc. 
www.samsung.com
Sandisk
www. Sandisk.com
Seagate Technology
www.seagate.com
Synology
www.synology.com
Verbatim
www.verbatim.com
Western Digital Corporation 
www.wdc.com
OWC
www.macsales.com
Sony
www.sony.com
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great portability with an SSD that’s 
smaller than your phone. It comes 
with USB 3.1 connectors (type A and 
C) and supports transfer speeds of up 
to 10 Gbps. 

External HDD
G-Technology 6TB G-DRIVE G1 
($200) - This affordable solution 
features data transfer rates up to 226 
MB/s and a rotational speed of 7200 
rpm, so it will give you the speed you 
need for video.

Seagate 4TB Backup Plus Por-
table Hard Drive ($110) -  Weighing 
in at half a pound, this drive is truly 
portable. It’s USB 3.0 compatible and 
comes in a blue or black metal case.

Array
LaCie 20TB 2big Thunderbolt 3 
Dock ($1,200) - This one has both the 
power and connections you need with 
two Thunderbolt, two USB 3.0 and a 
DP1 plug, plus SD and CF card ports. 

you’re still in the fi eld or in the car on 
the trip back. You are no longer limited 
to the size of your memory cards. 

Top Picks
Once you’ve got those questions an-
swered, let’s take a look at a few of the 
units to choose from. We’ve got them 
listed by SSD, HDD, Array Drives (sys-
tems with multiple drives in a single 
unit), and wireless devices that might 
be game changers. This list is not 
designed to be comprehensive; these 
are just a few examples of what’s out 
there to get you started.

SSD Drive
Rocstor Rocpro 900a 4TB ($1,980) - 
This Drive has a USB 3.0, two FireWire 
ports and an eSATA connection. Boast-
ing a blazing 5000 Mbps transfer rate 
with USB 3.0, this will be great for 
your desktop PC. 

Samsung 2TB T5 Portable Solid-
State Drive ($800) - Samsung delivers 

WHY BUY WHEN YOU CAN RENT?

With all this discussion about data storage, you might be asking if a cloud 
solution might a be a more cost effective way to go. It seems like new cloud 
based storage solutions are announced all the time. Again, it all depends on 
your needs.

Dropbox is one of the best known cloud services and they recently 
announced a Professional 1TB plan that starts at 8.25 dollars a month. 
Google Drive has a similar plan for 10 dollars per month for 1TB. The 
lesser-known sync.com offers 2TB at 8 dollars per month. These are just of 
few of the dozens of options that give you access to your video from any-
where you can connect to the web. Many services offer collaboration pack-
ages and public files so other team members have access to the files.

The cloud might be just what you need but remember that all servers 
and plans are not created equal. Make sure you read the fine print. Does 
the plan have any additional charges related to going over your data limit? 
How do they ensure file security? Will they offer redundancy and tech sup-
port if a file becomes corrupted? If, for some reason, your account becomes 
delinquent, what happens to your files?

Keep in mind that your transfer speeds are going to be limited by your 
internet connection speed. That means, while running down to the coffee 
house to finish up the project over a latte sounds romantic, it may take a 
very long time to access your footage over the crowded Wi-Fi. Cloud stor-
age, therefore, may be better suited for archival purposes rather than use 
as a working drive while editing, even on your home network.

Ultimately cloud storage is a matter of trust. You are trusting that the 
server company is reliable and secure. You may find yourself wanting a 
“backup for the backup” — just in case.

Rocstor
Rocpro 900a 4TB

Samsung 
2TB T5 Portable 
Solid-State Drive

G-Technology 
6TB G-DRIVE G1

Seagate 
4TB Backup Plus 

Portable Hard Drive
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can be accessed by iOS and Android 
users. It has a USB 3.0 connection and 
SD and MicroSD slot s. 

As you embark on your search for the 
perfect storage solution, remember the 
three essential questions: How big? How 
fast? How portable? These will guide 
you to the storage device that suits both 
your needs and your budget.  

Other World Computing 40TB 
ThunderBay 4 mini 4-Bay Thunder-
bolt 2 RAID Array ($27,800) - If you’re 
looking for maximum storage you’ll 
need a RAID. This one features four 
10TB SSDs but can be loaded with 
HDDs for cost savings.

Drobo 5D3 5-Bay Thunderbolt 3 
Enclosure ($699) - This unit is sold 
without hard drives but you can add 
up to fi ve as needed. It has two Thun-
derbolt 3 ports for speed and connec-
tivity, plus a USB 3.0 port.

Cut the Cord
WD 4TB My Passport Wireless Pro 
USB 3.0 External Hard Drive ($219) - 
WD has come up with a great solution 
for the video user. This drive features 
an SD slot and is battery powered, so 
it’s perfect for fi eld use.

GNARBOX 256GB Portable 
Backup & Editing System ($400) - 
This may not boast a ton of storage 
capacity, but it’s rugged, wireless and 

Jeff Chaves is the Chief Creative Officer of Grace 
Pictures Inc., which he co-owns with his wife, 
Peggy. He got his start as an Army Broadcaster 
in the 1980s and spent 12 plus years working 
on broadcasting. Jeff left broadcast television to 
pursue full-time ministry.

You can comment on this article by going on-
line: www.videomaker.com/article/17622

YOUR OWN CLOUD

If you are working on multiple computers and you need maximum storage, 
you might want to consider Network Attached Storage (NAS). These units are 
different from a simple storage array in that they are designed to be accessed 
directly through a network. Normally the drives are for storage only and fea-
ture a bank of open ports for HDD or SSD. Units can be chained together for 
massive amounts of storage. NAS is a great solution for back-up or recovery. 

It is also possible to configure an NAS to have internet connectivity so it can 
act as your own personal cloud. For example, QNAP makes myQNAPcloud 
which allows you to access an NAS with virtually any device. You don’t even 
have to leave your computer powered up to get remote access.

Here are a few examples of NAS drives:
Buffalo TeraStation 24TB 5410DN 4-Bay NAS  ($1,480)
This unit has four bays with 6TB SATA drives installed. It has a 10GbE port for 
faster transfer or two standard Gigabit ports or two USB 3.0 ports. The drives 
are hot swappable for even greater flexibility and security.
QNap 4-Bay Thunderbolt 3 NAS 3 ($999)
QNap describes this unit as being designed for media creators. It takes advan-
tage of Thunderbolt cable for Mac users. Although not as fast, those without 
a Thunderbolt connection can connect to the NAS with a USB adapter, or it’s 
also possible to connect wirelessly.
Synology DiskStation DS216+II 2-Bay NAS Enclosure ($270) 
This unit comes with a dual core processor that the company says is great for 
4K video transcription. This NAS enclosure is sold with empty bays but add 
a couple of 6TB drives for about 200 dollars and you’ll have a great storage 
solution for under 700 bucks.

LaCie 
20TB 2big 

Thunderbolt 3 Dock

Other World Computing 
40TB ThunderBay 4 mini 

4-Bay Thunderbolt 
2 RAID Array

GNARBOX 256GB Portable 
Backup & Editing System

Drobo 5D3 5-Bay 
Thunderbolt 3 Enclosure

WD 4TB My Passport 
Wireless Pro USB 3.0 
External Hard Drive
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Lighting is one of the most important 
elements in crafting your video 
towards having the exact look and 
feel that you want. Films have been shot 
using everything from sunlight to candles, 
with lots of variety in between. 

Navigating  Lights

HMI  
 TUNGSTEN

 FLUORESCENT
 LED 
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BY ERIK FRITTS

Navigating  Lights
A LIGHTING BUYER’S GUIDE

Lighting needs in video production-
run the gamut from huge budget 
productions to small, DIY vloggers, 

and there’s something for every niche. 
This article will explain what you’ll 
need to think about before buying 
lights and will provide a glimpse into 
the current lighting marketplace. 

There are several variables to consid-
er in choosing the right lights. Lighting 
type, power options, color temperature 
and color rating are all important. 

Lighting types
We will look at four main types of light 
being used in video production. Each 
has its advantages and disadvantages.

HMI 
HMI lights use mercury vapor and 
metal halide to create a high output 
of light with decent energy efficiency. 
The light provided from HMIs is very 
similar to that of natural sunlight 
(6,000K), making them “daylight” bal-
anced. These lights cost a lot upfront, 
but can save on power costs. On the 
downside, they require bulky ballasts 
and are not fully dimmable. You’re not 
likely to encounter one of these large, 
expensive lights unless you’re work-
ing on a professional film set.

Tungsten
Tungsten lights are like super-powerful 
versions of the old incandescent 
household lightbulb. At 3,200K, Tung-
sten is the standard color temperature 
for indoor lighting. To achieve other 
temperatures, gels are used. Tungsten 
lights are lower-cost and have good 
color rendition. On the downside, they 
get hot, they require lots of power, and 

the bulbs require sensitive care. For de-
cades, Tungsten lighting dominated on 
set, but with new technology, fluores-
cent and now LED lighting is becoming 
more prevalent.

Fluorescents
Fluorescents use gas to create a 
glow, which is amplified by a layer of 
phosphor coating. These lights are 
very energy efficient and can have 
a range of color temperatures from 
2,700K to 6,500K. Fluorescent lighting 
is compact and generates little heat. 
Regular-use fluorescent lighting can 
create problems with flicker and color 
rendition. Fluorescent lights made spe-
cifically for film have special ways to 
negate the flicker and poor color qual-
ity inherent in home-use fluorescents, 
but are considerably more expensive. 

LED 
Light emitting diode (LED) units are 
energy efficient but produce limited 
output. LEDs can provide variable light 
across the RGB spectrum. They are a 
fast growing part of the landscape and 
are increasingly being used with Fres-
nel lamps. They have an extremely long 
lifespan, allow for full dimming and are 
very rugged and safe units compared to 
the other bulbs. They are usually more 
expensive, but prices are coming down 
every year as this technology becomes 
more widespread and economical.

Power
AC, battery or both? Someone who 
works primarily in a studio will have 
very different needs than a run-and-
gun documentary crew. Along with 
power options, you’ll also want to 

HMI  
 TUNGSTEN

 FLUORESCENT
 LED 

MANUFACTURER LIST
Arri 
www.arri.com
BBS Lighting 
www.bbslighting.com
Blind Spot Gear Ltd. 
www.blindspotgear.com
CAME-TV 
www.came-tv.com
Cineo Lighting 
www.cineolighting.com
Cush Light 
www.cushlight.com
DeSisti USA 
www.desisti.it
DMG Technologies 
www.dmglumiere.com
Dracast 
www.dracobroadcast.com
Fiilex 
www.fiilex.com
Fluotec 
www.fluotec.co
Fotodiox 
www.fotodioxpro.com
Hedler Systemlicht 
www.hedler.com
Ikan 
www.ikancorp.com
K5600 Lighting 
www.k5600.com
KinoFlo 
www.kinoflo.com
LedsFilm 
www.ledsfilm.com
Light and Motion 
www.stellaprolights.com
LiteGear Inc. 
www.litegear.com
Litepanels (Vitec Group) 
www.litepanels.com
Litra 
www.litra.com
Lowel-Light 
www.lowel.tiffen.com
LRX, LLC 
www.lrx-lighting.com
Lumecube 
www.lumecube.com
Luminys 
www.luminyscorp.com
Lumos 
www.lumosusa.com
Mac Tech LED 
www.mactechled.com
Photon Beard Ltd 
www.photonbeard.com
Prompter People\Flolight 
www.flolight.com
Quantum Promark Brands 
www.qtm.com
Quasar Science 
www.quasarscience.com
Rotolight 
www.rotolight.com
Seaport Digital 
www.seaportdigital.com
Senna LTD 
www.senna.hr
Sourcemaker Inc. 
www.lightingballoons.com
Videssence
www.videssence.com
Westcott 
www.fjwestcott.com
Zylight 
www.zylight.com

368 B03 Lighting Buyer's Guide.indd   27 11/17/2017   11:44:06 AM



contents

full screen

print

contents

full screen

print

28 VIDEOMAKER >>> JANUARY 2018

CAME-TV Boltzen 55W Focuasable 
Fresnel Daylight LED - $298

fresnel lamp with Wi-Fi control, AC or 
battery power and CRI rating of 96. 

Litepanels Caliber -$329
The Caliber by Litepanels is a small, 
17W LED fresnel that puts out equiva-
lent light to a 150W Tungsten bulb. It 
is daylight balanced and comes with 
some gels to adjust 1/2 CTO or 1/2 
CTB. The Caliber can be powered via 
AC or AA batteries, and its beam can 
vary from 15 to 73 degrees. 

 
Dracast LED 500 Pro - $800
Dracast’s LED 500 Pro bi-color is an 
800-dollar LED panel that allows vari-
able 3200K - 5600K color temp at a 
CRI of 95 with a 45 degree beam and 
AC or DC power capabilities. It draws 
only 30W and provides up to 2,700lux 
at three feet. If you only need either 
daylight or indoor light, instead of 
both, you can get a single color ver-
sion for 600 dollars. 

 
Arri L7-C LE2 - $3,335
The Arri L7 series are the power-
houses of the LED Fresnel world. 
They are fully adjustable between 
2,800K  and 10,000K with a 15-50 
degree  beam angle and a >90 TLCI 
as well as 0-100 percent dimming. 
The L7-C provides DMX RDM or 
onboard control. 

Ikan Lyra 1 x 2 Bi-color soft 
panel LED - $1,400
The Lyra 1x2 Bi Color LED has a 
95+CRI LED performance with 1/2 
stop diffusion. Color temperature is 
adjustable from 3,200-5,600K. It has 
an LED readout and offers DMX in/

A LIGHTING BUYER’S GUIDE

know the lights draw and output. 
How much energy does the light use, 
and how much light does it produce? 
Output can be measured in terms of 
wattage (W), lumens, candela, lux or 
foot-candles (fc). 

Color Temperature
Will you need lights that are balanced 
for indoors (3,200K), outdoors (5,600K) 
or maybe ones that offer variable 
control and can provide a wide range 
of color temperatures? The answer will 
depend on where you will spend the 
most time shooting and what other 
lights you may already have in your kit.

Color Rating
Color rating is a measurement of 
how accurately a light can repro-
duce color. The Color Rendering 
Index (CRI), developed in the 1960s, 
measures how well the light will 
reproduce the full range of colors in 
a subject compared to a standardized 
source. 100 is perfect color rendition 
score; a CRI 95 or above is preferred. 

The Television Lighting Consis-
tency Index (TLCI) is a similar, but 
more modern measurement. Instead 
of color variance being based on a 
human observer, it is measured by 
color changes that can be detected by 
a video camera. A TLCI score above 
90 is acceptable.

On the Market
CAME-TV Boltzen 55W Focuas-
able Fresnel Daylight LED - $298
The Boltzen 55W Focusable Fresnel 
LED is a daylight (5,600K) balanced 

Lightpanels Caliber -$329

Arri L7-C LE2 - $3,335

Ikan Lyra 1 x 2 Bi-color soft panel LED 
- $1,400

BBS Lighting Area 48 Soft LED - $2,300 BBS Lighting Pipeline Reporter Kit - $799 Kino Flo Celeb LED 201 DMX - $3,000

Dracast LED 500 Pro - $800
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Zylight F8-200 LED 
Fresnel - $3,300
The F8-200 is a compact light that 
provides quite a punch. It can be 
purchased in either daylight, indoor 
or blacklight. The Daylight model 
provides as much light as a 400W HMI 
while drawing a maximum of 200W. 
The 16-70 degree adjustable beam 
provides 97CRI/TLCI rating. The light 
is fully dimmable and can be used 
with AC or battery. The LEDs are rated 
to 50,000 hours of life.

FotodioX C-700 RSV 
Flapjack - $445
FotodioX’s C-700 RSV Flapjack is a 
ultra-thin 18-inch LED that provides 
variable 3,200K-5,600K output at 
a CRI of at least 90. It takes AC/DC 
power options and is dimmable from 
10-100 percent. The C-700RSV is 
made to provide a soft, even glow. Its 
thin size and built-in 1/4-20 threads 
allow for very creative mounting op-
tions, and the light can run for over 
two hours on battery power.

Cineo Lighting 
Standard 410 - $4,995 
The Standard 410 is a new product 
from Cineo Lighting that delivers 
25,000 lumens of fl icker-free, full-
gamut RGB light from two foot by one 
foot diffused lamps. It draws a maxi-
mum of 410W and can be controlled 
via graphic panel or remotely via 
wired or built-in wireless CRMX. 

Cineo Lighting Basic 
Matchbox LED - $333
This 3.25 x 5.25 x 1.5-inch LED panel 
for on-camera has a CRI between 94-98 

out. It casts light at 110 degrees and 
provides up to 581lux at ten feet from 
the subject. The Lyra is AC powered. 

BBS Lighting Area 48 
Soft LED - $2,300
BBS Lighting’s Area 48 Soft LED 
was one of the fi rst lights to use 
the remote phosphor technology, 
which allows for highly accurate and 
consistent color rendition, brightness 
and afterglow. It uses 122 watts and 
generates an equivalent to 1200 watts 
of traditional lighting at 98 TLCI. The 
removable phosphor panels come in 
a variety of color temps, including 
3,200K and 5,600K, and can be eas-
ily switched in and out. The Area 48 
uses AC or DC power and is rated to 
50,000 hours.

BBS Lighting Pipeline 
Reporter Kit - $799
This is a unique light kit from BBS 
that can be very useful for vlogging, 
interviews and lighting tight spaces. 
This kit comes in one of three color 
temp options: 3,200K, 4,300K or 
5,600K. Each light draws 10W and 
puts out over 1000 lumens fl icker-
free. The units each have a small 
footprints and offer 1/4-20 threading 
for mounting. 

Kino Flo Celeb LED 201 
DMX - $3,000
Kino Flo’s Celeb LED 201 draws 100W 
but puts out an equivalent to 750W 
from a tungsten fi xture. This LED 
panel offers AC/DC power, fl icker-free 
dimming performance with variable 
temps between 2,700-6,500K and pro-
grammable color presets at CRI 95. 

Kino Flo Celeb LED 201 DMX - $3,000 Zylight F8-200 LED Fresnel - $3,300 FotodioX C-700 RSV Flapjack - $445

Cineo Lighting Standard - $4,995

Cineo Lighting Basic Matchbox LED - $333

Lowel Pro Power Daylight LED - $378

Lumos 300MK LED - $2,200
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and provides 1000 lumens with a 160 
degree beam with full dimming. 

Lowel Pro Power
Daylight LED - $378
The Power Daylight LED provides 
fl icker-free light at CRI 95 in a beam 
that can be focused between 10-43 de-
grees. It has AC/DC power options and 
puts off 2292 lumens — comparable to 
a 100W tungsten. The light is available 
in indoor or daylight color options. 

 
Lumos 300MK LED - $2,200
The Lumos 300MK LED is a 1x1-foot 
LED panel that offers variable color 
temperatures and DMX control. It 
draws 50W of power and puts off 
what would be equivalent of 400W 
from tungsten bulbs. 95-98 CRI rating 
means highly consistent color, and 
the AC/DC options means this light 
can fi nd use in a variety of settings.

Photo Beard PhotonBeam 80 
LED - $1,350
This LED uses remote phosphor for 
even lighting comparable to a 400W 
tungsten while drawing only 80W of 
power. The light comes with daylight 
and tungsten fi lters to change color 
temp quickly and can be powered via 
battery or AC. It boasts a TLCI of 95.

FloLight FL 110 AW - $349
The FL110AW uses two 55W biax 
fl uorescent lamps putting off an 
equivalent of 500W of light with 
10,000 hours of life. Using either the 
side panel or wireless controls to 
achieve 100-30 percent dimming on 
this fi xture, which is available in either 
3,000K or 5,400K color temperature 
with fl icker-free CRI 95 performance. 

Westcott Ice Light 2 LED - $500
Westcott’s Ice Light 2 is the next 
generation of their popular hand-
held light. Its lithium ion batteries 
charge in 2.5 hours and provide 60 
minutes of power. It casts 5,500K 
light in a 72.6 degree beam with a 
96 CRI. It has 1/4-20s at either end 
for easy mounting. With 10-steps of 
dimming, built-in diffusion, gel clips 
and a digital display, Westcott’s Ice 
Light 2 can fi nd a place in multiple 
production applications.

LumeCube - $80
The Lumecube is well suited to mo-
bile applications, action cameras and 
even DSLRs. The 6000K light is a 1.5-
inch cube, with 10 brightness settings 
between 150-1500 lumens. Lume-
cube can be used as constant light for 
video or as a fl ash for still photog-
raphy and can be controlled via 
Bluetooth or manually. The light has 
a variety of mounting options includ-
ing setups for drones, smartphones 
and shoe mounts. The Lumecube is 
battery powered and USB recharge-
able, offering 2+hrs of battery life. 
It’s also waterproof to 100 feet.

Litra Torch - $80
The Litra Torch is 1.5 by 1.5 inches, 
waterproof, drop proof and touted 
as an “adventure” light. It provides 
5700K color temp light at three Lu-
men settings: 800, 450 or 100. It’s 
lithium-Ion battery is rechargeable 
via micro-USB. The Litra Torch has a 
variety of fl exible mounting options 
including a 1/4-20 thread and em-
bedded magnet.

Conclusion
Knowing your needs and how they fi t 
into the current marketplace makes it 
easier for content creators to get the 
right tools. Spending some time now 
to familiarize yourself with the wide 
range of lights available will allow 
video producers to have the right tools 
for whatever jobs are ahead.  

Erik Fritts has has a degree in film production 
and experience in corporate video, TV, and film. 
He has two awesome dogs. Follow him online: 
@ErikFritts

You can comment on this article by going on-
line: www.videomaker.com/article/19249

A LIGHTING BUYER’S GUIDE

Photo Beard PhotonBeam 80 LED - $1,350

FloLight Fl 110 AW - $349

Westcott Ice Light 2 LED - $500

LumeCube - $80 Litra Torch - $80
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era but a remote 
follow focus and 
a wireless video 
transmitter, but 
how many of us 
have a budget for 
that kind of gear? 
Shooting from a 
gimbal usually 
involves not only 
a moving cam-
era, but a moving 
subject as well. In 
these instances, 
unless you have 
the aforemen-
tioned expensive follow-focus and 
monitoring system, it’s usually best to 
enable autofocus, assuming your cam-
era can handle it. Keeping shots wide 
also helps, since changing targets is a 
little less noticeable in wide shots.

Insufficient Focus Assist
If your camera or monitor doesn’t 
have focus peaking, and especially if 
your monitor is too small to clearly 
see where a focal point is, you may 
want to use autofocus. If neither your 
camera nor your subject is moving, 
this isn’t a problem. However, if you 
need to adjust focus in the middle of 
a shot and you can’t see fine details in 
the monitor, you’ll probably end up 
over-shooting your target focal point 
because you can’t see it until it’s way 
out of focus. Since so many run-and-
gun shots are difficult to replicate, 
autofocus may be more reliable than 
pulling focus manually.

Shooting Video Between Photos
Finally, if you’re the type of shooter 
who’s primarily shooting photos, and 
you need to quickly switch to video 
— for example, if you need to capture 
a sound bite — then back to photos, 
autofocus may make sense. After 
all, most photographers are already 

In fact, it’s usually true: Nine times out 
of 10, manual focus is going to deliver 
a more usable shot than autofocus. 
But there are some pretty specific 
scenarios where manual focus either 
is impractical or impossible.

Shooting Selfies and Vlogs
By definition, whenever you’re shoot-
ing selfies, you are the subject of the 
shot and therefore can’t also fully 
control the camera. If you’re shooting a 
selfie or a vlog where both you and the 
camera are stationary, manual focus 
is probably a better option, as autofo-
cus can sometimes focus on things it 
shouldn’t or lose you as its target and 
start hunting. But if you or the camera 
is moving, autofocus is probably the 
better choice. By setting the manual 
focus and leaving it, you’re telling the 
camera that what it’s focused on will 
remain the same distance from the 
lens. Of course, anyone who’s ever 
shot a vlog knows that’s not a variable 
you can count on. A camera with good 
autofocus can keep you in focus, and 
they usually have tap-to-focus capabili-
ties on the LCD for when it loses you.

When Your Subject is Moving 
Directly Toward the Lens
Keeping a subject in focus as they get 
closer to the lens is extremely difficult 
to do manually. If they’re moving at 
inconsistent speed, it’s close to impos-
sible. In these instances, autofocus is 
a real lifesaver. This relies on having 
a camera with good video autofocus, 
however, since it’ll need to be able to 
hold a target without switching. When 
tracking a target moving toward the 
lens, once the camera loses its target, 
it’s really hard for the camera to find it 
again until the subject stops moving.

Shooting from a Gimbal
Many high-end gimbals are heavy 
duty enough to hold not only a cam-

shooting autofocus. If things are mov-
ing quickly and you have a capable 
camera, hitting the record button 
without changing any other settings 
(except maybe your shutter speed and 
ISO) is a good way to make sure you 
don’t miss any of the action.

The main problem with autofocus 
is that it often loses its target in the 
middle of a shot. If autofocus goes 
rogue during a photo shoot, it usually 
doesn’t make a big impact. If you’re 
shooting a burst of 24 shots, among 
which you only need one good one, 
it’s okay if three or four are out of 
focus. But if during that same moment 
where you would have captured a 
24-photo burst, you’re trying to cap-
ture a single video clip, a few frames 
of hunting autofocus may render the 
whole clip unusable. That’s why it’s so 
important to only use autofocus when 
you have to. If you know about those 
scenarios before you hit record, your 
shots should turn out better than if 
you tried to pull focus manually.  

Mike Wilhelm is a closet autofocus shooter. He’s 
also Videomaker’s Director of Content.

You can comment on this article by going online:  
www.videomaker.com/article/19302

by Mike Wilhelm

5 Scenarios when it’s OK to use Autofocus for Video

OPINION

You’ll hear a lot of video shooters talk about how you should never use 
auto focus. Videomaker is as guilty as any of making this bold claim. 
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BEST
OF THE YEAR

2017

PRODUCTS

BY THE EDITORS 
OF VIDEOMAKER

Best Cinema Camera
Canon C200
With the C200, Canon made a camera that gives lots of 
workfl ow fl exibility and doesn’t lack in features. With its 
Super 35mm sensor, dual pixel AF and dual DIGIC DV 6 
processors, it can shoot up to 120 frames per second in 
HD. It also shoots DCI 4K and can record Canon RAW Light 
internally to Cfast 2.0 cards. For non-RAW workfl ows it 
off ers MP4 and MP4 proxies recorded to SD card. Costing 
7,500 dollars, it has a rotating four-inch LCD monitor, two 
XLR inputs and a very usable camera grip. Congratulations 
and hats off  to Canon for the C200, which we’re dubbing 
Videomaker’s Best Cinema Camera of 2017.
See the full review: videomaker.com/article/19172

Best Hybrid Camera Over $1,000
Panasonic Lumix GH5
The choice for this category was easy. The Panasonic 
Lumix GH5 shoots internal 4:2:2 10-Bit video, it can be 
equipped with v-log, and it has 5-Axis sensor stabilization. 
It shoots up to 4K at 60 frames per second with no 
additional crop and has a full size HDMI port. For 2,000 
dollars, the Panasonic Lumix GH5 has no rival. The best 
setup is combining the XLR adapter for an additional 400 
bucks and the Panasonic 12-60mm for 1,000 dollars for a 
ready-to-go, feature-rich monster that together costs only 
3,400 dollars. Congratulations to Panasonic’s Lumix GH5 
for winning Videomaker’s award for Best Hybrid Camera 
Over $1,000 of 2017.
See the full review: videomaker.com/article/19015

At the end of each year, our editorial staff  
gets together to decide our Best Products 
of the Year award winners. Winners are 
selected from products we’ve tested and 
processed through the Videomaker Labs. 

Videomaker’s editorial staff  came together to select the 
Best Products of the Year 2017. Each product category 
has been carefully considered and debated by our edito-
rial team. A few punches were thrown and, sad to say, 
one even obtained a black eye in the process. Thankfully, 
we now have peace again amongst us. Remember, we do 
this for you. 

As a reader, don’t consider the products on this list the 
only products worth buying. Rather, it’s simply a list of 
the best products we at Videomaker have had a chance 
to use. Each product should be the best off ering in its cat-
egory that had come through our doors since our last Best 
Products awards. When considering a product, we weigh a 
number of factors including aff ordability, quality and per-
formance along with a few others. Some of the awards are 
no-brainers; keep your eye out for them. Other winners 
claim victory with just a small nuance. Without further ado, 
here are Videomaker’s Best Products of 2017

Best Fixed-Lens Camera Over $1000
Sony RX10 IV
The Sony RX10 IV continues a long line of RX10 cameras. 
With improved Hybrid AF, it costs 1,700 dollars and gives 
you a focal length of 24-600mm. The zoom is servo con-
trolled and shoots up to UHD 4K on its one inch sensor. 
Lastly, Sony includes s-log for those who want the most 
dynamic range and color. Congratulations to Sony with 
the RX10 IV, Videomaker’s Best Fixed-Lens Camera Over 
$1,000 of 2017.
See the full review: videomaker.com/article/19250
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Best Cinema Camera
Canon C200
With the C200, Canon made a camera that gives lots of 
workfl ow fl exibility and doesn’t lack in features. With its 
Super 35mm sensor, dual pixel AF and dual DIGIC DV 6 
processors, it can shoot up to 120 frames per second in 
HD. It also shoots DCI 4K and can record Canon RAW Light 
internally to Cfast 2.0 cards. For non-RAW workfl ows it 
off ers MP4 and MP4 proxies recorded to SD card. Costing 
7,500 dollars, it has a rotating four-inch LCD monitor, two 
XLR inputs and a very usable camera grip. Congratulations 
and hats off  to Canon for the C200, which we’re dubbing 
Videomaker’s Best Cinema Camera of 2017.
See the full review: videomaker.com/article/19172

Best Speciality Camera
GoPro HERO6 Black
GoPro’s fi rst camera with their newly designed GP1 
image processor, the HERO6 Black is 500 bucks. With 
its announcement, GoPro now off ers fi ve diff erent 
cameras ranging from the original session to their newly 
introduced 360 camera, the GoPro Fusion. The HERO6 
Black off ers both optical and digital image stabilization 
and can shoot up to 240 frames per second in HD and 
60 frames per second in UHD 4K. Congratulations to 
GoPro with the HERO6 Black, Videomaker’s Best Speciality 
Camera of 2017.
See the full review: videomaker.com/article/19175

Best Hybrid Camera Under $1,000
Olympus OM-D E-M10 III
With its 16.1 megapixel Micro Four Thirds sensor, the 
Olympus E-M10 III shoots up to UHD 4K 30 at frames 
per second. It has a tilting touchscreen and has in-body 
5-Axis image stabilization. For 650 dollars, it off ers a lot of 
value with a small price tag. Congratulations to Olympus 
with the E-M10 III, Videomaker’s Best Interchangeable-
lens Camera Under $1,000 of 2017.

Best Hybrid Camera Over $1,000
Panasonic Lumix GH5
The choice for this category was easy. The Panasonic 
Lumix GH5 shoots internal 4:2:2 10-Bit video, it can be 
equipped with v-log, and it has 5-Axis sensor stabilization. 
It shoots up to 4K at 60 frames per second with no 
additional crop and has a full size HDMI port. For 2,000 
dollars, the Panasonic Lumix GH5 has no rival. The best 
setup is combining the XLR adapter for an additional 400 
bucks and the Panasonic 12-60mm for 1,000 dollars for a 
ready-to-go, feature-rich monster that together costs only 
3,400 dollars. Congratulations to Panasonic’s Lumix GH5 
for winning Videomaker’s award for Best Hybrid Camera 
Over $1,000 of 2017.
See the full review: videomaker.com/article/19015

Best Field Monitor
SmallHD Focus 
The SmallHD Focus is bright at 800 nit and aff ordable at 
500 dollars. It has an intuitive touch menu and has an 
optional power kit that is also capable of powering your 
camera. The Focus gives you a headphone out via its HDMI 
connector and comes with a very functional mounting 
bracket. It’s a great addition to just about any hybrid 
camera setup. Congratulations to SmallHD with the Focus, 
Videomaker’s Best Field Monitor of 2017.
See the full review: videomaker.com/article/19170

Best Fixed-Lens Camera Over $1000
Sony RX10 IV
The Sony RX10 IV continues a long line of RX10 cameras. 
With improved Hybrid AF, it costs 1,700 dollars and gives 
you a focal length of 24-600mm. The zoom is servo con-
trolled and shoots up to UHD 4K on its one inch sensor. 
Lastly, Sony includes s-log for those who want the most 
dynamic range and color. Congratulations to Sony with 
the RX10 IV, Videomaker’s Best Fixed-Lens Camera Over 
$1,000 of 2017.
See the full review: videomaker.com/article/19250
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Best Advanced Support System
Cinetics Lynx
We enjoyed using the Cinetics Lynx. It shoots beautiful 
time-lapse and is easy to set up. Costing 2,000 dollars, it’s 
robustly built and has a great value in the marketplace. 
With a motorized slider, plus tilt and pan control, the 
Lynx works great for both video and time-lapse. The 
Lynx system is not hard or time consuming to set it up, 
and it is intuitive to use. Congratulations to Cinetics with 
Lynx, taking home Videomaker’s Best Advanced Support 
System of 2017 award.
See the full review: videomaker.com/article/19045

Best Light
Ikan Mylo Bi-Color
The Ikan Mylo LED Bi-Color light panel is bright for its 
size and offers nice quality light for 650 dollars. The 
Mylo fixtures are built to travel. Their real value will be 
experienced most by those who need an on-the-go, 
ready-for-production light the won’t be spending much 
time in the studio. You can get cheaper lights for video 
production, but we found the value of these lights to 
match their price point when ruggedness and portability 
were factored in. Congratulations to Ikan with Mylo, 
Videomaker’s Best Light of 2017.
See the full review: videomaker.com/article/18889

Best Products Award Criterion
For a product to qualify for our Best Products of the 
Year, it must have passed through the Videomaker 
headquarters in 2017 for examination by our editors. 
From there, we judged products based on the follow-
ing seven criteria:

1. Empowerment: How effective the product is at 
 helping videographers be more effective storytellers.

2. Ease of Operation: How user-friendly it is.

3. Affordability: The product must provide a good 
 value for the price.

4. Quality: It must be put together well, durable and 
 show excellence in its category.

5. Innovation: It should have some inventive or  
 original features.

6. Dependability: It needs to be able to endure the 
 rigors of active video production.

7. Performance: It must work consistently and  
 effectively. 

Best Lens
Sony E PZ 18-110mm f/4 G OSS
If you shoot on a super 35 image sensor, then this is the 
focal length for you. The Sony E PZ 18-110mm f/4 G OSS 
costs 3,500 dollars and is a great combo with the Sony 
FS7 or the FS5. It has a constant aperture of f/4 across 
the throw of the lens and has servo controlled zoom. It 
also has internal focusing with no focus breathing. This 
parfocal lens will impress in a variety of video production 
applications. Congratulations to Sony with the 18-110mm 
f/4 G OSS, Videomaker’s Best Lens of 2017.
See the full review: videomaker.com/article/19178
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Best Basic Support
Manfrotto MVMX-
PRO500US XPRO 
Monopod
The Manfrotto MVMXPRO500US 
Xpro is a fl exible tool that improves 
your shooting capabilities. We 
like its build quality and the fact 
that it can extend to be very tall 
yet collapses small enough to fi t 
in a carry-on bag. The three-stage 
legs make getting the right height 
a cinch, and its three-pronged 
foot makes it able to stand 
with minimal support. For 300 
dollars, it’s a good investment. 
Congratulations to Manfrotto with 
the XPRO Monopod, Videomaker’s 
Best Basic Support of 2017.
See the full review: 
videomaker.com/article/19098

Best Drone
DJI Spark
The Spark fl ying experience is nearly the same as other 
DJI drones at a great price point of 500 dollars. The DJI 
Spark is easy to store and has quick charging batteries. 
Make sure to buy extra batteries and the controller in the 
Fly More combo — better control and more time in the 
air make it worth the extra 200 dollars. Congratulations 
to DJI with the Spark, our pick for Videomaker’s Best 
Drone of 2017 award.
See the full review: videomaker.com/article/19162

Best Audio Recorder
Sound Devices MixPre-3
You can’t go wrong with great sounding preamps in an 
audio recorder. With their Kashmir preamps, Sound 
Devices brings high-performance, ultra-low-noise, 
discrete, Class-A mic preamps to the MixPre-3. At 650 
dollars, its rugged build quality and intuitive design off er 
simple, reliable operation. Congratulations to Sound 
Devices with the MixPre-3, Videomaker’s Best Audio 
Recorder of 2017.
See the full review: videomaker.com/article/19167

Best Light
Ikan Mylo Bi-Color
The Ikan Mylo LED Bi-Color light panel is bright for its 
size and off ers nice quality light for 650 dollars. The 
Mylo fi xtures are built to travel. Their real value will be 
experienced most by those who need an on-the-go, 
ready-for-production light the won’t be spending much 
time in the studio. You can get cheaper lights for video 
production, but we found the value of these lights to 
match their price point when ruggedness and portability 
were factored in. Congratulations to Ikan with Mylo, 
Videomaker’s Best Light of 2017.
See the full review: videomaker.com/article/18889

Best Advanced Editing Software
Apple Final Cut Pro X 10.3
Apple has given more value than they charge for with Final 
Cut Pro X 10.3, and that’s rare for Apple. If you are already 
a FCP X user, the 10.3 update is free. In the new version, 
FCPX 10.3 improved on its user interface and timeline, 
delivering a host of quality of life updates. It’s a pro quality 
product at an intermediate price. Congratulations to Apple 
with Final Cut Pro X 10.3, garnering the award for Video-
maker’s Best Advanced Editing Software of 2017.
See the full review: videomaker.com/article/18914

Best Lens
Sony E PZ 18-110mm f/4 G OSS
If you shoot on a super 35 image sensor, then this is the 
focal length for you. The Sony E PZ 18-110mm f/4 G OSS 
costs 3,500 dollars and is a great combo with the Sony 
FS7 or the FS5. It has a constant aperture of f/4 across 
the throw of the lens and has servo controlled zoom. It 
also has internal focusing with no focus breathing. This 
parfocal lens will impress in a variety of video production 
applications. Congratulations to Sony with the 18-110mm 
f/4 G OSS, Videomaker’s Best Lens of 2017.
See the full review: videomaker.com/article/19178
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Best Storage
QNAP TVS-1282T3
The QNAP TVS-1282T3 off ers a ton of confi gurations and 
features as well as some impressive data transfer rates, 
making it a good choice for storing large amounts of data. 
More than just a RAID, this NAS could be the cornerstone 
of your post-production workfl ow. We liked how many 
diff erent ways you could connect to it, and it impressed 
us with some fun features that, to the right user, will be 
immensely useful. Congratulations to QNAP with the TVS-
1282T3, Videomaker’s Best Storage of 2017.
Read the full review: videomaker.com/article/19124

Best Plug-in Suite
iZotope RX6 Advanced
iZotope RX6 Advanced is an amazing tool for audio 
repair. It’s easy to use and is great for fi xing big problems, 
but it also makes good audio great. Imagine being able to 
have dry, clear and present dialogue without room noise 
or any other problems — RX6 Advanced can deliver. 
Although it has the power to help you out in a pinch, 
most will use it on everything to always have the best 
sounding audio. We absolutely recommend iZotope RX6 
Advanced. In fact, we fl at-out love it. Congratulations to 
iZotope RX6 Advanced, taking home Videomaker’s award 
for Best Plug-in Suite of 2017.
Read the full review: videomaker.com/article/19164

Best Workstation
Dell Precision 5520
The Dell Precision 5520 mobile workstation starts at 
1,400 dollars, but it can be confi gured all the way up to 
and past fi ve grand. For a more modest 3,500 dollars, you 
could build a system with a strong GPU, a fast M.2 PCIe 
SSD and 64 gigabytes of RAM, and a Quad Core Xeon 
3.0GHz CPU. It’s a slick looking form factor and the ability 
to customize makes it a great performing workstation 
you can take with you. Congratulations to Dell with the 
Precision 5520, Videomaker’s Best Workstation of 2017.

Best Introductory Editing Software
GoPro Quik
Newly updated with even more great features, GoPro 
Quik is available for both mobile and desktop. Easily add 
photos and time-lapse sequences to automatically create 
an edited video. Choose from an included audio library 
and auto upload to the cloud. Add gauges and graphs to 
videos that show how fast, far and high the camera went. 
Automatically import and organize photos and videos, 
and on top of that, Quik is free. Congratulations to 
GoPro with Quik, Videomaker’s Best Introductory Editing 
Software of 2017.

Best Microphone
Samson Go Mic Mobile
It’s rare for us to rave about a product with such a 
reasonable price tag. It’s easy to be impressed by an 
expensive piece of gear that doesn’t have to compromise 
on quality in an eff ort to maintain an aff ordable price 
point. Even at an aff ordable 250 dollars, however, 
the Samson Go Mic Mobile, is a versatile tool that will 
improve your audio regardless of what you are shooting 
on; it works with both smartphones and dedicated 
cameras. It impressed us, no matter the application. 
Congratulations to Samson with the Go Mic Mobile, 
Videomaker’s Best Microphone of 2017.
Read the full review: videomaker.com/article/19168
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Best Intermediate Editing Software
CyberLink PowerDirector 16 Ultimate
For just 115 dollars, CyberLink’s PowerDirector 16 
Ultimate off ers an extensive list of great tools, including 
intelligent color correction, the ability to grade with 
LUTs, disc authoring and direct output to share online. 
PowerDirector 16 Ultimate off ers smoother previews 
and faster exporting than prior releases. Plus, Cyberlink 
PowerDirector 16 includes 360 video editing including 
360 video stabilization. Lastly, PowerDirector 16 gives 
you the ability to export vertical video for snapchat 
or Instagram stories. Congratulations to CyberLink 
PowerDirector 16 Ultimate, earning Videomaker’s Best 
Intermediate Editing Software of 2017 award.
See the full review: videomaker.com/art icle/19253
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Best Plug-in Suite
iZotope RX6 Advanced
iZotope RX6 Advanced is an amazing tool for audio 
repair. It’s easy to use and is great for fi xing big problems, 
but it also makes good audio great. Imagine being able to 
have dry, clear and present dialogue without room noise 
or any other problems — RX6 Advanced can deliver. 
Although it has the power to help you out in a pinch, 
most will use it on everything to always have the best 
sounding audio. We absolutely recommend iZotope RX6 
Advanced. In fact, we fl at-out love it. Congratulations to 
iZotope RX6 Advanced, taking home Videomaker’s award 
for Best Plug-in Suite of 2017.
Read the full review: videomaker.com/article/19164

Best Workstation
Dell Precision 5520
The Dell Precision 5520 mobile workstation starts at 
1,400 dollars, but it can be confi gured all the way up to 
and past fi ve grand. For a more modest 3,500 dollars, you 
could build a system with a strong GPU, a fast M.2 PCIe 
SSD and 64 gigabytes of RAM, and a Quad Core Xeon 
3.0GHz CPU. It’s a slick looking form factor and the ability 
to customize makes it a great performing workstation 
you can take with you. Congratulations to Dell with the 
Precision 5520, Videomaker’s Best Workstation of 2017.

Best Introductory Editing Software
GoPro Quik
Newly updated with even more great features, GoPro 
Quik is available for both mobile and desktop. Easily add 
photos and time-lapse sequences to automatically create 
an edited video. Choose from an included audio library 
and auto upload to the cloud. Add gauges and graphs to 
videos that show how fast, far and high the camera went. 
Automatically import and organize photos and videos, 
and on top of that, Quik is free. Congratulations to 
GoPro with Quik, Videomaker’s Best Introductory Editing 
Software of 2017.

Best Switcher
SlingStudio
The SlingStudio is a wireless online streamer and switcher 
that, for two grand, gives the capability to wirelessly 
transmit three HDMI streams, allows you to use another 
eight iPhones for more cameras and operates via an 
iPad with simple touch switching. Any high school event 
coordinator looking to stream an event to Facebook 
or YouTube could use one today and stream live. This 
infrastructure-free solution would fi t just as well inside 
a church to stream Sunday’s service to those who can 
not attend. Congratulations to Sling with the SlingStudio, 
Videomaker’s Best Switcher of 2017.
Read the full review: videomaker.com/article/19247

You can comment and rate this article by going online: 
www.videomaker.com/article/19282 

That’s a wrap 
2017 has been a great year for the video and fi lm 
business. Innovation is at the forefront of our industry, 
and we are honored to be able to cover it. Throughout 
the year, we get great input from you — our audience 
— on what you want covered. Thank you. A special 
thank you also to the brands that provided their 
products for us to review. We will always strive to make 
an independent analysis of all the products we review. 
Thank you for reading and here’s to another great 
year. Cheers!   
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BY PETER BIESTERFELD

How 
Catalin 
Marin 
Built His 
Career as 
an Award-
winning 
Film 
Composer

Videomaker visited the award-winning Romanian-Canadian film composer, Cata-
lin Marin, in his suburban studio near Toronto where he shared the twists and 
turns of an unconventional career trajectory, toured us through his state-of-the-
art basement studio and traded in the secrets of his process. 

Marin. “Obviously there were star-trecky scenes with a 
full orchestra, but Shatner also wanted some tongue-in-
cheek so I used bluegrass, blended it in with some orches-
tra, and it worked.” 

From Craiova to Toronto 
Marin, 47, who takes pride in his hybrid approach of mix-
ing musical genres, didn’t start composing for film and 
television until he was well into his thirties. 

In William Shatner’s 2014 documentary, “Chaos on the 
Bridge,” the audience is given a ringside seat to the 
infighting among writers and producers during the cre-
ation of the iconic TV series “Star Trek: The Next Gen-

eration.” Accompanying the parade of insider talking heads 
unpacking the backstage intrigue is a wall-to-wall music 
score that fits the tell-all spirit of the film like a glove. 

“It didn’t feel like a Star Trek film per se, it was about 
the politics of making it,” says “Chaos” composer Catalin 
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“In hindsight, these were my first attempts at compos-
ing,” says Marin who went on to study music theory and 
composition. But careers in artistic expression were tightly 
controlled by the authoritarian regime.  

“Not only were the themes propaganda-tied, but nepotism 
was strong and only a handful of musicians were ‘allowed’ to 
express themselves creatively,” says Marin. “Things were bet-
ter for performers, but not for composers. So the usual career 
for a composer would have been that of a music teacher.”

Growing up in the bleakness of communist Romania, 
music was like nourishment to young Marin’s generation. 
It all started when his parents gifted him with a guitar he’d 
asked for and a music teacher encouraged his enthusiasm 
and prolific progress. When his parents bought a piano 
intended for his sister, improvising on the ivories became 
Marin’s favorite pastime. He remembers as an eight-year-
old driving his piano teachers crazy, extemporizing on the 
practice pieces he was made to learn. 
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sociates, Marin found himself starting 
from the ground up. Mostly he says 
he was trying to figure out how and 
where to convert his knowledge and 
skills into “hard currency” in a society 
with different rules and values. Until 
his family was secure and well estab-
lished in their newly adopted country, 
Marin shelved his musical aspirations 
and went back to what he knew. 

“So when I came to Canada, my 
first jobs were as an audio engineer 
at a recording studio in Toronto and a 
bit later as a production manager at a 
radio station in Hamilton.” 

Marin recalls how once he landed 
in ‘Hollywood North,’ he didn’t want 
to settle for steady employment in his 
industry, but decided to go full-throttle 
after a career in composing for film 
and television. One of the best moves 
Marin says he made was enrolling 
at Boston-based Berklee College of 
Music. He highly recommends the 
college’s film scoring program for its 
immersive music-for-film boot camp 
and invaluable instructor feedback.

“Next step was to apply what I 
learned,” says Marin. “So I started 
approaching seasoned composers, 
armed with my demo, enthusiasm 
and my willingness to get into the 
composing for film field.” 

The other best move Marin says he 
made was knocking on the door of 
award-winning senior statesman com-
poser, Christopher Dedrick (“The Good 
Times Are Killing Me,” 2009).

“The stars aligned, I guess, and by 
lucky timing, Christopher Dedrick, 
the president of the Canadian Guild of 
Composers at the time, was planning 
to initiate a mentorship program.”  

After passing a test to get into 
Dedrick’s program, Marin continued 
with his radio production work and 
enjoyed collaborating with his teacher 
and mentor who would soon become 
a creative partner.

“I had the opportunity of real-world 
practice. During this period, I got in-
troduced to the not-so-glamorous but 
oh-so-necessary aspects of the craft, 
like spotting and playback sessions.”

Spotting is when composer and di-
rector sit down to take notes of where 
the film needs music. Playback is 

He got his first electronic key-
board when he was in junior high 
school and started to follow the 
1980s electronic music scene, 
becoming a big fan of Tangerine 
Dream, Michael Oldfield and Vange-
lis, the Greek composer best known 
for his Academy-award winning 
score for “Chariots of Fire” (1981). 
Vangelis would become a major 
influence on Marin. It was during 
this time Marin started to get serious 
about his own composing and won 
several student competitions.  

“However, my artistic inclinations 
were regarded only as a cool hobby,” 
says Marin. “I was preparing for a 
technical career in computers.” He 
completed his education in the U.K. 
where he earned a Master’s degree in 
Automation and Computers at Middle-
sex University in London.

After the 1989 anti-communist 
revolution brought down Nicolae 
Ceausescu’s repressive regime, Marin 
decided to shift gears and to combine 
his technical skills with his artistic 
aspirations. “I got into radio produc-
tion. This meant jingle composition 
and producing commercials.” 

Working on a variety of Digital Audio 
Workstation (DAW) platforms, Marin 
learned audio engineering produc-
ing radio commercials. But he never 

stopped composing and released two 
albums of electronic music in the 90s.

“While I was still writing ‘music 
for the ear,’ building material for my 
next album, I started entertaining the 
idea of making music that would be 
part of something more complex,” 
says Marin. “I was always told that 
my music was evocative, that it had 
the power of stirring images in the 
listener’s mind. So, as a challenge, I 
wanted to create music that would tell 
a story, that would support images. I 
would watch movies with the sound 
turned off, imagining what soundtrack 
I would create.”

Imagining a better future than what 
was available in Romania, Marin up-
rooted his family in 1999. He brought 
his wife and daughter from historic 
Craiova, an ancient medieval city 
tucked deep into the south of Roma-
nia, to the glass and steel of Toronto, a 
vibrant international music, film and 
television production hub. “Looking 
back, I can see how naive I was, imag-
ining it will be easy to integrate and 
work towards fulfilling my dreams of 
signing record deals and skyrocketing 
to fame. My excuse: I was young.” 

Marin says moving to a new coun-
try was “overwhelming, stressful and 
scary.” Without the support network 
of family, friends and professional as-

How Catalin Marin Built His Career  
as an Award-winning Film Composer

“WHEN YOU HAVE A BREAK BETWEEN GIGS, OR EVEN 
DURING A GIG, YOU HAVE TO TEND TO YOUR PRO-
FESSIONAL  NETWORK.”
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Taking Care of Business
Once Marin found himself composing 
full-time for film and TV he discovered, 
like many creative freelancers, the nec-
essary burden of self-promotion.

“This part can be tiring and drain-
ing, as it has very little to do with 
your craft as an artist,” says Marin. 
“Especially in the beginning of be-
ing a composer for film, a relatively 
large amount of time is allocated to 
networking, promoting yourself, mak-
ing demos on-spec and pitching for 
projects. You need perseverance; the 
greener you are, the more you need to 
show, and you need the inner strength 
to get over the disappointment of not 
landing a gig in order to bounce back 
and be creative at the drop of a hat.”

the screening of the completed and 
scored film with the director, pro-
ducer and others from the creative 
team to make notes of any necessary 
music changes.

“I started taking on more and more 
responsibilities from Chris. I com-
posed for films he was hired for and, 
through his immediate feedback, 
learned the dos and don’ts of this 
craft. My relationship and I’d like to 
think friendship with Christopher 
Dedrick helped me tremendously in 
starting my professional network and 
being ready for flying solo.” 

Tragically, this productive and 
blossoming partnership was cut 
short with Dedrick’s untimely death 
in 2010.

Marin says he is not comfortable 
being a show off and has trouble 
promoting himself. “I believe in con-
vincing clients through my results, 
through building a trust relationship. 
However, all these things take time. I 
did not experience a one-time break-
through. It was always steady, con-
stant work, and that is the rule, rather 
than the exception in this industry.”  

There is no downtime for a film 
composer says Marin. “When you 
have a break between gigs, or even 
during, you have to tend to your pro-
fessional network, to learn and prac-
tice what’s new out there.” He says he 
stays on top of industry developments 
by keeping up with trade publications, 
participating in online forums and 
enrolling in master classes by well-
established composers. 

When not busy tweaking his studio 
gear, Marin finds himself updating 
software tools and plug-ins to ensure 
he consistently delivers state-of-the-art 
music and post-audio production ser-
vices to his film and television clients. 

Sitting at the consul of his work-
station, Marin looks not unlike like 
Capt. Kirk presiding over the flight 
deck of the Starship Enterprise. With 
his computer background, Marin has 
programmed his workstation exactly 
to the way he works, creating finger-
tip access to ultra-customized controls 
in his Cubase DAW. 

“In order to keep their music fresh 
and meaningful, a composer has to 
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keep up with the trends in interpreta-
tion techniques and styles, with up-
to-date sound libraries and with the 
technology,” says Marin.

Years ago he reconfigured his stu-
dio, which used to be “more geared to-
wards recording” and a much smaller 
room but with a narration booth.

“Now I’ve changed the strategy. It is 
important for the control room to be 
rather large so that the bass waves can 
properly form. It’s the acoustic physics. 
No matter how good your speakers 
are, if your room is small, you don’t 
properly get to hear the low frequen-
cies. I also no longer use a voice booth; 
I do all the occasional live recordings in 
the main (control) room and I love how 
it sounds. It was very important to also 
implement a solid acoustic treatment 
solution using acoustic panels, bass 
traps and acoustic diffusors.

The other skillset Marin brings to 
the table, not typical of most film 
composers, is his audio engineer-
ing and production expertise. “This 
comes easy to me from my years of 
audio production and proved very 
useful because nowadays directors 
and producers expect the highest 

production quality for the music. In 
other words, regardless of whether the 
score will end up being recorded with 
live musicians or not, the ‘mock-ups’ 
of the cues or the score itself need 
to be breathtakingly good, not only 
creatively, but also from a production 
point of view — mixing, processing, 
MIDI programming, etcetera.”

Creating Worlds
“All they’re doing, set-designer, writer, 
composer, we try to create worlds. I 
can tell you everything you need to 
know in one word: story.”  
— Hans Zimmer (score: “Pirates of the 
Caribbean” series)

Marin agrees with Zimmer, a Hol-
lywood icon and one of his musi-
cal heroes. “When I first discuss a 
prospective project with the director 
I ask them about the story of the 
film and what message they want to 
convey,” says Marin. “They would tell 
me their expectations from the music. 
If, there is even a rough cut of the film 
available, I would watch it and start 
developing themes, paying close at-
tention to the storyline and character 
development.”

“One way would be picture-lock 
(final edit) with temp music already 
vetted by the director,” says Marin. 
“This is my least favorite way, because 
it kind of narrows the creative process, 
since you have to compose in-line 
with the temp music. A favorite way of 
working for documentaries is to come 
up with several themes, based on the 
director’s suggestions.”

In “Art of Darkness,” a feature-length 
doc about controversial Tennessee 
painter and performance artist Brian 
Lewis Saunders, the main character 
declares, “I got a calling to do a self-
portrait every day for the rest of my 
life until I die.” Marin says that David 
Parker’s intimate profile of the troubled 
artist ‘trying to keep his mania in 
check’ was an opportunity to change 
the rules about how to score a film.

“The director only sent me uned-
ited footage,” says Marin. “I extracted 
the audio from that, I didn’t need the 
visual. It was a guy talking about ideas. 
I got inspired and I created music 
themes and sent them all to the direc-
tor and the editor. They edited the film 
based more or less on those themes. 
My music inspired him to edit and I 
got my inspiration from the audio. 
The final step was to have a run at the 
whole movie, I just needed to improve 
the transitions and replace some 
things that weren’t working.” 

Marin says the director composer-
relationship is critical to working out 
how a score will best serve the film.

“Before you start working on the 
music and spot where the film needs 
music and what kind of music, you 
want to know what’s the philosophy 
of the film, what’s the character 
like? Do you need a theme for each 
character? What is the arc of the 
film, intensity-wise? For instance, 
you don’t want to reveal the main 
theme until the right moment for a 
full blown orchestral arrangement.” 
But, says Marin, these early ideas 
could change during the course of 
post-production. “The director will 
give you all these notes and you go 
back and you do revisions: I know 
we talked about starting at that mo-
ment but we should really start here. 
Or, wow what a beautiful theme you 
should use this more. Or, take out 
these instruments or, it’s too emo-
tional.” Revisions are part of the 
work says Marin; there’s no project 
without revisions. 

“As Hans Zimmer once said, making 
a movie is a complicated human expe-
rience, meaning that everything — the 
acting, the directing, filming and edit-
ing — have to work well together, and 
the music comes to unify, enhance or 
underline the whole.”  

Marin says there is no standard 
recipe for film composing and there 
are a variety of ways a film or televi-
sion project can come to a composer. 

How Catalin Marin Built His Career  
as an Award-winning Film Composer

“WHEN I FIRST DISCUSS A PROSPECTIVE PROJECT, 
I ASK THEM ABOUT THE STORY OF THE FILM AND 
WHAT MESSAGE THEY WANT TO CONVEY.”
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A seasoned script-to-screen television and video 
producer and trainer, Peter Biesterfeld is a non-
fiction storyteller specializing in documentary, 
current affairs, reality television and educational 
production.

You can comment on this article by going on-
line: www.videomaker.com/article/19140

“One way would be picture-lock 
(final edit) with temp music already 
vetted by the director,” says Marin. 
“This is my least favorite way, because 
it kind of narrows the creative process, 
since you have to compose in-line 
with the temp music. A favorite way of 
working for documentaries is to come 
up with several themes, based on the 
director’s suggestions.”

In “Art of Darkness,” a feature-length 
doc about controversial Tennessee 
painter and performance artist Brian 
Lewis Saunders, the main character 
declares, “I got a calling to do a self-
portrait every day for the rest of my 
life until I die.” Marin says that David 
Parker’s intimate profile of the troubled 
artist ‘trying to keep his mania in 
check’ was an opportunity to change 
the rules about how to score a film.

“The director only sent me uned-
ited footage,” says Marin. “I extracted 
the audio from that, I didn’t need the 
visual. It was a guy talking about ideas. 
I got inspired and I created music 
themes and sent them all to the direc-
tor and the editor. They edited the film 
based more or less on those themes. 
My music inspired him to edit and I 
got my inspiration from the audio. 
The final step was to have a run at the 
whole movie, I just needed to improve 
the transitions and replace some 
things that weren’t working.” 

Another preferred way of working, 
says Marin, is to provide the temp mu-
sic first. A temp track can be ‘canned’ 
or existing music from a music library 
and is typically used in editing to 
serve as an emotional guideline for 
a scene but will be replaced by the 
composer’s original score once editing 
is complete. “This allows me to better 
understand the director’s views and 
ultimately helps in capturing the right 
sound and feeling when composing,” 
Marin explains. 

One of the most challenging scor-
ing projects Marin worked on was 
the popular 26-episode animation 
series, “BeyWarriors: Cyborg” pro-
duced in Japan.

“I had to rely only on the charac-
ter sketches and written instructions 
for each 2 minutes music segment,” 
recalls Marin. “To add to the chal-
lenge, there were about 200 minutes 
of music to compose with a very fast 
turnaround, amounting to roughly 4-5 
minutes of new material per day. So, 
in a situation like that, the adrenaline 
is flowing and you feel exhilarated 
when you complete the task.”

Marin says after he finishes a score, 
he feels humbled and a little afraid, 
wondering, “would I ever be able to 
write like this again?” But the biggest 
reward he says, “is when picture and 
music are working together and the 

Marin says the director composer-
relationship is critical to working out 
how a score will best serve the film.

“Before you start working on the 
music and spot where the film needs 
music and what kind of music, you 
want to know what’s the philosophy 
of the film, what’s the character 
like? Do you need a theme for each 
character? What is the arc of the 
film, intensity-wise? For instance, 
you don’t want to reveal the main 
theme until the right moment for a 
full blown orchestral arrangement.” 
But, says Marin, these early ideas 
could change during the course of 
post-production. “The director will 
give you all these notes and you go 
back and you do revisions: I know 
we talked about starting at that mo-
ment but we should really start here. 
Or, wow what a beautiful theme you 
should use this more. Or, take out 
these instruments or, it’s too emo-
tional.” Revisions are part of the 
work says Marin; there’s no project 
without revisions. 

“As Hans Zimmer once said, making 
a movie is a complicated human expe-
rience, meaning that everything — the 
acting, the directing, filming and edit-
ing — have to work well together, and 
the music comes to unify, enhance or 
underline the whole.”  

Marin says there is no standard 
recipe for film composing and there 
are a variety of ways a film or televi-
sion project can come to a composer. 

director confirms that your music cap-
tured the right sound and feel.”

Marin, who sometimes can’t enjoy 
a movie recreationally because he’s 
so focused on the music and listening 
for new ideas, says he draws inspira-
tion for his own work from many of 
his favorite film composers.

“I particularly like Alexandre Desplat 
(“The Imitation Game”) for his versa-
tility and technique. I can recognize 
anywhere Michael Giacchino’s music 
(“Up,” “Mission Impossible”) and I can’t 
omit the heavyweights John Williams 
and Hans Zimmer. By exposing myself 
repeatedly to their music, I picked up 
subtle influences in the technique of 
writing and interpreting music, while 
striving to preserve my individuality.”

Marin cautions aspiring film com-
posers: “One of the most challenging 
aspects of scoring a film is to keep 
quiet. Under dialogue, for example. 
You also have to be able to identify 
the moments in the film that don’t 
need music at all, when you should 
not shift the focus from the acting, 
for example. You have to connect to 
the story otherwise it would be just a 
mercenary job. It’s not an artistic job if 
you don’t connect. Watch good films 
and try to understand what has been 
done there. Everybody borrows from 
others. You just need to add something 
that comes from you.”   

“YOU HAVE TO CONNECT TO THE STORY OTHERWISE 
IT WOULD BE JUST A MERCENARY JOB. IT’S NOT AN 
ARTISTIC JOB IF YOU DON’T CONNECT.”
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because it makes sense. Think about it; 
every story needs a hero, a beginning, 
some conflict, some obstacles to over-
come and an ending. The basic three 
act structure isn’t much more compli-
cated than that. 

Emma Coats, a Pixar story artist, 
famously tweeted Pixar’s 22 rules for 
storytelling and buried in that list is a 
sentence that perfectly sums up the 
concept of the three act structure: 
“Once upon a time there was ___. 
Every day, ___. One day ___. Because 
of that, ___. Because of that, ___. 
Until finally ___.” What that sentence 
describes is a complete story, from 
beginning to end.  Act one spans from 
“Once upon a time” through “Every 

We all know how important three act 
structure is in narrative filmmaking;  
it’s been used in storytelling of all sorts 
for eons, and if you’re making a movie 
or tv show you will probably use the 
three act structure as well. But what 
if you’re working on a documentary, 
YouTube content or some other non-
narrative story? Should you still adhere 
to traditional narrative structure? Do 
the same rules apply? Absolutely. 

Often when talking about three act 
structure, it’s in the in the context of 
screenwriting, but the idea is much, 
much older than moving pictures. 
Before cinema there were plays 
and books, but before that, humans 
amused themselves with mythology 
and oral storytelling. The idea of a 
three act structure dates back to those 
early days of creative storytelling. 
Famed mythologist Joseph Campbell 
referred to this as the Hero’s Journey, 
though it can more easily be referred 
to as a beginning, a middle and an end. 
Modern storytelling doesn’t use a three 
act structure because of tradition but 

3-Act Structure for Non-fiction
The three act structure is a famil-
iar framework in narrative film, 
but it can also be applied to your 
next documentary, YouTube 
upload or wedding video.

by Jason Mil ler

Day” until “One day,” when something 
exciting happens. The second act is all 
the “Because of thats”. The third act is 
the “Until finally.”  Let’s dive in a little 
deeper and breakdown what each act 
is and how you can apply it to your 
non-narrative piece. 

ACT I
Coats used the term “Once upon a 
time.” While that is a childish way of 
phrasing it, thinking about it in that 
context helps simplify your main 
objective. Act one is the introduction 
to the world where your story takes 
place. We learn about the main char-
acter, who they are, what they like and 
then introduce some conflict.

In your non-narrative story it’s all 
about the context of the events about 
to happen. This is where you set up 
the premise and the expectations.  A 
great example of setting up a first act 
in a non-fiction environment is CNN’s 
“Parts Unknown with Anthony Bour-
dain.” Well actually, “Parts Unknown” 
and the whole Zero Point Zero Produc-
tion team are great examples of just 
about every aspect of nonfiction story-
telling. An episode of “Parts Unknown” 
begins with which location Bourdain is 
visiting, what he thinks about it and his 

“Parts U
nknow

n w
ith Anthony Bourdain” - CN

N

Taking the time to 
set up the context 
and expectations 
for the story helps 
introduce your au-
dience to the rest 
of the action. In 
this video, Anthony 
Bourdain is goaded 
into milking a cow 
for the first time.

Learn more at: 
videomaker.com/story

Too many beginners think that 
a documentary is easier to 
make than a fi ction fi lm.
Don't make the common 
mistake of thinking you 
can point a camera at the 
street and by pure luck 
the next "King of Kong" 
or "Thin Blue Line" will 
unfold right before your 
eyes. The truth is that 
great documentaries 
don't just happen; they're 
meticulously crafted. 
Find your story and your 
documentary will fall into 
place; Videomaker ’s 
Documentary Storytelling DVD will help.
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3-Act Structure for Non-fiction

PLANNING JANUARY 2018

expectations; then we get a hint of how 
that may be wrong, thus giving us a 
context, conflict and trajectory for the 
rest of the episode. 

It sounds stupid simple, but a lot 
of stories fall flat because they lack 
context and conflict. A good first act 
is simple and short. In a very real way, 
this is how you invite the audience to 
join the main character on the journey. 

ACT II
The second act the is by far the longest 
of the three act structure, taking up 
about half of the total time. This act is 
where the majority of the character’s 
journey takes place; they face conflict 
and obstacles they must overcome. In 
non-narrative, this is the meat and po-
tatoes of your story, all your content. 

For “Parts Unknown,” this is when 
Bourdain is confronted with new expe-
riences that challenge what he thought 

Jason Miller is an Emmy award winning director 
and producer

of the location and by default chal-
lenges the audience’s expectations, too. 
While the second act is the journey, the 
third act is the final destination.

ACT III
This is the final and shortest act. The 
third act is the climax of your story; 
traditionally it’s when the main char-
acter has their final confrontation. 
In non-narrative, it’s the peak of the 
story, the most exciting, thrilling or 
eye opening part. The main character 
experiences something new or pro-
found, then learns something about 
themselves in the process and, vicari-
ously, so does the audience. 

The third act is not just the final 
experience but the final thoughts 
and reflections of the main character. 
This is the big payoff that delivers the 
ultimate lesson or message — or call to 
action in the case of an ad.

You can comment on this article by going online:  
www.videomaker.com/article/19133

“Parts U
nknow

n w
ith Anthony Bourdain” - CN

N

Final Thoughts
Three act structure isn’t a rigid 
system you must militarily adhere 
to; think about it as the sand box 
you get to play in. It is the structure 
that allows you to be creative. When 
working on your next non-narrative 
project, think about how the story 
you’re telling fits into the three act 
narrative.  

As an exercise, try plugging it into 
Emma Coats’ formula. At the very least, 
it will force you to focus your story. If 
the three act structure is good enough 
for Pixar, “Parts Unknown,” all reality 
TV, and almost every other story ever 
told, it’s probably good enough for you, 
too. Happy storytelling.   
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Too many beginners think that 
a documentary is easier to 
make than a fi ction fi lm.
Don't make the common 
mistake of thinking you 
can point a camera at the 
street and by pure luck 
the next "King of Kong" 
or "Thin Blue Line" will 
unfold right before your 
eyes. The truth is that 
great documentaries 
don't just happen; they're 
meticulously crafted. 
Find your story and your 
documentary will fall into 
place; Videomaker ’s 
Documentary Storytelling DVD will help.
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NEW Canon EOS C200 EF
Cinema Camera and 24-105mm Lens Kit

This kit from Canon includes the EOS C200 EF Cinema Camera and the Canon 
EF 24-105mm f/4L IS II USM Lens. This pairing creates a versatile digital 
cinema production kit. The camera is capable of capturing and recording DCI 
4K internally as Canon’s Cinema RAW Lite via a CFast 2.0 slot. Two built-in 
SD card slots enable recording 4K UHD and Full HD as MP4. The included 
accessories include a handgrip, 4” touch screen LCD viewfi nder, which 
supports “Tap Focusing” and compliments the camera’s built-in EVF.

CAC20024105 | $8,399.00

Zhiyun-Tech Crane v2 3-Axis
Handheld Gimbal Stabilizer

ZHZYC | $649.00

Apple 13.3" MacBook Pro with Touch Bar
(Mid 2017, Space Gray)

APMPXV2LLA | $1,799.00

Panasonic AU-EVA1 Compact 5.7K
Super 35mm Cinema Camera

 PAAUEVA1 | $7,345.00

GoPro Omni (All Inclusive)
GOOMNI | $4,999.99

DJI Ronin 2 3-Axis
Handheld / Aerial Stabilizer

DJRONIN2 | $6,999.00

DJI Inspire 2 Premium Combo with Zenmuse X5S and 
CinemaDNG and Apple ProRes Licenses

 DJINSPIRE2PC | $6,198.00

Digital Sputnik DS3
LED Modular Light Plus System

DIDS1F | $7,900.00

JVC GY-HM620 ProHD Mobile News Camera
JVGYHM620 | $2,925.00

Sony PXW-FS5 XDCAM Super 35
Camera Systemwith Zoom Lens

SOPXWFS5K | $6,249.00

Atomos Shogun Inferno 7” 4K
HDMI/Quad Recording Monitor

ATSGI2 | $1,295.00

Blackmagic Design URSA Mini Pro 4.6K 
Digital Cinema Camera

BLURSAMPRO | $5,995.00

*Applies to In-Stock Items. Some restrictions may apply. See website for details. NYC DCA Electronics Store Lic. #0906712; NYC DCA Electronics & Home Appliance Service Dealer Lic. #0907905; NYC DCA Secondhand Dealer – General Lic. #0907906 © 2017 B & H Foto & Electronics Corp.

BandH.com
800-947-9925

www.BandH.com
Where you will fi nd information 

on over 400,000 items

www.BandH.com Visit Our SuperStore
420 Ninth Avenue
New York, NY 10001

Visit Our SuperStore Cash in or Trade up
Used Equipment

We Buy, Sell, and Trade*Applies to In-Stock Items. Some restrictions may apply. See website for details. NYC DCA Electronics Store Lic. #0906712; NYC DCA Electronics & Home Appliance Service Dealer Lic. #0907905; NYC DCA Secondhand Dealer – General Lic. #0907906 © 2017 B & H Foto & Electronics Corp.

Free Expedited Shipping
on orders over $49*

Learn, Explore and Buy 
at the Largest Photo Retailer

Call an Expert
Today

800-947-9925

Visit BandH.com for the most current pricing

Cash in or Trade up
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several ways to introduce yourself: 
Websites like Octoly connect beauty 
brands to bloggers, and you write re-
views in exchange for a free product. 
You can also try emailing the brands 
yourself or tagging them on social 
media in the hopes that they’ll notice 
you. When venturing into this area, 
it’s necessary that the brand matches 
with your online content. First, 

they’re more likely to work with 
you if there’s a common vision, and 
second, it’ll be less jarring for your 
audience. Like, I don’t expect a vegan 
health vlogger to use a lipstick tested 
on animals, you know?

Moving On Up
The next tier of sponsored content 
starts getting real posh, real fast. It’s 
frankly cheaper for brands to shell 
out on bloggers rather than use tradi-
tional advertising, so that’s why you 

No matter what your homepage is, it 
should be clear that as soon as you 
fire up your computer for high-quality 
web-surfing, someone is making 
money. Not just the websites, but 
even individual scrubs like us. Beauty 
and lifestyle blogging, with its heavy 
emphasis on new products, can be 
especially lucrative, so we’ll use this 
genre for our examples. 

The Basics
For YouTube, all those little com-
mercials you see before videos are 
from Adsense because it’s a Google 
platform. It’s incredibly easy to apply 
for Adsense, and you’ll be approved 
quickly no matter your subscriber 
count. Don’t expect to make a ton of 
money at first — the algorithms are 
complicated but not exactly subtle: 
more views, more frequently and lon-
ger watch times mean more cents.

Across platforms, affiliate link pro-
grams are probably the most common 
method of generating revenue, with 
brands like Amazon and Shopstyle. 
As with Adsense, you’re paid after 
reaching the 100 dollar threshold, 
however often that is. You sign up 
with the service and then you’re able 
to generate links for products; when 
the viewer clicks through to the sell-
ing website, you get a few cents. This 
works great for blogs, as well as in the 
video description!

Anyone can sign up for affiliate 
programs and Adsense, but some 
forms of sponsored content are more 
exclusive. These involve personal 
relationships with brands. There are 

Starter Guide to Monetization
There are many ways that online 
video creators can make a few 
extra dollars through their online 
work, but with great revenue 
comes great responsibility.

by Rhiannon McGavin

might see people with loads of free 
products — or even on a vacation 
paid for by brands. This is the real 
arena of sponsored content, and it’s 
almost a way to level the playing field 
between internet folks and actual 
celebrities. Those actor-hyphen-mod-
els are plugging hair vitamins and 
teeth whiteners as much as the local 
makeup artist, it seems.

Creators can be paid for their 
reviews, to feature products, to make 
content for brands, or to go to the 
tropics. Honestly, there’s not a ton 
of transparency on the part of the 
bloggers, which is understandable 
to an extent. It’s not like everyone 
Instagrams their pay stubs from of-
fice work, and people deserve some 
privacy. That said, it would be fool-
ish to assume that their reviews of a 
brand could be totally unbiased after 
spending a week in a paid hotel room! 
Perhaps the influencer has become 
the influenced?

Transparency
With all these ways to monetize your 
content, it’s even more important to 
be transparent with your audience 
— not just for a healthier relation-
ship with viewers, but also for legal 

WITH ALL THESE WAYS 
TO MONETIZE, IT’S EVEN 
MORE IMPORTANT TO 
BE TRANSPARENT.
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ONLINE VIDEO

reasons! Here’s a scary example: 
In April 2017, the Federal Trade 
Commission sent a bunch of stress-
ful letters to Instagram users who 
need to be more clear about their 
“material connections” and product 
placement, as well as to the brands 
involved. The offenders were mostly 
celebrities and athletes, but we in 
the tube-o-sphere should still take 
caution. You have to disclose that 
you’re making money! 

There has been a push in the larger 
community to be more transparent 
about sponsored content, hence the 
rise of #ad or #spon, but it’s not just a 
matter of taste. As the FTC explains, a 
material connection between a brand 
and individual will obviously affect 
their opinion, and viewers should 
know if that review is sponsored 
before they spend money. Even if the 
vlogger did buy the goods, they can 
write off the expense, including travel, 
in their taxes since it’s a necessary 
part of their job. Yup!

Plus, those little hashtags don’t 
always cut it! Be direct; use your big 
kid voice.

Honesty is the best policy.
Sometimes, calling attention to affili-
ate links and sponsored content can 
be off-putting to viewers. It seems to 
diminish the relationship between cre-
ator and fan by making the element of 
capitalism and consumerism more ap-
parent. It’s a peek behind a curtain that 
some would rather remain in place. 
How can a vlogger be your cool, pretty, 
best-friend if they’re making money off 
your interactions? But this all relies on 
the foundation of the relationship. Be 
honest at the start, and it’s easier to be 
honest later.   

Rhiannon McGavin began making YouTube vid-
eos when she was 12, and continues to use the 
platform to discuss art, literature, and lipstick. 
She interned for 2 years at RED Studios in Los 
Angeles, and is also the current Youth Poet Lau-
reate of the city.

You can comment on this article by going online:  
www.videomaker.com/article/19129
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became the fi rst person to take a RED 
camera to the sky in 2011.

As the business took off, Feige came 
on board to become the Chief Operat-
ing Offi cer and team manager. Their 
organization has dozens of big name 
clients. “We’re doing things like rac-
ing documentaries, car commercials, 
high-end architecture and we did a re-
ally interesting documentary with PBS 
that aired last December [2016] called 
‘American Masters.’” The documentary 
featured 6K aerial footage from a RED 
Dragon fl ying over the work of archi-
tect Eero Saarinen. The documentary 
received critical acclaim and some 

With new regulations and more 
people than ever fl ying drones, is it 
still possible to break into the aerial 
videography market? Are there still 
paid opportunities out there?

We spoke to a couple of industry 
professionals who are making regular 
income with their equipment. In both 
cases, they started their companies be-
fore the recent drone boom. They told 
us how they began, what kind of clients 
they get, and a bit of advice for some-
one trying to break into the industry.

The Drone Dudes, Los Angeles, CA
Matthew Feige is the Vice President of 
Drone Dudes. He tells us that the com-
pany was started more than a decade 
ago by his friend Andrew Petersen, 
who built his fi rst drone from scratch. 
“He got a manual from Germany and 
parts from Korea and Japan and built 
his fi rst drone.” He took the aircraft 
to action sports venues and made a 
name for himself in Southern Cali-
fornia. He really got noticed when he 

Making a Living with a Drone
Drones are becoming less expen-
sive, and the quality and ease of 
use means that they are getting 
into more and more hands. Is it 
still possible to earn good money 
with an aerial camera?

by Jeff  Chaves

of the footage has been added to the 
National Archives. 

Feige thinks that in many ways, 
a bubble has burst in the industry, 
especially as it relates to Hollywood. 
He tells us that a lot changed after 
the FAA enacted more regulations. 
“Jobs dried up a little more as some 
of the more senior pilots began tak-
ing over because they had the proper 
credentials.” He says that the movie 
industry now relies mostly on a few 
companies and pilots.

He goes on to tell us that, in order 
to break in now, it might be best to 
look at other industries like survey-
ing or architecture. He also says, “Law 
enforcement is also booming but the 
problem is that they are often restrict-
ed by government budgets.”

Matthew’s best advice for someone 
who wants to break into aerial camera 
work is to go to fi lm school or learn 
all you can about shooting fi rst. “You 
want to have an eye. You want to be a 
cinematographer to begin with.” He 
says that the drone is merely a tool 
like a tripod. “You have to be really 
good with camera settings. You have 
to be really good with framing, com-
position, everything.” 20
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This complete six-part training DVD covers every aspect of the wedding, giving you 
the inside scoop on the extra details that separate the serious wedding videogra-
pher from the amateur with a camera. Videomaker's trusted editors will walk you 
through every facet of wedding videography, from navigating the legalities ahead of 
time to adding post-production effects after the ceremony.

Become a professional 
wedding videographer  

Learn more at www.videomaker.com/weddingDVD

To be a professional wedding videographer, 
you need to show up prepared to do things 

right. The award winning Wedding Videography 
will make sure you can handle any curve ball 

the big day throws at you.

  

Segments include: Legalities, Pre-Ceremony, Audio, Ceremony, Reception and Post-Production.

 

Telly 
Award
 Winner!
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Vegas Helicam, Las Vegas, NV
In a similar way Marc Sanchez started 
Vegas Helicam in 2009 by making 
his gear. “I started in photography, 
shooting photos on the ground, but 
I really wanted to figure out another 
angle. I started by putting cameras 
in sailplanes and R/C planes.” That 
eventually led to the quad-copters and 
octo-copters that he uses today. 

Sanchez tells us that his bread and 
butter is in construction monitoring 
projects. He uses drones to record 
large construction sites to make sure 
that the plan’s on schedule. He says 
that, like everything in the construc-
tion business, when times are slow, 
his business is slow, but currently 
business is booming. “It keeps me 
busy,” Sanchez says with a chuckle.

He would agree, in part, that the 
landscape of the drone industry has 
changed with recent regulations. “I 

Jeff Chaves is the Chief Creative Officer of Grace 
Pictures Inc., which he co-owns with his wife, 
Peggy. He got his start as an Army Broadcaster 
in the 1980s and spent 12 plus years working 
in broadcasting. Jeff left broadcast television to 
pursue full-time ministry.

think there is still a lot of opportuni-
ty. You just have to kind of be creative 
in how you find those opportunities.” 

He points out that resource man-
agement, agriculture and search and 
rescue are becoming open markets 
for drone work. “If you really are 
interested in flying a drone, you’re 
going to have to map your own way.”

The Vegas Helicam owner also says 
that, to get started you must get very 
familiar with the FAA regulations. “Get 
very familiar with part 107 of the FAA 
licensing. That is certainly important.” 
He tells us that it is no longer pos-
sible to pick up a quad-copter with a 
camera and start a business. To charge 
money for your services, you must fol-
low the FAA’s rules.

Ready for Launch
Certainly, the skies have become 
more crowded. It is possible to make 

You can comment on this article by going online:  
www.videomaker.com/article/19135

a living with a drone, but as these 
professionals would tell us, training 
and diversification is the key. Get re-
ally good with your equipment. Learn 
to be a good shooter and a good pilot. 
Look for markets beyond the film and 
television industries. 

To check out the kind of work that 
these companies do, go to www.
dronedudes.com and www.vegasheli-
cam.us. For more information on the 
regulations and certification required 
for commercial drone pilots, visit 
www.faa.gov/uas.  

This complete six-part training DVD covers every aspect of the wedding, giving you 
the inside scoop on the extra details that separate the serious wedding videogra-
pher from the amateur with a camera. Videomaker's trusted editors will walk you 
through every facet of wedding videography, from navigating the legalities ahead of 
time to adding post-production effects after the ceremony.

Become a professional 
wedding videographer  

Learn more at www.videomaker.com/weddingDVD

To be a professional wedding videographer, 
you need to show up prepared to do things 

right. The award winning Wedding Videography 
will make sure you can handle any curve ball 

the big day throws at you.

  

Segments include: Legalities, Pre-Ceremony, Audio, Ceremony, Reception and Post-Production.

 

Telly 
Award
 Winner!
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We’ve all seen them: Fox News, 
CNN, even your favorite docu-
mentaries use themed graphics 
for all their needs. Lower-thirds, 
upper-quarters, bugs, opening 
and closing credits and the like 
all need to fit together. So, how 
do you do it?

Opening Credits
Rule #1: make them short. It all 
started with the uber-simple open-
ing credits of “Lost.” In general, don’t 
make television credits longer than 
one minute. Starting with the open-
ing credits will let you come up with 
design elements that will work on all 
your titles and graphics. 

Design Elements
For our main design element, we 
went with spinning circles that are 
reminiscent of both a futuristic user 
interface and a camera lens. To fur-
ther give the impression of “lensing,” 
we made the spinning elements an 
adjustment layer — a layer that ap-
plies an effect to every layer below it. 
In this case, we used the adjustment 

We were actually in the process of cre-
ating such a package for a new pilot 
for a series called “The Theory Of…” 
when this story came down the pike. 
Let’s use this as our example.

Choosing the Font
You’re definitely not going to use 
scratchy text for a science and the-
ory show. For a movie like “Se7en,” 
that would — and did — work great, 
but not for this project. And you’re 
also not going to use a font that is 
super elegant, as you might for a 
Jane Austin movie. 

We found a perfect font after 
scouring Fonts.com; it was even free! 
The font we chose is called “Neuro-
logical.” The title of the pilot episode 
for this series is called “The Flesh 
Eating Gulf,” referring to flesh-eating 
bacteria in the Gulf of Mexico. The 
font looked great!

Creating Graphics Packages
by Ty Audronis

layer to add a bulge distortion. This 
gives the impression that the lens 
elements are refracting the image as 
real glass would.

Also, we put in lens flares and a 
lot of glow treatment. This gives the 
impression that everything is made 
of light. Why? When talking with the 

producers, they specifically wanted 
a feel of “enlightenment.” Of course, 
you could go with Buddhist imagery 
for this, but that doesn’t jive with the 
show’s science themes.

Finally, we decided that we’d ren-
der a whole new opening sequence 
for each episode of the show. The 
very background layer would be 
clips from the episode. For our ini-
tial design, we just used placeholder 
stock footage.

Color Scheme
If this were purely a medical show, 
we may use a blue or green color 
as our base to match the color of 

FOR OUR INITIAL 
DESIGN, WE JUST USED 
STOCK FOOTAGE

The first step in 
creating a coherent 
graphics package 
is to choose a font 
that matches the 
tone of the produc-
tion. Here, a futur-
istic font comple-
ments the show’s 
science themes.
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A clear and concise free 
download for even the 
greenest video lover, with 
tips that you can start 
applying the moment you 
pick up a camera.

Download at: 
videomaker.com/8tips
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Creating Graphics Packages
by Ty Audronis

medical scrubs. Again though, the 
creators used the term “full-spec-
trum” repeatedly with regard to the 
topics they’d cover. So, we went 
literal. The color scheme is a gradi-
ent that produces a full-spectrum 
of color — a rainbow — across the 
whole image. It’s a simple color 
layer that uses a Color Burn method 
to composite it.

Font Treatment
The font we chose was already 
very stylized, so we didn’t want to 
go crazy with font treatments. We 
want it to be readable, after all. We 
simply added a glow — vertical only 
— to the text, which we keyframed 
to jitter. We made the 2D flat text on 
a 3D layer that rotates to add some 
motion to it.

To transition from one set of text to 
the next, we just used a lens-flare. It’s 
simple but looks great, and it adds to 
our glow feel.

You can view the full intro credits 
here: videomaker.com/intrographics

Lower-Thirds
These are the titles you always 
see on the news. They’re just like 
they sound; a lower-third takes up 
the bottom-third of your screen. 
They range from five to 10 seconds 
long. There’s two ways to approach 
these: 1) Entire lower-third done in 
a motion graphics package, and 2) 
Background for lower-third done in 
a motion graphics package, leav-
ing the titles off for the editing 
suite. We’re going with first option, 

Once your font, 
color scheme and 
graphic elements 
are decided in the 
opening sequence, 
the remaining 
graphics will be 
easier to tackle.

although the second option is much 
more common as it is faster. We’ve 
found that option one usually looks 
much better. By doing the entire 
lower-third in After Effects — our 
motion graphics software of choice 
— it will greatly increase our work-
load. However, it will allow us to do 
more with the titles.

For all the other titles, we’re go-
ing to utilize the same background 
from our intro credits. We have 
two-sections. The main section is a 
darkened version of the background 
to make the light text more readable, 

and the lower section is brightened 
so we can use black text. One help-
ful thing we’ve included is a black 
semi-transparent background be-
hind the lower third. This allows you 
to see the video in the background 
while not letting it distract too much 
from the title itself.

Upper-Quarter
Much like a lower-third, the upper 
quarter is exactly what it sounds 
like. These usually denote a location 
or provide information emphasiz-
ing existing points. Once you have 
a lower-third, the upper-quarter is 
pretty much the same thing, just 

THE TALENT LIES WITH 
READING THE FEEL OF 
THE SHOW.
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Ty Audronis has been a TV / Film professional for over 20 
years. He’s well-known for designing studios for major produc-
tion houses, and small shops alike; and maximizing production 
quality on a budget.

You can comment on this article by going online:  
www.videomaker.com/article/19126

smaller and at the top of the screen. We use a 
still image as a placeholder — it doesn’t mat-
ter what you use, but you should use a place-
holder for the video layer whenever designing 
your graphics.

Bullet Text
Bullet text and a side-by-side — used for re-
mote interviews — are pretty much the same 
screen. Just replace the bullets on the left with 
another video layer of the other talking head. 
Bullet text is used heavily in news shows. 
Think of it like a video PowerPoint presenta-
tion. The major points that someone is making 
are emphasized in these bullets. 

You generally don’t have to do a dark back-
ground or add a frame around the text, but our 
background has so much glow that we wanted 
to add just a bit more contrast.

Additional Graphics
There are some other graphics types used, for 
instance, crawlers are often seen on the bot-
tom of the screen for news programs. These 

Lower-third and upper-quarter graphics will end up looking similar, the main difference between the two being their placement over the 
video. It’s easier to design these elements with some stock footage in the background layer.

are usually similar to the lower thirds, but ap-
pear as strips across the whole screen. You just 
need to allow for these crawlers on all other 
graphics. Lower thirds need to be higher, side-
by-sides need to be cut off at the bottom and 

other graphics should be adjusted accordingly. 
And don’t forget to reframe your shots for the 
shortened viewing area, as well!

Conclusion
As you can see, creating graphics packages isn’t 
terribly difficult. The talent lies with reading the 
feel of the show and determining the look that 
the producers are going for. Talk to the creative 
team before you start so that you can tailor your 
graphics, fonts and treatments to the keywords 
you hear in your conversations with them. Also, 
when possible, get a copy of the theme music to 
make sure your graphics match the mood that 
has already been established.

The rest of the graphics package can be viewed 
here: videomaker.com/graphicspack 

For bullet text, 
it’s important that 
the points listed 
are readable and 
that any additional 
elements do not 
distract from the 
information being 
presented.

TALK TO THE CREATIVE TEAM BE-
FORE YOU START SO THAT YOU 
CAN TAILOR YOUR GRAPHICS TO 
THE KEYWORDS YOU HEAR.
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sense to have a dedicated crew mem-
ber to oversee the camera team.

On low-budget student fi lms, the 
DP may just be the camera operator 
with the most experience or whoever 
owns the best camera. On profession-
al productions, however, the DP will 
be the crew member with the most 
knowledge, skill and practice behind 
the camera. Ideally, your DP should 
know more about cameras, lenses and 
lighting than even you, the Director.

Choosing a DP
A good Director and DP must work 
closely together on set, so it’s best 
to be compatible in both personality 

and visual style. Spend time getting to 
know each other before you actually 
start working together on set. What 
are your favorite fi lms? Directors? 
How do you deal with stress? You 
don’t have to be best buddies or agree 
on everything, but you must work 
with your DP for long hours, often in 
diffi cult conditions. Why do that with 
someone you can’t stand?

You should also share a visual 
style. Do you have a preference for 
natural lighting? A fondness for 
certain color tones? Find a DP whose 
style matches yours. Forcing your DP 
to go against their natural style to fi t 
your vision will only lead to confl icts 
and an inconsistent look.

A Shared Vision
Your DP should have strong opinions 
about setting up shots, but be fl exible 
enough to adapt their ideas to fi t your 
overall vision. Be sure that both of you 
understand the other’s needs and can 
communicate effectively with each 
other and your crew.

Don’t wait to hire a DP until just 
before production. They should be 
involved in creative decisions as soon 
as possible. In the early stages of pre-
production, you and your DP should 
meet with the Production Designer 

Working with Your DP

The independent fi lmmaker must 
learn to wear many hats, from cast-
ing to editing. But as you advance to 
bigger productions, one of the most 
important skills to learn is the art of 
delegation. With experience, you’ll es-
tablish a crew that you’ll want to work 
with again and again.

A critical member of that crew is 
your cinematographer, also called the 
Director of Photography or DP. The DP’s 
primary purpose is to ensure that your 
vision as the Director is captured by the 
camera. The DP works closely with you 
on lighting, framing and camera move-
ments to help tell your story. 

Why You Need a DP
Many Directors are quite comfortable 
running a camera, especially those 
who start off in the run-and-gun 
world of guerrilla fi lmmaking. But as 
you start working with larger crews, 
an experienced DP is essential. You 
can’t do it all yourself, so it makes 

Th Director’s job is made much easier 

when you have a reliable team. Your 

Director of Photography can help 

bring your cinematic vision to life, 

but only if you work well together.

by Joshua A.  Siegel

As a core member 
of your creative 
team, the DP should 
meet with the 
Director, Producer 
and other important 
crew members long 
before the start of 
production.
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and other key members of the crew 
to discuss the overall look and feel of 
the film. These discussions will help 
get everyone on the same page and 
minimize second-guessing later.

Try to visit all the production loca-
tions with your DP, script in hand. 
Together, you can block and frame 
scenes while taking reference photos. 
You can continue this collaboration 
into the next stage of pre-production: 
storyboards and shot lists. Your DP 
should have tons of ideas for lighting 
and shooting each scene.

Now is the time for the two of you 
to discuss your ideas and work out 
any disagreements. If you are lucky 
enough to have tech rehearsals, that’s 
another ideal time to finalize the look 
and staging of each scene. 

Directing is a series of decisions. 
The more decisions you can work out 
prior to filming, the smoother your 
production will go. This is especially 
true for the camera and lighting team, 
who require more time to adjust to 
last-minute changes. Few things frus-
trate a crew more than an unprepared 
or indecisive Director.

Working Together On-set
A good Director and DP team should 
go into each day of production with 
a clear plan yet stay flexible enough 
to adjust that plan when obstacles are 
thrown in your path. Be prepared for 
changes in weather, malfunctioning 
gear and other production emergen-
cies that may pop up. The cast and 

crew look to you for leadership in 
dealing with any crisis that arises.

The camera crew gets direction 
from the DP, who should delegate 
tasks without needing your constant 
input. This frees you to direct the 
actors while the lights and cameras 
are set up. A DP also works closely 
with the Assistant Director and Script 

Supervisor to know which shots are 
scheduled for each set-up.

Occasionally, conflicts will arise. 
You may find yourself caught between 
a DP who wants to wait for perfect 
lighting conditions and a Producer 
who sees every minute as dollar 
signs. You’ll have to find the balance 
between the two, always keeping in 
mind your desired final result.

Collaborating with a talented DP 
improves the look of your film and 
eases your work as Director. And with 
luck, you’ll develop a friendship that 
carries over from film to film.  

Joshua Siegel is a Filmmaker, Educator, and Digi-
tal Media Producer.

You can comment on this article by going online:  
www.videomaker.com/article/19136

Tech rehearsals 
offer a good oppor-
tunity for Directors 
and DPs to finalize 
lighting, blocking, 
composition and 
camera movement.

A GOOD DIRECTOR AND 
DP TEAM SHOULD GO 
INTO EACH DAY WITH A 
CLEAR PLAN.
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to network for 
new opportuni-
ties or get to know 
potential cast and 
crew for future 
projects. 

To make the 
most of your fes-
tival experience, 
attend as many 
of your screening 
times as you can, 
make yourself 
available for 
questions from 
the audience and 
save time for any after-hours mixers 
with other festival participants. And 
don’t forget to go see the other films 
screening at the festival, as well.

Get Creative
The self-promotion and networking 
festivals make possible is incredibly 
valuable, but festivals can also provide 
fuel for the creative side of your brain. 
If you plan from the start to submit 
to a festival, you’ll subconsciously 
hold the entire process to a higher 
standard. You’ll also be subject to 
any rules or restrictions your target 
festival places on submissions — not 
to mention the submission deadline. 
That alone may give you the motiva-
tion you need to keep your production 
chugging along on schedule.

While more rules may sound like a 
detriment to creativity, it often ends 
up being the opposite — working 
within established limits forces you 
to find creative solutions where less 
interesting storytelling techniques 
might have otherwise sufficed. For a 
tougher challenge, seek out 24-hour 
film competitions and see what kind 

Taking your video project to festival 
is an excellent way to establish your 
credentials as a video producer, to 
get to know others in the filmmak-
ing community and, of course, to 
flex your creative muscles. Whether 
you’re a corporate videographer or 
an experimental filmmaker, the fes-
tival experience will help you make 
better video.

In the Credits
Screening your short or feature film 
at a festival is one way to bolster 
your CV. Even screening at smaller 
local festivals can solidify your 
expertise in the minds of potential 
clients or employers. Festivals are 
also one of the primary ways video 
producers earn their first IMDB 
credits, further establishing them as 
industry professionals.

Whether you hope to attract the 
business of brides-to-be or get hired 
onto a Hollywood film crew, having 
your work publicly recognized as 
exceptional will give you a leg up — 
bonus points if your film takes home 
an award. Those “Official Selection” 
and “Audience Choice” laurels can 
look really nice on your website or in 
the trailer promoting the release of 
your next short.

Saying Hello
Aside from impressing people out-
side of the filmmaking community, 
screening you work at a film festival 
also gives you a chance to mingle 
with the movers and shakers within 
it. Local film festivals and competi-
tions especially provide excellent 
opportunities to make connections 
with other people making film and 
video in your area. This is a great way 

of story you can tell with a single day 
for planning, production and post.

One Last Perk
Of course, there’s one more benefit 
we haven’t mentioned yet: the thrill 
of seeing your story on the silver 
screen alongside an engaged audi-
ence. More than screening a finished 
project for a client or uploading a 
video to YouTube, seeing your work 
in the physical space of the theater 
provides a unique satisfaction and 
sense of achievement. Maybe it’s the 
cultural and historical significance of 
the Hollywood premiere, but there is 
something about the theater setting 
and the presence of an audience that 
just can’t be beat. For these reasons 
and more, all video producers should 
aim, at least once, to screen their 
work at a film festival.  

Nicole thinks the experience of watching a film 
in a theater is impossible to replicate at home. 
She’s also Videomaker’s managing editor.

You can comment on this article by going online:  
www.videomaker.com/article/19303

by Nicole LaJeunesse

Why You Should Take Your Next Video 
Project to Festival 

OPINION

Every video producer can benefit from the experience of 
showing his or her work at a film festival. 
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surely save you a lot of time and 
embarrassment. Here’s a list of some 
essential ways that a C47 might 
come in handy on a film set:

1. Lighting
At some point in your career, you’ll 
likely work with the tried-and-true 
tungsten lights. While not the most 
modern or portable option, these 
lights provide a consistent, reliable 
light source that can be fairly easily 
adjusted using a basic lighting kit. 
Clothespins can be very useful for 
attaching materials like gels and dif-
fusion to the adjustable flaps, called 

If you’re looking to increase your 
marketability in the film industry, or 
simply impress your non-filmmaker 
friends, there’s one essential piece of 
industry jargon that every filmmaker 
should know. Something known 
as a C47 is one of the simplest but 
most useful and versatile tools you 
can have on set. It’s not some type 
of light measurement device or a 
specialized lens; no, a C47 is actu-
ally just a clothespin. It’s a notori-
ously cryptic name for something so 
simple, and no one in the industry 
really knows for sure where the term 
originated. Whatever you call it, 
there’s no doubt that clothespins can 
be lifesavers on set. A pack of 50 will 
typically run between 5 and 10 dol-
lars on a site like Amazon, and there 
are multiple sizes, shapes and styles 
to choose from. Knowing what to 
look for when someone asks you to 
grab a C47 will impress your director 
and fellow crew members and will 

Five Uses for C47s on Set
Don’t panic when someone asks 
you for a C47 on set! These handy 
yet cryptically named devices are 
extremely useful in any number 
of situation. Here are a few.

by Emily Ful ler

barn doors, that control the direction 
of the light. These lightweight ma-
terials can be easily attached to the 
light with a simple clothespin, which 
provides a secure way to fasten ac-
cessories to lights without the risk 
of tearing or stretching the mate-

rial. Clothes pins can also be used to 
hang or position reflectors and sound 
proofing materials in your shooting 
space. It’s probably a good idea to 
choose the classic wooden clothes-
pins for use on set, as plastic C47s 
could melt when they come into 
contact with hot barn door surfaces. 
Wooden clothespins can also be used 
to manipulate the hot metal surfaces 
of the tungsten lights when your 
gloves aren’t within reach. 

2. Set Modifications
When working on a film project, you 
won’t always have access to spaces 

designed specifically for filmmaking. 
The room or outdoor space you’re 
working in often requires modifica-
tions in order to produce your best 
audio and visual work. Maybe you 
have a curtain that won’t stay open (or 
closed), a noisy air vent or a squeaky 

chair. These are all scenarios where 
a couple of C47s can come in ex-
tremely handy! Clothespins can be 
used to provide temporary repairs or 
modifications to your physical set and 
shooting location. Use a C47 to keep 
a tripod or light stand from wobbling, 
or maybe to rope off  part of your 
location or post a sign, warning others 
that filming is in progress.

3. Wardrobe Adjustments
Creating the desired wardrobe for a 
film project often tests your abilities to 
improvise and repurpose the items you 
already have access to. You might have 
the perfect outfit for one character, 
but with a few clothespins in hand it’s 
fairly easy to shorten, tighten, drape 
or invent new ways to redesign one 
piece of apparel for an entirely differ-
ent character. You don’t need to have 
access to a sewing machine or know 
how to rip seams to transform an outfit 
worn by a tall male character into a 
shorter jacket or dress for a smaller ac-
tor or actress. Don’t spend unnecessary 
time and money searching and agoniz-
ing over the perfect piece of clothing 
when your clothespins can easily 
transform something you may already 
own or be able to borrow.

4. Paperwork
A less glamorous aspect of filmmak-
ing is the amount of paperwork that 
is used throughout the production 
process on any project, no matter 

Use C47s to attach 
gels or diffusion 
material to the barn 
doors in front of 
your lights. Make 
sure to get the 
wooden ones if you 
plan on clipping 
them to tungsten 
light fixtures.

C47S CAN BE USED TO 
PROVIDE TEMPORARY 
REPAIRS OR MODIFICA-
TIONS TO YOUR SET.
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designed specifically for filmmaking. 
The room or outdoor space you’re 
working in often requires modifica-
tions in order to produce your best 
audio and visual work. Maybe you 
have a curtain that won’t stay open (or 
closed), a noisy air vent or a squeaky 

chair. These are all scenarios where 
a couple of C47s can come in ex-
tremely handy! Clothespins can be 
used to provide temporary repairs or 
modifications to your physical set and 
shooting location. Use a C47 to keep 
a tripod or light stand from wobbling, 
or maybe to rope off  part of your 
location or post a sign, warning others 
that filming is in progress.

3. Wardrobe Adjustments
Creating the desired wardrobe for a 
film project often tests your abilities to 
improvise and repurpose the items you 
already have access to. You might have 
the perfect outfit for one character, 
but with a few clothespins in hand it’s 
fairly easy to shorten, tighten, drape 
or invent new ways to redesign one 
piece of apparel for an entirely differ-
ent character. You don’t need to have 
access to a sewing machine or know 
how to rip seams to transform an outfit 
worn by a tall male character into a 
shorter jacket or dress for a smaller ac-
tor or actress. Don’t spend unnecessary 
time and money searching and agoniz-
ing over the perfect piece of clothing 
when your clothespins can easily 
transform something you may already 
own or be able to borrow.

4. Paperwork
A less glamorous aspect of filmmak-
ing is the amount of paperwork that 
is used throughout the production 
process on any project, no matter 

Emily is a writer and multimedia producer with 
a background in video production, journalism, 
public broadcasting and media education. She 
currently works as a freelancer, but has pro-
duced content for groups like the Smithsonian 
Institution, Oregon Public Broadcasting and a 
video news startup called NewsBeat Social. 

how short or simple. A C47 might not 
be your first choice for organizing 
forms, but in the heat of the moment 
on set, you might need to distribute 
pages of the script or keep track of 
important insurance papers, call 
sheets or rental agreement forms. 
Storyboarding is often an important 
part of the pre-production and shoot-
ing process, and with the help of a 
few clothespins, and maybe some 
string and a blank wall, you can 
transform an empty space on loca-
tion into an interactive storyboard 
and work space. If you’re renting your 
filmmaking equipment, use a handy 
C47 to attach the rental form to the 
bag or the case that each item came 
in, saving time when you’re racing 
against the clock to return the item at 
the end of your shoot.

5. On-set Repairs 
Sometimes when you’re on set, 
things go wrong. A piece of equip-
ment might break, go missing or 
malfunction. With plenty of C47s ly-
ing around and maybe some gaffer’s 
tape, you should be able to quickly 
improvise a solution to most prob-
lems involving production hardware. 
For instance, if the clip on your wire-
less microphone breaks, wrap the 
cord several times around a clothes-
pin and find a way to reposition the 
mic on your subject. 

Clothespins can be used to corral 
microphone wires or other cords, to 
keep track of your coffee on set or for 
any number of other uses that haven’t 
been outlined here. And you’ll defi-
nitely be glad you already know this 
term the first time someone asks you 
for a C47 on a shoot.  

You can comment on this article by going online:  
www.videomaker.com/article/19139

YOU DON’T NEED 
ACCESS TO A SEWING 
MACHINE TO TRANS-
FORM AN OUTFIT.

Matthew York is Videomaker's Publisher/Editor.

You can comment on this article by going online: 
www.videomaker.com/article/19245

 

may hand off entire productions to 
be completed under your supervision.

Option 3: Hire a production special-
ist. You may choose to concentrate on 
one part of your production process 
and hire an experienced and trustwor-
thy specialist to own another part of 
the job. You may feel that you need to 
be on site for each shoot, controlling 
the shot list and directing the acquisi-
tion of footage. In this case you might 
opt to hire an experienced editor to 
handle all of your post-production 
workflow. Or flip the scenario and 
send out a shooter to capture your 
footage so you can handle post. This 
type of skilled hire will cost more but 
can bring in an exponential return on 
your investment. 

Option 4: Hire a production part-
ner. Whether you call them a part-
ner and share the costs and profits 
equally or if they merely function as 
an equal in carrying the weight of 
production work, having a functional 
partner whom you can empower to 
shoot, edit, concept and sell is a huge 
asset. This kind of co-producer can 
help you take on more jobs and crank 
them out with greater efficiency than 
someone who has to be closely man-
aged. In time, he or she may even 
become a team leader who trains up 
others in your company.

Whatever role your new hire takes 
on, make sure both you and your 
new employee are benefiting from 
your arrangement. Hire the right per-
son for the job, and you’ll be ready 
to take on more working on tighter 
deadlines — and make more money 
in the process.  

Continued from page 2
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fast or slow, fl uid or cinematic? Does 
the video have a defi ned pace that 
builds to a head?

Genres and instrumentation are 
closely tied and also vary depend-
ing on period. Contemporary genres 
include modern pop music, electronic 
music, rock and hip-hop. Older genres 
include and are not limited to classi-
cal, jazz and classic rock.

Instrumentation will broadly 
defi ne a genre up to a certain point. 
Popular music tends to heavily 
borrow and rely on instrumenta-

tion brought in by other dominant 
genres emerging from the same 
time period. The period between 
the 1920s and 1950s saw a lot of 
blues and jazz infl uence. The 1950s 
brought about electrifi cation that 
peaked in the 1980s big guitar and 
big drum sound in everything from 
hair metal to Madonna. 

The 80s also saw the adoption of 
sampling into the mainstream, and 
the steady march towards hip-hop 

and the next wave of electronic 
dance music. 

Considering the relationship 
between genre, instrumentation and 
time period will help you in choosing 
music that accurately refl ects the set-
ting of your story.

Rhythm and Tempo
The concepts of rhythm and tempo 
reach beyond just music. Video edit-

Choosing the right music — whether 
you’re playing DJ around your friends, 
or doing something more serious like 
working on a video for a client — can 
be diffi cult. Our tastes in music are 
subjective and sometimes hard to 
explain. Different people might like 
the same song or artist for a variety 
of reasons, but that isn’t to say that 
consensus is impossible. 

The sections below explain dif-
ferent ways of analyzing musical 
candidates and connecting them to 
your video.

Genre, Instrumentation and 
Dynamic Range
You should base your genre, instru-
mentation and dynamic range choices 
around the concept of the video. Be-
fore diving deep into your search for 
the right score, consider the scene’s 
qualities and ask questions like: is it 

AUDIO

Making a decision on music 
selection is tricky; just ask a 
room full of people who all love 
a song and can’t agree on why. 
Here is some food for thought to 
make choosing a little easier.

by Blag Ivanov

How to Choose the Right Music ing and the timing behind it are at work here 
as well. To fi nd a track that meshes with the 
pace of your edit, it helps to understand certain 
musical conventions. 

For instance, in just about any contemporary 
rock track that uses a 4/4 time signature and 
features a drum set, the kick will land on beats 
one and three, while the snare lands on two 
and four. This backbeat can easily be replicated 
across a single or multiple bars as good points 
to cut when needed.

Most Western music works in 16 and 32 bar 
phrases that form the basis of a the verse, cho-
rus or bridge arrangement. For example, where 
the verse is (A), chorus is (B), and the bridge is 
(C), a typical pop song can be broken down as 
A, B, A, B, C, B.

Radio edits exist by virtue of cutting down 
songs along their natural phrasing lines, as well 
as shortening or removing intros and outros all 
together. This strategy can work well in video 
editing when the song you want to use is too 
long for the video it will accompany.

Counterpoint
A video that is both literally and stylistically 
mechanical can be paired with music that 
counterpoints the on-screen motion and edits. 

“The Matrix” will appear as an example 
again later on, but I would like to bring at-
tention to a few of the stylized aspects of the 

movie. First of all, it is fi rmly grounded in its 
time period, the late 1990s. The visuals and 
musical style serve as a monument, bringing 
in the best of 90s rock and electronica, whilst 
paying homage to past eras.

While the music tied the movie to a specifi c 
time period, the video content itself ran in 
contrast. “The Matrix” featured highly cine-
matic scenes modelled after classic martial arts 
fi lms framed in the context of modern music 
and pacing. All of the creative choices came 
together into what is one of my all time favorite 
movies and soundtracks.

“A Knight’s Tale” is another great example 
of counterpoint: throngs of medieval crowds 

The right music can augment or completely replace a scene’s natural audio to great 
effect, evoking the particular mood or tone that is most appropriate to the story while 
also feeling cinematic.
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TARGET VIDEO ASIDE, 
THE NORMAL SOUND 
GROUND RULES STILL 
APPLY.
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ing and the timing behind it are at work here 
as well. To fi nd a track that meshes with the 
pace of your edit, it helps to understand certain 
musical conventions. 

For instance, in just about any contemporary 
rock track that uses a 4/4 time signature and 
features a drum set, the kick will land on beats 
one and three, while the snare lands on two 
and four. This backbeat can easily be replicated 
across a single or multiple bars as good points 
to cut when needed.

Most Western music works in 16 and 32 bar 
phrases that form the basis of a the verse, cho-
rus or bridge arrangement. For example, where 
the verse is (A), chorus is (B), and the bridge is 
(C), a typical pop song can be broken down as 
A, B, A, B, C, B.

Radio edits exist by virtue of cutting down 
songs along their natural phrasing lines, as well 
as shortening or removing intros and outros all 
together. This strategy can work well in video 
editing when the song you want to use is too 
long for the video it will accompany.

Counterpoint
A video that is both literally and stylistically 
mechanical can be paired with music that 
counterpoints the on-screen motion and edits. 

“The Matrix” will appear as an example 
again later on, but I would like to bring at-
tention to a few of the stylized aspects of the 

movie. First of all, it is fi rmly grounded in its 
time period, the late 1990s. The visuals and 
musical style serve as a monument, bringing 
in the best of 90s rock and electronica, whilst 
paying homage to past eras.

While the music tied the movie to a specifi c 
time period, the video content itself ran in 
contrast. “The Matrix” featured highly cine-
matic scenes modelled after classic martial arts 
fi lms framed in the context of modern music 
and pacing. All of the creative choices came 
together into what is one of my all time favorite 
movies and soundtracks.

“A Knight’s Tale” is another great example 
of counterpoint: throngs of medieval crowds 

gathered for jousting tournaments, behaving 
like modern sports fans and chanting along to 
Queen’s “We Will Rock You.” The result was 
nothing short of brilliant!

Diegetic and Non-diegetic
Target video aside, the normal sound ground 
rules still apply. To that end, music is still a 
sound. You can choose to place the music 
anywhere on the soundstage and decide its 
dynamic range accordingly.

Diegetic music in your video can be an effective 
means of humanizing your world and giving char-
acter to a scene or location. Let’s take a fi ctional 
scene from a 60s period feature: A character walks 
past a nightclub’s entrance where a very promi-
nent show bill shows Jimi Hendrix is currently 
playing with the sound of “Purple Haze” clearly 
audible. It doesn’t matter if this scene took place 
in San Francisco or London. What matters is that 
it adds plausibility to the scene and gives the audi-
ence a chance to emotionally resonate to it.

Non-diegetic sound and music are not part of 
a scene’s world. The fi rst of the “Matrix” mov-
ies, besides featuring lots of awesome music, 
provides a good talking point. 

In the scene with the woman in the red dress, 
the song in question is Rob Dougan’s “Clubbed 
To Death (Kurayamino Mix)”. The scene has 
Morpheus and Neo walking through a sea of 
people. The music provides a driving backbone 
to what I consider a stylish walking tempo.The 
music in this scene functions as a backdrop and 
replaces the environmental sounds in a way that 
does not feel hollow. 
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QUIET MOMENTS OR SILENCE 
CAN BE VIEWED AS THE EQUIVA-
LENT OF TAKING A DEEP BREATH 
BEFORE THE PLUNGE.

The trailer for “Mass Effect: Andromeda” is a good example of how music 
can be used to build tension and drive viewer emotions.

368 C04 Audio.indd   61 11/17/2017   1:39:35 PM



contents

full screen

print

contents

full screen

print

VIDEOMAKER >>> JANUARY 201862

Blag spends his time between web development, IT, and 
audio. His background is oddly enough in the same things. 
Blag works in IT and is a contributing editor at Videomaker 
where he mainly focuses on, you guessed it, audio.
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Music with a Purpose
These are a few of the questions you should ask 
yourself when making a musical selection.
• Do you have a reason behind your choice
• Is your selection arbitrary or based on a fad?
• Does the music resonate with or enhance 
your video?
• Would silence be more effective at any points?

Getting It Right
Taking a seat back for a moment from the criti-
cisms that “Mass Effect: Andromeda” faced and 
setting aside the fact that I for the most part 
liked the game, warts and all, let’s look at the 
following example.

The offi cial launch trailer for “Andromeda” 
was nothing short of excellent, for reasons I 
will now explain. The video uses vocals from 
Rag’n’Bone Man’s song “Human”. The music is 
mixed in with the trailer’s own cinematic instru-
mental. Here’s a run down:

A low key beginning and dialogue that sets up 
the premise

Adding music to build tension and create a 
need for the protagonist

Cue the lines “Maybe I’m foolish, maybe I’m 
blind” — now we’re in business!

The video pushes and pulls through scenes 
with a natural rhythm and provides glimpses 
into set pieces from the story.

The rhythm is punctuated by building into 
choruses of “I’m only human after all”

There were moments, especially earlier in 
the trailer, where quieter segments are used as 
transitions, helping to build anticipation. You 

can clearly see the positive effect that quiet or 
silence can have. It can be viewed as the equiva-
lent of taking a deep breath before the plunge.

For me, the trailer did its job on account of 
triggering goosebumps that teetered between ex-
citement for the game’s release, how the music 
contributed and general appreciation of a good 
bit of promotion.

Wasted Opportunities
A friend of mine referred to “Royal Blood” as 
the hottest act to come out of the UK (mind you 
this was 2015). This sentiment has reverberated 
around many a marketing department as prod-
uct features had hit songs tagged on.

We will use a late 2016 Nissan Qashqai advert 
as an example. The song used was “Figure It 
Out” by Royal Blood.

You see quite quickly that they were trying 
to use the song title and repeated lyric “fi gure 
it out” and “ can’t get you out of my dreams” to 
play along with the editing without contributing 
much meaning to the piece. The relationship 

comes across as one way because the advert re-
lies on a current hit song to grab the viewer’s at-
tention. The cues are simplistic and transparent 
and while the video and editing themselves are 
done well enough, I don’t see myself pining over 
the commercial or the car that it’s selling. Then 
again, when was the last time a car commercial 
made you want to buy a car?

The Takeaway
Choose your music wisely, edit it down to suit 
your needs. If it doesn’t add anything, try recon-
sidering your choice or try another idea. Don’t 
be afraid to be creative!  

You can comment on this article by going online: 
www.videomaker.com/article/19127

Following trends can cause your production to fall flat. Focusing too much 
on the popularity of a track or style often makes the result feel trite or 
contrived, making it less effective at conveying your message.

IF THE MUSIC DOESN’T ADD 
ANYTHING, TRY RECONSIDERING 
YOUR CHOICES OR TRY 
ANOTHER IDEA. FullPageAD_NEWTemplate.indd   48 11/17/2015   3:01:19 PM
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can do this. Know that an actor may 
be an amazing actor when there’s a 
solid script for them to memorize, but 
that could all go out the window when 
there’s just a few plot points without 
any dialogue written for them. The 
best way to make sure that you’re 
casting actors and actresses who can 
handle the heat of improv is to audi-
tion them doing improv as the charac-
ter. You really want to see if they can 
act and think like the character they 
are playing on the spot.

Or, maybe you are using people 
you know in the film. If so, meet with 
them while you are writing the script 
and construct their characters with 
them. By doing this, the character 
will end up fitting your actors like a 
glove because they had their hand 
in the process as the character was 
being created. Being able to relate to 
the character will allow your actors 
to become those characters more 
convincingly.

3. Keep shooting!
Once you finally get the cameras roll-
ing, never be afraid of recording too 
much. Keep the cameras rolling. The 
more you shoot, the more material 
you’ll have to work with in post.

Also, make sure to use multiple 
cameras at different angles! Since 
improv isn’t really scripted, it’s tough 
to reshoot scenes if you need a differ-
ent angle, so just get all the angles you 
need in one take. And have cameras 
on each actor at all times, because the 
beauty of improv is that you never 
know when something brilliant is go-
ing to spring up. You’ll be kicking your-
self if you happen to miss a moment of 
brilliance just because you didn’t have 
a camera on the right actor.

4. Have a script supervisor.
Like I said before, re-shooting for 
an improvised film can be a night-

Prior to directing the improvised 
mockumentary “Best in Show,” 
director and co-writer Christopher 
Guest spent months researching and 
attending dog shows before filming 
even began. Like everything in film-
making, there’s a process to making 
an improvised movie. So, if you want 
your project to be completely impro-
vised, or if want to add a few improv 
scenes to your movie, take a look 
these five tips to help you get started.

1. Have a vision.
It’s funny because planning improv 
may sound like it’s a bit of an oxymo-
ron, but it’s essential for you to have a 
plan about where you want your story 
or scene to go before, during and even 
after filming is done. This means that 
you need to have a script. Now, you 
don’t have to go into super crazy plan-
ning mode and construct every single 
little detail if you’re the one writing. 
You can just include things like major 
plot points and locations, essentially 
constructing a wireframe for your film 
or scene that will ensure your crew 
isn’t standing around with their hands 
in their pockets while you’re trying to 
decide what to shoot next. Also know 
that it’s completely okay to write a 
solid script if you want. It will give you 
and your actors a good safety net to fall 
back on if a scene isn’t panning out the 
way you want it to.

2. Cast the right actors 
for the character.
Speaking of actors, you need to right 
actors for the job. This is probably 
one of the most important pieces 
of advice we can give because your 
actors are essentially constructing a 
part of your story. In a way, they must 
be good writers themselves because 
they are crafting the dialogue that will 
tell your story. They have to think fast 
and sharp on the spot; not every actor 

mare, so don’t forget to have a script 
supervisor logging all the scenes! 
Since you’re going to be filming 
lots and lots of footage, you need 
someone who can accurately log all 
the scenes you shoot. That way, if 
you have to reshoot something, you 
can easily match the shots. Having a 
script supervisor’s log will save you 
loads of time in editing, too.

5. Go with the flow.
I know that I’ve been stressing that 
you need to have a plan and a direc-
tion with improv, but know that 
improv also still needs some free-
dom for it to work. The main reason 
improv is done is so that the reactions 
and interactions between characters 
can feel natural and organic, and that 
can’t happen if you’ve got everything 
planned out. Improv’s a careful bal-
ance between not planning enough 
and planning too much. So, when on 
set, let your actors try things out and 
be open to last minute, spur of the 
moment changes.

Improv can be very tough to direct; 
a lot of the times you may be left won-
dering if you have any usable footage 
at the end of a day of shooting, but us-
ing improv can also be very rewarding. 
It injects an exciting freshness into you 
production because the story feels like 
it’s organically playing out on screen, 
and the reason it feels that way is 
because it really did come out organi-
cally on set. So, if you’re getting ready 
to film some improv or you’re thinking 
about trying your hand at this style of 
filmmaking, have a plan that’s open 
enough to allow your actors to freely 
play the character.  

Sean Berry is a professional writer and aspiring 
graphic novelist.

You can comment on this article by going online:  
www.videomaker.com/article/19304 

by Sean Berry

5 Essential Tips For Directing Improv

PRODUCTION TIPS

At first glance, improv may seem like it’s super easy way to 
make a video. However, if you really look at how improv 
films and TV shows are made, you’d see that there’s ton of 
careful planning and execution that goes into making them. 
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