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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-2 3-Axis
Stabilizer w/ Follow Focus

ZHCRANE2 | $749.00

Apple 27” iMac Pro with
Retina 5K Display (Late 2017)

APIMPZ8C1 | $4,899.00

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

 PAAUEVA1 | $7,345.00

GoPro Omni (All Inclusive)
GOOMNI | $4,999.00

Outsight Creamsource
Micro+ Bender Essential Kit

OUSU2BESS | $1,295.00

JVC GY-HM620 ProHD Mobile News Camera
JVGYHM620 | $2,699.00

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

ATSGI2 | $1,295.00

Blackmagic Design URSA Mini Pro 4.6K 
Digital Cinema Camera (Body Only)

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 © 2018 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 © 2018 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

Sachtler System
Carbon Fiber Tripod
SA0495 | $2,071.00

Think Tank Photo Airport
Security V3.0 Carry On
THAPSECV3 | $429.75

DJI
Mavic Air

DJMAVICAIRB | $799.00

Sony PXW-FS5M2 4K XDCAM Super35mm Compact 
Camcorder with 18 to 105mm Zoom Lens

SOPXWFS5M2K | $5,249.00
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cally the same — but then there wouldn’t be so many tripods on the market.
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Build on Your Success
In his classic 1984 hit song, Glory 
Days, wise and wonderful New Jersey 
born-and-bred poet/philosopher Bruce 
Springsteen muses over a series of en-
counters with friends from years-gone-
by. In each case, these friends realize, 
and mourn over, the fact that their best 
days have passed them by. Consider 
the opening lyrics of the song:

“I had a friend who was a big 
baseball player back in high school. 
He could throw that speedball by you, 
make you look like a fool, boy. I saw 
him the other night at this roadside 
bar, I was walking in, he was walking 
out. We went back inside, sat down, 
had a few drinks, but all he kept talk-
ing about was glory days. Well, they’ll 
pass you by. Glory days.”

Many of us look back on the “good 
old days” of our youth with nostalgic 
sentiment, reliving past achievements 
in our minds and our conversations 
instead of striving to achieve new victo-
ries in our current situations. There is a 
danger in achieving too much too soon. 
Once you feel like you’ve had some 
success, it’s easy to become compla-
cent. Too many people peak early and 
then rest on their laurels, and this can 
lead to lower standards in your work. 

In order to be the best of the best, we 
need to do more than succeed once; 
we must develop disciplines and hone 
habits that lead to sustained success. In 
order to maintain long term, recurring 
success we must never stop striving to 
improve. We must continually pursue 
new goals. This is just as true in produc-
ing video as it is with any other achieve-
ment. As makers of media we need to 
continually raise the bar in regard to 
our standards of quality. We need to 
aim to grow our skills with each new 
project and embrace new production 
tools, techniques, trends and technolo-
gies so that we can stay current in a 
competitive fi eld.

Make no mistake: Those who rest on 
yesterday’s successes will fall behind. 

Those who build on them, however, by 
stacking success on top of success, will 
rise to the top. The reality is that you are 
only as good as your last project. 

Success is a moving target. Staying on 
top of your game is a little like walking 
up the down escalator. If you stand still, 
you will get spit out at the bottom. You 
must keep stepping forward and up on 
that escalator at a moderate pace just 
to maintain your position. To make it to 
the top, you have to exert enough en-
ergy to climb at a pace that exceeds the 
escalator’s steady downward pull.    

The good news is that sustained 
success does not rest on natural gift-
edness or talent. It is based on deter-
mination, dedication and hard work. I 
recently saw a motivational sign that 
read, “Hard work beats talent when 
talent doesn’t work hard.” I think that 
sense of hard work is what was miss-
ing in Springsteen’s friend in Glory 
Days, but when you challenge yourself 
to improve with every production, 
your future may be fi lled with glory 
days yet to come.    
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by Chris Monlux 

The Mirrorless 
Camera for 
DSLR Shooters

Fujifilm 
X-H1 

Fujifilm
www.FujifilmMXGFX.com
 
STRENGTHS
• High bit depth
• Film Simulation and F-log

WEAKNESSES
• Spongy shutter button
• Limited function without boost grip

SUMMARY
The Fujifilm X-H1 is a APS-C mirrorless 
camera that can capture up to DCI 4K. 
With built-in log recording and a high 
dot count EVF, the X-H1 has a nice 
feature set for video shooters. 

RECOMMENDED USERS
• Narrative Filmmaking
• Documentary Filmmaking  
 and Journalism
• Corporate and Event Videography
• Marketing Video Production

mirrorless camera offers an appeal-
ing feature set for those used to the 
strengths of a DSLR, with its 3.69 
million dot electronic viewfinder (EVF) 
and the optional boost grip. Add in 
internal sensor stabilization and you 
have a great rival to the feel of a DSLR. 

With a 24.3MP APS-C CMOS sensor 
and 5-axis in-body image stabilization, 
the X-H1 can capture up to DCI 4K at 
24 frames per second (fps) internally, 
or UHD 4K at up to 29.97 fps. Plus, it 
shoots up to 120 fps in HD. The X-H1 
sees the inclusion of F-log as well as 
Film Simulations for those looking for 
more than just standard picture pro-
files. The fully weather sealed body has 
dual UHS-II SD card slots and a 3-inch, 
3-way tiltable LCD touchscreen. 

Lenses 
We got the opportunity to review the 
X-H1 with a pair of the new Fujinon 
MKX cinema zooms. These lenses 
are not cheap, costing $4,000 for the 
MKX18-55mmT2.9 and $4,300 for the 
FujinonMKX50-135mmT2.9. Because 
of the APS-C sensor, the X-H1 has a 
1.5 times focal length multiplier, or 
crop factor, compared to a full frame 
sensor. That makes the 35mm equiva-
lent of these lenses 27-82.5mm and 
82.5-202.5mm. However, that’s only 
when shooting in HD; when shooting 
in 4K, the crop factor goes up to 1.75 

times. To say these lenses are over-
kill for this camera is an understate-
ment. These fully manual cine lenses 
perform beautifully with a wonderful 
picture, but they are far from ideal for 
pairing with the X-H1 because of their 
cost. Their size also makes them a bit 
unwieldy in some shooting situations.

A more suitable lens for the X-H1 is 
the Fujinon XF16-55mmF2.8 R LM WR 
for $1,200. With the constant aperture 
of f/2.8 across the full focal length, its 
ideal for shooting video. A more af-
fordable lens with a good focal length 
for general use is the Fujinon XC16-
50mmF3.5-5.6 OIS II. Costing just 
$400, it has a 35mm equivalent focal 
length range of 24-76mm — great for a 
walking-around lens. 

Form Factor and Controls
Without the boost grip, the X-H1 
already feels a bit better than your typi-
cal mirrorless camera. The camera is 
not very heavy — its within an ounce 
of the Sony a7 III and Panasonic GH5s. 
In addition to increasing the size of 
the camera, the boost grip we used 
with this review also increases the 
maximum clip length and the number 
of still frames you can capture per sec-
ond. The grip takes the camera’s record 
limit from 10 to 30 minutes. We don’t 
understand why the record limit is so 
short without the grip — it’s a bum-

$1,900

REVIEW

Directed at converting DSLR users 
to the mirrorless form factor, the 

Fujifilm X-H1 delivers a heftier feel at 
a good price point. This new X Series 
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times. To say these lenses are over-
kill for this camera is an understate-
ment. These fully manual cine lenses 
perform beautifully with a wonderful 
picture, but they are far from ideal for 
pairing with the X-H1 because of their 
cost. Their size also makes them a bit 
unwieldy in some shooting situations.

A more suitable lens for the X-H1 is 
the Fujinon XF16-55mmF2.8 R LM WR 
for $1,200. With the constant aperture 
of f/2.8 across the full focal length, its 
ideal for shooting video. A more af-
fordable lens with a good focal length 
for general use is the Fujinon XC16-
50mmF3.5-5.6 OIS II. Costing just 
$400, it has a 35mm equivalent focal 
length range of 24-76mm — great for a 
walking-around lens. 

Form Factor and Controls
Without the boost grip, the X-H1 
already feels a bit better than your typi-
cal mirrorless camera. The camera is 
not very heavy — its within an ounce 
of the Sony a7 III and Panasonic GH5s. 
In addition to increasing the size of 
the camera, the boost grip we used 
with this review also increases the 
maximum clip length and the number 
of still frames you can capture per sec-
ond. The grip takes the camera’s record 
limit from 10 to 30 minutes. We don’t 
understand why the record limit is so 
short without the grip — it’s a bum-

it, the camera was incompatible with 
the lenses. Once we did the update, 
everything worked fine. 

Before we got that answer though, we 
tested capturing to an external device. 
Recording ProRes 4444 out the HDMI 
to an Atomos Shogun Inferno, we got to 
experience the lenses without the sen-
sor stabilization. It wasn’t a huge prob-
lem when wide, but once we zoomed 
in, we couldn’t keep the image still. 

Once the camera was functioning 
properly, the difference was immedi-
ately noticeable. We read a few reviews 
that said they had reservations on the 
function of the stabilization. Prior to 
the update, the in-body image stabi-
lization (IBIS) wasn’t up to the task of 
smoothing out handheld footage. We’re 
glad they improved it; we experienced 
quality IBIS comparable to that found 
in cameras like the Sony a7 III and 
the Panasonic GH5. The IBIS will even 
work with lenses that have optical sta-
bilization, yielding control of any axis 
that is better handled by the lens. 

We mostly shot at 200 megabits per 
second in DCI 4K. The camera offers 
three bit rates for 4K: 200 Mbps, 100 
Mbps and 50 Mbps. It has an internal 
capture of 8-bit 4:2:0 and 8-bit 4:2:2 
externally via the HDMI. 

The X-H1 will even capture up to 
120 fps in HD in its high speed record-
ing mode. The really cool part of the 

mer for sure. When shooting stills, the 
maximum frame rate goes from 8 still 
frames per second to 11 with the grip. 

On top of increasing record time, 
the grip also extends the battery life 
of the camera by three fold. The boost 
grip can also double as a charger for 
two batteries. When connected, the 
power status of all three batteries is 
displayed in the top display. Addi-
tionally, the camera doesn’t have a 
headphone jack unless you add on the 
boost grip. Overall, the boost grip is 
well worth the additional $300. 

Those used to the quality of opti-
cal viewfinders in DSLRs will find the 
high dot count EVF on the X-H1 to be 
more than adequate. Video shooters, 
however, will more commonly use 
the rear LCD. First off, it is tiltable, so 
there is a bit of movement for getting 
a better viewing angle. The screen also 
tilts for shooting in portrait mode, but 
this isn’t as beneficial to video shooters, 
unless you shoot vertical video. It is a 
pretty clever system, but it seems more 
complicated that just including a fully 
articulating screen. And if you need to 
view yourself for a vlog or selfie, you’re 
out of luck here. The screen, however, 
is touch controlled, and if you want to 
do a touch rack focus from one subject 
to another, it works pretty well. Howev-
er, the overall reaction time from touch 
control is a bit sluggish. The joystick is 
much easier to use for navigation and 
has immediate response. 

The top display is really nice. It offers 
two different viewing modes with black 
over white or white over black. Our 
favorite part of the top display is that it 
changes its layout when switching be-
tween photo and video modes. Us video 
shooters now have a custom menu that 
we can look at. 

The external knobs for shutter 
speed and ISO control are nice for a 
quick change. For ISO control espe-
cially, it’s super handy. See what you 
want, turn the knob and you’re ready 
to go. We didn’t find ourselves using 
the shutter control much while shoot-
ing, so that control knob might not be 

Fujifilm X-H1 
REVIEW

as useful as the 
one for ISO. 

The X-H1 has 
a strange shutter 
button. It feels 
spongy — there 
isn’t a positive 
feeling when 
pressing it down. 
It’s not a big deal 
for video shooters, 
but will take some 
getting used to for 
stills. The image 
will be captured 
at a somewhat 
surprising timing 
— where the com-
mand is given within the sponge is not 
quickly identified. It will take some 
muscle memory to get it down. 

Shooting Video 
Two big built-in features for video 
shooters are F-log and Film Simmula-
tion. There are quite a few different 
Film Simulations, but one stands out: 
Eterna. Fujifilm describes Eterna as 
“soft color and rich shadow tone suit-
able for film look movies,” and it’s 
actually based on their previous movie 
negative film stocks. Eterna is a good 
choice for someone who doesn’t have 
time to grade their footage. For those 
who do have time to grade, F-log is 
the right fit. Log recording uses a loga-
rithmic function curve to preserve a 
higher quantity of dynamic range and 
tonality from the image sensor, giving 
you lots of flexibility in post-produc-
tion. For those who want it both ways, 
Fujifilm offers an Eterna LUT that you 
can use in combination with F-log. 

When the camera and lenses first 
arrived, we noticed a few big prob-
lems. The most notable one is that 
we could not capture any video. The 
shutter button would not trigger video 
capture. Additionally, the image stabi-
lization was also not working. After a 
quick conversation with Fujifilm, we 
verified that the camera was missing 
the most recent firmware, and without 

Accessible top controls
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Chris Monlux is very found of coffee at 3:30PM. 
He is also Videomaker’s Multimedia Editor. 

You can comment on this article by going on-
line: www.videomaker.com/article/19522

Lens Mount: Fujifilm X Mount
Camera Format: APS-C (1.5x Crop Factor)
Pixels: 24.3 Megapixel
Max Resolution: 6000 x 4000
Aspect Ratio: 1:1, 3:2, 16:9
File Formats: Still Images: Stills: 
JPEG, RAW
Movies: MOV
Memory Card Type: SD/SDHC/SDXC
Image Stabilization: Sensor-Shift, 
5-Way
Video Format: 
• 4096 x 2160p at 23.98/24 fps  
 (50, 100, 200 Mb/s MOV MPEG-4)
• 3840 x 2160p at 23.98/24/25/29.97 
 fps (50, 100, 200 Mb/s MOV MPEG-4)

TECH SPECS

high speed mode is that it converts 
the footage to a standard frame rate so 
you can have slow motion playback. 
However, we did find that there was 
some sharpness loss in the footage in 
this mode. You also can’t capture au-
dio with your slow-mo footage unless 
you shoot outside of the high speed 
mode, where you can capture up to 60 
fps in HD. 

To test the low light performance 
of the camera we started at the lowest 
ISO and doubled until we reached 
the highest setting. To counter the 
increase in exposure, we increased the 
shutter speed at the same time. We 
did three separate tests: one with the 
standard Film Simulation, the second 

with Eterna and the last in F-log. Both 
standard and Eterna had the same 
performance with noise starting at ISO 
1600 and usable noise levels up to ISO 
6400. In F-log, noise comes in at ISO 
6400 and anything over that is outside 
of professional quality. With a noise 
floor of ISO 1600 and a top of 6400, 
this camera is on par with the Sony a7 
III and the Sony a7R III. 

Marketplace
The X-H1 is at the top of its category 
with a price tag of $1,900. Looking 
at other cameras with the same size 
sensor and the ability to shoot 4K, its 
closest competitor is its little brother 
the X-T2 at $1,600. The X-T2 lacks 
sensor stabilization, and its EVF has a 
million fewer dots. And you won’t find 
Eterna Film Simulation on the X-T2 
either. It does, however, shoot F-log 
and the Eterna LUT can be obtained 
for free from Fujifilm. 

The next up is the Nikon D7500 
for $1,250. It shoots 4K and is a 
DSLR for those who want a mirror. 
Because of that mirror, it doesn’t 
offer IBIS. Nikon didn’t have a log 
picture profile when designing this 
camera, so that’s out as well. The big 
benefit of Nikon is the huge selec-
tion of F-mount lenses. 

Last up is the most comparable 
camera: the Sony a6500 for $1,200. 
Along with its APS-C sized sensor and 
internal 4K capture, it also has 5-axis 
IBIS. Additionally, it includes Sony’s 
log picture profile, S-Log. Just like with 
the X-H1, the a6500 is missing a head-
phone jack. The biggest difference 
between the two cameras is their size 
and bit rate options. The a6500 is a 
smaller camera, weighing in at almost 
half a pound lighter than the X-H1, 
and it can only shoot at 100 Mbps. 

Final Thoughts
The picture quality of the X-H1 is 
very nice. We love the inclusion of 
Film Simmulations and F-log. We 
aren’t a big fan of the shutter but-
ton and wish the camera had a fully 
articulating rear monitor. Its price is 
on the high side, but with the boost 
grip, the camera becomes much 
more functional for video shooters. 
The stills from the camera look good 
as well, making it a great fit for the 
hybrid shooter.  

• 2048 x 1080p at 
 23.98/24/25/29.97/50/59.94 fps  
 (50, 100 Mb/s MOV MPEG-4)
• 1920 x 1080p at 23.98/24/25/29. 
 7/50/59.94/100/120 fps 
 (200 Mb/s MOV MPEG-4)
• 1280 x 720p at 
 23.98/24/25/29.97/50/59.94 fps  
 50 Mb/s MOV MPEG-4)
Video Clip Length: Up to 30 Minutes
Focus Mode: Continuous-Servo AF 
(C), Manual Focus (M), Single-servo 
AF (S)
Autofocus Points: Hybrid: 325
Viewfinder Type: Electronic
Viewfinder Size: 0.5"

Fujifilm X-H1 
REVIEW

Viewfinder Pixel Count: 3,690,000
Display Screen: 3" Rear Touch 
screen Tilting LCD (1,040,000)
Buffer/Continuous Shooting: Up 
to 14 fps at 24.3 MP for up to 40 
Frames in JPEG 
Interval Recording: Yes
Connectivity: 3.5mm for Mic, 
HDMI D, USB 3.0 Micro-B, 2.5mm 
Sub-mini remote jack.
Wi-Fi Capable: Yes
Battery: 1 x NP-W126S Recharge-
able Lithium-Ion Battery Pack
Weight: 23.74 oz / 673 g with bat-
tery and memory card

Tilting rear display
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by Chris Monlux

Wireless 
Streaming Video

NewTek 
Connect 
Spark

NewTek
www.NewTek.com
 
STRENGTHS
• Able to both record and transmit 
 video
• Eliminates long Ethernet cable   
 runs for NDI

WEAKNESSES
• No mount points
• No battery powered option

SUMMARY
If you do live switching and are sick 
of long cables, the NewTek Con-
nect Spark is an innovative solution. 
It can wirelessly transmit an HD 
video signal over a network to a NDI 
enabled video switcher. 

RECOMMENDED USERS
• Corporate and Event Videography
• Online Video Production

The NewTek Connect Spark is a sim-
ple tool that does a whole heck of 

a lot. Not only will it transmit an HDMI 
or SDI signal wirelessly over existing 
network infrastructure to an NDI en-
abled switcher; it will also loop record 
to an SD card or USB hard drive.  

Network Device Interface, or NDI, 
is an open standard that enables 
products to communicate, deliver and 
receive broadcast quality video with 
low latency and frame-accuracy for 
switching in a live production. What 
kind of video you transmit is up to you 
— the applications are near endless. 

Using NDI, it delivers video at up to 
60 frames per second (fps) in HD over 
Wi-Fi or Ethernet. 

This evaluation is of the HDMI 
version, but the SDI option is no dif-
ferent outside of the input and loop 
connectors and its cost. 

With its two USB ports it will capture 
video to an external storage or to a 
micro SD card. It will either capture in 
loop record mode — always recording 
and deleting the oldest video when 
full — or it can be set up to stop when 
storage is full. Moreover, you don’t 
even need a storage device to be physi-
cally connected to the Spark; you can 
record the signal from any NDI enabled 
system you have connected to it. 

Set up
As you’re getting setup, you’ll need 
to make sure the device has the new-
est firmware. Our review unit needed 
an update, so we downloaded it from 
NewTek’s website and installed it. The 
directions were easy to follow, and the 
process took less than 10 minutes. 

To start setting up the Connect 
Spark, we first plugged it in and pow-
ered it on. This is when we discovered 
that, if you turn on the device before 
its connected to the network, it will 
assign an IP address automatically. 
This is a default and might not be 
what you want depending on how 
your network is setup. It makes seting 
up the Connect Spark easier on simple 
networks, but it ends up being much 
more complicated than it needs to be 
on more advanced networks. 

If you don’t want to use the IP ad-
dress assigned by default, connect the 
device to the network via an Ethernet 
cable before you power it on. This way, 
it will get assigned an IP from your 
network so it works the first time. Just 
make sure it’s on the same subnet as 
your switcher or recording device. This 
allows communication between a com-
puter or switcher system and the Spark. 

To confirm that the Connect Spark 
was transmitting over NDI, we had to 

$499

REVIEW

377 NewTek Connect Spark.indd   7 8/17/18   1:59 PM



contents

full screen

print

contents

full screen

print

VIDEOMAKER >>> OCTOBER 20188

Input: HDMI
Loop Output: HDMI
Audio: 
• HDMI-embedded
• 3.5 mm line Level
Encoding: NDI/HX
Ethernet: RJ-45 port for 10/100M 
Ethernet networking 
Wireless Functionality: Built-in 
Wi-Fi radio 2 x 5 dB 2.4 G / 5.8 G 
dual-band antennas
IEEE 802.11 a/b/g/n
Interface: Web-based user interface 
for configuration and monitoring
Tally: Tally support via NDI, with 
built-in program/preview tally 
lights

Chris Monlux washes his car too often. He is 
also Videomaker’s Multimedia Editor.

You can comment on this article by going on-
line: www.videomaker.com/article/19553

Marketplace
The NewTek Connect Spark is a new 
solution to an old problem: How do 
you wirelessly transmit a video signal 
for use in a multi camera production? 
Before NDI, one answer was to use a 
transmitter and receiver in much the 
same way as a wireless mic. The other 
option was transmitting over cellular 
data networks. With NDI, there is now a 
third option. It provides a great solu-
tion but is best suited for use in a single 
location, like an event venue, because 
installation can be time-consuming.  

If a non-NDI option is of interest 
to you, take a look at the IDX System 
Technology CW-1 Wireless HDMI 
Video Transmission System for $800. 
It plugs directly into your camera’s 
HDMI port and has a receiver on the 
other end. This would work best for 
those who don’t consistently shoot in 
the same place or don’t have the sup-
port of network infrastructure. 

Cellular data transmission is best 
for long distances, but you’ll need 
multiple products at a minimum of 
double the cost, this solution is better 
suited to a TV station where mile long 
transmissions are required. 

Another NDI encoder very similar to 
the connect spark is the BirdDog Mini 
HDMI to NDI Encoder. However, it’s 
$100 more at $595. 

Final Thoughts 
Connecting an NDI product is not a an 
easy process. However, it’s not terribly 
hard either. The big thing to consider 
when shopping is if you can accept 
a setup that would be more difficult 
when compared to a simple transmit-
ter and receiver system. The fact is it 
works great, gives you wireless trans-
mission and onboard capture and, if 
you use an NDI system, you will kick 
yourself for not thinking about going 
wireless when you’re running long 
cables and trying to hide them.  

use the NDI Studio Monitor, a free tool 
from NewTek. This program allows 
any computer on the same network 
to access the video feed. Additionally, 
you can access the device’s web-based 
interface to view and adjust all of its 
setting controls. 

Once we verified video transmis-
sion, it was time to set up the Connect 
Spark to the wireless network. Within 
the device web interface, we told it 
which wireless network to connect to 
and gave it the login information. After 
that, we turned Spark off, unplugged 
the power and took out the Ethernet 
cable. After plugging the power back 
in, there was only one last thing to do: 
Flip the power switch. When we were 
finished, the Spark was connected to 
our wireless network. 

Customer Support
We have run in to many small issues 
with NewTek products that have left us 
scratching our head. However, their on-
line chat was very helpful and each time 
resulted in a resolution of the problem. 
Even more so, when they didn’t have 
an answer they would research it and 
promptly get back to us. When we were 

TECH SPECS

NewTek Connect Spark
REVIEW

reading customer reviews on B&H and 
Amazon, we saw a few comments on 
the customer support. Although their 
FAQ isn’t terribly helpful and mostly full 
of other customers helping each other, 
when we reached out to live support for 
help with our setup, it was stellar. 

In Use
The use of the Connect Spark isn’t too 
exciting, unless you like the idea of 
leaving cables behind. However, add in 
the recording capabilities and tally lights 
indicating when the unit is being used 
for either program or preview, and it be-
comes a much more dynamic addition. 

One thing we would have liked to 
see is the inclusion of a D-tap power 
cable and at least one mounting point. 
A D-tap cable allows you to draw 
power from a D-tap power source like 
a battery with a D-tap output. This, 
along with a mounting point, would 
allow for wireless use on a roaming 
camera or any other need for com-
plete detachment from the wired 
world. There is a third party that of-
fers a mounting plate and D-tap cable, 
but it seems easy enough for NewTek 
to include for a big benefit to the user. 

Formats: 
• 1080p at 59.94, 50, 29.97, 25, 24,   
 23.98 fps 
• 720p at 59.94, 50, 29.97, 25, 24,   
 23.98 fps
Standards: HDMI: 0.8 Vpp
Recording Video: MPEG-TS
Audio: AAC
USB: 
• 2 x USB 2.0 Type-A
• 1 x USB 2.0 mini-USB
Power: 12 VDC, 1 A adapter 
included; 4 W power consumption 
(max)
Dimensions: 5 x 3.5 x 1.1" (13 x 9 
x 3 cm)
Weight: Approx. 8 oz (227 g)
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by Chris Monlux

A Robust, Simple 
Slider 

Syrp 
Magic 
Carpet Pro

Syrp
www.syrp.co.nz
 
STRENGTHS
• Infantaly expandable
• Built-in flywheel
• Easy and quick set-up

WEAKNESSES
• Sharp edges on track joiners

SUMMARY
The Syrp Magic Carpet Pro is a robust 
slider that can be extended to any 
length you choose. Its large capacity 
and built-in flywheel make it ideal for 
large camera rigs. 

RECOMMENDED USERS
• Narrative Filmmaking
• Documentary Filmmaking 
• Corporate and Event Videography
• Marketing Video Production

The Syrp Magic Carpet Pro is a rug-
ged, strong and silky smooth slider 

with a huge payload capacity. Add in 
that its length is near endless and that 
it costs under a grand and its likely to 
grab your attention. But there’s more 
— it has a built in flywheel for smooth-
er movement with heavier cameras, 
and it can hold up to 70 pounds for 
horizontal movement, 50 pounds up-
side down or 24 pounds vertically. 

Build and Design
Just looking at the specs, the Magic 
Carpet Pro is an extremely robust 
system. The flywheel located under 
the carriage eliminates the need for a 
belt, and the Magic Carpet Pro is also 
designed so that it can be extended 
to an indefinite length quickly and 
without tools. Available in either two 
or three feet lengths, the length of the 
Magic Carpet Pro can be extended out 
as far as you have support for it. Each 
kit comes with a set of track joiners to 
extend the length, as well as a carrying 
case that can be extended to accom-
modate multiple lengths of track. 

This slider also has a quick release 
plate for easy mounting of the camera 
or motion control system. The base 
of the Genie II, Syrp’s latest motion 
control system, even matches this 
plate, so the Genie II can mount to the 

Magic Carpet Pro directly, without an 
additional plate. This design also al-
lows you to easily remove your entire 
tripod head and camera at once, mak-
ing the setup more mobile. 

In Use
The time between the kit’s arrival to 
our first shot was less than 10 min-
utes. Although it comes with direc-
tions, they are not necessary; the 
set-up was very simple. If you want 
to stick to just setting up just a single 
track, there are two lengths to choose 
from: two feet or three feet. Outside of 
making sure the carriage was aligned 
with the tooth belt on the rails, it prac-
tically put itself together. 

Our commitment to reviews goes 
deep — deep enough that this author 
shed blood for this review. Each track 
length has a quick release to either 
add the end caps with legs or to install 
track joiners to extend the length of the 
track. This is where I spilled blood. The 
track joiners have a sharp edge that 
caught me good. After that, I knew to 
be weary of them. The rest of the slider 
doesn’t require such a warning. 

The legs are easy to adjust with the 
same type of quick release the rails 
have. Additionally, with the help of 
markings, getting the legs all to the 
same angle was a cinch. On other 

Short & Medium Kit: $1,469
Short Kit: $989
Medium Kit: $1,099

REVIEW
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Syrp Magic Carpet PRO Short  
Track (2')
Payload Capacity
 Horizontal: 70 lb / 32 kg (50 lb / 
 23 kg with extensions)
 Vertical: 24.2 lb / 11 kg (with  
 camera up to 9.8” out from carriage)
 Upside-Down: 50 lb / 23 kg
Width: 7.6" / 19.2 cm
Length: 2' / 60 cm
Weight: 3.7 lb / 1.7 kg
Syrp Magic Carpet PRO Medium 
Track (3')
Payload Capacity
 Horizontal: 70 lb / 32 kg (50 lb /  
 23 kg with extensions)
 Vertical: 24.2 lb / 11 kg (with  
 camera up to 9.8” out from carriage)
 Upside-Down: 50 lb / 20 kg
Width: 7.6" / 19.2 cm
Length: 3' / 90 cm
Weight: 5.5 lb / 2.5 kg
Syrp Magic Carpet PRO End Caps 
and Carriage
Weight Flywheel: 1.2 lb / 525 g

Chris Monlux is loves nothing more than a 
simple and smooth dolly move. He is also  
Videomaker’s Multimedia Editor.

You can comment on this article by going on-
line: www.videomaker.com/article/19526

Glidecam offers the VistaTrack 
30-48 Dual Track and Dolly Slider for 
around $1,300. It has a high payload 
of 60 pounds and is available in both 
two and four foot lengths but is not 
extendable. It also lacks the flywheel. 
For the money, the Syrp is a much bet-
ter option with more features. 

Another option is the Cinevate Inc 
Horizon Camera Slider with All-Terrain 
Legs. The Cinevate offers a 100 pound 
payload, has a built in flywheel and can 
be expanded to be fully motion con-
trolled. It can’t be extended, but with its 
all-terrain legs and flywheel, it’s much 
more in line with the Syrp. At $900 for 
the bare bones set-up, it could be a way 
to save if you don’t need to extend the 
length of your slider or you don’t want 
a case, which is included free with the 
Magic Carpet Pro. Adding the case to the 
Cinevate boosts the price to $1,070. 

Final Thoughts
Outside the sharp track joiners, the 
Syrp Magic Carpet Pro is a great slider. 
We loved the flywheel and easy set up, 
and the price makes it hard to choose 
anything else if you need a large pay-
load capacity. The Magic Carpet Pro is 
a serious piece of gear capable of pro-
ducing stunning slider moves.   

similar slider systems, like the Rhino 
EVO, we have found it to be difficult to 
get the slider level without these mark-
ings. Syrp also put a leveling bubble on 
the carriage, so if you are on an uneven 
surface, getting it level isn’t difficult. We 
found the legs easy to interface with, 
making it easy to get the track level in 
less than ideal settings. 

When you combine any length 
of track, the overall payload drops. 
Though going from 60 to 50 pounds is 
significant, a 50 pound payload is still 
quite impressive. The joint between 
tracks is perfect. Syrp did a great job 
engineering the Magic Carpet Pro to 
have no transition issues. When we 
combined tracks for a total length of 
5 feet, we found that good support for 
the track becomes more important. 

TECH SPECS

Syrp Magic Carpet Pro
REVIEW

When using two 
light stands for 
support, sandbags 
were a necessity. 
With a camera 
perched on the 
longer length, 
making sure ev-
erything is as solid 
as possible is key. 

The design of 
the flywheel is 
quite ingenious. 
With the press 
of a button, it 
is engaged or 
disengaged. Even 
the lightest cameras we used benefited 
from the flywheel. We would try and 
use it at all times; it just makes it easier 
to get the shot right on the first take. 

The heavier cameras, of course, get 
the most out of it, however. Without 
it, getting smooth, slow moves would 
be a nightmare. We tested the slider 
with the Blackmagic Design Ursa Mini 
4K, which weighs about 12 pounds 
when fully loaded with lens, battery 
and external monitor. There were no 
problems with that payload, outside of 
trying to keep the center of gravity low 
to prevent an odd weight distribution. 

To take the Magic Carpet Pro even 
further, we integrated a few other Syrp 
products. We have a Genie Mini and 
the original Genie, so we decided to put 
them all together. We set it up using the 
original Genie for an automated slide 
and the Genie Mini for automated pan. 
Because the end caps have a Genie 
Rope Hook it was easy to connect to 
the Genie rope. The one issue we had 
with this setup was that it’s very top 
heavy. If we were to use the new Genie 
2, not only would it fit directly in to the 
quick release base, but the setup would 
also be less top-heavy overall. 

Marketplace
The marketplace for high payload 
extendable sliders with a flywheel for 
between $1,000 and $1,500 is non-
existent. However, since not everyone 
needs all of those features, let’s look at 
some similar sliders.

Unique quick release plate
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by Chris Monlux 

Making it work 
for less money 

Dell 
Precision 
3530

Dell
www.Dell.com
 
STRENGTHS
• Thunderbolt 3 port
• Feel of the keyboard

WEAKNESSES
• FHD-only resolution monitor options

SUMMARY
Dell made a budget friendly and 
highly configurable mobile worksta-
tion that is up for the task. The big 
question is, do you need more, or will 
it do the job for you? 

RECOMMENDED USERS
• Corporate and Event Videography
• Online Video Production
• Casual Video Production

The Dell 3530 is a mobile work-
station that can be built to any 

budget. With a huge price range, the 
3530 can cost for as little as $950 or 
as much as $6,100. With computer 
processing unit choices from the 
modest i5 4 core 2.5Ghz to the Intel 
Xeon 6 core 2.7GHz, there is an option 
available for most needs. 

The laptop we reviewed has the 
Intel Xeon 2.7Ghz 6 core CPU, the 
Nvidia Quadro P600 graphics card and 
32 gigabytes of DDR4 memory. Add 
in the M.2 512GB PCIe NVMe Class 50 
Solid State Drive and you get snappy 
response without an unruly price tag. 
With a cost of $2,960, Dell crammed 
in enough resources to edit 4K video 
on the go, even while avoiding high-
priced options like a 4K monitor and 
expensive GPU. 

In Use
The 3530 isn’t a small computer, but 
it’s not huge either. It’s 1.23 pounds 
heavier than the Apple MacBook Pro, 
but then again, the MacBook Pro 
is the gold standard for small and 
powerful systems, and it’s priced ac-

cordingly. The Dell is about twice as 
thick as the MacBook Pro, and even 
though the screens are a similar size, 
the Dell has a wider bezel, making 
the computer larger overall. The 
3530 is still a good size for travel, 
however. Unlike some other mobile 

workstations we’ve reviewed in the 
past, the 3530 is perfect for coffee 
shop use or while at the airport. 

With that said, the keyboard on 
the Dell is much better than the one 
on the Apple; it has a great feel. And, 
whereas the Apple gives you only a 
Thunderbolt port, you get three USB 
type A ports, an SD card reader, an 
HDMI port, VGA out and a Thunder-
bolt 3 (T3) port with the Dell. 

We’re glad that PCs are now coming 
standard with T3. Yes, it offers super 

Starting price: $949
Review unit config: $2,960

REVIEW

WE’RE GLAD THAT PCS 
ARE NOW COMING 
STANDARD WITH 
THUNDERBOLT 3.
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OS: Windows 10 Pro for Worksta-
tions 
CPU: Intel Xeon Processor 
E-2176M, 6 Core, 12M Cache, 
2.70GHz, 4.40GHz Turbo, 35W, 
vPro
GPU: Nvidia Quadro P600 w/4GB 
GDDR5 
Display: 15.6" FHD WVA, 
1920x1080, Anti-Glare Non-Touch, 
72% color gamut, IR Camera & 
Mic, No WWAN Support
Memory: 32GB, DDR4-2666MHz 
SDRAM, 2 DIMMS, Non-ECC
Hard Drive: M.2 512GB PCIe NVMe 
Class 50 Solid State Drive

Chris Monlux hasn’t been a fan of the air quality 
during the fires this year in Northern California. 
He is also Videomaker’s Multimedia Editor. 

You can comment on this article by going on-
line: www.videomaker.com/article/19524

hope. The Dell’s overall PCMark score 
went from 4578 to 4640 when opti-
mized for video production. 

Marketplace
We’ve mentioned the value of the 3530 
numerous times during this review; Dell 
was able to slim down its offering to fit 
a more budget friendly price. However, 
as we see in the tests, you do get a bit 
less when it comes to performance. 
When we configure an HP ZBook 15 
inch with similar resources, the price 
was a staggering $5,275. When we look 
at the Apple MacBook Pro 15-inch with 
touchbar, a similar configuration costs 
$3,100, compared to the $2,960 price 
tag of our review unit.

Final Thoughts 
We found that the Dell Precision 
3530 is a fine machine with good 
test scores. The keyboard feels very 
nice and overall it’s performance 
was good. It wasn’t the best — not 
by a long shot — but with a budget 
friendly price, the bar wasn’t set too 
high. If you want to pay less to get 
less, Dell lets you do that. The 3530 is 
a great mobile workstation that gets 
the work done.  

fast data transfer, but what’s really 
exciting for mobile workstation users 
is that you can have a heavy duty GPU 
like the Nvidia 1080 Ti waiting for 
you at home to do the heavy lifting. 
With an external GPU via Thunderbolt 
3, you get the best of both worlds — 
power and portability. 

If you use a laptop often, you 
know that battery life is a big deal. 
Dell offers a couple of different size 
batteries, including a 4 cell 68 watt 
hour option and a 6 cell 92 watt 
hour option. The 3530 we tested is 
definitely up to the task of moderate, 
all-day use without needing to be re-
charged. Also, the power supply isn’t 
overly large; it’s very manageable.

Tests
We took a 4K project shot on the 
Canon C200 in Cinema Raw Light 
and edited on the new iMac Pro and 
brought it into the 3530. We were 
able to play through the timeline with 
ease. Although we weren’t able to 
preview in the native resolution with 
the full HD monitor, it sufficed to get 

TECH SPECS

Dell Precision 3530
REVIEW

work done. The final render did take 
about twice as long with the 3530, 
but the system does come in at a third 
the cost of the iMac Pro. With this 
perspective, the value packed into the 
3530 is more apparent. 

Next, we tested the 3530 with 
PCMark 10. Going up against the Acer 
Predator 17x, priced similarly at around 
$3,000 and an with overall score of 
4004, the Dell had a higher overall 
score of 4578. The big difference here is 
the ability of the Acer’s CPU to be over-
clocked for a score of 6789 — much 
faster than the Dell, even when using 

the new Dell Precision Optimizer. Note, 
however, that depending on the kind 
of work you do, CPU overclocking may 
not improve performance as much as 
other factors. When comparing the Dell 
to the Zbook G4 17, priced at around 
$6,000, the gap grows even more. We 
get an impressive 8772 overall score 
from the HP, showing that you really do 
get what you pay for. 

Dell Precision Optimizer is a new 
feature that configures the system 
for the use with specific software. It 
works, too, but not as well as we’d 

Multiple inputs and outputs

IF YOU USE A LAPTOP 
OFTEN, YOU KNOW 
THAT BATTERY LIFE IS A 
BIG DEAL.
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by Sean Berry

Awesome 360 
Video Capture at 
a Good Price

Insta360 
ONE

Insta360
www.insta360.com
 
STRENGTHS
• Easy to use
• Good value for price
• Image quality

WEAKNESSES
• No removable battery
• Odd power button placement

SUMMARY
The Insta360 one packs a lot of 
features into a portal, easy to carry 
design. While it’s not perfect, it offers 
a lot of great features at an undeni-
able $300 dollar bargain.

RECOMMENDED USERS
• Narrative Filmmaking
• Documentary Filmmaking and 
   Journalism
• Corporate and Event Videography
• Marketing Video Production
• Online Video Production
• Casual Video Production

A 4K UHD 360 camera for only 
$300? The Insta360 ONE, on 

paper, looks like a bargain — and after 
reviewing it, we have to agree.

Sure, it’s not a perfect 360 camera. 
However, it’s not often you’ll get the 
features the Insta360 ONE has for un-
der $400. With 4K video recording at 
120 frames per second and 24 mega-
pixels of still capture, the Insta360 
ONE could be perfect for filmmaking, 
live events, and video marketing.

What is the ONE?
The Insta360 ONE can be used as both 
a standalone action camera and as a 
mobile attachment. The camera can 
additionally record to a microSD card, 
allowing users to transfer and edit files 
that way. Videos that go over 4GBs 
are automatically stored in multiple 
separate files.

There’s a number of support op-
tions available for the ONE, including 
a tripod, a suction-cup case, a helmet, 
and waterproof housing for underwater 
protection at depths of up to 30 feet. 
You can also opt to get the selfie stick 
to use the ONE’s key feature: the “bullet 

$299

REVIEW

time” effect. To achieve this effect, you 
must attach the ONE to a the selfie stick 
(or the company’s string attachment) 
and actually swing the camera over 
head. The resulting effect creates what 
looks like a 360 pan around whoever 
is swinging the camera. The camera’s 
software also impressively removes the 
selfie stick with its stitching algorithm. 
Note however, the algorithm doesn’t 
remove the shadow of the selfie stick, so 
that will still be present in the shot.

Features in depth
The ONE is one of the most feature-
rich 360 cameras out there for under 
$500 bucks, being comparable to the 
Ricoh Theta V. When it comes down 
to it, a 360 camera without 4K support 
isn’t worth buying. Lower than 4K 
resolution and you’re left with video 
that lacks sharpness and detail. Luck-
ily, the ONE sports 4K UHD video at up 
to 120 frames per second, making its 
video immersive enough for viewers 
to not be taken out of the 360 experi-
ence. The ONE can also live stream in 
resolutions up to 4K.

The camera includes a built-in mic 
and six-axis gyroscope, which along 
with data from the camera’s 360-de-
gree field of view, enables digital image 
stabilization via Insta360’s FlowState 
algorithm. Sadly, the ONE doesn’t use 
a removable battery. Its battery instead 
charges through USB and lasts up to 
70 minutes on one charge. As for still 
photos, the ONE can take 24 megapixel 
(MP) stills using its 1-Chip CMOS sen-
sor and can either store files internally 
or onto a microSD card. 

Originally the ONE worked only 
with iOS devices, but it’s now also 
compatible with Android devices with 
a $30 adapter..

In Use
Getting started with the ONE was fairly 
easy. All of the camera’s functions are 
controlled by a single button. Yep. One 
button. To turn the camera on, you just 
hit the button once and it powers on. 
Once it’s on, hit the button once to take 
a 360 picture, hit it twice to record a 360 
video — hit it once again to stop record-
ing — and then hit the button three 
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Sensor: 1-Chip  CMOS
Effective Pixels: 24 MP (Photo)
Maximum Aperture: f/2.2
Fixed Focus: Yes
Recording Media: microSD/HC/XC 
Video Format:
• 3840 x 1920p at 30 fps
• 2560 x 1280p at 60 fps
Slow Motion Mode: 120 fps 
Recorded at 2048 x 512p
Still Image Resolution JPEG: 24 
Megapixel, 6912 x 3456
Image Stabilization: Digital (Flow-
State stabilization)
Built-In Mic: Yes
Tripod Mount: 1/4" - 20
Inputs: 
• 1 x Lightning
• 1 x USB Micro-B Charging Only
Battery: Rechargeable Battery Pack, 
5 VDC, 820 mAh
Charging Method: USB
Dimensions (W x H x D): 3.8 x 1.5 x 
1.0" / 9.7 x 3.8 x 2.5 cm
Weight: 2.9 oz / 82.2 g

Sean Berry would be hesitant to swing around a 
$300 dollar camera on a string, but he’d still do 
it of course! He’s also a Contributing Editor at 
Videomaker Magazine.

You can comment on this article by going on-
line: www.videomaker.com/article/19521

athletic with it because there’s nothing 
securing the camera to the case. We 
don’t recommend risking it.

Marketplace
The Insta360 ONE is one of the cheap-
er consumer 360 cameras of this qual-
ity and with these specs, but it does 
have some competition. Let’s go over 
some of these other consumer 360 
cameras and see how they stack up.

Priced at a slightly higher $430, the 
Ricoh Theta V offers video shoot-
ers 4K shooting at 29.97 frames per 
second with two 1/2.3” CMOS sensors. 
The Theta V also takes 12 MP stills. 
Like the ONE, the Theta V charges 
through USB and doesn’t have a 
removable battery. Both cameras are 
considered consumer products, so the 
same recommended users could be 
happy with either camera, though the 
Insta360 does offer some exclusive 
features like FlowState stabilization.

Another comparable 360 camera 
is the GoPro Fusion. While it more 
than doubles the price of the ONE, 
the Fusion can shoot 5.2K in 30 fps 
and up to 60 fps in 3K. As for stills, 
it can shoot up to 18MP and can be 
controlled with or without an app. 
Its battery pack is removable, and 
the camera captures to two micro 
SD cards. The Fusion is much more 
advanced than the ONE, so for those 
considering the ONE — or even the 
Theta V — the Fusion may not be the 
camera for you, and vice versa.

Final Thoughts
While advanced video shooters may 
long for a more comprehensive 360 
shooting experience, the average 360 
shooter could find the ONE to be the 
perfect camera for them. It’s easy to 
operate and can capture some good 
looking shots. There are some minor 
drawbacks, but it’s undeniable that the 
ONE is a solid 360 camera.  

times to use bullet time video. You can 
set the triple tap setting to other modes 
like time-lapse or a timer if you want. 

The ONE’s simplistic one button 
design is one of its highlights. It’s easy 
for anyone to pick it up and use. It’s 
also one of the camera’s nuisances. If 
the camera isn’t attached to device, it’s 
hard to keep track of which shoot-
ing mode it’s in. Though there is an 
indicator light on the camera, it can 
still be difficult to tell if it’s shooting 
videos or photos, or if it’s in standby.
There’s also no way to preview shots 
with the ONE on its own. These issues 
are resolved, however, when it’s con-
nected to an iOS or Android device, 
either physically or via Bluetooth.

After the initial impressions, we con-
nected the ONE to our office iPad. The 
Insta360 app downloaded quickly and 

TECH SPECS

Insta360 ONE
REVIEW

was ready to use in under two minutes. 
Once in the app, it operates just the 
same way any smartphone camera app 
would work. You can choose to either 
shoot photos or videos. Once you have 
the setting you want to shoot in, you 
simply click the record button. What’s 
nice is that you can pan through the 
360 frame even before recording. You 
can also zoom in and out to really nail 
your framing — which is essential in 
360 video, since every angle is being re-
corded. The app can also digitally stabi-
lize shots to a pretty impressive degree 
with FlowState stabilization, making vid-
eos that could look like a floppy mess 
— especially hyperlapse video — look 
much more smooth and stable.

The app additionally can track sub-
jects and you can also choose to turn 
your 360 video into a regular video by 
selecting what parts of the scene are 
visible. Going one step further, you 
can also create automated camera 
moves between points in your video 
using the app’s pivot point feature.

The overall image quality captured 
by the ONE is satisfactory. It cap-
tures enough detail for its videos to 
be edited with fairly good contrast. 
The camera does however struggle in 
some situations with sunlight — im-
ages are blown out in the presence of 
too much light. Also, some noise is 
present in dark shooting conditions.

One of the best aspects of the ONE 
is its portability. The device itself is 
lightweight and easy to mount onto 
a tripod or mount — we were able to 
mount it to a handheld grip within 
seconds. We do have some issues with 
the hard carrying case the ONE comes 
with. While it does provide adequate 
protection for the camera, its design is 
questionable. The multi-use button on 
the camera is inconveniently placed 
right where you’d put your thumb to 
pull the camera out of the case. There’s 
high probability that you’ll accidently 
turn the camera on — it happened 
to us multiple times — and drain the 
battery. The case can also act as a stand 
or grip for the camera, and it’s a nice 
touch if you aren’t doing anything too 
extreme. We wouldn’t trust it as a grip 
hold if you were to do anything super 
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A Tripod 
buyer’s 

guide 
for 

every 
budget

A tripod is essential for getting stable video. Some tripods are short, some are tall; some are light-weight, 
and some are heavy-duty. If these were the only differences among tripods, shopping for them would be 
easy. At first glance it might seem like all tripods are basically the same — but then there wouldn’t be so 
many different tripods on the market.

W
hile “shaky cam” fi lms like 
Cloverfi eld have been incredibly 
successful at the box offi ce, many 

recent “found footage” movies will 
now begin with some shaky, handheld 
shots and transition into stabilized 
tripod footage. Stabilized footage is ex-
pected in most projects like commer-
cials, corporate videos, documentaries, 
and wedding videos. Think about it; 
would you really want the video of 
your sister’s wedding to look like a 
sequel to “The Blair Witch Project?” 
With so many tripods on the market, 

you can narrow down your choices 
based on tripod design, construction 
elements and your budget.

Plates
It all begins here. Your camera mounts 
to a plate that sits on top of your tripod. 
Typically, on small or inexpensive 
tripods, this is a fi xed plate that has a 
screw mount that attaches directly to 
the bottom of your camera. For those 
wanting convenience, a quick release 
plate provides the ability to quickly re-
move the camera from the tripod while 

leaving the camera attached to the 
plate. Once you try it, you’ll be hooked.

 For shooters who own a single 
camera, a quick release plate can be 
extremely important if you’re rapidly al-
ternating between handheld and tripod 
shooting. I usually leave my camera in 
its bag with the plate attached, which 
makes for a speedy setup. For added 
convenience, I use the same style quick 
release on different camera supports; 
this allows me to go from tripod to 
monopod without having to change my 
camera plates. Quick release plates and 
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bases can often be bought separately 
from the camera support in order to 
match other models. When purchasing, 
make sure your quick release system 
has a locking mechanism.

There are other types of plates 
based on your needs. Balance plates 
can offer a sliding range which allows 
for uneven payloads, such as a cam-
era sporting a long lens or a matte 
box. Also, some plates are wider, 
which is great for DSLR shooters. The 
way the plate attaches to the tripod, 
such as a sideload, can also be im-
portant depending on the location of 
other gear attached to your tripod.

Heads for Photography
With so many fi lmmakers shooting 
content with smaller, lighter cameras, 
perhaps you have wondered: “Why not 
use a photo tripod?” Photo tripods can 
be a great inexpensive solution if you 
are shooting a wide shot with little to 
no movement, like a speaker in a sit 
down interview. Let’s take a quick look 
at the two main types of photographic 
tripod heads that you might encounter.

Pan-and-Tilt Head
A pan-and-tilt head allows you to 
adjust your tripod head one axis at a 
time, by loosening and then retighten-
ing the positioning knob. This knob 
may have an arm attached. With this 
style of head, you can tilt up and 
down or pan right to left.

Ball Head
A ball head features a ball-and-socket 
style design. Attached to a base, the ball 
moves freely in its joint. A knob is used 
to secure the ball in place. Movement is 
controlled with this knob, which often 
has an arm attached to it.

Heads for Motion
The materials and design of your 
tripod head will substantially affect 
your ability to shoot smooth, beauti-
ful pans and tilts. For videography and 
cinematography, it’s next to impossi-
ble to get smooth movement without 
using a fl uid head.

Fluid Head
As the name suggests, fl uid heads 
have lubricant fl uid sealed inside. This 
lubrication provides for the smooth 

movement of your head when pan-
ning or tilting. It’s important to note 
that because these video heads use 
fl uid, not all are suited for work in 
temperature extremes.

The best tripod heads will pan 360 
degrees and have a +/-90-degree tilt. 
The pressure on the fl uid in the head 
can be fi xed or it can have adjust-
ments, called drag, to provide greater 
control in your movements. Another 
desirable feature is a bubble level, 
preferably illuminated.

On midsize to large fl uid heads, the 
camera plate often has a slider adjust-
ment allowing the camera to move 
either forward or backwards on the 
head. This makes balancing the camera 
on the tripod much easier. Larger fl uid 
heads have counterbalance adjust-
ments. The counterbalance allows you 
to compensate for a heavy load toward 
the front or rear of the camera. This can 
be useful when using large camera rigs, 
large lenses or control arms with focus 
and zoom controls.

Arms
Most fi lm/video tripods have a control 
arm or handle for panning and tilting; 
however, some tripods have options 
on how and where the handle is 
mounted. Some models even offer 
the ability to use a second handle for 
greater control or for mounting sepa-
rate focus and zoom controls. 

Legs
Many tripods on the market today 
feature legs that are constructed from 
aluminum or carbon fi ber. Aluminum 
tends to be cheaper while carbon fi ber 
is lighter and signifi cantly stronger. 
The price between the two can be 
signifi cant although the material for the 
legs really doesn’t affect your tripods’ 
functionality. Most manufacturers will 
list the weight of the tripods and/or legs. 
Ultimately, you’ll have to decide if the 
weight difference is worth the expense.

Legs for video tripods are usually 
either single legged or double, tandem 
legs. Double legs offer greater support 
and stability and are often the only 
choice for support of heavy payloads. 
The number of telescoping sections 
that make up a leg is also something to 
consider. The more sections or stages 
a tripod has, the smaller its collapsible 

size. However, more leg sections can 
also lead to slightly longer setup times 
and a slightly heavier weight to haul.

Leg sections have locks on each 
individual leg stage so you can adjust 
your tripod to the proper angle needed, 
which is often necessary and quite 
common when shooting on uneven 
terrain. Leg lock designs and materials 
are not universal and can be an impor-
tant feature. Tandem legs typically have 
locks that are engaged by pushing a le-
ver down; many single legs have locks 
that are engaged horizontally. Horizon-
tal locks can be bumped into, causing a 
leg’s stage to unlatch unexpectedly and 
collapse. Many lighter weight tripods 
have twist locks that aren’t as durable 
and often cannot be easily replaced if 
broken. Consider the cost of the tripod 
– you’ll defi nitely want to be able to 
replace locks on an expensive tripod. 
Some leg locks can be ordered from 
the manufacturer and easily replaced. 
This may be an area you want to ex-
plore before your purchase.

Spreader
A spreader is another good feature 
since this provides added stability. 
Spreaders near the bottom of the legs 
are designed with studio and indoor 
shooting in mind, while spreaders 
higher up on your legs allow you to 
adjust your tripod for uneven, outdoor 
terrain while still providing extra sup-
port so your tripod does not collapse.

Feet
Tripod legs also have feet. Rubber feet 
are almost universal. Versatile tri-
pods will feature spiked foot options 
for outdoor terrains. These can vary 
from wind-down spikes to retractable 
spikes to interchangeable feet.

Center Columns, Bowls and Levelers
Larger fl uid heads come with ball 
mounts that tend to range in size from 
65 mm to 100mm; this head will rest 
on your tripod legs in a bowl of corre-
sponding size. The bowl mount allows 
the head to be leveled independently 
from the legs.

A leveler allows you to level a fl at 
mount fl uid head on a tripod, often 
without adjusting the leg length. This 
can greatly decrease your setup time 
on uneven surfaces. Smaller fl uid 

BY W. H. BOURNE

leaving the camera attached to the 
plate. Once you try it, you’ll be hooked.

 For shooters who own a single 
camera, a quick release plate can be 
extremely important if you’re rapidly al-
ternating between handheld and tripod 
shooting. I usually leave my camera in 
its bag with the plate attached, which 
makes for a speedy setup. For added 
convenience, I use the same style quick 
release on different camera supports; 
this allows me to go from tripod to 
monopod without having to change my 
camera plates. Quick release plates and 
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your camera on your rig and mount it 
directly onto your tripod.

Mixing and Matching 
Legs and Heads
It’s common for many shooters to 
mix and match heads and legs when 
purchasing tripods. You may decide 
you like the way one tripod folds or a 
specifi c leg lock design, but want to pair 
those legs with a different fl uid head. 

If the head you want is really ex-
pensive, you may opt for cheaper legs 
from a different manufacturer. You’ll 
notice that some of the tripods on 
my list note the head and leg model 
numbers as well as compatibility with 
other brands. These notations are not 
exhaustive, and you may want to look 
further into this if you cannot fi nd all 
the features you want in a complete 
tripod system.

If you are mixing and matching 
heads and legs, remember that you 
need to include the weight of that 
head in addition to your camera and 
its accessories when calculating the 
total payload for your legs.

Tripod Selections
I’m sure you’re familiar with that 
saying, “You get what you pay for?” 
That’s defi nitely the case when it 
comes to tripods. At fi rst glance they 

head tripods tend to level the head 
by individually adjusting the legs of 
the tripod to obtain the proper angle, 
although some do have levelers.

While center columns can increase 
the vertical reach of a tripod, they 
often lack stability with larger camera 
payloads and should not be used for 
this purpose whenever possible. 

Payload
When you look at a tripod’s capacity, 
it’s not just the weight of the camera 
that you need to support but any acces-
sory that will be mounted onto the tri-
pod as well. For example: you decide to 
mount your whole shoulder rig to your 
tripod, which includes camera body, 
lens, matte box, rails, follow focus, 
recorder, monitor, light, battery and 
cables. It’s easy to see how quickly the 
weight can add up. You may even want 
to use a slider or jib arm with your tri-
pod, which would defi nitely require a 
higher weight capacity. For best results, 
you’ll want to stay between the mini-
mum and maximum payload weights 
while operating your tripod.

As you think about the payload your 
tripod needs to support, you should 
also think about your workfl ow. Do 
you do run-and-gun shoots? The abil-
ity to quickly go from handheld to a 
tripod can be seamless if you leave 

may be similar, but many mid-range 
and higher-end tripods do have very 
specifi c features that are valuable for 
some camera operators and the work 
they are doing. On the other hand, 
economy tripods have their uses es-
pecially for those on a budget.

 You’ll notice the biggest variables 
among the tripods in various price 
ranges relate mostly to fl uid adjust-
ments for the head for pan, tilt and 
counterbalance. Typically, economy 
models have fi xed fl uid heads, while 
mid-range and high-end models may 
have multi-step adjustments, continu-
ous adjustments, and/or multiple coun-
terbalance settings. 

 Those on a budget shouldn’t fret. 
You can still get great shots with an 
economy tripod; however, you just 
might have to work harder to get 
those shots. Organized by price in 
increasing order, here’s a look at some 
tripods currently available.

Acebil I-605DX Prosumer Tripod System 
with RMC-P3PL Zoom Control Pan Bar
Priced at $206, this no frills, entry 
level, fi xed fl uid head tripod benefi ts 
from the RMC-P3PL control pan bar 
which sends commands to any LANC-
compatible or Panasonic camera 
with zoom control functionality. The 
65mm ball head supports up to 8.8 

A Tripod buyer’s guide for every budget

Acebil I-605DX Prosumer Tripod System 
with RMC-P3PL Zoom Control Pan Bar Benro Aero 7 Daiwa / Slik DST-3 Tripod Libec ALX S8 KIT
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pounds and features a quick release 
plate. The aluminum legs have a mini-
mum height of 30 inches and a max 
of 59 inches. Acebil also has zoom 
control systems for other brands in-
cluding Sony and Canon.

Benro Aero Series
This compact, lightweight series fea-
tures a reverse fold that makes these 
tripods signifi cantly shorter than most, 
allowing you to conveniently fi t them 
into a backpack or your carry-on lug-
gage. With models starting as low as 
$207, this fl at, fi xed fl uid head tripod 
is one you’ll be using for years. Series 
models vary with their maximum 
payload abilities with the Aero 2 at 5.5 
pounds, the Aero 4 at 8.8 pounds and 
the Aero 7 at 15 pounds. The head 
includes two 3/8"-16 threads for mount-
ing accessories. Because the Aero uses 
a quick release plate that is compatible 
with several other manufacturers, you 
can swap heads.

The Aero 7 has the most impres-
sive height range with a minimum of 
15 inches and a maximum of 72.3 
inches. Benro increases Aero’s versa-
tility by making one of the tripod legs 
removable so that it can be combined 
with the center column to turn the 
system into a monopod. The Aero 7 
with aluminum legs retails for $399 

while the Aero 7 with carbon fi ber 
legs retails for $599 dollars.

Daiwa / Slik DST-3 Tripod
The DST-3 is an inexpensive three-
stage leg, fl uid head tripod. The tripod 
has an operating range height of 11.5 
inches to 57.3 inches. The DTS-3 has 
a 6.6 pound payload max and weighs 
6.1 pounds. It has a fi xed pan and tilt 
drag, and it does have locks for both. 
Tilt range of the head is +52° to 
-90°, and the tripod has a 60mm ball 
leveler. It retails for $280.

Libec ALX S8 KIT
For the price of many entry level 
tripods, the Libec ALX S8 Kit gives you 
a fl uid head tripod system as well as 
a slider, making this Libec system in-
credibly versatile. The ALX T legs can 
support up to 55 pounds, has a height 
range of 23.5 inches to 59 inches, and 
includes a mid-level spreader. The 
tripod connects with a 75mm bowl 
and has rubber feet as well as inte-
grated metal spikes. The ALX H fi xed, 
fl uid head features a ball base with a 
fl attened area containing a standard 
3/8"-16 threaded hole for mount-
ing to standard fl at mount hardware. 
The ALX S8 Kit retails for $699 and 
includes a padded bag; however, if 
money is tight, you can purchase just 

the tripod for $349 and pick up the 
slider later for an additional $389.

Manfrotto 504HD Head & 536 Carbon 
Fiber Tripod System
Providing great range, the 536 Carbon 
Fiber Tripod has a 16 inch minimum 
and an 85 inch max height. The legs 
have retractable spikes as well as rubber 
feet. This tripod also offers an angle 
selector for adjusting leg angles. The 
504HD head features continuous drag 
and counterbalance system that in-
cludes four presets for camera loads up 
to 16.5 pounds. The 3/8-inch threaded 
holes on the side allow attachment of 
monitors and other accessories. Addi-
tionally, the 504HD’s patented Bridging 
Technology allows for a wider top plate 
and longer sliding plate. The complete 
system weighs in at 13.6 pounds and 
retails for $942.If you like the head, 
but can’t afford these legs consider the 
Manfrotto 504HD Head & 546B tripod 
system, priced at $647.

Really Right Stuff  FG-02VC & TVC-34L
Really Right Stuff’s fl uid gimbal tripod 
offers the unique ability to shoot por-
trait-oriented video footage. I included 
this model because this taller format of 
video footage has become popular for 
digital signage and social media. The 
FG-02 VC fl uid-gimbal head offers three 

Libec ALX S8 KIT Manfrotto 504HD Head & 536 Carbon 
Fiber Tripod System Really Right Stuff  FG-02VC & TVC-34L

377 B02 Tripod BG.indd   19 8/17/18   2:09 PM



contents

full screen

print

contents

full screen

print

20 VIDEOMAKER >>> OCTOBER 2018

user selectable levels of fl uid damping 
resistance. The head can support up to 
50 pounds, although it only supports 15 
pounds when fully damped. 

This model is fi tted with RRS’s B2-
LR-VC video clamp and control arm. 
Retailing for $1,398 it weighs in at 
6.4 pounds total for the head, clamp, 
bar and arm. Paired with the RRS’ 
TVC-34L Versa Series 3 tripod legs, it 
makes a winning combination. Made 
of carbon fi ber, the legs weigh a mere 
4.7 pounds and supports up to a 50 
pound payload. The legs retail for 
$1,160 and offer a minimum height 
range of 4.0 inches and a max of 68.8 
inches. The combination of Really 
Right Stuff ‘s FG-02VC head and TVC-
34L legs retails for $2,558.

Sachtler FSB-8T Tripod System with 
Speed Lock 75 Tripod
Supporting payloads between 2.2 and 
22 pounds, this fl uid head features 10 
steps of counterbalance and 5 grades of 
horizontal and vertical drag. The quick 
release sideload plate features a very 
large sliding range of 4.7 inches. The 
FSB 8T head functions in temperature 
extremes of -40 to 140° Fahrenheit. 
The Speed Lock 75 Tripod’s legs are 
carbon fi ber and weigh only 4.4 pounds 
but can support up to 44 pounds. The 
tandem, two stage legs feature a 75mm 

bowl and Satchler’s new Speed Lock leg 
locks for faster adjustment. The height 
range is a minimum of 30.3 inches and 
a max of 63 inches. Retailing for $2,565 
the entire system weighs in at less than 
12 pounds.

Vinten Vision Blue5
Vinten’s VB5-AP2M features their Pozi-
Lock tripod legs, mid-level spreader, 
and a drag-style ball fl uid head. With its 
calibrated, infi nitely adjustable counter-
balance and tilt drag, you can achieve 
perfect balance. It has a load capacity 
of 12.1 to 26.5 pounds, yet the head 
weighs only 5 pounds. The legs have 
a 75mm bowl and include spiked feet. 
Minimum height is 16.4 inches and 
max is 61.44 inches. The legs with the 
adjustable mid-level spreader weigh 8 
pounds. The tripod system includes a 
padded case and retails for $2,898.

Miller CX8 Fluid Head with Solo 75 
3-Stage Carbon Fiber Tripod System
This English made Miller tripod can 
accommodate camera loads up to 26.4 
pounds with 16 steps of counterbal-
ance and 2.4 inches of plate slide to 
make balancing your camera easy. The 
CX8 head offers 5 steps of pan and 
tilt drag, a 75mm ball mount and an 
illuminated bubble level. The Solo 75 
3-Stage Carbon Fiber legs have a three-

section design and don’t require a 
spreader, even with a payload capacity 
of 44 pounds. The head and legs have a 
combined height range of 15.7 inches 
to 80.7 inches, and the kit comes with a 
right control arm, carry strap and pad-
ded bag. Retail price is $2,977.

Final Thoughts
Remember, your tripod is holding pre-
cious cargo, so pay attention to your 
payloads! You really don’t want the em-
barrassment of having your tripod crash 
to the fl oor in front of a new or impor-
tant client because you only considered 
your camera’s weight and not the entire 
payload. A tripod collapse that damages 
or destroys your camera and accessories 
would also be equally devastating.

 When selecting a tripod, you may 
also want to consider not only the 
cameras and gear you currently own 
but also future purchases. If you can 
visit a store to look at models, this 
might make your purchase decision 
easier. However, carefully comparing 
system specs will ultimately help you 
fi nd the tripod that fi ts your needs.  

W. H. Bourne is an award-winning documentary 
filmmaker.

You can comment on this article by going on-
line: www.videomaker.com/article/19499

A Tripod buyer’s guide for every budget

Sachtler FSB-8T Tripod System with 
Speed Lock 75 Tripod Vinten Vision Blue5 Miller CX8 Fluid Head with Solo 75 

3-Stage Carbon Fiber Tripod System
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BY ODIN LINDBLOM

Finding the 
Right Support

that you’re presenting to them. How 
the camera moves, how the shots are 
framed, how they are lit, and how 
color is rendered will greatly infl uence 
how your audience reacts to them. 

You should always plan the types of 
camera movement you need to sup-
port the story you’re telling before you 
choose your equipment. If not, you 
risk your creative options being lim-
ited by the camera support you hap-
pen to have on hand and the gear you 
may have chosen for other reasons. 

It’s very easy to get dragged down 
by just looking at specs and fea-
tures of dollies, jibs and sliders 
and to lose sight of what is most 

important: How does the camera need 
to move for this production? Camera 
movement should always be used to 
drive the story, no matter what that 
story is. With a wedding video, feature 
fi lm or even a commercial, you’re 
always telling a story. Remember 
that your camera is the eye through 
which the audience sees the world 

Once you can visualize the types of 
shots you want, it’s important to relate 
these to how a camera moves while 
supported so that you can choose the 
tools you’ll need to properly execute 
your concepts. Many of your planned 
camera moves will likely combine 
some of these techniques:
Dolly Forward/Dolly Back: move the 
camera either toward or away from 
your subject
Truck Left and Right: move the cam-
era to the left or right

Jib
Slider

Dollyor
Want more dynamic product or interview shots? Have you envisioned the perfect follow shot 
for a scene, but you’ve had problems achieving it with your current gear? If you require classic 
smoothness for your shots, a dolly, jib or slider might just be the camera support that you need. 
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sliders have a limit to how many 
degrees of angle they can be pitched; 
others can’t be used vertically at all.

Skater Dollies
Skater dollies are possibly the sim-
plest to set up and often the cheap-
est dolly option. They’re like a fancy 
skate board for your camera, but if 
you don’t have a smooth surface to 
run on, they are not very useful. Like 
sliders, you can even fi nd skater dol-
lies with motion control systems.

Dolly and Track Systems
These types of systems often consists of 
rail sections called tracks and a dolly — 
a fl at platform with track wheels on the 
bottom. The dolly can travel on tracks 
that go straight or curve and can often 
run as far as you can lay the track. A 
tripod or even a tripod and jib can be 
mounted to the dolly. When combined 
with a tripod and jib arm, you have 
the ability to compose a vast array of 
cinematic shots. Larger dolly and track 
systems can support a full camera rig, 
tripod with jib arm and even an opera-
tor; however, the setup time and cost of 
equipment can rack up fast. It can also 
be challenging to prevent seeing the 
track in your footage. 

Tripod Dollies
Tripod dollies attach wheels to the base 
of your tripod legs; however, you’ll need 
smooth ground to roll on to capture 
steady shots. That said, many shooters 
fi nd tripod dollies useful to quickly re-
position the camera between takes and 
don’t use them at all to add motion to 
shots. It should also be noted that some 
tripod dollies can be adapted to use 
track wheels to run on dolly tracks.

Jibs
A jib arm is a camera support that 
attaches to a tripod or stand that al-
lows you to create crane type camera 
movements. Jibs are generally smaller 
than cranes. The front of the jib holds 
the camera and the rear holds a coun-
terbalance. In the center is the ful-
crum where the jib pivots and twists. 
Pull the rear of the jib down and the 
camera rises; push the rear up and the 
camera will dip. Likewise, if you swing 

Pedestal Up and Down: camera 
moves up or down vertically
Pan: twist the camera left or right
Tilt: pitch the angle of the camera up 
or down
Crane Up and Dow: boom arm swings 
up or down
Crane Left and Right: boom arm 
swings left or right

Jib and crane moves are often 
referred to as pan and tilt, but this 
can be confusing since they actually 
are not the same. Here’s an example: 
In your initial position, your jib arm 
is level, and the arm and camera is 
facing your subject. You crane up, and 
your camera will move away from 
your subject, changing your fram-
ing. Likewise, if you start in the same 
initial position and crane left, your 
camera will move further from your 
subject. This does not happen when 
you pan or tilt your camera.

Equipment to Support Your Vision
Finding the best choice for camera 
support should be based on the com-
bination of the shots you need and 
your production environment.

Sliders
Sliders have a carriage that travels 
down fi xed tracks or rails; the carriage 
supports the camera. Slider movement 
is typically straight, but some sliders do 
have curved tracks. Many sliders can 
be transported fully assembled, which 
can save you valuable production time; 
the downside to this is that the travel 
length of the carriage is limited, often 
from 12 inches to 48 inches. Most slid-
ers have manual movement; however, 
motor controls can often be added to 
these systems. Some come fully auto-
mated. While sliders are typically used 
for dolly and truck movement of the 
camera, many can also be mounted 
vertically to give you pedestal up and 
down movement or at an angle to give 
a combination of camera movements.

Since sliders are most commonly 
used while level, it is important to note 
that the weight capacities the manufac-
turers list are often only for use while 
level. Putting the slider at an angle or 
completely vertical puts more strain on 
the hardware. Some motion controlled 

the rear of a jib to the right, the cam-
era will swing left. Because of this, it 
takes a bit of time to get comfortable 
operating a jib or crane.

When looking at the specs for 
jibs, fi guring out the size and boom 
travel length can be a little tricky 
because some manufacturers only 
list one of these measurements. A jib 
has an overall length as well as the 
length from the fulcrum, which is 
the distance from the pivot point of 
the jib arm to the front of the camera 
platform. This is essentially the front 
section of the jib. The boom travel 
length is the distance between the 
highest point the boom can reach to 
the lowest point the boom can reach. 

Jib arms usually have a length from 
the fulcrum to the camera platform (the 
front section of the jib) of 24 to 48 inch-
es. The rear of the jib is often around 
the same length as the front section of a 
jib, so a jib with a 48 inch front section 
would be about 96 inches overall. 

If you have a jib that has a 48 inch 
front section and you boom up 90 
degrees, it will raise your camera 48 
inches; if you boom down 90 degrees, 
it will lower your camera 48 inches. 
Thus, the jib has a total of 96 inches 
of travel. Some jib arms have larger 
front sections than 48 inches but their 
overall boom travel distance is limited. 
They can’t get much lower than 48 
inches because of the height of the 
tripod or stand.

Many jibs can be operated from the 
rear and have a self-leveling camera 
platform. Some jibs have a manual tilt 
control for the camera platform to give 
you more options while operating from 
the rear of the jib; some are compat-
ible with motion control systems that 
allow you to control the pan and tilt 
of the camera remotely. Simple record 
triggers or other remotes can also be 
very handy when operating a jib. Many 
larger jibs have mounts for a camera 
monitor to attach to the rear of the jib 
for ease of operation; some jibs even 
include a monitor. 

Most jibs allow for a fl uid head to be 
mounted to the camera platform. This 
will allow you to pan and tilt the cam-
era as the jib arm moves giving you 
many more shot options. It’s important 

JIB, SLIDER OR DOLLY: FINDING THE RIGHT SUPPORT
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to note that operating from the front of 
the jib arm does limit the vertical posi-
tion of your camera to how high you 
can reach up to control it.

Proper balance of your jib is a must 
for easy operation. This can be chal-
lenging for small cameras. Sometimes 
adding extra weight to the camera 
platform, like a quick-release base 
and plate, cheese plate with additional 
mounting points or other camera 
accessory, can make this easier; the 
added weight can also help with 
smoothing out your camera moves.

There are camera stabilizers 
designed to work with small cam-
eras and mobile phones that can be 
controlled remotely via a mobile app. 
These could also be good options 
for mounting to a jib arm. With one 
of these mounted to a jib, you’ll not 
only gain control pan and tilt, but the 
stabilization it offers will also help 
eliminate any vibrations, making your 
movement even smoother.

 
Get a Head
With many of these systems, you will 
need a head. Typically, fl uid heads are 
used when you need to tilt or pan the 
camera during a shot, and ball heads 
are used when the camera can stay 
in a fi xed position. Chances are, you 
already own a good useable head at-
tached to your tripod or other camera 
support. If you’re planning to mount 

a head to a jib arm, slider or skater-
style dolly, it’s important to look at 
what type of mount the head has. Flat 
mount heads can attach directly to a 
camera plate or quick release plate. 
Bowl mounts, usually 65mm to 100mm 
in size, will need a compatible bowl 
mount or adapter (like a high hat). 

Just like you’ll see heads bundled 
for sale with tripod legs, you’ll also see 
them in packages with sliders and jibs. 
One of the advantages of a package is 
that you can be assured that not only 
are the separate pieces of equipment 
compatible with each other, but they 
are also designed to work well together. 

Two Heads Are Better Than One
You may fi nd yourself needing mul-
tiple heads for the shots you want. 
A good example of this would be if 
you need the camera to truck left 
and pedestal up at the same time. To 
achieve this, start with your tripod legs 
set up with a head attached to them. 
Now mount your slider onto the tripod 
head and mount a second head onto 
the carriage of the slider. Mount your 
camera onto that second head.

You’ll need to start by adjusting your 
tripod head so that the slider is not 
level; for this shot, you want it lower 
on the right end and higher on the left 
end. Now adjust the second head on 
top of the slider so that your camera 
is level. Then with the camera on the 

right end of the slider, begin your truck 
left. As you do so, the camera will also 
pedestal up since the slider is angled. 
This same idea could be applied to any 
number of combined camera move-
ment. Don’t be afraid to get creative 
where your setup allows.

Not All Heads are Created Equal
If you plan on using a fl uid head on 
a tripod for the boom movement of a 
jib, then features like drag adjustment, 
locks and counterbalance are much 
more important than if you were just 
mounting a camera. It’s a lot easier and 
often safer if you can lock down your 
tripod head between shots. If the locks 
on the head aren’t strong enough, it’s 
going to make operation diffi cult. 

To get smooth shots with a jib, having 
it balanced is also critical. This can be 
a lot easier if the fl uid head you’re us-
ing to boom the jib up and down has a 
counterbalance system to help compen-
sate for the weight of the boom and it’s 
payload. Drag adjustment is also very 
important. It slows down the movement 
of the head, making it easier to control. 
In general, the longer your jib is and 
the more weight you have on the fl uid 
head, the stronger you’ll need it to be 
for it to function well.

Watch that Weight
When you’re looking at the payload 
capacities of camera supports, you’ll 

JIB, SLIDER OR DOLLY: FINDING THE RIGHT SUPPORT

Edelkrone Wing Slider VariZoom QuickJib Kit with TCR100 
Tripod, DCR100 Dolly & MC50 

Motorized Head
Benro MoveOver8B Slider 
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need to consider the weight of every-
thing that is mounted to that equip-
ment. Use the weight of your entire 
camera rig — not just the weight of 
your camera. If you’re shooting with 
a small camcorder, this may be your 
camera weight plus that of a head and 
a shotgun mic or an on-camera light. If 
you’re shooting with a cinema camera, 
this may also include a recorder, moni-
tor, lens, lens support, follow focus, 
matte box, audio recorder, camera 
cage, handles, quick-release, rails and 
cables. That’s a lot of accessories, 
so it’s easy to see how your payload 
could now weigh much more than you 
camera body alone. Additionally, you 
need to think about the extra strain 
that a slider or jib can put on a head. 
You’ll always want your equipment to 
be rated to handle more weight than 
you put on it. 

Less Weight Doesn’t Mean 
More Options
There has been a big push in recent 
years for camera support to be lighter 
and lighter. Using carbon fi ber in place 
of steel or aluminum can greatly re-
duce equipment weight, but there are 
limitations. Carbon fi ber is great for the 
rails of a slider or the leg sections of a 
tripod but not for machined parts like 
drag adjustments, mounts and locks. 
For dollies, sliders and jibs, these are 
typically made from heavier metals. 

For this reason, these valuable features 
are often omitted from many light 
weight models, which can make them 
harder to use in some situations. You 
can usually fi nd the most feature op-
tions on support that is built for large, 
heavy weight camera rigs because the 
weight of the support equipment is not 
as much a concern when the camera 
rig, itself, is already heavy.

Make Your Move
Once you’ve decided which camera 
movements you’ll need for your pro-
duction and fi gured out the best types 
of equipment to use, you’re ready to 
start looking at some of the gear that’s 
out there. Let’s explore some options.

Edelkrone Wing Slider $400
Payload 16 lb
Weight 3 lb
If your full camera rig has to fi t into 
a carry-on bag or backpack, this is a 
slider to consider. The Wing is one 
of the smallest sliders out there; it’s 
less than 7 inches long but has a 
movement of over 15.5 inches. The 
Wing achieves this by forgoing the 
traditional rail and carriage design of 
sliders. Instead, it uses an articulated 
arm moved manually. It’s constructed 
of stainless steel and aluminum for 
durability. If you need a larger payload 
capacity, there is the Wing Pro, which 
can handle a 48 pound camera rig.

VariZoom QuickJib Kit with TCR100 
Tripod, DCR100 Dolly & MC50 Motorized 
Head $4,195
Payload 50 lb (12 lb motorized)
Weight 52 lb
If you need a large jib with pan and tilt 
controls, this kit from VariZoom may 
be right for you. The Quick Jib extends 
over 10 feet in total length and has a 
manually tiltable camera platform. 
The kit includes the MC50 motor 
controlled pan tilt head for ease of op-
eration. The jib arm has a heavy duty 
brake and stainless steel locking pins.

Benro MoveOver8B Slider $249
Payload 17.6 lb
Weight 3.6 lb
The MoveOver8B is a lightweight slider 
that doesn’t sacrifi ce travel distance. 
It weighs less than 4 pounds — im-
pressive for a slider with a 35-inch 
travel distance. The slider has carbon 
fi ber rails and aluminum fi ttings. The 
MoveOver8B has a cheese plate under 
the center of the rails as well as top and 
bottom mount holes on its end caps.

Glide Gear SYL 960 Tripod & Track Dolly 
and SYL 101 12 Foot Track $394
Payload 35 lb
Weight 26 lb (with carry bags) 
For less than $400 you can have your 
camera riding on a tripod and dolly 
with 12 feet of track. The SYL 960 
comes with two sets of interchange-
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Glide Gear SYL 960 Tripod 
& Track Dolly and SYL 101 12 Foot Track

E-Image J100 Jib 
with Tripod and Dolly

Rhino Ultimate Slider Bundle 
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able wheels, large casters for fl oor 
use and smaller four wheel units for 
use with dolly tracks. Glide Gear also 
makes compatible curved tracks.

E-Image J100 Jib with Tripod and Dolly 
$1,200
Payload 8 to 15 lb
Weight 25 lb
This kit from E-Image features a 
tripod, tripod dolly, and a jib arm 
that extends from 30.8 inches to 48.5 
inches from the fulcrum. The jib’s 
camera mount has a 75mm bowl for 
attaching a fl uid head. The jib has 
3 stages of fl uid drag on the tilt and 
pan axis. It also has a mechanical tilt 
control for operating from the rear of 
the jib. The kit comes with counter 
weights and bags. If you’re looking 
for a jib to operate from the front and 
that also accommodates a medium 
to heavy weight camera rig, this kit is 
worth your attention.

Rhino Ultimate Slider Bundle $1,825
Payload 35 lb on 42 inch rails, 15 lb on 
24 inch rails, 10 lb with motion control
Weight 8 lb at 24 inches, 
14 lb at 42 inches
If you need a slider with lots of versatil-
ity, this might be the right match for 
you. This bundle includes the EVO Slid-
er with interchangeable 24 inch carbon 
fi ber rails and 42 inch stainless steels 
rails. For motion control, it comes with 

the Rhino Motion and Arc Kit, which 
automates dolly and truck movement 
as well as pan movement for video and 
time-lapse footage. The bundle comes 
complete with a nylon carry bag.

ShooTools Dolly 360 Motion Plus $1,860
Payload 44 lb Dolly Motion, 22 lb 
Turntable
Weight 7.7 lb
This kit combines the ease of use of 
the skater dolly with the accuracy of 
motion control. The Dolly 360 Mo-
tion Plus takes the traditional three 
wheeled skater dolly and adds motion 
controls to it, creating a small but very 
versatile piece of camera support. This 
skater dolly can be used fully manu-
ally or with the added electric motor 
and remote. 

The dolly can spin around 360-de-
grees, turn or travel straight. Addition-
ally, the dolly can be fl ipped over and 
used with the supplied turntable top 
for spinning product shots. 

Syrp Slingshot 3-Axis 100 Meter Kit 
$2,952
Payload 6 lb
Weight 38.5 lb
There are shots that a motion controlled 
cable dolly can get with ease that would 
be diffi cult or impossible with a drone 
or crane. This is where the Syrp Sling-
shot comes in handy. The Slingshot was 
built with time-lapse in mind but is also 

well suited for video production. The 
unit is a 4-wheeled dolly that runs on a 
pair of cables with the camera mounted 
below. With the Slingshot, you get full 
truck, dolly, tilt and pan control via a 
mobile app.

Neewer Table Top Dolly $19
Payload 22 lb
Weight 1.2 lb
Good camera support doesn’t have to 
be expensive. This little dolly is built 
for things like low angle follow shots 
from the fl oor or truck shots from a 
table or counter. You may fi nd that by 
taking a little time to sand down the 
wheels, you will get you even smooth-
er shots. Adding on a camera head will 
also give you more shot options.

Final Thoughts
Getting cinematic, dynamic footage 
for your next production is as simple 
as planning out your shots and fi nding 
the right gear to help you get them. 
Remember to keep all of your produc-
tion demands in mind when choosing 
your equipment, and you’ll be off to 
smooth shooting.  

Odin Lindblom is an award winning filmmaker 
who creates and produces commercials, corpo-
rate videos, and documentaries.

You can comment on this article by going on-
line: www.videomaker.com/article/19501

VariZoom QuickJib Kit with TCR100 
Tripod, DCR100 Dolly & MC50 Motorized 
Head $4,195
Payload 50 lb (12 lb motorized)
Weight 52 lb
If you need a large jib with pan and tilt 
controls, this kit from VariZoom may 
be right for you. The Quick Jib extends 
over 10 feet in total length and has a 
manually tiltable camera platform. 
The kit includes the MC50 motor 
controlled pan tilt head for ease of op-
eration. The jib arm has a heavy duty 
brake and stainless steel locking pins.

Benro MoveOver8B Slider $249
Payload 17.6 lb
Weight 3.6 lb
The MoveOver8B is a lightweight slider 
that doesn’t sacrifi ce travel distance. 
It weighs less than 4 pounds — im-
pressive for a slider with a 35-inch 
travel distance. The slider has carbon 
fi ber rails and aluminum fi ttings. The 
MoveOver8B has a cheese plate under 
the center of the rails as well as top and 
bottom mount holes on its end caps.

Glide Gear SYL 960 Tripod & Track Dolly 
and SYL 101 12 Foot Track $394
Payload 35 lb
Weight 26 lb (with carry bags) 
For less than $400 you can have your 
camera riding on a tripod and dolly 
with 12 feet of track. The SYL 960 
comes with two sets of interchange-
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ShooTools Dolly 360 Motion Plus Syrp Slingshot 3-Axis 100 Meter Kit Neewer Table Top Dolly $19
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A key hallmark of a talented edi-
tor is an engrossing story. The 
editor sews together a tapestry 
of footage with seamless conti-
nuity. Sometimes it’s frenetic, 
bouncing from shot to shot. At 
other times, it’s so seamless that 
every edit is invisible.

no visible edits interrupting it. The 
continuous moment lets the audience 
buy into the illusion that what they 
are observing on screen is unfolding 
in real time; there is no assembly tak-
ing place , only the orchestration of 
a compelling story. The invisible edit 
allows this to happen. 

Alfred Hitchcock’s “Rope” is a 
venerated cinematic example of 
the invisible edit. The entire fi lm 
was shot and cut to appear as one 
continuous long take. More recently, 
Alejandro G. Inarritu’s Academy 
Award-winning “Birdman” features 
a similar accomplishment. To shoot 
a fi lm in one continuous take would 
require a superhuman effort in cho-
reography and endurance, nevermind 
the technical hurdles that would have 
to be cleared. Instead, these fi lms em-

The invisible edit takes many forms 
and can be tricky to spot. If an edit is 
truly invisible, the audience will never 
even know that it exists. Invisible 
edits are used to string multiple shots 
together, creating the illusion of a 
single, uninterrupted take. This single 
shot is not limited to one long take; it 
can also be used to transcend location 
and time. There are numerous ways 
to create an invisible edit, and just as 
numerous are the thematic reasons to 
employ the technique.

 
A Continuous Moment
One of fi lm’s great abilities is its 
power to capture a moment in time. 
The invisible edit makes the con-
tinuous moment possible, especially 
when it’s not technically possible to 
shoot the resulting scene in a single 
take. Some stories are better facili-
tated by one continuous shot with 

Maste ring the Invisible Edit
by Chris Gates

ployed a variety of creative produc-
tion and post-production techniques 
to captivate the audience. 

While “Rope” and “Birdman” are 
incredible feats, there are many other 
examples of the invisible edit that 
don’t consume the entirety of the 
fi lm but are instead limited to a single 
sequence shot. 

The sequence shot is simply a 
sequence within a fi lm that is con-
tained within a single shot. Excellent 
examples of the sequence shot are 
the opening scenes of Orson Welles’ 
“Touch of Evil” and Robert Altman’s 
“The Player.” Sometimes this is 
done as a practical effect, entirely 
executed in the camera. Other times, 
the sequence shot is assembled in 
post-production, utilizing several dif-
ferent techniques.

When the story takes place across several months, it’s important to have an efficient way to convey the passage of time. The “Harry Pot-
ter” series uses invisiable cuts frequently to show a change in seasons between plot points. 
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Maste ring the Invisible Edit
by Chris Gates

ployed a variety of creative produc-
tion and post-production techniques 
to captivate the audience. 

While “Rope” and “Birdman” are 
incredible feats, there are many other 
examples of the invisible edit that 
don’t consume the entirety of the 
fi lm but are instead limited to a single 
sequence shot. 

The sequence shot is simply a 
sequence within a fi lm that is con-
tained within a single shot. Excellent 
examples of the sequence shot are 
the opening scenes of Orson Welles’ 
“Touch of Evil” and Robert Altman’s 
“The Player.” Sometimes this is 
done as a practical effect, entirely 
executed in the camera. Other times, 
the sequence shot is assembled in 
post-production, utilizing several dif-
ferent techniques.

Change in Setting
Another use of the invisible edit is to signify a 
change of time occuring in a given location. The 
“Harry Potter” fi lms did this quite frequently to 
convey the passage of time during the school year 
at Hogwarts School of Witchcraft and Wizardry. 
The camera would pan off of the characters in 
a scene and move onto a feature of the castle or 
castle grounds. The audience would see a change 
in weather as the camera held the shot. Eventually, 
characters in a new seasonal wardrobe would enter 
the scene. This signaled to the audience that a great 
amount of time had passed, all within a single shot. 

In a similar way, an invisible edit can be used 
to signal a change in location. Picture a character 
having an epiphany about someone else in an-
other location. The camera then whip pans off to 
who they were thinking about. Here, an invisible 
edit is used to transition between two locations 
in a single shot. 

Thematic Juxtaposition
Finally, there are times when a change in loca-
tion or change in time isn’t necessarily literal. 
Instead, the change in perspective prompted by 
the invisible cut is thematic in nature. A change 
in perspective for the audience is often used to 
show either a contrast or comparison between 
two subjects.

Two Ways to Hide Your Cuts
There are two primary methods for hiding a cut: 
the whip pan and camera occlusion. A whip pan 
is a camera pan occuring at a speed fast enough 
to create motion blur. It’s one of the simplest and 
most reliable ways to create an invisible edit and 
can be done using practical effects. In produc-
tion, one shot is fi nished with a whip pan and the 
corresponding shot is started with a whip pan in 
the same direction at approximately the same 
speed. The editor is then able to cut the two shots 
together, often using a subtle cross-dissolve for a 
more seamless cut. This same effect can be simu-
lated in the edit bay by an editor carefully animat-
ing motion into their clips and skillfully using blur 
effects to create a simulated whip pan.

Another popular technique for creating the 
invisible edit is to use the physical elements of 
a scene to obscure the camera for a moment so 
that you can place the edit within the resulting 
camera occlusion. Hitchcock used this technique 
throughout “Rope.” For a matter of frames, a 
character would move in front of the camera. 
Then, once the lens was obscured, the cut would 
be made. To the audience it appears as a simple 
passing in front of the camera. To the editor, it’s 
an invisible edit.

Camera occlusion can be a creative technique 
as well, not just a simple distraction. One of the 
most common ways to achieve the invisible edit 
is to tilt the camera up to the sky, then to reveal a 
different location as the camera tilts back down. 

Try It Out
Some of the most powerful edits are the ones 
that are never seen. Part of the joy in being an 
editor is in making the impossible possible, and 
the power to make visible invisible.  

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

You can comment on this article by going online: 
www.videomaker.com/article/19434

Blocking the camera’s 
view using physi-
cal elements within 
the frame can be a 
great way to hide 
a cut. Hitchcock’s 
“Rope” uses this 
technique to create 
the illusion that the 
film was captured in 
one continuous take, 
which would have 
been impossible at 
the time.
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During your initial consultation with 
a potential client, make the best, most 
polished impression that you can. 
Shine those shoes. Wear something 
upscale and dressy, like a suit. A fresh 
manicure wouldn’t hurt, either. Do 
you look like a $1,000-a-day wedding 
videographer or a $20,000-a-day wed-
ding videographer? Looking premium 
will help you justify charging premium 
fees. Looking like a schlub won’t.

Fine-tune your demo reel
Your demo reel is your first, best 
chance to make a good impression. 

Some videographers will use the same 
reel for years and years — but don’t 
let that be you. Make sure your reel 
is up-to-date. Don’t show your clients 
what you could do two years ago; 
show them what you can do today. It 
also doesn’t hurt to regularly check 
your reel to make sure that the fash-
ions in your video don’t look tacky 
and out-of-date.

Specialize
I know a videographer that lives in a 
Florida resort town and specializes in 
underwater wedding photography. He 
can charge more or less whatever he 
wants because, if you want pictures of 
your SCUBA wedding, he is the only 
game in town.  

Specialization doesn’t necessarily 
mean risking shark attacks, of course. 
Sometimes you can specialize in a 
specific location where you know all 
the best angles and light. Other times, 
it might mean having special knowl-
edge. Are you familiar with the tradi-
tions of a specific culture that most 
local videographers might not be? 
Lean into that experience and corner 
the local market for that group. Maybe 
you know your way around a Persian 

Novelist Neil Gaiman has described 
the three qualities essential to success 
as a freelancer: be good at the actual 
work, be easy to work with, and be 
on time. As freelance videographers 
of any stripe, wedding or otherwise, 
reputation is our currency, and it has 
to be earned the hard way.

That being said, there are things 
that can give you an edge when it 
comes to setting a price for your ser-
vices, especially in the wedding video 
market. Here are some of them:

Look premium
There are places your videography 
career can take you where it doesn’t 
matter a whole lot what you look like. 
Weddings are not one of those places. 
The vast majority of wedding clients 
want everything associated with their 
wedding to look perfect, and that 
includes you. 

Crucially, this doesn’t apply just 
to the day of the actual ceremony. 

PROFIT MAKING

Wedding videography is a com-
petitive field, but there are some 
steps you can take to make your 
services stand out. Here are some 
things that can help you raise your 
bottom line.

by  Mike VanHelder

Get More for Wedding Videos

If you're familiar 
with the wedding 
traditions of a 
specific group or 
culture, you can 
use that knowledge 
to offer specialized 
video production 
services to that 
demographic.
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Some videographers will use the same 
reel for years and years — but don’t 
let that be you. Make sure your reel 
is up-to-date. Don’t show your clients 
what you could do two years ago; 
show them what you can do today. It 
also doesn’t hurt to regularly check 
your reel to make sure that the fash-
ions in your video don’t look tacky 
and out-of-date.

Specialize
I know a videographer that lives in a 
Florida resort town and specializes in 
underwater wedding photography. He 
can charge more or less whatever he 
wants because, if you want pictures of 
your SCUBA wedding, he is the only 
game in town.  

Specialization doesn’t necessarily 
mean risking shark attacks, of course. 
Sometimes you can specialize in a 
specific location where you know all 
the best angles and light. Other times, 
it might mean having special knowl-
edge. Are you familiar with the tradi-
tions of a specific culture that most 
local videographers might not be? 
Lean into that experience and corner 
the local market for that group. Maybe 
you know your way around a Persian 

by  Mike VanHelder

wedding. Maybe you’re dialed into the local goth 
subculture. Whatever group you may be most 
comfortable with, if you become the go-to video 
producer for that population, you will never 
want for work.

Seek out VIP clients
All weddings are special days for everyone in-
volved and all clients are important, but certain 
clients are more special and important than oth-
ers. VIP clients, be they celebrities, tastemakers 
or the deep-pocketed, can make or break your 
career. VIP clients have VIP friends, and if you 
break into that demographic, you can write your 
own ticket.

Even if you don’t make more up-front, landing 
one of these clients can mean big business in the 
future. A local videographer shot the wedding of 
a beloved TV meteorologist at a substantial dis-
count but raised his standard rates by 25 percent 
immediately afterwards. He figured that a high-
profile endorsement by a local celebrity weather-
man, a trusted face in the area for many years, 
would impress a lot of people. He was right.

Follow the business
If you’re really serious about your wedding 
video business, you might consider moving, or 
at least be willing to travel, to a popular wedding 
destination.The number of people who travel to 
get married in Niagara Falls, New York, is much 
higher than the number of people who go to 
Syracuse, New York, to get hitched. If you live in 
Syracuse, it’s probably worth your time to solicit 
work in Niagara, even if it is two hours away.

Yes, larger markets have more competition 
and that can be daunting, but moving to one is 
like graduating from the minor leagues. Nobody 
ever got rich playing in the minors — the real 
money is in the majors.

Get on preferred vendor lists
Being on a popular wedding planner’s preferred 
vendor shortlist can turn your business from a 
part-time hobby to a lucrative, full-time profes-
sion. Many wedding clients are daunted by the 
prospect of shopping around for a videographer 
and are happy to go with whomever their plan-
ner or event coordinator recommends, even if it 
costs a little more.

How do you get on those lists? Well, some-
times it’s as easy as calling up a venue or plan-
ner and asking if they have a preferred vendor 
list and, if so, how to get on it. More often, you 
have cultivate the relationship over time. Either 

way, you have to meet these people to get to 
know them and that brings us to our next point.

Network, but do it right
As a business that lives or dies on word-of-
mouth advertising, it’s important to get out there 
as a wedding videographer and network. Go to 
wedding trade shows, videography seminars and 
bridal expos. Get to know dressmakers, pastry 
chefs, caterers and DJs. Making connections is 
essential in this line of work. But when you do, 
make sure you don’t rub people the wrong way.

Good networking isn’t some soulless exchange 
of numbers and job titles. Think of it as a mini 
job interview: You need to make a good impres-
sion with the person that you meet, connect 
with them on a human level, and establish how 
the two of you can help each other. Not coming 
across as selfish, perfunctory or insincere is a big 
part of making that human connection. Think 
“How can I help you?” instead of “What can you 
do for me?”

As a professional videographer, you already 
have the skills to make an amazing wedding vid-
eo. Now, you have some solid strategies to help 
you get the compensation your work deserves. 

Mike VanHelder is a working writer, photographer and pro-
ducer in Philadelphia, PA. He has never caught a bouquet at 
a wedding.

You can comment on this article by going online:  
www.videomaker.com/article/19400

Certain locations hold special appeal to brides and grooms. If you can offer 
your services at a popular wedding destination or venue, it will be easier to 
get more and better work — even if it means more travel time.
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no longer available, which meant I had 
to recruit someone else to step in and 
provide voice-overs. A lot of the original 
audio was unusable because of wind 
noise that literally shook the building.

And here it is, we made the deci-
sion to address most of the audio in 
post. Post-production audio can work, 
especially with fantasy genres, but it 
always needs a solid foundation built 
on location.

In this case, post-production made 
me complacent. My previous success 
with post-production techniques and 
a heavy workload sealed my fate. I as-
sumed it would be a mixture of foley 
effects, sound libraries and clever edit-

ing that would get me through this. I 
was already sitting on enough music 
ideas to fi ll the gaps. What could pos-
sibly go wrong?

When the dust settled, I had over 
a hundred tracks of dialogue, music 
and effects; all for a 15 minute short 
fi lm. Some scenes were fuller than 
others, gaps were being masked with 
unfi nished music beds, effects were 
rough and unpolished. It was less than 
acceptable, and I knew it.

Identify the Problem
When you fi nd yourself in a similar 
situation, the fi rst step to salvaging 
your audio is triaging and taking stock 
of what’s good and bad. If you do this 
while on set, you can stop problems in 
their tracks before they fi nd a perma-
nent home.

As mentioned above, try to fi x as 
much as you can during recording — 
and by ‘fi x,’ I mean avoid. Nevertheless, 
there are some things you can try to 
clean up your audio at the editing stage.

Noise
Persistent buzzing and humming can 
be combated to a degree using noise 
suppression plug-ins and basic EQ. 

Coming to terms with the reality that 
your audio is either subpar or unus-
able is never a good experience, but 
it’s also a necessary one. Facing failure 
and learning from it is an important 
step in your journey, and there will be 
a point where you either directly con-
tribute to a problem or have to pick up 
the pieces.

The Horror of Past Mistakes
This next story might not be from the 
perspective of a video producer, but it 
does paint a picture of what it’s like to 
produce a subpar soundtrack and the 
lessons you learn in the process.

A long time ago, when my studio 
business was just getting started, I 
made my fi rst major mistake. My 
business was young and I bit off more 
work than I could chew at that point 
in time. A volunteer project was prob-
ably not the wisest choice.

One thing led to another, and before I 
knew it the deadline was fast approach-
ing. We rushed through a quick set of 
ADR sessions. One of the actors was 

AUDIO

Realizing your audio is a mess 
is never pleasant, but it’s a 
necessary step in your career. 
Let’s look at a project in which I 
made my biggest mistakes and 
how I tried to fix them in post.

by Blag Ivanov

I Tried to Fix My Audio in Post

Many audio editing 
programs off er tools 
for analyzing and 
reducing unwanted 
noise, but too much 
processing can leave 
your audio sounding 
unnatural. The best 
solution is to address 
unwanted noise on 
location during the 
recording process.
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Blag spends his time between web develop-
ment, IT and audio. His background is, oddly 
enough, in the same things. Blag works in a 
software company and is a contributing editor 
at Videomaker where he mainly focuses on, you 
guessed it, audio.

You can comment on this article by going online: 
www.videomaker.com/article/19436

Plugins like Waves’ X-Noise can profi le 
and intelligently suppress offending 
sounds; EQ and automation can be 
used to a similar extent to reduce an 
offending sound’s footprint. Try mask-
ing the sound with ambient back-
ground noise or music depending on 
the video and content.

On set, the solution is to fi nd the 
source and remove it from the equation.

Shaky Levels
Audio that seesaws, sounds quiet or 
is too loud only brings your video 
down. Use compression, limiting and 
normalization to keep those levels 
in check. Your aim is to preserve the 
dialogue’s natural qualities; all you are 
doing is clearing up the background 
and enhancing its existing characteris-
tics to suit your needs.

Clipped Audio
In the past, there was no coming back 
from clipped audio, you either had to 
record it again or try to mask it as best 
as possible with fades, levels, cuts and 
extra sounds. Today, we have tools like 
De-clip, part of the iZotope RX 6 repair 

suite, that can scan and redraw wave-
forms to remove or reduce the effects 
of clipping.

ADR Sync Issues
Performance issues aside, let’s just 
assume that the timing is off. Your 
three options are to either record the 
ADR passages again, use the original 
set recordings, edit your ADR audio 
with the equivalents of Elastic Time 
in Pro Tools or Flex Time in Logic to 
manipulate the ADR audio to match 
up to the original timing and mouth 
movements of the performance.

Though workable, it would have 
been simpler to capture better audio 
on set or to practice better quality 
control over the ADR sessions.

Cutoff  Audio
The crux of the problem here is that 
you are trying to make something 
out of nothing. The alternatives are to 
re-record or reuse existing audio if ap-
plicable to extend the track. This is the 
perfect kind of issue to own and resolve 
on set, be it because of operator error, a 
fl at battery or full memory card.

Lack of Content
A spartan soundtrack is sometimes 
a polite way of saying there isn’t 
enough sound. Does the sound feel 
natural? If the lack of sound pulls 
your viewer away from the world, 
then consider a different approach or 
simply add more.

Poor Quality Sound
This is undoubtedly the worst prob-
lem to have and can only be fi xed 
with additional recording, editing 
and mixing. Don’t use poor quality 
samples and always aim for the best 
recording to save on editing.

Preventative Measures
I think the biggest problems often 
come down to poor scheduling and 
procrastination, both are amateur 
mistakes that producers and engineers 
make early on.

Before starting a project, familiarize 
yourself with the content and shot list, 
and use this to anticipate potential 

These days, clipped audio can be repaired 
in post, but there are still limits on what 
can be covered up. You may get usuable 
results, but it will never sound as good as 
audio recorded at the proper levels.

AUDIO OCTOBER 2018

limitations caused by the location and 
camera framing.

You’ll also want to check your equip-
ment for bad microphones, faulty 
cables and potential sources of inter-
ference like power supplies and wire-
less signals. Plosives and sibilance are 
to be minimized on set with the use of 
wind fi lters, fuzzy windscreens, or pop 
fi lters. Any minor reduction on set will 
make your post production treatments 
more effective.

Going back to my story, one of 
the locations required audio in post 
because the sheer amount of wind 
and mechanical noise. In retrospect, 
I should have captured some back-
ground sound from the location be-
cause it could have been used to form 
a bed, regardless of whether or not 
dialogue would have been useable.

Lessons Learned
The simple lesson is to always plan 
your project in advance and adhere 
to a concept or theme. Jumping into a 
project head fi rst with little or no plan 
will only build a disjointed foundation 
made up of disparate elements.

• Plan ahead and anticipate potential 
problems
• Set aside plenty of time for the work
• Leave suffi cient time for iterations
• Keep a common thread between 
separate elements
• Avoid piling on tracks; use only 
what is necessary

Project anxiety is the worst feeling, 
and the only way I can make myself 
feel better is to study the notes and have 
a plan in mind before going in. If things 
change, they can only move in so many 
directions. So stay prepared, set aside 
time and don’t leave your audio fi xes 
until the last second in post.  
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THIS IS YOUTUBER
Every creator wants to im-
prove  —  from those with a million 
subscribers to those with a hundred. 
Within these articles, you'll fi nd 
stories and insight relevant to gam-
ers, vloggers, chefs, beauty experts, 
product reviewers and more. You'll 
fi nd interviews with top YouTube 
personalities and industry leaders. 
We'll give you guides introducing 
you to free production resources and 
content inspiration. In short, we hope 
that in every issue of YouTuber you'll 
fi nd nuggets of information that help 
you make your channel better.

“But Mike! YouTube is about vid-
eos, not articles. Whatever you want 
to say, say it with video!” 

No one has made that argument 
harder than me. Over at Videomaker, 
we constantly ask, “Would this idea 
be better conveyed with video?” The 
answer is usually yes. 

Video is my life, and I've been 
lucky enough to have made video 
my full-time focus for the past 18 
years. But video isn't the best solu-
tion for everything. 

When you need a deep under-
standing of a topic, the more active 
process of engaging with an article 
allows you to absorb information at 
your own pace. You can spend extra 
time with ideas or pause to reflect 
on ways to use those ideas in unique 
ways  —  not to mention the fact 
that referencing an article is often 
easier than scrubbing through a 
video when you need to look up a tip 
on the fly.

Having a YouTube channel is a 
craft and a skill like any other. It 
takes time, dedication and con-
tinuous learning to improve. Even 
today's greatest YouTubers are 
still learning and evolving. With 
YouTuber, you can dig deep into the 
concepts that will help you make 
outstanding videos.

This isn't TIME Magazine or 
National Geographic. We're not 
high-minded publishers on a soap-
box. We're YouTubers ourselves. Our 
writers are YouTubers. We love this 
community, and we hope to give 
back to it by sharing the knowledge 
and insight we've picked up over the 
years. In doing so, we hope you, our 
readers, are inspired to give back as 
well and share your knowledge on 
your own YouTube channel or here by 
submitting own articles for YouTuber.

That's why we've created YouTuber; 
It's is how we YouTube without You-
Tube. We hope you'll join us.  
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The good news is that you could be the star of a huge new YouTube 
channel. The bad news is that you might not want to be, and even worse, 
you might not have much choice in the matter.

As online platforms become a 
larger and larger part of our social 
lives, they develop more influence 
in the real world. One of the ways 
people try to exploit the digital 
world is through creating fake 
online accounts known as ‘bots’.

Bots are being created with 
identities stolen from social media. 
Names, photos, even public details 
are copied from real people and 
used to open fake accounts that can 
spread spam, be used to amplify 

CONSPIRACY THEORY

online posts and even spread political disinformation. 
But now, bots have a new face  —  yours.

Digital face swapping technology is advancing 
quickly, meaning the ability to cleanly replace faces 
in video is growing. This tech caused a stir with “deep 
fakes” in the porn industry and is now creating terrify-
ing new possibilities for online bots. We have entered a 
world in which your likeness could be stolen and used 
to create a YouTube channel full of videos of you that 
you want no part in.

Imagine this nightmarish scenario: You’re surfing 
the web and you stumble onto a channel where YOU 
have been used to replace Regina George in a face-

CONSPIRACY THEORY
BOTS + FACE-SWAPPING = A WHOLE NEW NIGHTMARE.

BY ERIK FRITTS

swapped version of Mean Girls. That’s right, without 
any warning or consent, you could become the mean-
est girl of all — and then nobody would like you. 

Or imagine you’re working on a historical documen-
tary project, and as you look through old archival clips, 
you find a video that shows that you were part of the 
moon landing! 

Anything is possible in this new digital world. Bots 
could create channels based on your real name and 
information, where you could be swapped into the 
greatest movies of all time: You defeated the Termina-
tor. You were king of the world on the Titanic. YOU 
took down Voldemort!!

Maybe you’re thinking that being the greatest hero 
in film history might be a good thing, that these bot-
channels are actually doing you a favor. Guess again, 
friend. This is a conniving, malicious attack, meant to 
undermine the social fabric of our world and tear all 
our lives apart.

Here’s why: You’re on your favorite dating app and 
swipe right, matching with a total hottie. You make 
plans, get all dressed up and meet at a fancy restau-
rant, ready to get to know each other in person. When 
your potential love interest shows up, the first thing 
they say to you is, of course: “I saw your YouTube 

377 008 Conspiracy Theory.indd   36 8/17/18   2:46 PM

YOUTUBER  I  37

The good news is that you could be the star of a huge new YouTube 
channel. The bad news is that you might not want to be, and even worse, 
you might not have much choice in the matter.

online posts and even spread political disinformation. 
But now, bots have a new face  —  yours.

Digital face swapping technology is advancing 
quickly, meaning the ability to cleanly replace faces 
in video is growing. This tech caused a stir with “deep 
fakes” in the porn industry and is now creating terrify-
ing new possibilities for online bots. We have entered a 
world in which your likeness could be stolen and used 
to create a YouTube channel full of videos of you that 
you want no part in.

Imagine this nightmarish scenario: You’re surfing 
the web and you stumble onto a channel where YOU 
have been used to replace Regina George in a face-

BOTS + FACE-SWAPPING = A WHOLE NEW NIGHTMARE.

BY ERIK FRITTS
Erik is a writer, photographer and film-
maker from Sacramento, California.

swapped version of Mean Girls. That’s right, without 
any warning or consent, you could become the mean-
est girl of all — and then nobody would like you. 

Or imagine you’re working on a historical documen-
tary project, and as you look through old archival clips, 
you find a video that shows that you were part of the 
moon landing! 

Anything is possible in this new digital world. Bots 
could create channels based on your real name and 
information, where you could be swapped into the 
greatest movies of all time: You defeated the Termina-
tor. You were king of the world on the Titanic. YOU 
took down Voldemort!!

Maybe you’re thinking that being the greatest hero 
in film history might be a good thing, that these bot-
channels are actually doing you a favor. Guess again, 
friend. This is a conniving, malicious attack, meant to 
undermine the social fabric of our world and tear all 
our lives apart.

Here’s why: You’re on your favorite dating app and 
swipe right, matching with a total hottie. You make 
plans, get all dressed up and meet at a fancy restau-
rant, ready to get to know each other in person. When 
your potential love interest shows up, the first thing 
they say to you is, of course: “I saw your YouTube 

Bots + Face-Swapping = A Whole New Nightmare.

channel and that clip where you 
defeated that Sharknado!” And just 
like that, your dreams are crushed. 
There’s no recovery once you admit 
the truth  — that you don’t have 
what it takes to defeat a Shark-
nado. The date is over.

Bots are a major problem for 
social media platforms, and face-
swapping tech is just adding to the 
problem. There’s only one possible 
way to ensure your safety against 
such cyber attacks: Study science, 
so when the time comes, you really 
can defeat a Sharknado.  

CONSPIRACY THEORY

BUT NOW, BOTS 
HAVE A NEW 
FACE — YOURS.“
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The Ethics of Clickbait

Scrolling through the front page of 
YouTube, it seems that my screen 
is covered with shiny, flashing, 
tantalizing fishing lures. Clickbait 
is most known in relation to jour-
nalism, but video creators aren’t 
above using attention-grabbing 
tactics to draw viewers in. The 
most pure form of clickbait can 
be found in those ads that pop up 
when someone (not me) tries to 
illegally stream a TV show.

Titillating pictures! Illuminati-
level use of numbers! ALL CAPS!!!! 
These ads exist solely to draw your 
attention, and then you click on 
them, and then Putin gets your 
bank info and you still don’t know 
that one weird anti-aging trick a 
local mom discovered.

A WORKING DEFINITION 
Nilay Patel from The Verge defines 
clickbait as “a promise of value that 
isn’t met,” meaning the reader’s 
expectations are higher than what 
the media truly offers. Like a fish-
ing lure, the clickbait uses a false 
premise to draw you in. I would add 
that clickbait entails an inherently 
negative experience, like being 
a fish with a hook through the 
jaw. Cats are popular, and there’s 

OPINION

BY RHIANNON MCGAVIN

attention-grabbing videos involv-
ing cute cats having a nice time, but 
watching that will doubtlessly make 
you feel better than watching the 
videos discussed here. 

I’m not suggesting that content 
creators who employ clickbait 
techniques want to disembowel 
you for a fillet. Probably. I would 
argue that the videos I discuss do 
deliver on the promise of value, in 
that they are just as awkward or 
bigoted as the thumbnail says they 
are. In essence, clickbait is media 
that relies on some form of bias 
to grab attention, combined with 
more obvious ploys. 

HEADLINES 
A Brazilian study in 2015 found 
that articles with “an extreme 
sentiment” in the headline were 
clicked on more often than “neu-
tral” articles. Specifically, articles 
containing the most “negative 
news” were read more than articles 
with positive or neutral news. This 
is why so many YouTube titles are 
EXTREMELY NEGATIVE! And usu-
ally in all capital letters, so even if 
the words themselves don’t intrigue 
you, the presentation will draw you 
in. Exclamation marks also serve as 
flags, and question marks auto-
matically draw the reader in. 

Youʼll never believe how emotionally manipulative click-
bait can be! Read on for a breakdown of the top 5 (or 
something) most annoying and arguably harmful ways 
that audiences can be exploited for that sweet, sweet 
click.

The language itself tends to posit the creator as having valuable, life-saving knowledge 
that the reader doesn’t, prompting interest while boosting the authority of the creator.

The Ethics of Clickbait

THUMBNAILS
Even before you read the title, you’ll see the thumbnail. There are often layers of emoji stick-
ers and primary colors that typically fall under two categories: sex or fear. A fun combo!
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The Ethics of Clickbait The language itself tends to posit the creator as having valuable, life-saving knowledge 
that the reader doesn’t, prompting interest while boosting the authority of the creator.

OPINION

The Ethics of Clickbait

THUMBNAILS
Even before you read the title, you’ll see the thumbnail. There are often layers of emoji stick-
ers and primary colors that typically fall under two categories: sex or fear. A fun combo!
 

It’s very common to see women’s bodies displayed in the thumbnail, to attract a presum-
ably male audience. The PG version of this would be using a popular female celebrity to 
draw attention to the video. The psychology is pretty simple here: she’s hot, click on the 
video to see her be hot. 

Fear can present itself in blunt ways: scary clown, blood, got it. 
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But creators can also use institutionalized fear to attract viewers. There’s a whole genre 
of prank videos where white guys go out on the street and “pretend” to call black people the 
n-word, as discussed further by Nathan Zed here. These videos rely on the assumption that 
black people are scary and violent, and the racism is further revealed by the creator’s tags. 

OPINION

The Ethics of Clickbait

TAGS
Tags are used to make finding videos easier by relating them to other content and optimiz-
ing the search engine results. If I Google “cats dressed as cupcakes,” that is exactly what 
pops up. I’ve noticed two tactics heavily used by clickbait creators to maximize their reach. 
They tag their videos with the names of more popular subjects, like other creators — using 
Shane Dawson, specifically, is another tasty can of worms — or even news events. 

The Ethics of Clickbait
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Or, they tag their videos so that people who would be outraged by the content can find 
it more easily to argue about it and thus generate ad revenue. For instance, Nicole Arbour 
tags her rants with actual genres alongside a clever variety of slurs. For her “Dear Black 
People” video, she tagged it as “Black (Ethnicity)” and “Caribbean (Region),” so people who 
presumably have a positive interest in those subjects would find her video. She did the same 
with “Dear Fat People,” tagging the video as “Nutrition (Medical Specialty),” an objective lie. 
Remember, even hate-watching generates ad revenue! 

OPINION

The Ethics of Clickbait

Of course, we all want people to watch the videos we make. But there’s a difference be-
tween honest content and content especially designed to manipulate. These tactics range 
from being irritating to actively harmful, and creators can definitely reach viewers without 
using cheap tricks. Put down the lure! Watch a cat video!   

Rhiannon McGavin began making YouTube videos 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 currently makes waffles in 
the film equipment rental office of UCLA between classes. 
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The Problem of Authenticity 
for the YouTube Creator

In 2017, Savannah Brown’s chan-
nel went dark. This young adult 
had been on YouTube since the age 
of 13, but after spending a third of 
her life on the platform, Savannah 
stopped uploading videos.

Six months passed, and then 
the channel was resurrected with 
an upload titled “i broke up with 

OPINION

BY NICOLE LAJEUNESSE

“Be yourself” has become the mantra of YouTube creators 
everywhere  — but what does that actually mean?

youtube but he won’t stop calling me.” In this low-res 
webcam vlog, Savannah explains the numerous rea-
sons for her hiatus, but the one that stands out most 
to me is the desire for her person-hood to exist as “its 
own thing” and not “a consumable thing.”

WHAT ARE YOU SELLING?
When you put yourself on YouTube, or any social 
platform, you become something that platform can 

SAVANNAH BROWN
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The Problem of Authenticity 
for the YouTube Creator

sell. Deeper than that however, 
you’re also invited to sell your-
self  —  your brand, some would 
say —  to sponsors as well as 
subscribers. It’s a blurry line for 
many vloggers, who often have 
a hard time keeping their public 
YouTube life separate from their 
private life.

At one point Savannah says of 
her previous videos, “I am existing 
for other people to perceive me 
as something,” a notion that she 
understandably finds exhausting. 
She’s not demonizing her fans 
here; she’s acknowledging the toll 
it takes on a person to put yourself 
out there, over and over again, 
during what are often called the 
formative years of your life  — that 
transition from teen to adult. Add 
to that the potential to turn your 
personhood into a paycheck, and 
things get even messier.

This conflation of brand and 
identity is perhaps the reason “be 
yourself” has become such popular 
advice for new YouTubers. Authen-
ticity is the ultimate goal for many 
vloggers, though what that actually 
means isn’t always clear. Market-
ers and viewers alike place value 
on authenticity, but is authenticity 
something you can buy and sell? 
How do you balance privacy with 
authenticity? Does holding parts 
of your life back make your chan-
nel less authentic? What happens 
to your personhood when you 
become the product?

These are tough questions, but 
every serious creator will have to 

OPINION

The Problem of Authenticity for the YouTube Creator

answer them at some point. Whether you’re col-
lecting revenue on your videos or not, success on 
YouTube often requires the presentation of a crafted 
persona that suits the expectations of your audience, 
your advertisers and your own self-image. How do 
you balance these sometimes opposing forces to cre-
ate a video that’s truly authentic?

ALWAYS ON
Authenticity and performance are seeming oppo-
sites, but they’re not mutually exclusive. Anytime 
you step in front of a camera, or out of your house 
for that matter, you’re giving a performance. You’re 
presenting yourself to be perceived by others, and 
that can be exhausting and scary and just plain 
weird at times.

But if appearing on camera is always a perfor-
mance, what does it mean to be yourself on YouTube? 
To answer this questions, we must remember that we 
are the only ones who can define our values and iden-
tity. To be yourself is not to reveal everything, to give 
up your privacy or to present a consistent perspective 
video after video. To be yourself is to uphold your 
values and allow for change. Identity is a process, not 
a destination.

DEFINING YOURSELF
When Savannah realized she didn’t like making 
videos as much as writing, she took time to work 
on her novel. Now that she’s back to uploading, 
her posting schedule is sparse and irregular, but 
the videos she does post take a more casual tone. 
The choice to shoot with a webcam emphasizes the 
shift. She’s still performing, but now it’s a more 
authentic performance aligned with her own values 
and sense of self — not the static self that was pro-
jected onto her and that she had internalized but 
the still-evolving self that she continues to shape 
through experimentation and introspection  — the 
authentic self.  

Nicole LaJeunesse is Managing Editor at YouTuber Magazine
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AN INTERVIEW WITH
GAVIN FREE AND DANIEL GRUCHY

INSIDE THE 
SLOW MO 

GUYS

The Slow Mo Guys have become one of the most popular channels 
on YouTube by giving their audience a new way of seeing the world. 
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AN INTERVIEW WITH
GAVIN FREE AND DANIEL GRUCHY

BY ERIK FRITS

THE SLOW MO GUYS     
UPLOADS: 225 
SUBSCRIBERS: 11,400,250
VIDEO VIEWS: 1,519,888,576 
CHANNEL TYPE: ENTERTAINMENT 
USER CREATED: AUG 15TH, 2010

The Slow Mo Guys have become one of the most popular channels 
on YouTube by giving their audience a new way of seeing the world. 

Gavin Free leveraged his ac-
cess to a high-end camera into 
an online sensation with over 
10 million subscribers and 1.2 
billion views. Known to fans as 
The Slow Mo Guys, Gav and his 
friend Daniel Gruchy are YouTu-
bers who use super fast Phan-
tom cameras to view the world 
at a pace the naked eye could 

never achieve. Shooting at 1000+ 
frames per second, the subjects 
of their videos have ranged from 
slapping Dan in the face to creat-
ing a fire tornado.

For their newest project, The 
Super Slow Show, the guys teamed 
with YouTube Originals to get the 
budget and production tools need-
ed to move The Slow Mo Guys out 

of the backyard and onto a scale 
that we’ve all been waiting for. 

How It All Began
Gav met Dan while they were 
working together at the British su-
permarket chain, Waitrose. Their 
friendship was cemented through 
gaming and making fun videos 
together in their backyards.
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Gav explains, “I’ve always been 
into cameras, so even before I 
had the slow mo cameras, I’d just 
make various videos with differ-
ent friends just with normal video 
cameras; stupid videos when we 
were teenagers… I always felt like 
Dan was the easiest to interact 
with on camera. He’s always up for 
anything. I’d be like “go over there 
and trip over that thing” and he’d 
be like, “All right, I’m on it,” so we 
ended up with pretty good banter, 
and we also played video games 
together all the time, so I think 
that helped. We’re always trying to 
crack each other up and have some 
funny banter, so I think it worked 
out pretty well on camera.” 

Gav went on to pursue filmmak-
ing, getting a job with Green Door 
Films, Europe’s first production 
house to utilize the high-speed 
Phantom. “I worked on hundreds 
of commercials and the occasional 

movie and music videos,” he says. 
Meanwhile Dan joined the Brit-
ish military. The pair, however, 
remained friends while pursuing 
very different paths. 

Outside of his job, Gav was ac-
tive with the online community for 
Rooster Teeth, the media company 
known for projects including “Red 
vs Blue” and “Drunk Tank.” As his 
relationship with the company 

INSIDE THE SLOW MO GUYS
AN INTERVIEW WITH GAVIN FREE AND DANIEL GRUCHY

grew, he was offered a position 
creating content for them. 

“I was a big fan of Rooster Teeth 
since I was 14 years old, so I’ve 
been following since a month after 
they started that company, and I 
became well known in that com-
munity. It’s a very community 
driven company, so typically, if 
they want to work with people 
they just hire straight from the 

community … They liked my style 
of making videos, and liked my 
personality I guess; I have no idea 
why,” Gav chuckles.

Taking the job wasn’t as easy it 
seemed, as navigating the bureau-
cracy of being a UK citizen trying 
to work in the US presented some 
issues. Gav tackled the problem 
with a creative flare and led to the 
creation of The Slow Mo Guys: “I 
was the first foreign hire [at Roost-
er Teeth]… I didn’t qualify for any 
type of visa because I didn’t have 
a degree, so I looked at my situa-
tion and thought I can use these 
cameras, and YouTube exists, so 
if I can become big on YouTube, I 
can become well known enough to 
qualify for an O1 visa.” 

The Slow Mo Guys 
In taking stock of his resources, 
Gav found the makings of You-
Tube stardom. 

“I worked with one person 
who had the only two high-speed 
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community … They liked my style 
of making videos, and liked my 
personality I guess; I have no idea 
why,” Gav chuckles.

Taking the job wasn’t as easy it 
seemed, as navigating the bureau-
cracy of being a UK citizen trying 
to work in the US presented some 
issues. Gav tackled the problem 
with a creative flare and led to the 
creation of The Slow Mo Guys: “I 
was the first foreign hire [at Roost-
er Teeth]… I didn’t qualify for any 
type of visa because I didn’t have 
a degree, so I looked at my situa-
tion and thought I can use these 
cameras, and YouTube exists, so 
if I can become big on YouTube, I 
can become well known enough to 
qualify for an O1 visa.” 

The Slow Mo Guys 
In taking stock of his resources, 
Gav found the makings of You-
Tube stardom. 

“I worked with one person 
who had the only two high-speed 

cameras in the UK at the time; I built up enough trust 
with him that he would let me take these ridiculously 
expensive cameras and go off and knock about with 
them,” Gav explains. “No one in our age at that time 
had access to cameras that could film so slow, so we 
were at a huge advantage at the beginning.” 

He coupled the high speed camera with his natural 
on-screen ease with Dan, and the two began shooting 
slow motion videos in their backyard. 

“It was the opportunity to suddenly start seeing the 
world in slow motion; literally anything I could think 
of, I could point the camera at. It was great fun,” Gav 
recalls of their early experiments.

INSIDE THE SLOW MO GUYS
AN INTERVIEW WITH GAVIN FREE AND DANIEL GRUCHY
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Their process started out relatively simply, “Bor-
row the cameras on the weekend… We’d grab stuff 
from my garden shed and just think ‘what would 
look great.’ As it grew from there, we had to think 
of more and more things. We ended up doing little 
brainstorming sessions, thinking ‘yeah, this would 
look cool, that would look cool.’ Sometimes it works, 
sometimes it doesn’t.” 

Their subjects provide a visual feast when played 
in slow motion, from paint bouncing on a speaker to 

hitting jelly with a tennis racket. 
“Basically anything that you can’t 
see what happens with your own 
eyes — often with a slow motion 
camera, you get to see a whole 
other world, and it’s really inter-
esting to see what looks good and 
what doesn’t, so we just sort of 
experiment and brainstorm,” says 
Dan. 

Gav and Dan handled the 
entire operation on their own 
for quite some time, finding 
a way to divide the work. Dan 
explains, “Usually it’s just me 
going to a shop, Home Depot or 
something, thinking, ‘hmmm 
how can I achieve what we want 
to achieve with the stuff here.’ 
Sometimes you get inspiration in 
the shop, and I’ll just buy a bunch 
of random stuff and take it back 
to Gav’s place, and Gav will be in 
charge of all the technical stuff, 

INSIDE THE SLOW MO GUYS
AN INTERVIEW WITH GAVIN FREE AND DANIEL GRUCHY

all the camera work while I’ll be 
building the props, doing that 
all that sort of thing, and maybe 
performing a stunt.”

Production
One production difference that 
separates The Slow Mo Guys from 
many other YouTube channels 
is their tendency to block shoot, 
where they film multiple episodes 
over a few days then release them 
spread out over the next few 
months. This style of shooting has 
been necessitated by their indi-
vidual schedules, first with Dan 
serving in the military, then Gav 
moving to the US. 

“We have to do it all at once, 
‘cause I had a full time job and so 
did Gav, so we’d have have to take 
a couple weeks at a time, when I’d 
be in country and just bulk shoot… 
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hitting jelly with a tennis racket. 
“Basically anything that you can’t 
see what happens with your own 
eyes — often with a slow motion 
camera, you get to see a whole 
other world, and it’s really inter-
esting to see what looks good and 
what doesn’t, so we just sort of 
experiment and brainstorm,” says 
Dan. 

Gav and Dan handled the 
entire operation on their own 
for quite some time, finding 
a way to divide the work. Dan 
explains, “Usually it’s just me 
going to a shop, Home Depot or 
something, thinking, ‘hmmm 
how can I achieve what we want 
to achieve with the stuff here.’ 
Sometimes you get inspiration in 
the shop, and I’ll just buy a bunch 
of random stuff and take it back 
to Gav’s place, and Gav will be in 
charge of all the technical stuff, 

all the camera work while I’ll be 
building the props, doing that 
all that sort of thing, and maybe 
performing a stunt.”

Production
One production difference that 
separates The Slow Mo Guys from 
many other YouTube channels 
is their tendency to block shoot, 
where they film multiple episodes 
over a few days then release them 
spread out over the next few 
months. This style of shooting has 
been necessitated by their indi-
vidual schedules, first with Dan 
serving in the military, then Gav 
moving to the US. 

“We have to do it all at once, 
‘cause I had a full time job and so 
did Gav, so we’d have have to take 
a couple weeks at a time, when I’d 
be in country and just bulk shoot… 

But for a while no one seemed to 
notice... At one point, I was on 
duty in Afghanistan and I think 
we filmed one video in the whole 
year… I was on R&R, I came to 
Austin for RTX, Rooster Teeth 
Expo, and we managed to film a 
video there, but that was it for the 
whole year and no one noticed,” 
Dan explains.

Gav makes sure to plan regular 
releases between these shooting 
blocks: “When Dan leaves after a 
filming session, I count how many 
usable videos we ended up with, 
then we sort of plan out when he’s 
next going to be over, and I have to 
decide based on that how often I’m 
going to release videos. It averages 
out to about once a month or once 
every three weeks.” 

The Slow Mo Guys don’t worry 
about the length of their videos as 

much as the content. According 
to Gav, “Our channel’s not really 
about trying to beat the algo-
rithm. In my opinion, if you’ve 
got some very interesting look-
ing footage in the video, people 
will watch it no matter what the 
length is. I never try to put any 
padding in the video, I’ll just 
show the most interesting stuff 

THE SLOW MO 
GUYS DON’T 
WORRY ABOUT 
THE LENGTH OF 
THEIR VIDEOS 
AS MUCH AS 
THE CONTENT.

“
INSIDE THE SLOW MO GUYS

AN INTERVIEW WITH GAVIN FREE AND DANIEL GRUCHY
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we’ve got and I’ll trim out a min-
ute or so, and whatever length 
we’re left with I’ll upload.”

With videos that run a gamut of 
speeds depending on the subject, 
Gav has to decide what frame 
rate and resolution to shoot each 
video in. This requires a certain 
amount of guesswork, but like 
most things, experience goes a 
long way towards getting it right. 
He explains, “When you’ve been 
doing this for so long, you can 
kinda get an idea of what com-
bination of cameras and frame 
rates and resolution that you 
need. We pick between three 
different cameras that we use 
depending on if we want it to be 
a very-cool-to-look-at 4K video 
that’s not necessarily as fast, or a 
much lower resolution extremely 
high frame rate video like the 
‘How TV Works’ video that we 
just put out. You get the hang of 
it, and typically I try to shoot the 
maximum speed I can so I can 
speed it up in post. It’s always 
better to shoot too slow than not 
slow enough, because you can’t 

all of the gas leaked out, and we 
didn’t have a spare one, so because 
there was only two of us, that was 
the end of the shoot. We had to 
leave and go to Home Depot, then 
come back and finish.”

It’s also important to note that 
not everything they try works out. 
They aren’t afraid to reshoot an ex-
periment, or abandon it altogether 
if it seems like it won’t be interest-
ing or viable. 

Dan states, “Sometimes we 
can’t get a reaction that we want, 
we can’t get the experiment to 
work in a certain way, and we 
end up just ditching it and then 
maybe trying again the next film-
ing session. Like for some rea-
son, it took us ages to get Men-
tos and Coke right. I think we 
bought some really bad coke the 
first time, where the reaction just 
wasn’t impressive. So we tried 
that again later. And sometimes 
we get it all shot and we decide 
that the slow mo just isn’t inter-
esting enough if it’s not some-
thing that people haven’t seen, 
or it doesn’t show something in a 
new way.”

Gav adds, “I would say that, 
based on the stuff we shoot in 
the back garden, we only upload 
around fifty percent of it.”

Safety
In their experiments, Gav and Dan 
make sure to take safety into ac-
count before shooting any project. 
Dan explains, “I’ve gone ‘we’re 
not doing that, it’s just not going 
to happen, I’m not comfortable 
doing that’ sometimes… We’ll have 

INSIDE THE SLOW MO GUYS
AN INTERVIEW WITH GAVIN FREE AND DANIEL GRUCHY

put frames in in post, but you can 
take them out.”

Another aspect of producing 
slow motion videos is sound. The 
Phantom cameras don’t record 
sound, so Gav gets creative in 
post-production, “I’ll take the 
real time sound from our regu-
lar camera and I’ll sort of slow 
it down slightly and plonk it on 
the timeline, to give us a place 
holder. If you slow down real 
sound that much, it becomes 
completely inaudible… I then 
find sounds that are similar, usu-
ally from sound effect libraries, 
then I slow them down a little 
bit to give it a bit of realism. If 
you’re looking at water splashing 
around in slow-mo, and you play 
real time water splashing it’s not 
going to match at all.”

Even with the work split be-
tween the them, issues come up 
in having a small crew. Gav recalls 
one instance: “We were doing a 
video where two paintballs were 
colliding, we had two paintball 
guns, two gas cans, and during the 
process of replacing one of the gas 
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all of the gas leaked out, and we 
didn’t have a spare one, so because 
there was only two of us, that was 
the end of the shoot. We had to 
leave and go to Home Depot, then 
come back and finish.”

It’s also important to note that 
not everything they try works out. 
They aren’t afraid to reshoot an ex-
periment, or abandon it altogether 
if it seems like it won’t be interest-
ing or viable. 

Dan states, “Sometimes we 
can’t get a reaction that we want, 
we can’t get the experiment to 
work in a certain way, and we 
end up just ditching it and then 
maybe trying again the next film-
ing session. Like for some rea-
son, it took us ages to get Men-
tos and Coke right. I think we 
bought some really bad coke the 
first time, where the reaction just 
wasn’t impressive. So we tried 
that again later. And sometimes 
we get it all shot and we decide 
that the slow mo just isn’t inter-
esting enough if it’s not some-
thing that people haven’t seen, 
or it doesn’t show something in a 
new way.”

Gav adds, “I would say that, 
based on the stuff we shoot in 
the back garden, we only upload 
around fifty percent of it.”

Safety
In their experiments, Gav and Dan 
make sure to take safety into ac-
count before shooting any project. 
Dan explains, “I’ve gone ‘we’re 
not doing that, it’s just not going 
to happen, I’m not comfortable 
doing that’ sometimes… We’ll have 

little contraptions to make it safe, 
like we did one with a microwave, 
where we found a method of hid-
ing around the corner to make 
it safe. We think about it and we 
take precautions to be sure.”

Gav adds, “There’s some things 
that we’ve written down and even 
sometimes gotten the props ready 
and decided against it because 
it’s too unpredictable. One time 
we had a suggestion to throw 
things into a flipped upside-down 
lawnmower, which I assume 
would make some nice footage, 
but it seemed too unpredictable, 
like if the blades flew off or if some 
shrapnel flew out and killed one of 
us. We tend to err on the safer side 
even though some of [the videos] 
look quite dangerous.”

Dan notes, “I’ve somehow built 
up a lot of experience in what’s 

gonna work and what’s not. I can 
sometimes look at something and 
say ‘that’s safe, or that’s not safe,’ 
having experienced the military 
practical side of things. And also, 
just filming the videos, I’ve built 
a wealth of knowledge on what’s 
good and what’s not; what’s going 
to work and what’s not.”

The Super Slow Show 
and Beyond
In late January of 2018, The Slow 
Mo Guys launched their newest 
project, a collaboration with You-
Tube Originals called “The Super 
Slow Show.” The project is filmed 
in Southern California and has al-
lowed them to work on videos that 

INSIDE THE SLOW MO GUYS
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were otherwise outside the scope 
of their production facilities (aka 
their backyard) and their budget. 

The Super Slow Show enlists 
well known figures such as actor 
Dylan Sprouse, actor/neuroscien-
tist Mayim Bialik, physicist/perfor-
mance artist Dr. Megavolt, sumo 
wrestler Yama, basketball star 
Kevin Durant and skate legend 
Tony Hawk. The show provides 
bigger stunts and experiments 
than Gav and Dan have previously 
been able to do. 

Gav explains the origins of The 
Super Slow Show: “At VidCon 

2016, I pitched the idea of a big-
ger budget slow-mo show to the 
YouTube Originals team, based 
on bigger things that we couldn’t 
do in our backyard. Originally it 
involved more travel, where we 
would actually go to different 
places, where you’d have to go to 
the event in order to film it in slow 
mo as opposed to something you 
could just recreate. But then it 
became a much bigger show than 
that, where we actually had a full 
blown set out in the desert and 
tons of ideas and tons of crew, 
which was nice.”

INSIDE THE SLOW MO GUYS
AN INTERVIEW WITH GAVIN FREE AND DANIEL GRUCHY

Other than a bigger budget and 
bigger stunts, the Super Slow 
Show releases videos four days a 
week for 12 weeks, giving fans a 
ton of content in a short period 
of time. 

After the Super Slow Show 
wraps season 1, the duo will go 
back to producing videos their 
usual way and closer to their older 
release schedule. Gav, Dan and 
their fans all look forward to the 
new, even higher-speed Phantom 
camera, supposedly coming out in 
the next year. “We’ll be going even 
slower as time goes on,” says Gav.

Parting Advice
Gav offers some advice to new 
content creators looking to make 
their place on YouTube: “Figure 
out something that you enjoy 
doing that isn’t a chore, then just 
start making it. I wouldn’t focus 
too much time learning tech-
nique, in terms of editing or the 
way you should be on camera; 
you just get the hang of it over 
time. Maybe your first twenty 
videos wouldn’t be any good, 
but you would have learned a lot 
and I think that’s typically how 
creators get started; they never 
really go in fully educated on the 
situation — you can learn along 
the way.” 

Dan adds that, “It has to be 
something you’re passionate about 
and that you love doing. That’s the 
number one thing.”   

Erik Fritts is an award winning writer, 
photographer, and filmmaker based in Hol-
lywood, CA. He can be found in real life 
playing with his two giant dogs, or online 
@ErikFritts. 
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BY SCOTT NISWANDER

SUPER-NICHE

SUPER-NICHE
How the Best Educational Channels  
Trick You into Learning

Learning new things can be one of the greatest joys life has to offer. Our 
world is endlessly fascinating. Fields of science, philosophy, history, psychol-
ogy and more all provide limitless opportunities to expand our understanding 
of the universe. And with the incredible resource that is the internet, hungry 
learners can start researching anything that piques their interest — until they 

Diving head first into a compli-
cated topic can be daunting and 
even frustratingly complex. Some 
of us need a little push to point us 
in the right direction. Thankfully, 
YouTube has a wealth of amazing 
channels that not only educate but 
entertain audiences. They fan the 
flames in the minds of those eager 
to learn in a way that’s more easily 

approached than dense research papers on Google 
Scholar. But how?

Balancing education and entertainment can be 
a challenge. Leaning more entertainment could 
unintentionally undermine the educational aspect. 
Conversely, leaning more on the academic side might 
scare away those who are eager to learn but get 
overwhelmed by a barrage of information. The most 
successful channels on YouTube use a few tactics to 
help achieve a perfect harmony for their audience.
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SUPER-NICHE

How the Best Educational Channels Trick You into Learning

The most obvious solution is to 
have an entertaining host who 
might throw some jokes into the 
video. Pair that with fast-paced 
editing and exciting visuals, and 
you can make even the most rest-
less person sit through a dense 
philosophy or history video. This 
is the route many edutainment 
channels like Game Theory and 
Wisecrack take. They infuse edu-
cational content with humor to 
keep the audience laughing while 
learning.

The problem with comedy is that 
everyone’s sense of humor is differ-
ent. One person could watch a Game 
Theory video and think it’s funny, 
but another person could find 
MatPat’s humor to be childish and 
annoying. In this way, comedy could 
work against the video, effectively 
degrading its quality. 

Similarly, channels that employ a 
gimmick, like Wisecrack’s Earthling 
Cinema or Thug Notes, run the risk 
of having people tune in only for the 
jokes and the characters without 
paying too much attention to the 
information being presented.

Of course, these channels are suc-
cessful because they know the audi-
ence they are going after and tailor 
their videos for them specifically. 
Understanding your audience is key. 
Are they scholars who already have a 
basic understanding of science, phi-
losophy or history, or are they new 
learners who are fresh to the subject 
and may require additional levels of 
humor and entertainment?

But flash and style only go so 
far without substance. Even with 
fancy editing and personable 
hosts, a video could still be boring 
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if it amounts to listing off facts 
and spouting unfamiliar termi-
nology. Nearly every successful 
educational channel on YouTube 
uses framing devices to make 
the information easier to digest. 
Whether it’s Crash Course using 
Batman to discuss philosophical 
utilitarianism, Wisecrack using 
South Park to teach their audi-
ence about economics, or Because 
Science breaking down the physics 
of Mario’s iconic jumping skills, 
these shows take something their 
audience is likely already familiar 
with and inject it with a dose of ed-
ucation. This not only allows them 
to reach more people thanks to 
the popularity of movies and video 
games, but also to show them why 
the information matters.

Not all videos need to be based on 
a pop culture references, though. 
Science channels like Smarter Ev-
eryday and Sci-Show educate their 
audience while framing the sci-
ence around a simple question or 
idea. There’s a lot of science around 
what happens to brains when they 
are deprived of oxygen, but Destin 
from Smarter Everyday puts his 
own spin on the topic by framing 
the idea around something a lot 
us of who travel can relate to: Why 
airlines insist you put your own 
oxygen mask on before assisting 
someone else.

Or look at a recent Sci-Show 
video that proposed the idea “Why 
Peeing in the Pool Could Be Dan-
gerous.” Again, the video could 
have simply addressed how urea 
can react with chlorine to create 
corrosive trichloramine, but I sense 
many of you are already bored.

A REASON TO CARE
Again, these channels are pitching not just the 
information, but why it’s valuable to you. You know 
that classic dialogue in school where a kid asks their 
teacher, “But when will I ever need to know this?” 
These channels answer that question! Framing 
devices can inspire tangential learning — a process 
where people educate themselves if they are exposed 
to the topic in a context they already enjoy. The most 
successful edutainment channels don’t just answer 
questions and end it there. They leave the audience 
curious enough to research more questions and ideas 
on their own terms — to go beyond the video itself 
and explore the amazing world around us!  

Scott Niswander is a contagious learner. Bow-tie wearer.  Host of 
Comic Misconceptions on NerdSync.

The most obvious solution is to 
have an entertaining host who 
might throw some jokes into the 
video. Pair that with fast-paced 
editing and exciting visuals, and 
you can make even the most rest-
less person sit through a dense 
philosophy or history video. This 
is the route many edutainment 
channels like Game Theory and 
Wisecrack take. They infuse edu-
cational content with humor to 
keep the audience laughing while 
learning.

The problem with comedy is that 
everyone’s sense of humor is differ-
ent. One person could watch a Game 
Theory video and think it’s funny, 
but another person could find 
MatPat’s humor to be childish and 
annoying. In this way, comedy could 
work against the video, effectively 
degrading its quality. 

Similarly, channels that employ a 
gimmick, like Wisecrack’s Earthling 
Cinema or Thug Notes, run the risk 
of having people tune in only for the 
jokes and the characters without 
paying too much attention to the 
information being presented.

Of course, these channels are suc-
cessful because they know the audi-
ence they are going after and tailor 
their videos for them specifically. 
Understanding your audience is key. 
Are they scholars who already have a 
basic understanding of science, phi-
losophy or history, or are they new 
learners who are fresh to the subject 
and may require additional levels of 
humor and entertainment?

But flash and style only go so 
far without substance. Even with 
fancy editing and personable 
hosts, a video could still be boring 
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BY JORDAN MAISON

Live streaming your gaming ses-
sions is a great way to build your 
audience as it allows them to feel 
like they’re participating directly 
and have input on what goes on. 
Variety, however, spurs growth, and 
it’s important to have other content 
on your channel to appeal to a wider 
audience (i.e. a more traditional 
viewer who likes to watch without 
needing the extra interaction).

GAMING
How to Repurpose Stream Recordings  
into More Content for Your Channel

Live streams are a great way to give your channel fresh content while also engaging audiences in 
a real-time setting. When the stream ends, however, you’re left with a large chunk of raw footage 
that you can use to craft more dynamic content to attract new viewers to your channel.

GAMING

To that end, the footage you’ve gathered via live 
streams is a handy resource for future content. Ignor-
ing this easy source of content is not only wasteful, it 
prevents you from reaching a larger audience.

ULTIMATE TIME-SAVER
The biggest reason to ensure streams aren’t one-
and-done content is the amount of time it saves you. 
Between keeping up with the latest gaming trends, 
editing previously recorded content, brainstorm-
ing new ideas, writing scripts for future videos and 
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How to Repurpose Stream Recordings  
into More Content for Your Channel

Live streams are a great way to give your channel fresh content while also engaging audiences in 
a real-time setting. When the stream ends, however, you’re left with a large chunk of raw footage 
that you can use to craft more dynamic content to attract new viewers to your channel.
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Secondary Audiences  -  There’s a distinct differ-
ence between audiences who enjoy watching live 
streams and on demand viewers. Viewers who tune 
into streams are prepared for a lengthier video and 
enjoy the direct communication, which picks up the 
slack in slower moments. On demand audiences want 
a more streamlined video where they can get the 
‘meat’ of the content in a shorter span of time. Trim 
the stream  — or break it apart  — into 15–20 minute 
videos to appeal to those viewers.

GAMING

How to Repurpose Stream Recordings into More Content for Your Channel

handling promotions and your 
social media presence, there’s a 
lot on your plate. Free up some of 
your time by utilizing the wealth 
of footage you’ve already captured 
thanks to your live streams.

On top of turning your saved 
streams into a source of footage 
for more polished video content, 
it also saves time when you’re 
cross-promoting content in mul-
tiple places. Use highlights from 
your streams and post them on 
Facebook, Instagram and Twitter 
to entice new viewers. Trimming 
out 30–60 seconds of footage 
from your stream is significantly 
quicker than scripting, recording, 
and editing an all new video for 
each platform.

BEST USES FOR YOUR 
STREAM FOOTAGE
Now that you have all this live 
stream footage lying around, there 
is a variety of options for putting 
that footage to work:

Replays for Viewers  -  Even your 
most stalwart fans aren’t able to 
watch every live broadcast. You-
Tube archive’s streams once you’ve 
finished, but the notifications don’t 
always go out the same; meaning 
loyal subscribers who missed it live 
may never see it at all.

Go back and edit your stream 
for replay watching. Every stream 
has lulls or errors you aren’t happy 
with  —  loading screens, waiting in 
lobbies for multiplayer matches or 
other technical problems. Edit those 
moments out and trim it up into a 
shorter, easier to watch video.

Top Twitch streamer Ninja streams his gameplay to Twitch first. Later, he 
uploads edited stream highlight reels to YouTube along with his vlogs 
and other content.

NINJA
SUBSCRIBERS: 16,692,758
UPLOADS: 693
VIDEO VIEWS: 1,146,564,232 
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Walkthroughs  -  A great way to add relevant and 
long-lasting content to your channel is game walk-
throughs. Gamers frequently turn to the web when 
they’re stuck on a particularly hard area or looking for 
a specific item or Easter egg. Using footage from your 
streams to craft your own easy to follow guides not 
only provides new content for your channel; it turns 
your videos into valuable resources for gamers even 
months or years later.

Compilations &  Top Lists  -  Everyone loves a good 
recap video. If you have a good number of streams 
under your belt, selecting specific moments from 
each one to edit into a single video is a good way 
to reuse old footage for new content. You can do 
a countdown of your funniest moments during a 
stream, coolest moments, best plays, or even a top list 
of your favorite games of the year.

GAMING

How to Repurpose Stream Recordings into More Content for Your Channel

Highlights  -  Stream long 
enough, and you’re sure to have 
some awesome moments go 
down. Save these and use them 
as highlights on your social 
media, or as separate uploads 
to show subscribers and new-
comers your best moments in a 
convenient way.

Reviews  -  Game reviews are 
great for your channel, and if 
you’ve been streaming the game, 
they’re easy to create. Use your 
stream footage for B-roll, then 
record your review dialog and edit 
it all together.

Transcribing  -  Once you’ve 
edited your stream, go through 
and transcribe your audio. You 
can use this for closed caption-
ing, which not only makes it 
more accessible, but also im-
proves your SEO.

DON’T LET IT GO TO WASTE
There is a multitude of uses for 
your streaming videos beyond 
their initial broadcast. Even if 
streaming is a smaller part of your 
overall channel content, it’s a valu-
able source of raw footage.

From gifs for social media to 
higlight reels and walkthroughs, 
reusing streamed footage saves 
you valuable time you can put into 
growing your channel in other 
ways. Don’t let it simply sit there 
and go to waste; repurpose your 
streams to work for you in expand-
ing your audience.  
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Themed compilation videos make your streamed content accessi-
ble to on-demand viewers and help promote future live streams.

Jordan Maison is a video editor and VFX 
artist who’s been working in the industry 
for a number of years. He’s done web fea-
turettes for Disney and edits/writes content 
for video game and movie websites.
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BY ROMAN ZELICHENKO

COMEDY

COMEDY
How to Build a Production Crew 
Around Your Comedy

There has never been a better time for comedy production. From studio films and Netflix specials 
to bootstrapped web series and Facebook video ads, comedy video today comes in many dif-
ferent shapes and sizes. But that also means there isn’t a clear blueprint to follow if you want to 
create your own content — it feels a little bit like the wild west, where a quirky five-second video 
shot with a smartphone can get just as much attention as a scripted and professionally produced 
commercial. So where to begin?

We sat down with Joe Whelski, 
New York City-based director, 
writer, producer, actor and a 
Creative Director at the Magnet 
Video Lab (the sketch video col-
lective for the Magnet Theater, an 
improv comedy theater and school 

Th
e 

U
n-

Sc
rip

te
d 

Th
ea

te
r C

om
pa

ny
 p

er
fo

rm
s 

Th
e 

G
re

at
 B

ol
ly

w
oo

d 
Pu

p-
pe

t E
xt

ra
va

ga
nz

a 
at

 th
e 

G
or

ill
a 

Ta
ng

o 
Th

ea
te

r a
s 

pa
rt

 o
f t

he
 2

00
9 

C
hi

ca
go

 Im
pr

ov
 F

es
tiv

al
. 

located in NYC’s Chelsea neighborhood), to talk about 
success in comedy video production. Joe has done it 
all in comedy — written, directed and produced films 
and national commercials, acted on TV, starred in 
stage productions and more — so he’s seen it all, too. 
It turns out that producing comedy video isn’t all that 
hard, as long as you have a few key components.
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COMEDY

How to Build a Production Crew Around Your Comedy

FIND YOURSELF FIRST 
First and foremost, you need to un-
derstand yourself in order to build 
a great production crew. “Do some 
homework to find out what type of 
comedy you gravitate to,” Joe told 
me. “Do you like variety sketches 
like Saturday Night live? Traditional 
sitcoms like The Big Bang Theory? 
Whatever your preference, figure 
out what style or styles of comedy 
makes you feel at home.” This is 
important because different styles 
of comedy sometimes have different 
technical requirements and might 
call for specific crew members. For 
example, a mockumentary-style 
show like The Office might call for 
more nuanced camera angles and 
a more experienced DP whereas 
a variety-style show like Saturday 
Night Live might depend more on 
bigger than life character work and 
a cast that can deliver.

Next, ascertain your skill set. Are 
you better in front of the camera 
or behind it? Get comfortable with 
what you can do yourself and what 
you need help with, and be honest 
about it. “For example, if you’re a 
technical person and don’t have 
experience with comedy writing 
or performing, you may want to 
connect with people in that world 
to get an idea or maybe even a 
script,” explained Joe. “Don’t try to 
be everything all at once — it can 
be daunting. Instead, try to involve 
as many quality team members 
as you can. I would only keep my 
team small if I’m confident I can 
fill each role. Otherwise, get help...
you can always find someone.”

So where to start when you’re ready to get a pro-
duction crew together?

FIND THE RIGHT CREW
Aside from being a Creative Director at the Magnet 
Video Lab, Joe also teaches a class at the Magnet The-
ater called “Video Creation Level 1” in which he trains 
students on the fundamentals of creating and pro-
ducing a comedy sketch video. “The easiest way to get 
a good production crew is, well, to know people,” Joe 
told me. But if you’re not an industry veteran, where 
do you start? “We have people come to shows at the 
Magnet Theater who end up approaching performers 
they liked to ask them if they’d be willing to collabo-
rate on a video.”

An improv theater or other comedy venue can be a 
great place to start. “If you’re in a city with comedy 
theaters like NYC, LA, or Chicago, it’s actually pretty 
easy,” Joe remarked. “Comedy actors often also write 
and work on video productions themselves and can 
be open to collaborating. If not, there are online 
resources such as Mandy.com where you can find 
crew members regardless of where you live.” If you 
have an audience on social media, YouTube, a blog 
or otherwise, try reaching out to them, too. If they 
follow you, they’re all the more willing to collabo-
rate on a project or at least connect you to someone 
who’s interested. And of course there’s friends and 
family — you never know whose cousin is studying 
film or taking an improv class and is looking for 
some hands-on experience.

That doesn’t, however, mean you should hire just 
anyone. Being strategic about where you allocate 
your resources can be the difference between good 
and great. Joe very adamantly addressed this point. 
“When creating a comedy video, content is king, 
but your audience needs to be able to hear it. They 
will probably forgive a lower production value, 
especially if the content is funny, but they won’t 
forgive poor sound quality. Nail the script, the per-
formance and the sound and you nail the comedy.” 
Make sure your crew reflects this. If you’re the 
writer, hire a quality sound person, and vice versa. 
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Try to stick to one role — other-
wise you could spread yourself 
too thin — and hire the rest.

KEEP YOUR CREW 
TOGETHER
The hardest part of building a 
comedy production crew, espe-
cially in the beginning, is actu-
ally just keeping it together and 
finishing your project. Admittedly 
it’s tough to keep your crew intact 
for a longer shoot, especially if 
it’s low budget, since that often 
translates to low commitment. But 
while every shoot has its own set 
of challenges, Joe noted three best 
practices when it comes to keeping 
your crew together.

Offer value. “Money is the best 
way to compensate a crew member, 
but it’s not the only way,” remarked 
Joe. “For example, an IMDB credit 
can work. Or, if you’re experienced 
or well-connected, your willing-
ness to share your knowledge or 
connections with your crew could 
be enough, especially for someone 
early in their career. 

“There’s also revenue sharing, 
though as a fledgling producer 
that’s not too compelling since 
making money off comedy videos 
is not an easy task.” Ultimately, says 
Joe, even if you’re on a tight budget, 
“try to pay your crew something. A 
bit of cash and a great lunch can go 
a long way in terms of commitment 
and quality.”

Be Honest. Joe stressed that “be-
ing upfront about roles, responsi-
bilities and expectations is crucial 
in avoiding confusion down the 

How to Build a Production Crew Around Your Comedy

line.” Make sure your crew members feel good about 
their roles and are clear about the value they’re get-
ting out of the project.

And finally, finish what you start. According to Joe, 
“people who don’t finish their projects lose profes-
sional momentum. They lose trust and weaken their 
network, which makes it harder to get a good crew in 
the future.”

CLOSING REMARKS
Joe’s most practical advice to his students is to keep 
their comedy videos short — two minutes max. “No 
one wants to be the 10-minute-comedy-video person, 
especially as they’re starting out,” Joe mused with a 
smirk. “It sounds silly, but keeping it short and sweet 
is the best way to get started.”

“And make sure to support your network,” Joe 
added. “Go to film festivals when your friends are de-
buting a short, share and donate to their Kickstarter 
campaigns or Patreon pages and otherwise give your 
time where you can. You’ll strengthen your audience 
and build good karma along the way.”  

Roman Zelichenko is a NYC-based writer, lawyer and entrepre-
neur. Follow him on Instagram: @rzelichenko

Sound is crucial in comedy video — your audience needs to hear the 
jokes! It’s worth hiring a good sound operator for you production.

COMEDY

How to Build a Production Crew Around Your Comedy
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Vloggers who embrace the art of storytelling create much more meaningful content.

The best vlogs tell a story. They are much more com-
plex than a jumble of awesome shots cut to awesome 
music. Vlogs tell stories that are logical and narrative. 
The real question is, how? 

While many people focus on the gear, it’s also im-
portant to master the art of storytelling. 

TO VLOG 
OR NOT TO VLOG?
These days, everyone has a camera in their phone, but 
creating a quality story takes a lot more than hitting 
the red record button. A common mistake? Shooting 
EVERYTHING. Sure, it’s scary to think we might miss 
something if we don’t film everything! But, capturing 

VLOGS
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everything is exhausting and un-
necessary — and it creates a more 
complicated editing process.

As creators, we have to make 
the conscious choice about when 
to record, and even more im-
portant, when NOT to record. 
Discipline is the secret and the 
challenge. Choose carefully what 
you capture. Get plenty of cover-
age to focus on your key points, 
but in general, less is more.

THE PLAN OF ACTION
Start with a shotlist or loose out-
line of what you want to film. Ask 
yourself: What’s going to happen 
today? Which of these events 
or scenes do I want to film and 
which ones can I ignore? Coming 
up with a rough outline will give 
you time to capture an interest-
ing story while also allowing time 
for rest between scenes. Even if 
you don’t know everything that 
will happen, having a rough plan 
will be useful.

Of course, once you have a plan, 
it’s OK to change the plan! Keep 
your camera at the ready in case 
something interesting pops up! 
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THE FORMAT
While the format for vlogs tends to 
vary from person to person, there 
are many key elements you’ll want 
to include:

1. Introduction. Tell us who you 
are and what we’re doing today. 
It’s OK to briefly re-introduce your 
channel to your viewers — you 
never know who is watching for 
the first time. Just keep it snappy.

2. Dive into your first mini-story. 
Tell us about your first exciting 
event or story point.

Remember, all stories have a 
beginning, middle and end. Share 
relevant footage that explains what 
we’re about to do, what we’re do-
ing and what we did.

When filming your on-camera 
moments, it’s OK if you don’t say 
it all perfectly in one take. Feel 
free to ad-lib or do a couple takes 
to make sure you got it. For vlogs, 
jump cuts are very much in style. 
You won’t get away with that as a 
TV news reporter, but for casual 
video blogs — you’re all good! So, 
in the edit, trim your story down as 
needed to add style and to refine 
the key points. You should also add 
relevant B-roll to make the story 
more interesting.

3. Transitions. These are essen-
tial to keeping your story moving, 
and will help viewers travel with 
you to the next story point. There 
are several ways you can transi-
tion. You can tell us on-camera 
when you’re moving on to the 
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next thing (ie. I just did this, 
and now I’m going to do that). 
Another option — add cinematic 
transitions like time-lapses or 
cool speed ramps, or add in-
teresting B-roll to reflect upon 
the events that just occured or 
establish a new scene and move 
the audience to the next beat in 
your narrative.

As far as adding editing transi-
tions, use them with purpose. 
For many, straight cuts and a pe-
riodic fade to black or white can 
help you tell your story. Don’t 
just add a bunch of transitions to 
your video for the sake of adding 
style and flair. Sure, have fun ex-
perimenting with every star wipe 
and funky dissolve effect imagin-
able, and then, never touch them 
again. Only use them if they 
enhance your story. For example, 
the zoom out effect can be a su-
per cool transition to move from 
a wide shot of a building exterior 

You’ll have an easier time crafting a story in post-
production if you start production of your vlog with a 
shot list.
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to an extra wide shot that reveals 
the surrounding buildings on the 
street. However, using this same 
zoom out effect to transition be-
tween two unrelated story beats 
would be jarring.

4. Repeat step two and three as 
needed. The beauty of vlogging is 
that you can include as many or as 
few mini-scenes as you wish!

VLOGS
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5. Conclusion and Sign-Off. This is the payoff. 
We’ve been watching your video for minutes and 
minutes — give what we’ve been waiting for — 
some type of resolution.

Did we achieve what we said we were going to do? 
Reflect on this question as you wrap up the story.

Then, invite your audience to interact with you 
— give them a call to action! Ask them to give your 
video a thumbs up if they liked it, tell them to leave a 
comment or invite them to watch additional videos 
on your channel. It never hurts to ask!

THE DAILY GRIND
Over time, you’ll fall into a flow and develop a 
format that you can repeat for all episodes. While 
the secret to beating YouTube’s algorithm is ever-
changing, creating regular and even daily content is 
a strategic and personal goal for many. In TV news, 
it takes a whole team of people to create quality 
shows around the clock. Vloggers, as one-person 
film crews, have the same challenge of “feeding the 
beast.” In order to run a successful YouTube chan-
nel, remember to be realistic and set goals that you 
can achieve. You’ll have a lot more fun and create 
work you are proud of.  

THE BEAUTY 
OF VLOGGING 
IS THAT YOU 
CAN INCLUDE 
AS MANY OR 
AS FEW MINI-
SCENES AS YOU 
WISH.

“
Whether you spot Juliana Broste, “TravelingJules” in front of the 
camera or behind the lens, you’ll recognize this fierce female film-
maker sporting pink lipstick and an armful of camera gear! 

Using a zoom transition when moving from a wide to extra wide shot of the same scene, but the same transi-
tion might be distracting in another context. Use fancy transitions with intention — if you use the at all.
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Although it’s certainly important to have 
quality content, making your videos 
profitable on YouTube requires some 
additional marketing strategy. 

Have you thought about how you will keep 
track of fans, whether you’ll need to buy 
ads or who your target audience is? 

Building your brand is a key step on the 
road to making an income from YouTube.

SIGN UP FOR YOUTUBER MAGAZINE

If you’re ready to start building a fan base and earning income from your 
video producing skills, take a few minutes to learn the strategies.

Your videos are awesome. Your friends and family are 
always enthusiastic about the latest on your channel. 
You know that you have lots of potential, but you’re 
still just a drop swimming in the ocean of YouTube.

GET THE 70+ 
PAGE DIGITAL 
EDITION FREE

www.videomaker.com/l/youtuber-mag
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