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YOUR GUIDE TO CREATING AND PUBLISHING GREAT VIDEO

One step closer to being 
everything you need for 
post-production

HIGHLIGHTS
• Fusion Built In
• Expanded Fairlight
• Improved LUT Browser

                 review page 10

Your Guide to YouTube Success
Having a YouTube channel is a craft and a skill like any other. Even today’s greatest YouTubers are still learning and 
evolving. That’s why we’ve created YouTuber Magazine. Get your free subscription at Videomaker.com/YouTuberMag
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that when you shoot with Canon, you can depend on your footage being 
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Finally, a ful l-frame mirrorless camera with powerful v ideo capabil it ies combined with 

 the optical excellence you’ve come to expect from Nikon. The new Z 7, with 4K UHD and 

 8K time-lapse,* is designed to bring your cinematic v is ion to l ife. Highly accurate on-sensor  

Phase Detect Auto Focus means fast and sharp videos. The in-body VR creates stabil ity,  

while the intuit ive control r ing on the new NIKKOR Z lenses ensures unparalleled creative  

control . Behold a future of creative possibi l it ies with mirrorless , reinvented by Nikon.

* Requires interval timer settings and 3rd party software. **In FX-based movie format with single-point AF. 

† For compatibility details with the new optional adapter, please visit nikonusa.com/mirrorless
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Against Perfectionism
Makers of media are hard-wired to be 
detail oriented. After all, to make great 
media, you need to notice small details 
that others might not. Some editors 
geek out over fi nding and fi xing fl ash-
frame errors and adjusting edit points 
with painstaking precision. This sort 
of hyper-attentiveness can be a good 
thing. By noticing fi ne details, you can 
hone cuts to create sequences that 
fl ow fl awlessly and effectively engage 
viewers. At an extreme, however, overly 
critical cutters can fall into the danger-
ous pit of perfectionism. Consider this 
installment of Viewfi nder a warning 
sign along the road directing you away 
from a dangerous snare.

Despite what some might want you 
to think, perfectionism is not a desir-
able characteristic for psychologically 
healthy persons. Too much focus on 
perfection can put you on the road to 
other more serious issues. Psychology 
Today refers to perfectionism as, “...a 
fast and enduring track to unhappi-
ness.” “What makes perfectionism so 
toxic,” they claim, “is that while those 
in its grip desire success, they are 
most focused on avoiding failure, so 
theirs is a negative orientation.”

Perfectionism often manifests as an 
unhealthy obsession with not mak-
ing mistakes or revealing fl aws. Most 
who make video can identify with the 
desire to make just one more edit, one 
more improvement and spend just one 
more hour massaging a masterpiece. 
Sometimes these little tweaks can add 
hours to an otherwise-fi nished edit — 
often at the expense of sleep. For those 
paid by the project, these kinds of ex-
tended edits can greatly reduce profi ts. 
Maybe you know the feeling.

Hear me clearly: I am not suggest-
ing that you compromise your com-
mitment to creating excellent content. 
However, there must be a distinction 
between a positive pursuit of excel-
lence and a dysfunctional tendency 
towards perfectionism.

Those who struggle with perfection-
istic tendencies can benefi t by injecting 
a few simple safety measures into the 
production processes. First, set a time 
limit for an initial edit and a specifi c 
predetermined amount of time for 
each round of revisions. Established 
time limits can protect you from 
perfection-driven marathon sessions. 
Second, enlist a trusted colleague to 
review your initial edit with you. Have 
them call out a list of changes to be 
made. Then, after you solicit their 
feedback, share any additional edit 
ideas with them and assess the value of 
those adjustments together.

Perfectionism is a mirage. The per-
fect fi nal cut may seem to be just over 
the next ridge, but it’s an ever-elusive 
destination that can never be reached. 
There’s always another change that 
could be made. The secret is to know 
when to say when. We must hold onto 
the meritorious value of excellence 
without giving in to the compulsion to 
relentlessly chase the unrealistic goal 
of the so-called “perfect.”  
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Advice Wanted
Question: 
Daria Taylor: I’m currently assigned 
a fi lm ro ect in high school   doubt 

hich mic to buy  m considering 
urchasing either a Rode tereo 
ideo ic ro or an udio echnica   

ha e a budget of  
Do you ha e any recommendations 

ithin the budget

Reply: 
Sarah Mallick  y far the most 
ersatile micro hone is going to be 

some ind of shotgun mic  his is 
hat e use at our ideo roduc

tion com any   shotgun can go 
on your camera and ic  u  audio 
directionally  t can go on a boom 

ole  o erated either by a erson or 
on a c stand light stand such as for 
inter ie s  and can be used as a stic  
mic li e for ne s inter ie s  t s the 
mic e use most often  ood luc

ee more at ideomaker.com/r/micro-
phone-advice

Canon EOS R – First Look & 
Test Footage

he anon  R is the D R giant s 
fi rst crac  at a full frame mirrorless 
camera  an it ee  u  ith the li es of 

ony and  more recently  i on  et s 
ta e a loo
videomaker.com/tag/test-footage

November 2018

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

ind us on aceboo
facebook.com/VideomakerOnline

ollo  us on itter
twitter.com/videomaker

atch us on ou ube
youtube.com/videomaker

dd us on oogle
videomaker.com/GooglePlus

ollo  us on nstagram
@videomaker

....

Nikon Z 7 Test Footage: Low-
light Performance and More

ere s your chance to ta e a loo  some 
footage from our fi rst hands on e eri
ence ith i on s ne  full frame mirror
less camera  the i on  
videomaker.com/tag/test-footage

Videomaker Webinars
ideoma er ebinars are no  free 

to ie  li e  and ebinar recordings 
are a ailable to rofessional le el 

ideoma er lus members  o 
recei e alerts about u coming 

ebinars  sign u  for ideoma er s 
e e sletter at www.videomaker.com/
enews

Great Videomaker 
Content, Sent 
Right to Your 
Inbox

ign u  for the Videomaker 
e e sletter to stay u  to 
date on all of ideoma er s 
latest ti s  tric s  tutorials 
and industry news 
co erage  long ith 
our ne est content  
you ll also get gi ea ay 
announcements  e clusi e 
deals and s ecial e ent 
u dates sent right to your 
inbo  ign u  today  
www.videomaker.com/enews

What’s on Videomaker.com

Go Mobile
Reading on the go  ind Videomaker on your mobile de ice along ith a s that hel  
ideo roducers on location  o to www.videomaker.com/r/676.
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Inspiration can 
strike anywhere, 
and for creative 
people, an easy 
way to capture 
those  eeting 
ideas is vital. The Quick Notes app 
em hasi es e   ciency  ts su er 
clean interface leaves out unnec-
essary clutter, so you can focus on 
quic ly getting your ideas ritten 
down. The app also allows you to 
set reminders, so you can come 
back to your notes later on.

Quick Focus

Evernote is a well-
regarded note
ta ing latform 
that organi es 
notes using tags 
and notebooks. 

he ernote a  ta es e erything 
people love about the platform 
and ma es it a ailable on the go  
For video producers, Evernote is 
a convenient way to store, access 
and share your most important 
production plans and ideas. Use 
it to organi e references  rite 
scripts or share production notes 
with your cast and crew.

Calendar Notes 
is an aestheti-
cally leasing 
app that adds 
note ta ing 
functionality to 
a standard calendar interface. 
Record your ideas, make to-do 
lists and keep track of what 
happened or needs to happen 
on any gi en day  ach note is 
attached to a particular date, 
ma ing it easy to manage long 
project timelines. Video produc-
ers ill fi nd the a  articu
larly useful in ee ing trac  of 
production schedules and what 
was accomplished on each day 
of shooting

Evernote 
(Android & iOS, Free)

Quick Notes
(iOS, Free)

Calendar Notes 
(Android, Free)

When it comes to making 
video, getting organized 
is half the battle. We all 
know that preproduction 
is vital to the success of 
any production, but it’s 
often also time-consum-
ing and frustrating. The 
trick is to fi nd the system 
and tools that work for 
you and your projects. 
Whether it’s keeping 
track of your creative 
ideas or managing your 
production schedule, 
these four free apps 
should be able to help.

Collaboration 
is at the heart 
of the video 
production pro-
cess, but it can 
be challenging 
to coordinate schedules and 
responsibilities across multiple 
team members. TimeTree aims 
to help you overcome that 
challenge  his a  allo s you 
to create shared, annotated 
calendars so that you can make 
sure everyone in your cast and 
crew knows exactly where to be, 
when to be there and what will 
be expected of them.

TimeTree 
(Android & iOS, Free)

 h=
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The phase detection AF has been improved with 
2.16M phase detection pixels. You can select up to 117 
autofocus points for speed or 420 for more accuracy. 
The low-light phase detection AF limit has been in-
creased over the X-T2 by 2 stops, from -1EV to -3EV. 
The Face Detection AF has been improved as well. Eye 
Detection AF now supports the AF-C mode to maintain 
focus tracking. Face and Eye Detection AF is also now 
available while shooting video.

he u ifi lm  is riced at  ou can get the 
 it lens included for  

NEW GEAR

Panasonic has upgraded its LX high-end compact 
camera series with the new LUMIX LX100 II. The LX100 
design approach uses a built-in lens to permit a more 
compact body, and this new version adds a higher-res 
17 MP sensor and enhances 4K photo modes.

The LX100 II has the same compact body size as the 
LX100. The controls are designed for photo enthusi-
asts, with analog-style direct controls including a shut-
ter speed dial, exposure compensation dial, aperture 
ring, and control ring, plus an aspect ratio sector 
behind the lens and multiple function buttons.

The LX100 II also has the same 4/3 inch MOS image 
sensor as the original LX100, but steps up to an ef-
fective 17.0 megapixels in 4:3 aspect ratio (versus the 
previous 12.8 MP). The built-in LEICA DC VARIO-SUM-

 lens ro ides  o tical oom mm camera 
equi alent mm oom range

he camera can shoot in    or  as ect 
ratios (easily changed with a switch on the lens 

4 New Cameras for Emerging Videographers

barrel), and can shoot macro down to 3 centimeters 
working distance. The Venus Engine image processor 
enhances image quality with noise reduction and detail 
processing, image sharpening and color adjustments.

Along with high-res 4K video in 3840×2160 at 30p or 
24p, the LX100 II shoots captures 4K Photo bursts at 30 
fps in 8 MP equivalent resolution. New 4K Photo modes 
include L.Monochrome and L.Monochrome D styles for 
dynamic monochrome.

he anasonic   is riced at 

u ifi lm has un eiled the ne  u ifi lm  and it comes 
with a few major improvements. This new mirrorless 
is packing a back-illuminated 26.1MP X-Trans CMOS 4 
sensor and rocessor  rocessor  u ifi lm also claims 
that autofocus has been “dramatically” improved.

The X-T3 uses the fourth generation 26.1MP X-Trans 
   sensor ith no o tical lo ass fi lter  t s 

the fi rst  bac illuminated structure sensor ith 
phase detection pixels placed across the surface, which 
should “improve image resolution” without compromis-
ing the signal to noise ratio  according to u ifi lm

The X-T3 also debuts the X-Processor 4 processor. The 
processor features a Quad Core CPU, achieving process-
ing speeds three times faster than current X Series mod-
els. The camera shoots 4K 60p video with 4:2:0 10-bit 
output — a feature not often seen in consumer cameras. 

The rolling shutter has been reduced to 11 millisec-
onds  so the rolling shutter e  ect should be less notice
able  but the camera doesn t ha e in body stabili ation  

u ifi lm  romises aster utofocus and   f s ideo

Panasonic LUMIX LX100 II Features a Four-Thirds Sensor and Compact Design

378 D05 New Gear.indd   6 9/24/18   2:38 PM
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To keep footage stable, the SX740 has 5-axis image 
stabilization that provides up to three stops of camera 
shake compensation. The camera also has a 3.0-inch tilt-
ing LCD display, like the SX730. 

The SX740 HS has a number of modes, one of them 
being a Smart Auto shooting mode with 29 scenes pre-
programmed for auto detection. There’s also a Hybrid 
Mode — which automatically creates a short movie with 
the photos you shot that day — and a Zoom Framing As-
sist feature that adjusts the zoom and focus of a frame.

The Canon PowerShot SX740 HS is priced at $399.

How does a $500 24.2-megapixel camera with an 
18-55mm kit lens sound? It sounds like Nikon’s new 
compact DSLR: the Nikon D3500.

While Nikon’s new Z 7 and Z 6 are gear towards pro-
sumers, the D3500 is a camera for beginners. It is an 
entry-level camera, but it seems it’s got enough kick to 
keep it from being a completely consumer camera.

This DSLR camera uses a 24.2-megapixel CMOS 
sensor (DX-format). There’s also a new Expeed image 
processor that’s supposed to capture sharper details 
and more vivid colors than the D3400. Additionally, the 
new DSLR features an 11-point autofocus system, 100-
25,600 ISO range, and it can share images wirelessly 
with the SnapBridge feature.

There sadly isn’t 4K video shooting on this new DSLR. 
The highest resolution you can shoot is 1080p at 60 fps. 
This is one of the major reasons why the D3500 isn’t a 
professional’s camera — no 4K video would be a huge 
disappointment for most pros. 

However, those just starting out may not mind, since 
4K is still quite taxing on some editing systems.

There's no tilting screen on the back of the camera, 
but it is an entry-level camera. That probably won’t be a 
deal-breaker for beginners. Though, if you’re just start-
ing out as a vlogger, no tilting screen might be an issue.

The D3500 is priced at $500 with an 18-55mm f/3.5-
5.6G VR AF-P DX Nikkor lens. There’s also a bundle 
option that includes an 18-55mm f/3.5-5.6G VR and a 
70-300mm f/4.5-6.3G ED AF-P DX Nikkor lens.

Following up last year’s PowerShot SX730 HS, Canon’s 
PowerShot SX740 HS is adding big features like 4K Ultra 
HD shooting and 80x digital zoom to the formula.

The SX740 HS keeps the SX730 HS’s 40x optic zoom 
and 20.3MP 1.2.3-type back-illuminated CMOS sensor. 
But unlike the SX730 HS, the SX740 supports 4K Ultra 
HD video — not just Full HD. The new camera also 
sports a 4K time-lapse mode that allows for 8MP frame 
grabs. Canon’s Digic 8 image processor also allows for 
faster autofocusing on the SX740 HS.

dditionally  the camera o ers a continuous burst 
speed of up to 10 fps, a shutter speed range from 
1/3200 second to 15 seconds, and an ISO sensitiv-
ity range from 80 to 3200. It’s important to note that 
there’s a maximum ISO of 1600 in auto mode

If a 40x zoom isn’t enough for you, the SX740 HS of-
fers 80x digital zoom with Canon’s ZoomPlus feature. 
However, know that if you go beyond the camera’s opti-
cal zoom, your image will lose some quality.

u ifilm  romises aster utofocus and   f s ideo Canon’s PowerShot SX740 HS Boasts 80x Zoom and 4K Video

Nikon’s D3500 DSLR Wants to Be Kind to Beginning Videographers
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by Chris Monlux

Complete 
Set of Robust 
Filmmaking Tools

Blackmagic 
Design 
DaVinci 
Resolve 15

Blackmagic Design
www.BlackmagicDesign.com
 
STRENGTHS
• It’s free
• Timeline tabs

WEAKNESSES
• No 10-bit video in free version

SUMMARY
Blackmagic Design DaVinci Resolve 
15 is a robust program that offers 
almost everything a pro needs for 
free. You’ll just need to know how 
to use nodes to harness DaVinci 
Resolve’s full power.

RECOMMENDED USES
Narrative Filmmaking

toolset and robust audio editor. It’s got 
a remarkable price of free, with the 
option to upgrade to DaVinci Resolve 
15 Studio for $300 to unlock the full 
toolset. Blackmagic Design is known 
for disrupting the marketplace, and 
DaVinci Resolve 15 does just that. It 
packs in lots of strong real-world tools, 
and they’re giving it away for free. Only 
a hardware company that wants to sell 
you hardware could do that. But the 
coolest thing is that you don’t need the 
companion hardware to use DaVinci 
Resolve at a professional level.

Think about if you could have all 
of the video related programs from 
Adobe in a single program — Pre-
miere Pro, After Effects and Audition, 
without the need to round-trip from 
program to program. That’s basically 
what Blackmagic Design is doing here 
with DaVinci Resolve. Resolve offers 
tools for editing and color along with 
Fusion for visual effects and motion 
graphics and Fairlight for your audio 
needs. But unlike Adobe, it’s free — 
with a catch. More on the catch later.

Fusion and Fairlight
Built directly into DaVinci Resolve, 
Fusion is a 3D workspace with tools 
for keying, compositing, stabilization, 
tracking, vector paint, rotoscoping, 
text animation and even particles. Fu-

sion works with Apple Metal, OpenCL 
and CUDA for faster graphics process-
ing. Blackmagic Design also offers a 
more robust standalone version of 
Fusion Studio for $300.

Though not new to DaVinci Resolve 
15, Fairlight audio has been dramati-
cally updated in this version. It has 
new ADR tools, audio normalization, 
3D panners, audio and video scrollers 
and a searchable sound library data-
base. There are also new plug-ins like 
reverb, hum removal, vocal channel 
and de-esser. The ADR workfl ow now 
has much more depth, allowing you to 
import a cue list or make one in-pro-
gram. You’re now also able to change 
the view of your timeline to show the 
corresponding video channel, and to 
be able to follow what you’re current-
ly working on, there is fi xed playhead 
mode. This makes it so the playhead is 
always at the center of the work area.

Blackmagic Design calls each part of 
the program a page. For example, when 
you are using the Fusion toolset, you’re 
accessing the Fusion page. Along with 
the workspace changing, the tools you 
have to work with also change. This 
design is very strong when compared 
to using multiple programs to do the 
same thing. Throughout our testing, 
the program was very stable. During 
the public beta testing, crashing was 

DaVin ci Resolve 15 - Free
DaVinci Resolve 15 Studio - $299

REVIEW

Blackmagic Design DaVinci Resolve 
15 offers a variety of tools for pro-

fessional video editing and color grad-
ing along with a built-in visual effects 
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sion works with Apple Metal, OpenCL 
and CUDA for faster graphics process-
ing. Blackmagic Design also offers a 
more robust standalone version of 
Fusion Studio for $300.

Though not new to DaVinci Resolve 
15, Fairlight audio has been dramati-
cally updated in this version. It has 
new ADR tools, audio normalization, 
3D panners, audio and video scrollers 
and a searchable sound library data-
base. There are also new plug-ins like 
reverb, hum removal, vocal channel 
and de-esser. The ADR workfl ow now 
has much more depth, allowing you to 
import a cue list or make one in-pro-
gram. You’re now also able to change 
the view of your timeline to show the 
corresponding video channel, and to 
be able to follow what you’re current-
ly working on, there is fi xed playhead 
mode. This makes it so the playhead is 
always at the center of the work area.

Blackmagic Design calls each part of 
the program a page. For example, when 
you are using the Fusion toolset, you’re 
accessing the Fusion page. Along with 
the workspace changing, the tools you 
have to work with also change. This 
design is very strong when compared 
to using multiple programs to do the 
same thing. Throughout our testing, 
the program was very stable. During 
the public beta testing, crashing was 

you shoot. Consider if you had a high-
quality track mask for a face so you 
can do macro changes to a subjects 
face. Brighten up teeth and the whites 
of the eyes, or maybe to remove a 
blemish — regardless of how you use 
this tool, you will be able to fi x and 
fi ne tune any face.

Nodes
If you aren’t familiar with nodes, be-
fore you get started, make sure to read 
our article Nodes vs. Layers. It will give 
you a basis of what a node is, how 
to use it and how it compares to the 
more common layer. 

DaVinci Resolve and Fusion are 
both node-based. This is a different 
way of thinking for some and has 
strengths and weaknesses depending 
on what you are trying to do. Nodes 
are not intuitive at fi rst; however, once 
you get the basics down, they give you 
a lot of fl exibility and power.

What comes in Studio?
Of course free programs usually come 
with a catch, but in this case, it’s not 
huge. If you fi nd that you need more 
than DaVinci Resolve 15 can offer, you 
can upgrade for $300 to DaVinci Re-
solve 15 Studio. That may sound like a 
lot compared to free, but if you’re a pro, 
a robust editor, motion graphics pro-

a common problem. All of that public 
beta testing paid off for them.

What’s new in DaVinci 
Resolve 15?
In this version of DaVinci Resolve, you 
can now have multiple timelines open 
in tabs, much like Premiere Pro. This 
is a great feature and makes naviga-
tion much easier. Additionally, Black-
magic Design added stacked timelines 
so you can look at both timelines at 
the same time. This is helpful when 
trying to manage multiple revisions on 
a single project.

In the new LUT Browser, you are 
able to preview a LUT before apply-
ing it. A cool aspect of this feature 
is that you can change the preview 
thumbnails to show the footage you’re 
working on. It makes is much easier 
to choose the LUT you want. Some-
times LUT application can be tedious, 
but with this new feature, it’s a much 
more creative experience. 

The next new feature stood out to 
us right from program startup. If you 
desire to use the keyboard shortcuts 
from another editing program, you can 
do that. DaVinci Resolve 15 offers Final 
Cut, Premiere and Media Composer 
keyboard shortcut programming. This is 
a great feature. As you use any program 
you will begin to gain muscle memory. 
Instead of needing to train for the 
switch, you can stick with what is famil-
iar. Moreover, you are able to customize 
your keyboard shortcuts for each Media, 
Edit, Fusion, Color, Fairlight and Deliver 
page, in addition to the Global shortcuts 
that are the same across the pages. 

For those who shoot in high frame 
rates, DaVinci Resolve now supports 
frame rates up to an impressive 32,000 
frames per second. However, some 
frame rates are not available for some 
resolutions with the free version. You’ll 
need to buy DaVinci Resolve Studio for 
the most complete support.

Getting to it
Because DaVinci Resolve 15 is free, 
the installation process is pretty pain-

Blackmagic Design DaVinci Resolve 15
REVIEW

less. During the download installation 
process, it asked for our information 
and email, so there is a cost, just not 
a monetary one. Still, there’s a lot of 
value coming from something that 
just required some contact informa-
tion. The download is a little over a 
gigabyte, so if you don’t have a fast 
internet connection, be ready to wait 
a bit. Once installed, we were ready to 
start using the program.

Getting started editing was easy as 
well. The program by itself is very 
snappy. It was quick to load and its 
responsiveness within the program 
was great as well. That hasn’t always 
been true for past versions of DaVinci 
Resolve. We opened the program, and 
after designating where the project fi le 
would be saved, we were ready to im-
port our assets. With footage from just 
about every camera released over the 
past three years, we had a lot of differ-
ent formats to work with. As we im-
ported footage, we found that all 8-bit 
video worked fi ne in 15, however, 
10-bit is a different story. You’ll need 
DaVinci Resolve Studio in order to edit 
your 10-bit footage, so Panasonic GH5 
and GH5s shooters, take note.

The standout feature for us is Face 
Refi nement, available in DaVinci 
Resolve Studio. From fi rst use, Face 
Refi nement will improve every video 

Improved audio tools
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Chris Monlux is often forced to switch between 
editing platforms. He’s also Videomaker’s Multi-
media Edito r.

You can comment on this article by going on-
line: www.videomaker.com/article/72000241

gram and audio program will easily add 
up to $300. Additionally, some Black-
magic Design camera models come 
with DaVinci Resolve Studio for free.  

There is also a 3D camera tracker in 
Fusion that is not only robust but works 
automatically, as well. There is nothing 
more tragic than putting in the effort to 
track a shot or camera movement and 
have a few frames off. These new deep 
tracking options are very impressive. 
One track can easily be applied to any 
other element you want to place into 
the scene. If you work on a team, up-
grading to DaVinci Resolve Studio also 
adds collaboration project sharing.

Finally, there are many more 
formats and metadata available in 
DaVinci Resolve 15 Studio. On top of 
being able to work with HDR, inject 
HDMI 2.0a metadata and de-interlace 
images, there is also HDR10+ support 
and HEVC decoding. DaVinci Resolve 
Studio also allows you to export Sony 
XAVC renders and use a timeline and 

render resolution higher than UHD 
and greater than 60fps.

Marketplace
Blackmagic Design is quite savvy in 
the positioning of DaVinci Resolve 15. 
They have successfully made a free 
program that can do everything its 
pricier competitors can. The biggest 
battle they face is getting someone to 
commit to learning a new program 
that functions differently than most 
on the market. Even though it’s free, 
it might not make sense for someone 
well-versed in another program to 
give up the time to get profi cient in it. 
There will be a learning curve, though 
it’s much easier now than it ever has 
been. To make a change this large 
takes full commitment.

If you’ll need the tools in DaVinci 
Resolve Studio, comparisons get a little 
easier. DaVinci Resolve Studio offers 
four programs in one, roughly equiva-
lent to Adobe Creative Cloud’s Premiere 
Pro, After Effects and Audition. Though 
they are three separate programs, 
Adobe has made it very simple to 
round-trip between them. The Adobe 
Creative Cloud costs $53 a month and 
also gives you a dozen or so other pro-
grams. With the addition of Photoshop, 
Illustrator, InDesign and more, even at 
$53 a month, someone making money 

from these programs will easily be able 
to justify the cost. If you’re not making 
money from the software, a perpetual 
lease is much more painful. Currently, 
Adobe offers no way of buying their 
programs outright.

Apple’s Final Cut Pro X is a great 
program but also suffers from work-
ing a bit differently than you’d expect. 
This caused many to leave Final Cut 
Pro after version 7. Today, however, 
the program has more similarity to 
Premiere Pro than ever before in X’s 
history. On top of being a great tool, 
Apple has given every update free to 
those who own the product since 2011. 
At about $300, it lines up well with Da-
Vinci Resolve Studio. What you don’t 
get with Final Cut Pro X is a VFX editor. 
Though you can do a lot of the same 
work in Final Cut, it doesn’t get even 
close to as deep.

That last major editor we are going 
to talk about is Avid Media Composer. 
It’s been an industry standard in Holly-
wood for a long time. Media Composer 
is built so that editing can be done in 
the most effi cient way without need-
ing a mouse. Avid, like Adobe, leases 
their software for a monthly or yearly 
cost. At $20 a month or $200 for the 
year, it’s slightly less expensive than 
the Creative Cloud. On top of that, you 
will need other programs like Avid Pro 
Tools and a VFX editor to match the 
capabilities of DaVinci Resolve.

Final Thoughts 
If you don’t currently own an editing 
program, you cannot beat DaVinci 
Resolve 15. It’s free, has tons of capabili-
ties, and once you grow to need more, 
the upgrade is only $300. If you’re cur-
rently using a different editor, there is a 
different calculus needed. 

In any case, it’s very hard to look 
past Resolve, even as just a free editor. 
Now, Blackmagic Design has devel-
oped it into an extremely powerful 
fi lmmaking tool. Maybe try it out. 
After all, what do you have to lose?  

Blackmagic Design has an extensive 
list to help in the configuration of 
most systems. 
It can be found here: www.video-
maker.com/r/davinci-resolve-config

TECH SPECS

Blackmagic Design DaVinci R esolve 15
REVIEW

LUT Browser allows for easier LUT preview
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by Chris Monlux

The Tiny Drone that 
Holds Its Own

Autel 
Robotics EVO

Autel Robotics
www.autelrobotics.com
 
STRENGTHS
• Tracking mode
• Easy to fly

WEAKNESSES
• Unreliable orbit mode

SUMMARY
The Autel Robotics EVO is a small 
drone with great flight. Its image 
quality is good, and it’s reasonably 
priced in the market.

RECOMMENDED USERS
Documentary Filmmaking and Jour-
nalism
Corporate and Event Videography
Marketing Video Production
Online Video Production
Casual Video Production

The first words out of my mouth 
upon flying of the Autel EVO was 

“Wow.” The EVO flies so well that, re-
gardless of whether or not you’ve flown 
a drone before, your reaction will be the 
same: Wow, that was easy. Add in an up 
to 30 minute flight time and easy-to-use 
controller and the EVO screams value.

The camera on the Autel EVO can 
shoot up to 4K video at up to 60 frames 
per second at a bit rate of 100 megabits 
per second. With its three-axis gimbal 
and intelligent flight modes, we found 
the video to both look good and remain 
stable when flying.

First Impressions
Before flying, the Autel flight control 
app needs to be installed to an Android 
or iOS device. The EVO comes with two 
cables for different types of USB con-
nection but doesn’t come with a cable 
for Apple devices. With an iPhone 7 
Plus and its charging cable, we were 
ready to fly.

Flying with a slight breeze, EVO 
didn’t move off its initial take-off posi-
tion. It just waited for my control. Our 
first flights with a new drone are for 
getting a feeling for flying. Outside of 
having the camera recording in auto 
exposure, we didn’t focus much on 
capturing good video. Instead, the 
images took the backseat so we could 
have a bit of fun flying.

We wanted to test how well the EVO 
flew around obstacles and when close 
to the ground. The controller is very 
tight, and small, granular movements 
are easy to achieve. We had no issues 
safely flying near objects. Not only does 
it look like the DJI Mavic Pro, but it flies 
like it too — in some cases even better.  

Once we found the controls to 
be in good order, we whipped the 
EVO around in the air all via manual 
control. Starting near the controller 
and flying up and out to reveal the 
landscape around us, I took video of 
outside of Videomaker World Head-
quarters. We were also able to manu-
ally circle a point of interest.

Because each flight was so simple 
and responsive, we reached out to 
some of our staff who had little to no 
flying experience but wanted to learn. 
With a quick tutorial, they were off. 
Because the drone stops its flight path 
when you let go of the controls, its an 
easy drone to learn on. If you feel like 
you’re going to run into something, 
it’s likely you will be able to just let go 
of the controls and it will stop in time.

Flight Performance
Our first flight was 27 minutes, but 
each time we depleted and charged 
the battery, the flight time increased. 
Depending on the type of flying and 
the amount of wind EVO, flight time 

$1,000

REVIEW

will vary. We saw at minimum 26 min-
utes during high wind. The best flight 
time we experienced was 30 minutes.

In the air, the EVO is quite nimble, 
and even with the collision sensors 
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Maximum Horizontal Speed: 45 
mph / 20 m/s
Maximum Ascent Speed: 16.4 ft/s 
/ 5 m/s
Maximum Descent Speed: 9.8 ft/s 
/ 3 m/s
Maximum Flight Time: 30 Min-
utes
Flight Control System
GNSS Support: GPS, GLONASS
Vision System: Downward, For-
ward, Backward
Remote Controller / Transmitter
Operating Frequency: 2.4 GHz 
(902.000 - 928.000)
Maximum Operating Distance: 
4.35 mi / 7000 m at 2.4 G
Transmitter Power: 26 dBm (2.4 G)

Chris Monlux likes teaching new drone pilots 
how to fly. He’s also Videomaker’s Multimedia 
Editor.

You can comment on this article by going on-
line: www.videomaker.com/article/18085

more dynamic range. We preferred to 
shoot in manual exposure and in log 
over the auto option. We felt it didn’t 
do as good as a job as we could in 
choosing the proper exposure.

Marketplace
DJI owns the majority of the digital 
imaging drone market, but the EVO is 
well worth considering. If you go with 
the DJI Mavic Pro, you will get a drone 
with similar flying characteristics and 
image quality. They are the same price 
at $1,000. Yuneec also offers a col-
lapsible drone, the Mantis Q, though 
details on that are not yet available.

Final Thoughts
Outside of orbit mode, the Autel EVO 
really impressed us. It’s the same price 
as DJI’s offering, and its tracking is 
better. Overall, the EVO is simple to fly 
and captures good video.  

on, it flew fast and had great response. 
The top flight speed is adjustable in 
the app menu. Labeled Ludicrous, the 
upper limit of 45 miles per hour was 
a bit too much to handle. If you don’t 
need your camera to move this fast, 
we recommend using a lower setting. 

To our surprise, there was only one 
firmware update during the review 
period of four weeks. The best part 
of the update is that we didn’t need 
it in order to fly. We got the notifica-
tion just prior to flight, but because 
Autel listed what was in the update 
clearly, we knew we didn’t need it ur-
gently. Updates have been a recurring 
pain-point in our experiences with 
other drones. With just about every 
DJI drone we have flown, a firmware 
update has prevented us from flying at 
some point during our review.

Intelligent Flight
Starting with dynamic track, we flew 
up to about 80 feet and used the app 
to try out the autonomous track-
ing flight modes. EVO tracks objects 
with amazing effectiveness. Tracking 
worked so well, we couldn’t even trick 

TECH SPECS

Autel Robotics EVO
REVIEW

it. By far, the tracking on the EVO is 
better than that on the DJI Mavic Pro.

Viewpoint was next, and it also 
worked great. This mode lets you set 
a point of interest to keep centered in 
the frame. We also tried out Way-
points, and it worked as expected. If 
you need a good shot but are bad at 
flying, this mode will fly for you. Set 
each point and then let the EVO fly on 
its own so you can focus on the shot.

Not all of the intelligent flight 
modes worked well, though. Orbit is 
very weak. The EVO has a hard time 
keeping the point of interest in the 
frame, and it couldn’t keep up with 
the pan, causing the frame to bounce 
from left to right. With some manual 
help, we were able to get a good shot, 
and Autel claims this issue has been 
resolved in the latest firmware.

Image Quality
The image quality from the EVO is 
good. The bitrate is 100 Mbps in 4K 
60fps, so even when flying fast, tear-
ing isn’t an issue. The EVO can shoot 
in log, which is a very nice option for 
advanced color control and a little bit 

Battery Type: 1 x Built-In
Battery Chemistry: Lithium-Ion
Battery Capacity: 6700 mAh
Battery Configuration: 1 S / 3.6 V
App Operating System Require-
ments: Android, iOS
Built-In Display Size: 3.3"
Display Resolution: 1280 x 720
Display Brightness: 330 cd/m²
Camera
Effective Pixels: 12 MP
Lens Field of View: 94°
Photo Format: JPEG, DNG
Video Format:
• 3840 x 2160 at 60 fps (MP4)
• 2704 x 1520 at 60 fps (MP4)
• 1920 x 1080p at 120 fps
• 1280 x 720p at 240 fps (MP4)

Recording Media: microSD (Up to 
128 GB)
Photo Modes: Auto-Exposure 
Bracketing (AEB), Burst Shooting, 
Interval, Single Shot
Gimbal
Number of Axes: 3 (Pitch, Roll, 
Yaw)
Flight Battery
Battery Chemistry: Lithium-Ion 
Polymer (LiPo)
Capacity: 4300 mAh / 49 Wh
Battery Configuration: 3 S / 11.4 V
Size: 8.3"x2.9
Weight: 1.9 lb / 862 g (Including 
Propellers, Battery)
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by Chris Monlux

Simple-to-use Audio 
Repair Plug-ins

Accusonus  ERA Bundle

Accusonus
www.Accusonus.com
 
STRENGTHS
• Simple one-dial control
• Easy to apply

WEAKNESSES
• No advanced control

SUMMARY
The Accusonus ERA Bundle is a set of 
four or five plug-ins made for audio 
repair. They come at a reasonable 
price and are easy to use.

RECOMMENDED USERS
All video and filmmaking

repair audio, you will be glad you have 
tools that directly address your issues. 

In order to test these plug-ins, we 
dug up some audio that hadn’t been 
captured in the most ideal way. Some 
voices have more problems with 
plosives and sibilance and not every 
situation is good for capturing audio. 
When it comes to audio repair, there 
is always a give and take. Removing 
the plosives or sibilance can affect the 
quality of the voice. The same thing 
is true for noise and reverb removal. 
The task is to discover how much the 
tool will affect the quality of the voice. 
We can see how good or bad a tool is 
by observing how much it negatively 
affects the original audio.

De-Esser
Testing the De-Esser, our test audio 
was bad enough that we would have 
done dialogue replacement for the clip 
in most cases. If we were able to fi x 
it with these tools, we could save that 
time and money. We were very pleased 
to fi nd that just the use of a dial could 
fi x our audio enough to use. To tune 
the right level, we turned it up until it 
started to negatively affect the quality 
of the voice and then pulled it back a 
bit. You don’t want your audio clip to 

sound unnatural, so leaving a little bit 
of sibilance in makes the effect less 
noticeable. Some voices are not as 
dependent on the frequencies being 
manipulated, so the plug-in could be 
pushed a bit further in some cases.

Standard: $236, Pro: $535

REVIEW

With a simple single-dial control, 
the Accusonus ERA bundle can 

remove noise, reverb, plosives and 
sibilance from your audio. Sounds too 
good to be true, doesn’t it? Luckily, it’s 
possible, and depending on the sever-
ity of your problem, it won’t destroy 
what it’s trying to fi x. We always rec-
ommend you try to capture the audio 
right during the recording phase so 
you don’t have to try to fi x it in post. 
But when that’s not possible, these 
tools may come in handy.

There are two tiers for the ERA 
bundle, Standard and Pro. Standard 
includes De-Esser, Noise Remover, Plo-
sive Remover and Reverb Remover. Pro 
includes those four plug-ins and also 
ERA-D. D combines noise and reverb 
removal and can work in cascade or 
parallel. Additionally, D also comes with 
a slew of presets to give you a better 
starting point for dialing in your audio.

The Standard Plug-ins
Whenever you’re in need of repair, 
remind yourself that you should try 
harder next time to do it right when 
recording. It will always be better that 
way, regardless of the quality of the 
repair tool. When you do fi nd yourself 
in the unenviable position of having to 
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Minimum Requirements and 
Compatibility:
macOS
Versions: 10.9 or later
AU, VST, AAX Native (64-bit)
RAM: 2GB (minimum)
Hard Disk Space: 200MB (mini-
mum)
Screen Resolution: 800x600 (mini-
mum)
Sample Rates: 44.1, 48, 88.2, 96 kHz
Windows
Versions: 7 (SP1) or later
VST, AAX Native (64-bit)
RAM: 2GB (minimum)
Hard Disk Space: 100MB (mini-
mum)
Screen Resolution: 800x600 (mini-
mum)
Sample Rates: 44.1, 48, 88.2, 96 kHz

ERA Bundle is fully supported in 
the following DAWs:
Audacity 2.2.2 (AU only on macOS), 
Adobe Audition CC, Logic Pro X 
10.4, Pro Tools 11.x-12.x, Studio 
One 3. ERA Bundle is fully sup-
ported in the following NLEs: 
Adobe Premiere 6 (or higher), 
Apple Final Cut Pro X 10.4. Other 
NLE’s may work.

Chris Monlux prefers not to fix it in post if pos-
sible. He’s also Videomaker’s Multimedia Editor.

You can comment on this article by going on-
line: www.videomaker.com/article/72000040

Marketplace
The Accusonus ERA Bundle is a great 
set of tools for the most common repair 
needs. It most directly compares to 
iZotope’s RX repair tools, though RX has 
much more depth of control and many 
more tools. RX 6 standard costs $400, 
but it comes with loads more plug-
ins. Plus, RX offers more specifi c tools 
focusing on things like breath control 
or mouth de-click, for example. It’s 
worth noting, however, that Accusonus 
is expanding the ERA Bundle later this 
year to include a voice leveler and a De-
Clipper. Both RX and the ERA Bundle 
have free trials, so it’s best to just try it 
and see which tool is best for you.

Final Thoughts
If you fi nd yourself in need of a repair 
tool, the ERA Bundle’s value can not be 
underestimated. However, you can avoid 
the need for a repair tool in the fi rst 
place by trying to capture better audio 
from the get-go. We know mistakes 
happen, though, and it’s nice to have the 
tools to deal with them. The Accusonus 
ERA Bundle is an affordable way to add 
some useful tools to your toolset.  

Plosive Remover
Removing plosives followed the same 
process, just using a different plug-in. 
The De-Esser and Plosive Remover 
plug-ins worked equally well, and we 
would not hesitate to use them on our 
regular projects, even just for a little 
help. The dial is kind of like ordering 
in a preset and adjusting the amount of 
the output. However, it would some-
times be nice to have the option for 
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Accusonus  ERA Bundle
REVIEW

more granular 
control.

Noise 
Remover
It seems almost 
all audio recorded 
on location will 
have a bit of noise 
to control in the 
signal. Because of 
this, having a good 
noise remover is 
key to a profes-
sional outcome. 
Again, more 
control in the 
depths of what the 
one knob adjusts 
would be nice, but overall the Noise 
Remover plug-in is a go-to tool for most 
voice over and location audio. Just keep 
it subtle; a little goes a long way.

Reverb Remover
The Reverb Remover is a great tool 
to have if the echo of the room is dis-
tracting from your capture. This can 
be because the mic was placed too 
far from the sound source or because 
the room was live with hard surfaces. 
Reverb Remover affected the voice 
quality the most, so use it sparingly. 

This plug-in works well when trying 
to match other recordings, too. Being 
able to pull a bit of the room out of a 
signal can be the difference between 
your viewer noticing a shift in the au-
dio and staying immersed in the story.

ERA-D
ERA-D is a different style of plug-
in than the other four. Instead of 
just one dial, there are two: one for 
Reverb Remover and the other for 
Noise Remover. The big deal about D 
is how each process is applied. You 
can choose to apply the effects at the 
same time, one at a time or one after 
the other. When used in concert, you 
get the benefi t of one helping the 
other’s cause. Because of this, you are 
able to keep the processing lower than 
when done individually.

ERA-D combines Reverb Remover and Noise Remover

378 R04 Accusonus ERA Bundle.indd   16 9/24/18   2:43 PM

 

17VIDEOMAKER >>> NOVEMBER 2018

by Chris Monlux

Portable Storage 
for the Drone Age

LaCie DJI 
Copilot 2TB

LaCie
www.LaCie.com
 
STRENGTHS
• Large Capacity
• Drop Resistant

WEAKNESSES
• Data Copy time
• Single button operation

SUMMARY
The LaCie DJI Copilot is a portable 
and rugged drive that you can use to 
offload your data when you can’t get 
to a computer.

RECOMMENDED USERS
Documentary Filmmaking 
and Journalism
Corporate and Event Videography
Online Video Production

The LaCie DJI Copilot is large capac-
ity external hard drive designed 

for the content creator on the go. No 
need to bring your laptop into the 
field with you, the Copilot should be 
all you need… right? Obvious from 
the LaCie’s partnership with DJI, the 
Copilot is designed for drone pilots. 
However, it will work well for other 
media makers as well.

The promise of the Copilot does 
come with a caveat. If you plan on 
offloading 100 gigabytes or more at a 
time, you might not like how long it will 
take for the data to transfer. If you shoot 
on a cinema drone like the DJI Inspire 2 
with the Zenmuse X5s camera record-
ing in 5K CinemaDNG RAW, you’ll be 
creating data at a rate of 4.2 gigabits per 
second. Just one hour of footage shot at 
that rate would completely fill up the 
2TB drive. Additionally, it will take much 
longer to offload that data than it took to 
create it. LaCie, however, does promise 
faster speeds in the future thanks to an 
upcoming software update.

So who will the Copilot work best for? 
Photographers for sure are the biggest 
winner. If you start off with two large-

capacity media cards for your camera, 
it’s unlikely you would be able to fill 
up your second card in the amount of 
time it takes to offload the first, giving 
you the ability to keep shooting without 
interruption. Additionally, if you shoot 
compressed video, you should also be 
able to make efficient use of the Copilot.  
The data copy rate would be acceptable 
for most DSLR and mirrorless cameras 
on the market. Drones that don’t shoot 
RAW video will be in the same boat.

In the Field
Our first use of the Copilot was during a 
trip where we were shooting on nothing 
but action cameras and drones. With 
multiple cameras at multiple events 
each day, we needed to offload our data 
often. We didn’t want to fill up a card 
while shooting. When returning the 
cameras to our home base each day, we 
offloaded their SD cards to the Copilot. 

To see how long it took to copy dif-
ferent amounts of data from various 
media options, we tested XQD, CFast 
2.0 and SD UHS II and I cards along 
with SSD offload. At each level of data, 
we tested both a single file and many 

$350

REVIEW
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Storage Capacity: 2 TB
Connection Interface:
• 1 x USB 3.1 (USB Type-C)
• 1 x USB 3.0 (USB Type-A)
Internal Interface: SATA (Unspeci-
fied)
Type: Hard Disk Drive
Form Factor: 2.5"
Bus Power: USB
Dimensions (L x W x H): 5.4 x 4.4 x 
1.4" / 137.2 x 111.8 x 35.6 mm
Weight: 1.177 lb / 0.53 kg

Chris Monlux keeps about 15 SD cards on his 
desk at all times. He’s also Videomaker’s Multi-
media Editor.

You can comment on this article by going on-
line: www.videomaker.com/article/71111447

see what is stored on the Copilot, you’ll 
have to use your phone. A simple menu 
could have been integrated with a dial 
with a decent button to make the Copi-
lot a truly stand-alone product.

We also noticed that, when left 
to copy overnight, the Copilot was 
completely drained in the morning 
because it didn’t go to sleep when 
done copying the data. Since then, 
there has been both firmware and app 
updates that have sped up the offload-
ing time. Additionally, the Copilot now 
goes to sleep after data copy.

Marketplace
The Copilot is not the first in the 
market, not by a longshot. In fact, not 
only is it late in the game, but it’s also 
priced quite high. Take the WD 2TB My 
Passport Wireless Pro as an example: 
It costs just $180 and offers just about 
everything the Copilot does. The things 
you don’t get are the USB 3.0 transfer 
speeds and rugged exterior

Whenever we were copying any 
data, one point kept coming to mind 
“why not just buy more media, so you 
don’t need to make a copy on-site. 
This strategy becomes especially valu-
able when shooting high data rates be-
cause you can easily create data faster 
than this device can copy it. This 
makes investing in more media cards 
a valid consideration when assessing 
the Copilot’s value in the marketplace.

Final Thoughts 
There are many users who would ben-
efit from this easy-to-use and straight-
forward product. However, it comes 
with a larger price tag and has a list of 
oddities and design flaws. If you are a 
photographer, drone pilot or videogra-
pher who needs an on the go, rugged 
drive to back up your media, it’s worth 
looking at. However, you will have 
to weigh whether or not the value is 
there for you and what you do.  

separate files to make up the same 
total amount of data copied. For ex-
ample, we tested both a 25GB file and 
nine files that added up 25GB. For all 
tests, the size of the file had no effect 
the speed of the copy. In fact, all but 
one media type shared the same data 
copy rate. XQD was the fastest media 
type to copy the data at a varying rate 
of between 5 and 25 percent faster.

In the Edit Bay
To test how well you would be able 
to edit off of the drive, we used AJA 
System Test Lite and Blackmagic De-
sign Disk Speed Test to see what data 
rates you can expect from the Copilot. 
Using a USB Type C to Type C cable 
to connect to an Apple iMac Pro, the 
AJA test showed a 60 Megabytes per 
second write and 75MB/s read speeds. 
The Blackmagic test differed from 

TECH SPECS

LaCie DJI Copilot 2TB
REVIEW

that with 80MB/s write and 55 MB/s 
read speeds. That means you could 
play back files with bitrates up to 600 
megabits per second, depending on 
what test you trust.

What We Didn’t Like
Regardless of how you are going to 
use the device, there is one feature 
that we feel you should avoid. The Co-
pilot can work as a spare battery pack, 
but if you use all of the power charg-
ing a device, you can’t copy data. Be-
cause of that, it’s a feature we would 
try not to use except in an emergency. 
We tested how well it charged our de-
vices and the results were pretty sad. 
With a cost of 25 percent of its power, 
the Copilot charged our iPad Pro only 
6 percent in 40 minutes.

The charging system for the Copilot 
itself is bad, as well. Charging via the 
USB connection is very slow when 
using a Type C to Type A cable. You’ll 
want to use the AC cable unless you 
have USB Type C to Type C cable and 
a wall charger with a USB Type C port, 
which should speed up USB charging. 

There are a couple of other design 
flaws that have us scratching our head. 
The first is the door that covers up all of 
the ports and SD card slot. It’s large and 
it doesn’t stay attached to the unit — 
not something that you’d easily replace 
yet important to the longevity of all of 
the ports. It requires the user to keep 
track of it or risk dusty ports.

Another flaw is its one-button opera-
tion. To operate, does it need more than 
one button? No. However, if you want to 

Connection points protected by removable cover
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by Chris Monlux

On-Ear with 
Spatial Clarity

Audio-
Technica 
ATH-M60X

Audio-Technica
www.audio-technica.com
 
STRENGTHS
• Lightweight
• Great sound field

WEAKNESSES
• Don’t collapse
• Very little adjustment

SUMMARY
The Audio-Technica ATH-M60X are a 
lightweight on-ear closed back set of 
headphones. They have a nice sound-
scape and good bass response, but 
they don’t collapse.

RECOMMENDED USERS
Documentary Filmmaking 
and Journalism
Marketing Video Production
Online Video Production

Audio-Technica positions the 
ATH-M60X as a set of closed 

back on ear professional monitoring 
headphones. They took the driver 
from the extremely popular ATH-
M50x and put it in a smaller, lighter 
form factor. It’s the tiny ear cups that 
make these headphones stand out. 
There is no mistaking that they are 
on-ear headphones. They are quite 
light, with deeper than normal ear 
cups cushioned by memory foam. In 
fact, you might even forget that you 
have them on.

For $200, Audio-Technica made a 
very capable and comfortable set of 
headphones. The ATH-M60X weigh 
just 7.1 ounces; that’s 2.9 ounces 
lighter than the ATH-M50X. For 
some context, the headphones  I use 
daily are the Blue Headphones Sadie, 
weighing 15.67 ounces — more than 
twice as much. With neodymium 
magnets, the driver is 45 mm with an 
impedance of 38 Ohms and a frequen-
cy range of 15 Hz to 28 kHz.

In Use
We reviewed the M50X’s back in 
2015, so we were eager to get our 
hands on the newest iteration of the 
M series headphones. Unlike the 
M50X, the M60X don’t collapse and 
they have very little tilt and rotation. 

If you plan to use them for travel, 
this might be an issue. However, us-
ing them for production, it’s actually 
nice that they don’t collapse. That 
way, they’re ready to slip back on 
after hanging around your neck. As 
part of our testing, we shot A-roll of 
a host for an instructional video. It 
can be disorienting to have to engage 
with the voice you are monitoring. 
Because of this, I found myself sliding 
the M60X off between takes. Because 
they don’t fold, or even move much, 
they were ready to go much faster 
than the Sony MDR 7506 we typically 
use for monitoring on set. If using 
the M60X for on-location sound, the 
only thing to be concerned with is 
their ability to pack in with the rest of 
your gear. They come with a pouch 
with a drawstring, but it doesn’t offer 
much protection outside of prevent-
ing scratches.

The M60X are made mostly of hard 
plastic, with the parts that get more 
adjustment being metal. There is a 
wire that comes out of the headphone 
to tie to the other side. We caught the 
cable on numerous things when us-
ing them in a production setting. The 
input cable is detachable but can also 
be locked in place so you don’t lose 
signal during an important moment of 
monitoring. A replaceable cable will 

$200

REVIEW
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Driver Size: 1.77" / 45 mm
Driver Type: Dynamic
Magnet Type: Neodymium
Voice Coil: Copper-Clad Aluminum 
Wire
Design: On-Ear (Supra-aural)
Earcup Style: Closed-Back
Frequency Response: 15 Hz to 28 
kHz
Sensitivity: 102 dB
Impedance: 38 Ohms
Maximum Power Handling: 1600 
mW
Audio Connector: 1/8" (3.5 mm) 
TRS Straight
Adapter (Included): 1/4" (6.3 mm) 
TRS
Cable Length:
• 3.9 to 9.8' / 1.19 to 2.99 m (Coiled)
• 9.8' / 2.99 m (Unbalanced)
• 3.9' / 1.19 m (Unbalanced)
Weight: 7.1 oz / 201 g without 
Cable

Chris Monlux studied audio before becoming a 
video producer. He’s also Videomaker’s Multi-
media Editor.
You can comment on this article by going on-
line: www.videomaker.com/article/72000730

Let’s look at two sets of headphones 
with similar specs as the ATH-M60X. 
The first is the Sennheiser HD 25 
Plus. These are closed-back on-ear 
headphones for $200. They weigh less 
than the M60X at 5 ounces and they 
have an impedance of 70 ohms and 
a frequency response of 16 - 22kHz. 
They are marketed as DJ headphones, 
so take that into consideration.

The next option has a much lower 
price at $129. The AKG K175 is an on-
ear, closed-back set of headphones. 
They are heavier than the M60X at 
8.81 ounces. They have an impedance 
of 32 ohms and a driver size of 40mm. 
Lastly, they have a frequency response 
of 18 - 26kHz. Because they cost $70 
less, make sure you try them out be-
fore you buy them to make sure they 
are up to your expectations.

Final Thoughts 
We really liked the Audio-Technica ATH-
M60X. They are light and comfortable 
to wear. We wish that there were no 
loose wires, and some users will need 
the ability to collapse their headphones. 
However, if you like on-ear, closed-back 
headphones, the bass response and 
sound field are very good.  

give these headphones a longer life, 
since cables are easy to destroy. The 
M60X come with three headphone 
cable options: a long cable — the 
one we used most — a short one for 
a phone or personal listening and a 
coiled cable. You also get an adapter 
for use with a ¼ inch output.

On-ear headphones are much 
smaller and therefore easier to wear 
for longer than over-ear. Additionally, 
their smaller size should lower the risk 
of sweaty ears. The pads are very com-
fortable. Unlike many headphones, 
they are filled with memory foam and 
are twice as deep as the ones on the 
M50X. When at operating volume, we 
found they isolated us well from the 
outside world. However, on the other 
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Audio-Technica ATH-M60X
REVIEW

side of that, those 
around me could 
hear what I was 
monitoring much 
more than when 
using other head-
phones.

Although it 
was very nice to 
have high-quality 
headphones in 
the field, they are 
a much better fit 
for monitoring as 
you edit. Because 
they are easy to wear, if you keep your 
volume down to keep from having lis-
tening fatigue, they could be worn for 
8 hours straight with no problem.

Sometimes, we find time in our 
workflow to listen to music. To test 
how the M60X sound, we use the 
same songs we use for reference 
when mixing music. It’s music 
we are very familiar with and can 
easily identify the clarity of indi-
vidual parts and of the music as a 
whole. The bass on the M60X is very 
punchy for their size, and they have 
a sweet spot for mid to high range 
voices. We did feel that the mids 
were a bit muddy, but we found the 
sound field to be very nice, with 
clarity and a good stereo image.

Marketplace
There are 928 different sets of head-
phones on Best Buy’s website. Narrow 
that search to on-ear headphones 
and there are 135. With that many 
options, where do you even start? The 
first aspect of any purchase is know-
ing your budget. That will greatly low-
er the number of options. With that 
said, we chose to look at headphones 
between $100-200. When doing this, 
make sure to look at multiple stores. 
While doing research for this review, 
we used Sweetwater, B&H and Best 
Buy to see the full marketplace; some 
retailers don’t carry every available 
brand and model.

Memory-foam ear pads
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PRO
 FIXED

-LEN
S

CAM
ERAS

BUYER’S GUIDE 2018

Professional camcorders are often 
smaller, lighter, less expensive 
and have more controls than 
other camera options. With so 
many choices on the market, 
from affordable cinema cameras 
to DSLRs to mirrorless cameras, 
the advantages of a fixed-lens 
camcorder may not be as easy to 
see as they once were, but they’re 
definitely still there.

XLR audio ports are usually built-in. All of this leads to 
a camera rig that is smaller and lighter than its mirror-
less counterparts.

SAVE SOME CASH
If you add up the cost of an interchangeable lens cam-
era body, zoom lens and accessories, you could very 
easily spend two or three times more than what a com-
parable fi xed-lens camera would cost. Even with that 
extra investment, there’s a good chance you still won’t 
have all of the features of a professional camcorder.

THERE’S A PROFESSIONAL 
CAMCORDER OUT THERE 
TO SUIT YOUR NEEDS.

LOSE THE BULK
At fi rst glance, a small cinema camera or mirrorless 
camera may look like the most compact option. How-
ever, while the camera bodies are small, you have to add 
to it to create a usable rig; your little camera can become 
large and heavy rather quickly. With a professional 
fi xed-lens camcorder, your camera’s lens and accessories 
are already included in a compact, lightweight pack-
age. You don’t have the bulk of an interchangeable lens 
mount, and you don’t have to carry extra lenses. Fea-
tures like viewfi nders, LCD screens, zoom controllers and 
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BY ODIN LINDBLOMBUYER’S GUIDE 2018 MORE CONTROL
Not many zoom lenses have powered zoom controls 
built-in. This type of control can make your lens a lot 
easier and faster to adjust. Additionally, many new 
camera lenses lack manual iris control, which can make 
certain operating situations very challenging. Luckily, 
these features are standard on most fixed-lens profes-
sional camcorders.

LENSES: 
A WYSIWYG APPROACH
TO IMAGE CREATION
WYSIWYG (What You See Is What You Get) is an 
acronym made popular by computing. You might 
not think this would apply to image creation, but 
when it comes to lenses, it can be spot on. For 
years, cinematographers have used certain lenses to 
reproduce color and contrast, and to create the spe-
cific look of a TV show, commercial or film. Lens 
makers have caught on. They strive to keep the 
look of their lenses consistent over their entire line, 
from cinema lenses to still camera lenses to cam-
corder lenses. For example, Zeiss lenses are known 
for producing high contrast images with cool col-
ors; Canon is known for lenses that produce warm 
colors with less contrast while Leica lenses produce 
images that have more balanced color and contrast. 
If you like the look or are trying to match the look 
of footage shot with lenses by makers like Canon, 
Zeiss or Leica, then finding a camcorder with their 
glass is a good start.

When you’re in production and shooting with a 
camcorder, you can create footage with the look you’re 
striving for, so all you’ll have to do is color correct the 
images in post for a truly WYSIWYG approach. Just keep 
in mind that a lens is not a magic wand; it’s just a tool. 
That tool works alongside your camera, lighting design 
and production design to create the specific look of the 
images you’re producing.

WHY SETTLE FOR ONE ZOOM LENS WHEN 
YOU COULD HAVE SO MANY OPTIONS?
There are a lot of lens options on the market, so why 
would you choose a camera with a fixed zoom lens? 
Many ENG camera operators choose to shoot with the 
same zoom lens on their camera, even though the B4 
lens mount offers many other lens options. Perhaps this 
is because the focal range (the range between the widest 
angle of the lens to the tightest, expressed in millimeters 
such as 8-164mm) is sufficient to get the shots that they 
need and the aperture range (range of the iris expressed 
in f-stops) is also adequate — so they really don’t need 
any other lenses. This approach holds true for many 
other types of shooting. It’s not uncommon to see all 
the steadicam shots on a feature film captured using a 
single zoom lens. You might find that the same is true 
for your production workflows.

XLR audio ports are usually built-in. All of this leads to 
a camera rig that is smaller and lighter than its mirror-
less counterparts.

SAVE SOME CASH
If you add up the cost of an interchangeable lens cam-
era body, zoom lens and accessories, you could very 
easily spend two or three times more than what a com-
parable fixed-lens camera would cost. Even with that 
extra investment, there’s a good chance you still won’t 
have all of the features of a professional camcorder.

LOSE THE BULK
At first glance, a small cinema camera or mirrorless 
camera may look like the most compact option. How-
ever, while the camera bodies are small, you have to add 
to it to create a usable rig; your little camera can become 
large and heavy rather quickly. With a professional 
fixed-lens camcorder, your camera’s lens and accessories 
are already included in a compact, lightweight pack-
age. You don’t have the bulk of an interchangeable lens 
mount, and you don’t have to carry extra lenses. Fea-
tures like viewfinders, LCD screens, zoom controllers and 
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smartphone? By using a professional camcorder, you will 
have better quality optics then a smart phone, although the 
effect of that better lens on your image may be subtle. Be-
cause of this, you’ll want to consider increasing your image 
quality by using a camcorder with larger image sensors and 
higher quality recording capabilities.

IMAGE SENSORS
Smaller image sensors tend to have more noise in the im-
ages they produce. A 1-inch or a Micro Four Thirds sensor 
will typically produce an image with less noise than the 
much smaller 1/3-inch sensor typically seen in phones. 
However, image processing comes into play here as well. 
Smartphone cameras have image processors that often 
reduce image noise, but this can also adversely affect the 
color, contrast and detail of the image. The more powerful 
image processors of higher-end cameras provide more ac-
curate and consistent image quality. 

Depth of fi eld and fi eld of view are two more factors 
associated with sensor size. The appearance of the depth 
of fi eld of an image (the distance from the closest object to 
the camera in focus to the furthest object from the camera in 
focus) is affected by the size of the image sensor as well as the 
aperture and focal length of the lens. The wider the aperture, 
the smaller the depth of fi eld. The larger the image sensor and 
the focal length of the lens, the smaller the depth of fi eld will 
appear. A small depth of fi eld is desirable when you want your 
subject to stand out from a background that is in soft focus. A 
larger depth of fi eld is more desirable for shooting rapid ac-
tion where maintaining focus on a subject is challenging.

Field of view (the view angle measured in degrees that 
the camera sees) is affected by the size of the image sensor 
and the focal length of the lens. The larger the image sen-
sor, the larger the fi eld of view; the smaller the focal length 
of a lens, the larger the fi eld of view will be. If you’re shoot-
ing staged events or sports where the camera will be far 
away from the subject, a smaller image sensor will give you 
a smaller fi eld of view and a tighter shot than a larger im-

age sensor using the same length of lens. If you’re shooting 
interiors in small spaces, a camera with a larger image sen-
sor will allow you to capture a wider view of the location.

Professional fi xed lens camcorders typically have sen-
sors that range in size from 1/3-inch up to Micro Four 
Thirds so there is no shortage of options in sensor size. 
Here’s a listing of common image sensors and fi lm sizes 
from largest to smallest:

• 35mm Full Frame: 36 x 24mm
• Super 35 Motion Picture Film: 24.89 x 18.66mm • APS-

C: 23.6 x 15.6mm
• Micro Four Thirds (M4/3): 17.3 x 13mm
• 1-inch: 13.2 x 8.8mm
• Super 16 Motion Picture Film: 12.52 x 7.41mm
• 2/3-inch: 8.8 x 6.6mm
• 1/2-inch: 6.4 X 4.8mm
• 1/2.5-inch: 5.76 x 4.29mm
• 1/3-inch: 4.8 x 3.6mm

THE KEY TO HIGHER QUALITY IMAGES 
IS MORE DATA
To save on storage space, many codecs use compression 
that tosses out data from your video fi les. This process often 
degrades image quality. Generally, the higher the bitrate a 
codec uses, the less of a degrading affect it will have on your 
images. Some smartphones can record 4K at bitrates of ap-
proximately 50 megabits per second (Mbps); this may result 
in good enough image quality for some applications but not 
for all. High contrast shots and shots with a large amount of 
detail often need to be recorded in higher bitrates to main-
tain image quality. Low bitrate footage can also be diffi cult to 
work with in post. Smartphones don’t tend to allow you to 
adjust bitrate. 

In contrast, professional camcorders give you mul-
tiple options for bitrates and often fi le formats as well. As 
resolution increases, codecs also become more effi cient. 
It’s not uncommon to see fewer compression issues in a 
UHD 4K video recorded at 150Mbps than in an HD video JVC GY-HM180 SONY HXR-NX80

Something else to consider: On a fi xed-lens cam-
corder, the lens is custom-designed for that camera. 
While this may not greatly affect image quality, it can 
improve things like autofocus and image stabilization. 
These features can make shooting much easier.

HOW CAMCORDER LENSES COMPARE
Often, it’s easiest to compare the focal range of cam-
corder lenses — and how that affects the images 
captured — by referring to their equivalent zoom range 
in 35mm Full Frame. Many models have a 10X optical 
zoom, which often translates to covering a 35mm equiv-
alent focal range of approximately 30mm to 300mm.

OPTICAL ZOOM VS DIGITAL ZOOM
When an optical zoom is used to push from a wide 
angle shot to a telephoto shot, the camera still captures 
the full active area of the image sensor. When a digital 
zoom is used, the camera is actually cropping the active 
area of the image sensor. For this reason, a digital zoom 
can often degrade image quality because the camera is 
actually looking at a smaller number of pixels than the 
output resolution. For example, a camera with a UHD 
4K image sensor may have an active sensor resolution 
of 3840 x 2160 pixels. However, if you use a 4X Digital 
Zoom, your active image area will then only be 1920 
x 1080, which will then be scaled back up to 3840 x 
2160. This causes a signifi cant loss of detail in the image. 
Depending on the scaling capabilities of the camera, you 
may see a shift in color and contrast as well.

 
GETTING BETTER LOOKING VIDEO 
THAN YOUR PHONE
Mobile phones are continuing to add features like 
larger image sensors, optical image stability and optical 
zoom lenses to allow users to create higher quality HD 
and 4K video. How do you ensure that your camera 
can consistently record better looking videos than a 
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smartphone? By using a professional camcorder, you will 
have better quality optics then a smart phone, although the 
effect of that better lens on your image may be subtle. Be-
cause of this, you’ll want to consider increasing your image 
quality by using a camcorder with larger image sensors and 
higher quality recording capabilities.

IMAGE SENSORS
Smaller image sensors tend to have more noise in the im-
ages they produce. A 1-inch or a Micro Four Thirds sensor 
will typically produce an image with less noise than the 
much smaller 1/3-inch sensor typically seen in phones. 
However, image processing comes into play here as well. 
Smartphone cameras have image processors that often 
reduce image noise, but this can also adversely affect the 
color, contrast and detail of the image. The more powerful 
image processors of higher-end cameras provide more ac-
curate and consistent image quality. 

Depth of fi eld and fi eld of view are two more factors 
associated with sensor size. The appearance of the depth 
of fi eld of an image (the distance from the closest object to 
the camera in focus to the furthest object from the camera in 
focus) is affected by the size of the image sensor as well as the 
aperture and focal length of the lens. The wider the aperture, 
the smaller the depth of fi eld. The larger the image sensor and 
the focal length of the lens, the smaller the depth of fi eld will 
appear. A small depth of fi eld is desirable when you want your 
subject to stand out from a background that is in soft focus. A 
larger depth of fi eld is more desirable for shooting rapid ac-
tion where maintaining focus on a subject is challenging.

Field of view (the view angle measured in degrees that 
the camera sees) is affected by the size of the image sensor 
and the focal length of the lens. The larger the image sen-
sor, the larger the fi eld of view; the smaller the focal length 
of a lens, the larger the fi eld of view will be. If you’re shoot-
ing staged events or sports where the camera will be far 
away from the subject, a smaller image sensor will give you 
a smaller fi eld of view and a tighter shot than a larger im-

age sensor using the same length of lens. If you’re shooting 
interiors in small spaces, a camera with a larger image sen-
sor will allow you to capture a wider view of the location.

Professional fi xed lens camcorders typically have sen-
sors that range in size from 1/3-inch up to Micro Four 
Thirds so there is no shortage of options in sensor size. 
Here’s a listing of common image sensors and fi lm sizes 
from largest to smallest:

• 35mm Full Frame: 36 x 24mm
• Super 35 Motion Picture Film: 24.89 x 18.66mm • APS-

C: 23.6 x 15.6mm
• Micro Four Thirds (M4/3): 17.3 x 13mm
• 1-inch: 13.2 x 8.8mm
• Super 16 Motion Picture Film: 12.52 x 7.41mm
• 2/3-inch: 8.8 x 6.6mm
• 1/2-inch: 6.4 X 4.8mm
• 1/2.5-inch: 5.76 x 4.29mm
• 1/3-inch: 4.8 x 3.6mm

THE KEY TO HIGHER QUALITY IMAGES 
IS MORE DATA
To save on storage space, many codecs use compression 
that tosses out data from your video fi les. This process often 
degrades image quality. Generally, the higher the bitrate a 
codec uses, the less of a degrading affect it will have on your 
images. Some smartphones can record 4K at bitrates of ap-
proximately 50 megabits per second (Mbps); this may result 
in good enough image quality for some applications but not 
for all. High contrast shots and shots with a large amount of 
detail often need to be recorded in higher bitrates to main-
tain image quality. Low bitrate footage can also be diffi cult to 
work with in post. Smartphones don’t tend to allow you to 
adjust bitrate. 

In contrast, professional camcorders give you mul-
tiple options for bitrates and often fi le formats as well. As 
resolution increases, codecs also become more effi cient. 
It’s not uncommon to see fewer compression issues in a 
UHD 4K video recorded at 150Mbps than in an HD video 

CANON XC15 CANON XF400

recorded at 50Mbps, despite 3840 x 2160 footage having 
four times as many pixels as 1920 x 1080. Because the 
codec works better with higher resolution footage, image 
quality increases even though the bitrate has not increased 
in proportion to the resolution.

 
WHY CHROMA MATTERS
Resolution and bitrate are not the only factors that affect 
image quality. How chroma is captured also makes a dif-
ference. Chroma is the color information in a video fi le. 
Many codecs use chroma subsampling to decrease fi le size 
by eliminating color data. In codecs that use 4:4:4 color, all 
the color of an image is retained. With 4:2:2 chroma sub-
sampling, half of your video’s color information is discard-
ed. In most cases, viewers can’t see the difference between 
4:2:2 and 4:4:4 color. In contrast to that, 4:2:0 color only 
retains around an eighth of the original color informa-
tion of an image. The loss of color data from 4:2:0 chroma 
subsampling almost always results in a noticeable loss in 
image quality when compared to 4:2:2 or 4:4:4 color.

It’s not just overall image quality that is affected by chro-
ma subsampling. If you need to do visual effects work like 
chroma keys or a lot of heavy color correction, you’ll want 
to stick to shooting in 4:4:4 or 4:2:2 color. The fi les may 
be larger, but it can save you a lot of time in post. If you’re 
shooting projects where color accuracy is critical — like 
when highlighting a company’s product — you’ll also want 
to avoid 4:2:0 color since it averages color values between 
pixels; this often causes the reproduced color to deviate 
from the actual color you wanted to capture. For these rea-
sons, 4:2:2 chroma subsampling is becoming the baseline 
for professional video workfl ows.

MEDIA CARDS ARE CHEAP — USE THEM!
In the dark ages, footage could only be recorded to fi lm or, 
later, to tape. It was a costly endeavor. Now SD cards are 
cheap and even comparatively expensive media like CFast 
cards are becoming more economical. This media can be 
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overwritten hundreds or thousands of times before 
wearing out, allowing for lots of practicing and test 
shooting with your camera. In the end, the best way to 
ensure image quality with a camera system is with a 
skilled and experienced hand operating it.

WHAT DO YOU WANT 
YOUR AUDIENCE TO SEE?
Your stylistic choices and your practical needs will 
dictate the gear you’ll want to shoot with. If you want 
your audience to see vivid images on a big fi lm festival 
screen, you’ll want a cinema-style camcorder or one 
with great color. If you need to stream your video live, 
there are cameras built for just that. If you want a cam-
corder that can give you a cinematic look but is still 
good for run-and-gun shooting, then a versatile model 
might be the best option.

CAMERAS ON THE MARKET
This selection below is a mix of current professional 
camcorders currently available with notation of their 
best applications.

4:2:2 4K On A Budget: JVC GY-HM180, $1,495
Sensor size: 1/2.33-inch
Lens: JVC 12X Zoom, 29.5 to 354mm (35mm FF 
equivalent), f1.2 - 3.5
Weight: 2.4 lb
There may not be a cheaper option for shooting 4:2:2 
4K video than this JVC. The HM180 lets you record 
UHD in 4:2:2 color at 150Mbps or 70Mbps. HD in 4:2:2 
color can be recorded at 50Mbps. The camera’s dual 
SD card slots allow for multiple recording options. For 
instance, you can record to both cards in the same 
format, so you have a back-up. For live events or other 
situations where you need maximum record time, 
you can set the camera to record to one card until 
it’s full, and then switch to the other without missing 
any of the action. The camera is packed with XLR ins, 

HDMI out, SDI out and two stages of ND fi lters. Overall, the 
HM180 offers a lot of versatility at an affordable price.

The Bitrate Beast: Canon XC15, $1,999
Sensor size: 1-inch
Lens: Canon 10X Zoom, 27.3 to 270mm (35mm FF 
equivalent), f2.8 - f5.6
Weight: 2 lb
Most pro camcorders’ recording bitrates max out at 
150Mbps with only 4:2:0 color sampling for 4K. However, 
with the Canon XC15, you can record UHD at 305Mbps 
with 4:2:2 color. The camera can also record HD in 4:2:2 
color at 50Mbps. HD video and 12 megapixel still images 
are recorded to SD cards in the camera, but 4K video re-
quires the speed of CFast cards. The XC15 looks more like 
a DSLR than a camcorder with its manual zoom and focus 
rings, although it packs many pro camcorder features like 
XLR inputs with phantom power, an internal ND fi lter, ad-
justable gain (0 – 42 dB) and a waveform monitor.

Many of the features of Canon’s C300 Mark II have been 
brought over to the XC15, making it easier to match foot-
age between the two cameras. They both share the same 
movie 4:2:2 color capture at 24p in 4K. The XC15 also lets 
you adjust shutter in 24th of a second increments which 
makes it easier to match shutter speeds when shooting in 
24p. The XC15 uses a 1-inch sensor and the same DIGIC 
DV 5 image processor used on many of Canon’s other 
cameras. The camera has a wider angle lens than most pro 
camcorders with the 35mm equivalent of 27.3mm (8.9mm 
actual) when fully wide.

Palm Sized HDR: Sony HXR-NX80, $2,298
Sensor size: 1-inch
Lens: Zeiss 12X Zoom, 29 to 348mm (35mm FF 
equivalent), f2.8 – f4.5
Weight: 2.9 lb
Not too many camcorders offer a 1-inch sensor and HDR 
(High Dynamic Range) in such a small package. The NX80 
supports frame rates from 1 to 960 frames per second. The 
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Odin Lindblom is an award-winning filmmaker who creates and produces 
commercials, corporate videos, and documentaries.commercials, corpo-
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camera’s 12X Zeiss zoom lens has a minimum focal distance 
of 10mm when fully wide, so you can even get macro shots. 
The NX80 can record UHD up to 100Mbps and HD up to 
60Mbps in 4:2:0 color. The camera also has XLR ins, HDMI 
out, Wi-Fi and Lanc control for wired remote control.

The Documentarian’s Companion: Canon XF400, $2,699
Sensor size: 1-inch
Lens: Canon 15X Zoom, 25.5 to 382.5mm (35mm FF 
equivalent), f2.8 – 4.5
Weight: 2 lb
The Canon XF400 4K UHD camcorder is a fl exible option for 
those shooting interviews, events and documentaries. It has 
a 15X optical zoom lens with the equivalent to a 25.5mm-
382.5 zoom range and a compact body design. Because of 
this, the XF400 is ready to venture out into unpredictable 
shooting environments. A 1-inch CMOS sensor paired with a 
Dual DIGIC DV 6 image processor produces high-quality 4K 
video at up to 60 frames per second; the Dual Pixel CMOS 
AF system provides reliable autofocus with tracking.

The Cinema Camcorder: Panasonic DVX200, $3,495
Sensor size: Micro Four Thirds
Lens: Leica 13X Zoom, 29.5 to 384.9mm (35mm FF equiva-
lent), f2.8 – 4.5
Weight: 5.95 lb
The ability to capture DCI 4K (4096 x 2160) combined 
with the Leica zoom lens makes the DVX200 stand out 
as a cinema camera. The biggest advantage, however, is 
that the camera also lets you record in V-Log color, just 
like Panasonic’s Varicam cameras, and the GH5 and GH5s. 
This gives you images with greater dynamic range — 12 
stops — and a more cinematic color tone. The Panasonic 
DVX200 can also shoot in frame rates from 2 to 120 
frames per second. If you want to shoot action similar to 
the car stunt scenes in “The Road Warrior,” the DVX200 
can achieve this: Shoot at 22fps and then play it back at 
24fps to speed up the action. The DVX200 4/3-image sen-
sor is larger than 16mm fi lm, so getting shots with a shal-
low depth of fi eld is much easier than with other cameras 
with smaller image sensors.

In addition to shooting in DCI 4K, this Panasonic also 
supports UHD and HD resolutions. It has both HDMI and SDI 
outs as well as timecode in and out, allowing the camera to 
work well with many accessories and in many production 
setups. The DVX200 also has stereo XLR inputs with phan-
tom power for connecting to professional microphones.

The Power House: Sony Z280, $6,950
Sensor size: 3 x 1/2-inch
Lens: Sony 17X Zoom, 30.3 to 515mm (35mm FF 
equivalent), f1.9
Weight: 6.6 lb
The Z280 has a three chip CMOS sensor, similar to Sony’s 
4K broadcast cameras. The sensor design separates red, 
green and blue color capture to discrete chips, improving 
accuracy and low light capabilities. The camera supports 
HDR and allows you to record 4K 4:2:2 60fps with bitrates 
up to 600Mbps. The Z280 has wired and wireless LAN. It 
supports NFC and even has a built-in mobile cellular chip 
set that works with Sony’s network so you can upload foot-
age directly from the camera from almost anywhere. Its 
17X zoom is almost unheard of for a professional cam-
corder. The Z280 has 4-channel audio with dual XLR ins 
and time code in and out, as well as USB 3, SDI, and HDMI 
ports. If you’re looking for a broadcast quality camera in a 
small form factor, this may be the camera for you.

The Streaming Demon: JVC GY-HM200SP, $1,595
Sensor size: 1/2.33-inch
Lens: JVC 12X Zoom, 29.5 to 354mm (35mm FF 
equivalent), f1.2 – 3.5
Weight: 3.4 lb
There are a lot of professional camcorders that offer web 
streaming directly from the camera, but the JVC GY-HM-
200SP also allows you to overlay custom graphics over 
your live video stream. You can save the graphics in JPEG 
format or as a PNG to preserve opacity values, then load 
the graphics from an SD card. The camera has a USB port 
dedicated to connecting to network adapters that supports 
wired LAN, Wi-Fi and mobile adapters.

The HM200SP is built for sports production and has 
lower thirds options for game scores. JVC also offers the 
HM200HW, which has graphics designed for use by Houses 
of Worship. On both models, the control of the graphic 
overlay is achieved with a JVC app from a mobile device.

CONCLUSION
With a fi xed lens camcorder, you’ll save the expense of buy-
ing multiple camera lenses, and you’ll never have to worry 
about leaving the one you need most at home. Whether 
you’re web streaming live events, creating YouTube videos, 
shooting indie fi lms or doing a little bit of everything, there’s a 
professional camcorder out there to suit your needs.  
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For most shooters, the optimally sized bag or case will fit their camera, lenses and 
accessories without much extra space. Other gear, such as drones, lights and tripods, can 
also benefit from the protection of a case. When thinking about these various types of 
gear, it should be obvious that there isn’t such a thing as a universal bag or a perfect case 
— just the one that works best for your equipment.

BAGS AND CASES BUYER’S GUIDE 2018

In general, a “one size fi ts all” 
purchasing approach for bags 
and cases will probably leave you 
disappointed. I own more than a 
dozen bags and cases that I use on 
a regular basis. Why so many? The 
bag for my camcorder is different 
from the backpack for my DSLR. 
Likewise, I wouldn’t transport a 
drone in a case designed for a cin-
ema camera. Occasionally, I’ll swap 
out gear if I’m wanting a case for a 
specifi c activity, but the gear needs 
to be similar, like exchanging bags 
between my DSLR and my Micro 
Four Thirds (MFT) cameras. Consid-
er your unique circumstances when 
choosing a bag or case, such as how 
you intend to use it, the amount 
of gear you will be carrying in the 
bag, the quality of its craftsmanship 
and the amount of money you have 
available to spend.

To start, there are two basic types 
of cases — hard and soft. Each has 
its own benefi ts as well as its own 
disadvantages. Initially, narrowing 
down your purchasing decision to a 
hard or soft case may save you a lot 
of time as you search for the case 
that’s right for you and your gear.

HARD CASES
The fi rst obvious advantage to 
hard cases is that they are crush 
proof; however, cases are only 
impact resistant to a certain degree. 
Some manufacturers will include 
impact resistance information in 
their specifi cations. Many of the 
larger hard cases have telescop-
ing handles and wheels for easy 
transport. Hard cases are great 
for storing and transporting gear 
because they offer more durability 
and more protection in challenging 
environments such as snow, water, 

vacuumed or set out to dry, but often 
it must be replaced. The good news 
about pic foam is that it’s relatively 
inexpensive to buy a new block and 
start over. Pic foam can even be a re-
placement for custom cut foam if you 
need a more economical option.

SOFT CASES
All the advantages of hard cases create 
disadvantages in terms of portability. 
Even though many hard cases have 
wheels and/or carry straps, they can 
be very heavy. Having your camera in 
a backpack, holster or in a bag slung 
over your shoulder is incredibly conve-
nient for cinematographers who want 
the ability to quickly pull out their 
cameras and start shooting. 
     Soft cases vary widely in the 
amount of padding, water resistance, 
weight and durability of the materi-
als based on a manufacturer’s design 
and specifi cations. You may fi nd a bag 
design that you really like, which could 
ultimately dictate the choice of shell 
materials for the case.

Gear dividers for soft cases typi-
cally consist of fabric that can be 
wiped down with a damp cloth when 
necessary. Dividers can be fl exible or 
rigid and are often padded; typically, 
they are included with your soft-
sided bag purchase. Dividers are more 
durable than foam, but they lack the 
same level of protection. Many bag 
manufacturers have their own divider 
system that can even include pockets 
or pouches to better organize and 
protect your gear.

Because of the diverse selection of 
soft sided bags, closure mechanisms 
vary greatly. Velcro, zippers and 
buckles tend to be the most preva-
lent with many bags incorporating 
more than one of these systems for 
added protection.

dust and sand. They also tend to be 
stackable, which is great for storing 
lots of gear in really small spaces.

Hard cases are typically made from 
high-impact plastic polymers, which 
are lighter in weight than wood or 
metal, but still incredibly durable. 
Many cases have a way to attach a 
padlock without compromising their 
airtight integrity. When shopping 
for a case, sturdy latches and hinges 
should be a priority. Some hard cases 
are equipped with o-rings (a rubber or 
neoprene gasket that lines the open-
ing of the case) so they can fl oat or be 
submerged in water for a short period 
of time. Hard cases can also have a 
purge valve for quick equalization 
after changes in atmospheric pressure. 
This is important because without it, 
a vacuum can be created making the 
case extremely diffi cult to open. 

Hard cases often come unlined, but 
there are easy ways to pad your case 
with with either pic foam or custom 
cut foam. Padding a case yourself ver-
sus buying a pre-padded case usually is 
decided by one or more factors, such as 
the ability to customize your padding, 
availability and the cost of the case.

PIC FOAM VS CUSTOM FOAM
Pic foam comes in blocks. You just 
tear off the little cubes until your gear 
fi ts in snugly. Custom cut foam is 
probably the best at protecting gear, 
but it does cost a bit more than other 
solutions. With that said, there are 
quite a few drone cases on the market 
that feature pre-cut custom foam at 
very reasonable prices.

Sadly, foam is not forever. Over 
time, it will start to break down and 
even dry-rot, turning into trouble-
some dust. Foam also doesn’t fair 
well when it gets hit by water, dust 
or sand. Sometimes, the foam can be 
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to wear that gear bag that says “Canon” 
with pride, that creepy guy following 
you from the train station down the 
dark streets of a strange, unfamiliar city 
might also like to have his fi rst Canon 
camera, courtesy of you.

While bags being transported in 
your car may not necessitate a specifi c 
design, excessive walking with your 
gear might make you strongly con-
sider lightweight bags like backpacks, 
shoulder bags or slings. If you are 
transporting a lot of gear on a truck, 
the stacking ability of hard cases can 
be very important.

Consider a hard case when bringing 
gear to locations with extreme environ-
mental factors such as excessive heat or 
cold. Locations that expose your gear 
to torrential rain or blowing sand could 
also benefi t from storage in a hard case.

DESIGNS FOR EASY ACCESS
Top-loading holsters typically have 

a very small form factor and provide 
quick, easy access to your camera; 
many can be worn on a belt, as a belt 
or as a sling. Often, shoulder bags 
can also offer quick access to your 
camera, lenses and fi lters. Backpacks 
tend to distribute weight on both of 
your shoulders, which I fi nd to be a 
big benefi t when carrying heavy gear 
on a long shoot; a top-loading camera 
compartment on a backpack is a great 
choice for shoot-and-go activities.

FIRST IMPRESSIONS
Just like a job interview, clients will 
often base their opinions of you as a 
professional not only by the gear you 
bring to a shoot, but also by what you 
bring it in. Because of this, those bags 
and cases not only organize, protect 

 
WATER RESISTANT, WATER-
PROOF OR SUBMERSIBLE?
While both you and I can easily deduce 
the meanings of these words, the in-
dustry has a very technical view. Many 
water resistant bags won’t protect your 
gear from a heavy downpour. Some 
bags feature an additional rain jacket 
that you can place over the bag for this 
exact reason. On the opposite end of 
the spectrum, several manufacturers of 
waterproof and watertight hard cases 
have technical specs on how deep their 
cases can be submerged or how long 
some of these cases will fl oat on water.

A BAG FOR EVERY OCCASION
In many instances, the decision of 
hard versus soft cases will not only be 
affected by the type of gear you are 
carrying but how and where you plan 
on using that gear.

GEAR ON THE MOVE
Transportation of your gear often 
dictates the type of case you need. Gear 
being transported in the cargo area of 
an airplane, ship or train needs the stur-
diness, padding and locking capabilities 
of a hard case. Luggage-styled cases de-
signed to fi t into a plane’s overhead bin 
are usually soft-sided due to the weight 
restrictions of a carry-on bag; however, 
they still need ample padding. A bag 
design that allows you to easily remove 
your camera when you go through 
airport security is also a big plus.

Bags being transported on public 
transportation such as a bus or train 
might present their own considerations. 
Having discreet camera bags while trav-
eling can often be a wise choice. While 
you might be thrilled that you fi nally 
got your fi rst Canon camera and want 

and carry your gear, they also make 
a statement. You want those fi rst im-
pressions to be positive. They will help 
set the tone for your shoot and often 
your whole project. 

FOR YOUR CONSIDERATION: A 
SELECTION OF BAGS & CASES
With many of these manufacturers, 
it was hard to select just one bag or 
case, particularly when thinking about 
protecting all types of production gear. 
In some instances, we’ll note several 
items from the same manufacturer; 
however, we did try to select one item 
to highlight that was unique or had 
interesting features.

Thule Legend GoPro Backpack
This is the ultimate backpack for any 
GoPro shooter with two GoPro mounts 
integrated onto the backpack for two 
different camera perspectives. It has a 
crush-proof outer compartment that 
will hold up to three GoPro cameras, 
LCD Touch BacPac, remote control, ex-
tra batteries and/or SD cards. Designed 
for the outdoor enthusiast, it has 
removable foam pad cushioning for 
easy cleaning of the pack. It also has a 
dedicated pouch for a hydration reser-
voir. The inner pouch of the backpack 
provides plenty of space for a laptop 
or tablet and other outdoor essentials 
like food, sunscreen and a jacket. 
Two additional outer pouches that sit 
waist-level provide quick access for 
your phone and power bars. Retailing 
for $200, the Legend Backpack has a 
limited lifetime warranty.

Tamrac Anvil Super 25 Backpack
Tamrac has a variety of backpacks and 
bags, including some sling style packs. 
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designed to support everything from 
Phantoms and 3DR Solos to much 
smaller quadcopters. If you own a 
DJI Mavic Pro, the Drone Guard BP 
200 might be the bag for you. In 
addition to holding the Mavic, the 
Drone Guard BP 200 can also hold 
a transmitter and up to four batter-
ies. This soft-sided pack features 
adjustable cushioned straps and a 
moisture wicking back. It also has 
a pocket designed to hold a 2 liter 
hydration reservoir. Economically 
priced at $100, you can’t go wrong 
with this pack.

Of course, it would be a disservice 
to drone shooters not to mention 
Lowepro’s Drone Guard Kit — a sturdy, 
padded pull-out organizer system for 
drone cases.The stand alone Drone 
Guard Kit retails for $70.

CasePro Drone Cases
CasePro makes wheeled hard cases for 
drones, especially models with hard-to-
fi nd pre-cut custom foam like Yuneec’s 
Typhoon, Autel’s X-Star or 3DR’s Solo. 
Prices range from $120 – $550.

The Anvil series of backpacks is espe-
cially appealing because of its detach-
able belt system. While this provides 
extra stability when used with the 
pack, many shooters will often detach 
the belt and use it as a stand alone 
product. Tamrac’s use of an ARC 
system allows you to add or subtract 
various sized pouches. The Tamrac 
Anvil Super 25 is designed to carry a 
DSLR with up to an 800mm lens or up 
to a 500mm lens when the camera is 
attached to a battery grip. Cushioned 
straps and a rain cover are other nice 
features. Tamrac offers a variety of 
accessories for their Anvil series that  
can be purchased separately, includ-
ing additional ARC pouches. The Anvil 
Super 25 retails for $192.

Lowepro Drone Guard BP 200
Lowepro has a vast line of economical 
bags starting as cheap as $15. They 
also have some really nice profes-
sional bags, such as their Toploader 
Pro 75 AW II. Designed for DSLRs 
and mirrorless cameras and retailing 
for $105, this holster can be worn 
four different ways and still provides 
instant access to your camera. A rain 
bag is also included.

Lowepro’s Photo Sport BP 300 AW II 
is also a good buy since this backpack 
provides both topload and sideload 
access to your camera. This pack can 
hold a DSLR or mirrorless camera 
with an attached lens and two extra 
lenses (or a fl ash), while still having 
space for a 2 liter hydration reservoir, 
a jacket and even a compact tripod. 
Retailing for $160, a built-in rain 
cover is also included.

Lowepro’s Drone Guard series is 
a crown jewel. These backpacks are 

and carry your gear, they also make 
a statement. You want those fi rst im-
pressions to be positive. They will help 
set the tone for your shoot and often 
your whole project. 

FOR YOUR CONSIDERATION: A 
SELECTION OF BAGS & CASES
With many of these manufacturers, 
it was hard to select just one bag or 
case, particularly when thinking about 
protecting all types of production gear. 
In some instances, we’ll note several 
items from the same manufacturer; 
however, we did try to select one item 
to highlight that was unique or had 
interesting features.

Thule Legend GoPro Backpack
This is the ultimate backpack for any 
GoPro shooter with two GoPro mounts 
integrated onto the backpack for two 
different camera perspectives. It has a 
crush-proof outer compartment that 
will hold up to three GoPro cameras, 
LCD Touch BacPac, remote control, ex-
tra batteries and/or SD cards. Designed 
for the outdoor enthusiast, it has 
removable foam pad cushioning for 
easy cleaning of the pack. It also has a 
dedicated pouch for a hydration reser-
voir. The inner pouch of the backpack 
provides plenty of space for a laptop 
or tablet and other outdoor essentials 
like food, sunscreen and a jacket. 
Two additional outer pouches that sit 
waist-level provide quick access for 
your phone and power bars. Retailing 
for $200, the Legend Backpack has a 
limited lifetime warranty.

Tamrac Anvil Super 25 Backpack
Tamrac has a variety of backpacks and 
bags, including some sling style packs. 

Sachtler Dr. Bag-5
Sachtler has a great reputation for 
making strong, durable tripods, but 
they also offer soft-sided bags for 
camera gear, audio gear, lighting and, 
of course, tripods. Sachtler’s Dr. Bags 
are some of my personal favorites, es-
pecially for camcorders. They feature 
an extra wide opening along with cus-
tomizable rigid dividers and internal 
LED lighting. While the Dr. Bag comes 
in multiple sizes, the Dr. Bag-5 is the 
largest size with an internal length 
of 25.6 inches. Built to fi t an ENG or 
cinema camera rig, including matte 
box, battery and microphone, without 
the need to detach anything, it allows 
you to quickly grab your camera out 
of the bag and start shooting. It retails 
for $368. For those heavier camera 
rigs, the optional Sachtler Snaplock 
Wheel and Trolley system can offer 
some much needed shoulder relief; it 
retails for $77.

Vanguard Alta Fly 55T
Vanguard VEO 37 is a messenger style 
bag that can fi t a DSLR with the lens Prices range from $120 – $550.

Lowepro Drone Guard BP 200 Vanguard Alta Fly 55T Think Tank Airport Security V3.0 Manfrotto Pro LW-99W

CasePro Drone Cases Sachtler Dr. Bag-5
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attached as well as two additional 
lenses and a thin 11-inch laptop or 
tablet. The unique feature of this bag 
is a separate bottom compartment 
that can house and conceal a compact 
tripod or monopod. Retailing at $50, 
it’s defi nitely one to consider if you 
want to travel incognito.

Vanguard’s Alta series also offers 
some nice options for travelers, most 
notably the Alta Fly 55T. This four 
wheeled trolley bag, complete with tele-
scopic handles, complies with airline 
size restrictions for carry on luggage. It 
will fi t two DSLRs with four or fi ve lens-
es (up to 300mm f/4), a fl ash unit, a 14-
inch laptop, a tablet, a tripod and other 
accessories. Additional features include 
a removable padded divider system, a 
rain cover and padded straps that allow 
you to also carry the bag as a backpack. 
A great option for the shooter-commut-
er, this bag retails for $280.

Think Tank Airport 
Security V3.0 Carry On
Think Tank’s Airport Security and 
Airport Travel series include carry-on 
bags that meet regulation specs for both 
national and international airline carri-
ers. Think Tank has cases in these series 
for DSLRs and mirrorless cameras, as 
well as designs for longer bodies such 
as camcorders and cinema cameras. 
Their Photo Airport Security V3.0 Carry 
On has a rear wheeled trolley system 
with two front feet and a retractable 
handle. The V3.0 Carry On is designed 
to hold two gripped DSLRs with lenses 
attached, two to four additional lenses 
(with a maximum lens size of 500mm 
f/4 detached or 400mm f/2.8 attached 
with hood reversed), a 15-inch laptop, 
a 10-inch tablet and related accessories. 

The bag was obviously designed by a 
veteran traveler, with nice touches such 
as TSA-approved zipper locks for the 
main compartment and a high-strength 
coated cable and combination lock for 
the laptop compartment that can also 
secure your bag to an immovable object. 
The V3.0 has a rain cover, a water bottle 
pocket, a mount for a tripod and ad-
ditional straps for larger tripods. If you 
travel frequently with your gear, then 
the Photo Airport Security V3.0 Carry 
On is well worth its $420 price tag.

Manfrotto Pro Light 
Rolling Organiser LW-99W
Manfrotto makes a variety of bags and 
backpacks including soft-sided cases 
with wheels. Known for their tripods, it’s 
no surprise that they also have some re-
ally nice padded tripod bags that range 
in price from $55 – $140. I like their Pro 
Light Rolling Organiser LW-99W, which 
retails for $395. Designed for profes-
sional light kits, this easy to maneuver 
rolling bag protects your lighting gear 
from rain, sand and dust.

Orca Audio/Mixer Bags 
with the OR-40 Sound Bag Harness
Orca has some nice bags including 
their OR-14 Video Camera Trolley 
Bag. Designed to protect and trans-
port a video camera up to 25 inches 
in length, the built-in wheeled trolley 
system with telescopic handle also has 
a padded shoulder strap. The interior 
features LED lighting, a removable top 
tray with mesh cover and a padded 
divider system. It retails for $482.

Few bags on the market focus on au-
dio gear; because of this, Orca’s most 
unique offerings are their Audio/Mixer 
Bags. In a variety of sizes and some 

even mixer-model-specifi c, these bags 
allow the user to record and mix with 
the gear still in its case. The bags can 
also be paired with the OR-40 Sound 
Bag Harness, which provides better 
distribution of the weight of the Mixer 
Bag, making your shoot much more 
comfortable. The harness retails for 
$152, while Orca Audio/Mixer Bags 
range in price from $125 – $675.

Pelican Classic-V Series 5RU 
Rack Mount Case
When it comes to hard cases, Pelican 
has a wide offering of products in 
materials designed for all uses including 
industrial, military and even underwater 
use. Many of their larger size cases in-
clude handles and wheels. Additionally, 
Pelican cases are great for stacking. Peli-
can has a great reputation for producing 
virtually indestructible cases; carrying a 
lifetime warranty, most of the cases are 
waterproof, dust-proof and crush-proof. 
Many of the cases feature O-rings as 
well as pressurization valves. The specs 
for each case include important factors 
such as weight limits for buoyancy.

Purchase options are usually with 
or without foam. Foam on the smaller 
cases is usually pic foam, while the 
larger cases tend to have custom cut 
foam. Pelican will even custom cut 
foam to your specifi cations. 

Pelican’s most unique offering is 
their collection of rack mount cases, 
which are perfect for editors on the go 
who need to bring along a powerful 
system and lots of hard drives but also 
need extra protection for very sensi-
tive gear. With an 80 – 100 pound load 
capacity, the 5RU Rack Mount Case 
features shock mounts, four removable 
heavy duty bottom casters, stainless 
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W. H. Bourne is an award-winning independent 
filmmaker who likes to shop as much as she 
likes to shoot.

You can comment on this article by going on-
line: www.videomaker.com/article/1762 2

even mixer-model-specifi c, these bags 
allow the user to record and mix with 
the gear still in its case. The bags can 
also be paired with the OR-40 Sound 
Bag Harness, which provides better 
distribution of the weight of the Mixer 
Bag, making your shoot much more 
comfortable. The harness retails for 
$152, while Orca Audio/Mixer Bags 
range in price from $125 – $675.

Pelican Classic-V Series 5RU 
Rack Mount Case
When it comes to hard cases, Pelican 
has a wide offering of products in 
materials designed for all uses including 
industrial, military and even underwater 
use. Many of their larger size cases in-
clude handles and wheels. Additionally, 
Pelican cases are great for stacking. Peli-
can has a great reputation for producing 
virtually indestructible cases; carrying a 
lifetime warranty, most of the cases are 
waterproof, dust-proof and crush-proof. 
Many of the cases feature O-rings as 
well as pressurization valves. The specs 
for each case include important factors 
such as weight limits for buoyancy.

Purchase options are usually with 
or without foam. Foam on the smaller 
cases is usually pic foam, while the 
larger cases tend to have custom cut 
foam. Pelican will even custom cut 
foam to your specifi cations. 

Pelican’s most unique offering is 
their collection of rack mount cases, 
which are perfect for editors on the go 
who need to bring along a powerful 
system and lots of hard drives but also 
need extra protection for very sensi-
tive gear. With an 80 – 100 pound load 
capacity, the 5RU Rack Mount Case 
features shock mounts, four removable 
heavy duty bottom casters, stainless 

steel handles and coupling catches for 
secure stacking. Retailing at $1,850, 
it has everything you’d expect from a 
Pelican case and so much more.

Nanuk Nano 330
Featuring a lifetime warranty, Nanuk 
offers a large, colorful line of hard 
cases that are watertight and rugged; 
their specs on temperature range and 
buoyancy are also impressive. Many 
Nanuk cases share features similar to 
their main competitor, Pelican. Person-
ally, I like the various colors of Nanuk 
cases; I fi nd that they are helpful as far 
as remembering what gear is in what 
case instead of squinting at illegible 
handwriting scribbled on board tape.

All of Nanuk’s cases note TSA travel 
specs; TSA locks are even available. 
Their Wheeled and Long series cases 
feature reinforced metal padlock holes 
to secure your gear when traveling. 
Many of Nanuk’s smaller cases feature 
both a handle as well as a convenient 
shoulder strap. Nanuk has one of the 
most extensive hard case lines for DJI 
products — they even have a case to 
protect your DJI goggles.

Optional Nanuk accessories avail-
able include pic foam or custom cut 
foam, padded dividers and custom 
labeling or printing of your company’s 
logo on the sides of your cases. Nanuk 
offers waterproof aluminum or Lexan 
panels and several of their cases are 
suitable for both top and bottom panel 
mounts for customizing production 
gear while still remaining waterproof.

The Nanuk case I like the most is 
their Nano 330. I consider my phone 
one of the most valuable and versatile 
tools that I own. Water resistant and 
waterproof phone cases can provide a 

lot of protection; however, they can’t 
protect my phone from extreme ele-
ments like very hot or cold tempera-
tures. Fortunately, the Nano series can! 
The Nano 330 also features a conve-
nient strap, which you can use to con-
nect the case to your belt or camera 
bag. Online retail prices vary between 
$20 – $45 depending on the color.

 
The Kelly Moore Weekender
Kelly Moore produces some great cam-
era bags with a stylish, feminine touch. 
Retailing for $299, the handcrafted 
Weekender is a testament to this. Each 
leather tote has a two-handle shoulder 
strap as well as a large padded, adjust-
able crossbody strap. The Weekender 
features an interior customized basket 
with three large and two medium ad-
justable padded dividers to accommo-
date your DSLR or mirrorless camera as 
well as several lenses and accessories. 
You can also carry a 15-inch laptop be-
tween the body of the bag and the bas-
ket. The basket is removable so if you’re 
traveling and have limited space, the 
camera bag can also double as a purse, 
which I think has tremendous value. 

Ona Brixton Camera/Laptop 
Messenger Bag
For the stylish guy or gal, Ona’s leather 
Brixton Messenger Bag provides storage 
for your DSLR, three lenses, accessories 
and a 13-inch laptop. There are four 
movable interior dividers to confi gure 
the bag to accommodate your gear. 
Dual front accessory pockets can hold 
small, quick-access items such as lens 
caps, batteries or fi lters. There’s a rear 
open slip pocket that’s large enough for 
a 10-inch tablet. Retailing for $439, this 
classically styled bag features a top grab 

handle as well as an adjustable 54-inch 
padded shoulder strap.

Tenba DNA Messenger 15
Tenba’s DNA series features soft sided 
bags made of sturdy water repellent 
fabric with a waterproof bottom. 
These rugged bags are great in the 
fi eld but are also quite fashionable on 
a corporate shoot. DNA Messenger 
bags come in several different sizes, 
colors and widths. Their DNA Messen-
ger 15 has a removable, padded insert 
that protects a mirrorless camera 
system with three to fi ve lenses or a 
DSLR with with two to three lenses 
(including a DSLR with an attached 
24-70mm 2.8 lens); the bag can also 
fi t a 15-inch laptop and a tablet. The 
DNA Messenger 15 has a reversible 
weather wrap that has a silver side 
to refl ect the heat or a black side to 
keep your gear toasty in the winter. 
Available for $170, this versatile bag 
should provide you with options for a 
variety of shooting occasions.

FINAL THOUGHTS
Finding the right bag or case for your 
gear can be challenging, particularly if 
this is the fi rst one you’ve ever pur-
chased. Consider how you’ll be using 
your gear and what you envision as 
the most convenient way to carry it all. 
If you look hard enough, you can fi nd 
something to fi t almost any budget. 
Don’t skimp on your bags and cases; 
your gear deserves to be protected.  

Nanuk Nano 330 The Kelly Moore Weekender Ona Brixton Camera/Laptop Messenger Bag Tenba DNA Messenger 15
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BY LANDON DYKSTERHOUSE

A Look inside 
the Film 
Festival 
Selection 
Process
The film festival submission process 
is often shrouded in mystery. In this 
article, we get an inside look at the 
programming process from some of 
the top film festivals in the country, 
including SXSW and Doc NYC, as well as 
up-and-coming film festivals like the Las 
Vegas Film Festival and the New York 
Latino Film Festival.

The fi lm festival submission process can be a time of 
mixed emotions for fi lmmakers. On one hand, you 
are feeling elated and are eager to show your fi lm 
to the world. On the other hand, you are becom-

ing increasingly frustrated with the selection process and 
the rejection letters are piling up. Is your fi lm worthy of 
marquee festivals like a SXSW or Doc NYC? Or, is it better 
suited to premiere at an up-and-coming festival like the Las 
Vegas Film Festival or the New York Latino Film Festival? We 
reached out to some of the most respected fi lm program-
mers in the country at each of these festivals to demystify 
the selection process, and here’s what we learned.

Playing the Odds
Let’s start with a basic understanding of the festival screen-
ing process. At the top of the heap we have festivals like 
SXSW, where fi lmmakers from around the world dream of 
having their fi lms premiered. Jarod Neece, Senior Film Pro-
grammer at SXSW, says they receive around 8,000 submis-
sions a year and accept approximately 250 fi lms. Another 
fi lm festival titled Doc NYC, which focuses exclusively on 
documentary content, receives as many as 2,000 submis-
sions annually, and programmers screen an additional 
1,000 fi lms by attending other festivals. Doc NYC selects  
around 200 fi lms total. 
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Playing the Odds
Let’s start with a basic understanding of the festival screen-
ing process. At the top of the heap we have festivals like 
SXSW, where fi lmmakers from around the world dream of 
having their fi lms premiered. Jarod Neece, Senior Film Pro-
grammer at SXSW, says they receive around 8,000 submis-
sions a year and accept approximately 250 fi lms. Another 
fi lm festival titled Doc NYC, which focuses exclusively on 
documentary content, receives as many as 2,000 submis-
sions annually, and programmers screen an additional 
1,000 fi lms by attending other festivals. Doc NYC selects  
around 200 fi lms total. 

Basil Tsiokos, Director of Programming at Doc NYC (and 
also an associate programmer for Sundance Film Festival) 
talks about the screening process. The fi rst round of submis-
sions go through “the screening committee, which uses a 1-5 
scale — 1 being not good and 5 being excellent — and will 
score...along those lines. Everything gets watched by one per-
son and then goes through a second screening round before 
the highest scoring fi lms get to an associate programmer to 
be screened.” Scoring can be based on things like narrative 
strength, story structure, character and production quality. 

Then, those fi lms that advance to the fi nal rounds are 
screened by a small group of associate programmers who 

select fi lms based on a simpler scale such as a “yes, no 
and maybe,” says Tsiokos. 

On a smaller scale, a boutique festival like the Las 
Vegas Film Festival will receive around 600 submissions 
a year, selecting around 25-30 fi lms total. Director of 
Programming West McDowell keeps his audience in mind 
when programming with the motto, “our audience is our 
community.” 

And a festival like the New York Latino Film Festival, 
which aims to give a voice to the Latino community, will 
receive around 300 submissions each year and ends up 
selecting about 60. 
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On a local level, if your film has community 
appeal, it may be worth submitting. In my own 
experience, our 2015 doc “Beats4Tanner” was 
selected to premiere at LVFF partly because the 
story had a local appeal. The film centers around 
a 16-year-old electronic DJ who suffered from 
terminal brain cancer. His final wish was to play 
the Rehab pool party at the Hard Rock Hotel 
Las Vegas. This local appeal helped the film get 
selected. McDowell said “Knowing the audience 
is Las Vegas, there is a sense [of] inspiring every-
body, what that means to everybody — would I 
show this to someone?” 

McDowell points out, however, that this may 
not be the same thought process a larger interna-
tional festival  has when programming.

Programming Trends
Regarding current trends in pop culture or the 
news cycle, film festivals like Doc NYC has spe-
cific sections that reflect the current happenings, 
including a “Fight the Power” section for activist 
docs. The sections can be an organic reflection of 
what comes through the submissions in a given 
year. Tsiokos says “last year, there was a trickle 
of films with Trump and fascism themes, so we 
created a section called ‘New World Order’ to 
respond to that.”

For Calixto Chinchilla, Founder and Execu-
tive Director at NYLFF, he also saw an uptick of 
Trump-era themed films and how that affects La-
tinos specifically. Yet he is quick to note, “It’s got 
to be original, I want to see balance. It’s easy to 

So, based on simple math alone your chances 
of getting into a festival like South by South 
West are less than 5 percent, while submitting 
to a smaller festival like NYLFF increases your 
odds of getting selected to around 20 percent. 

When choosing a festival to submit to, you 
should do your research. The goal of all the 
festival programmers we talked to is to have a 
balanced line-up, comprised of diverse film-
makers and content.

What Programmers Look For
Now that you have received a devastating 
dose of reality and still desire to take the film 
festival route, you should probably know what 
programmers put the most emphasis on when 
making selections.

The answer is always “story: did it have some-
thing to say, were we affected by it… does it start 
a conversation?” says Neece. Both Neece and 
Tsiokos echo that a film doesn’t have to be “shiny 
and glossy.” “Production value is not necessarily 
the focus,” says Tsiokos. Things that are important 
are “something that is fresh and different… or a 
familiar story with a spin on it,” Tsiokos adds. 

Even films that are shot exclusively on an 
iPhone can land a spot at marquee festivals. Just 
look up the Sundance hit “Tangerine,” which 
premiered back in 2013 and was shot exclu-
sively on an iPhone 5s.

Basil Tsiokos, 
Director of 
Programming 
at DOC NYC 
and associate 
programmer 
for Sundance 
Film Festival, 
says festival 
submissions go 
through a screening 
committee, which 
uses a 1-5 scale: 1 
being not good and 
5 being excellent.

Jarod Neece, Senior Film Programmer at SXSW, says 
they receive around 8,000 submissions a year and 
acce t a ro i atel   l s  

A Look inside the Film Festival Selection Process

378 F05 Film Festival Selection Process.indd   36 9/24/18   2:56 PM

37VIDEOMAKER >>> NOVEMBER 2018

fi lmmaker. It all starts with what you put out.”
McDowell’s philosophy differs, however. He 

says, “We are not even looking at it” when asked 
about the importance of a trailer and key art. 
Neece mirrors McDowell’s statement, saying 
“We only watch the fi lm, we will read what they 
write online only if we are interested in the 
fi lm.” Things like key art, trailer and social me-
dia following only come into play when decid-
ing between two fi lms that have made it into the 
fi nal rounds of the selection process and one 

has to be chosen. “On that level, trailer, key im-
ages are important because that helps someone 
decide I want to see that versus something else.” 
Tsiokos says.

Campaigning for Your Film
There is a thin line between campaigning for 
your fi lm and bugging a programmer. Tsiokos 
from Doc NYC quickly shoots down the idea 
that campaigning can get you an advantage. 

On a local level, if your fi lm has community 
appeal, it may be worth submitting. In my own 
experience, our 2015 doc “Beats4Tanner” was 
selected to premiere at LVFF partly because the 
story had a local appeal. The fi lm centers around 
a 16-year-old electronic DJ who suffered from 
terminal brain cancer. His fi nal wish was to play 
the Rehab pool party at the Hard Rock Hotel 
Las Vegas. This local appeal helped the fi lm get 
selected. McDowell said “Knowing the audience 
is Las Vegas, there is a sense [of] inspiring every-
body, what that means to everybody — would I 
show this to someone?” 

McDowell points out, however, that this may 
not be the same thought process a larger interna-
tional festival  has when programming.

Programming Trends
Regarding current trends in pop culture or the 
news cycle, fi lm festivals like Doc NYC has spe-
cifi c sections that refl ect the current happenings, 
including a “Fight the Power” section for activist 
docs. The sections can be an organic refl ection of 
what comes through the submissions in a given 
year. Tsiokos says “last year, there was a trickle 
of fi lms with Trump and fascism themes, so we 
created a section called ‘New World Order’ to 
respond to that.”

For Calixto Chinchilla, Founder and Execu-
tive Director at NYLFF, he also saw an uptick of 
Trump-era themed fi lms and how that affects La-
tinos specifi cally. Yet he is quick to note, “It’s got 
to be original, I want to see balance. It’s easy to 

get caught in a thematic trap, we try to stay away 
from that.” He also noted that each year the 
festival submission process begins with a clean 
slate “If we see a good fi ghting fi lm, we will show 
it; we won’t get caught up in the fact [that] we 
showed something similar to it two years ago.”

Submitting Tips
Early vs Late Submissions
When submitting early, Neece says something 
interesting. “If it’s a really good fi lm and you 
submit early, it will stand out.” In that regard it 
could potentially be a slight advantage, but he 
also goes onto say, “we always know there will 
be fi lms after the deadline…” which Neece said 
they will consider under special circumstances. 
He advises to “wait as long as you can” until you 
have your picture ready. 

McDowell also echoes Neece’s statement add-
ing, “Don’t chase the deadline; your art is more 
important.” One of McDowell’s mentors, Mike 
Plant, may have put it best when talking about 
whether or not you should get your fi lm sub-
mitted as soon as possible, he says: “No one is 
waiting for it.”

While most of the festivals will screen a sub-
mission after the fi nal deadline if an extension is 
granted, Tsiokos advises this could actually hurt 
your chances of being selected. “A fi lmmaker 
should just submit by a deadline. Don’t ask for 
extensions because we can’t guarantee we will 
watch it after deadline.” Another thing you have 
to ask yourself as a fi lmmaker is if you are up 
for someone else to watch it, because it will be 
judged. “If you feel uncomfortable you should 
not do it,” Tsiokos says.

All the programmers add that if you submit a 
rough cut of your fi lm to make a deadline, you 
should make a cue card at the beginning stating 
“work in progress” or note what other elements 
of the fi lm that still need to be completed to 
fi nalize the fi lm, such as “needs color correction 
and audio mixdown.”

Artwork, Trailer and Social Media
One of the biggest questions I had as a fi lmmak-
er for these programmers was about how things 
like the fi lm’s key artwork, trailer and social 
media play into the submission process. 

Chinchilla says “If you have a good fi lm you 
should be marketing it; realize the power in that. 
I’m a guy who looks at social profi les a lot. I look 
at it from a creative perspective; it keeps my 
cultural intelligence intact because it helps me 
market.” Chinchilla says, “If I am intrigued by 
a good trailer online I will keep my eye on that 

“Did it have something to say, were we af-
fected by it... does it start a conversation?”
– Jarod Neece

Calixto Chinchilla 
is the Founder and 
Executive Director 
of the New York 
Latino Film Festival 
(NYLFF). He advises, 
“If you have a good 
 l  ou should e 

marketing it; realize 
the power in that. “
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He asks, “Why? What do you hope to get out 
of that? There is a misconception you need to 
make a personal connection.”

 “If a fi lmmaker meets me at another festival 
in person,” Tsiokos continues, “that’s one thing. 
If a fi lmmaker comes out of nowhere, one 
time that’s fi ne, but there’s not much I can say, 
besides ‘great, look forward to seeing the fi lm’… 
It doesn’t do much for us, we still need to look 
at the fi lm.”

Neece says, “You should make some sort of 
a connection, just be cool about it. Email me 

that’s great, that’s perfect, but people that over-
extend that welcome can hurt themselves.” 

McDowell agrees with both Tsiokos and 
Neece that campaigning for your fi lm could 
either help or hurt your chances depending 
on how you approach it. “There is no tem-
plate for that. If you have a good movie, let 
it speak for itself. Why are you campaigning 
it? It’s not an effi cient way for your art to be 
taken serious. It’s more of a red fl ag than a 
green fl ag.”

In my personal experience, I’d have to say 
campaigning can certainly help your odds of hav-
ing your fi lm selected. The key is to campaign 
in a tasteful way. When our fi lm “Beats4Tan-
ner” was submitted to LVFF in 2015, I had a 
mutual friend introduce me to McDowell before 
the festival. I went to meet him in person and 
explained why I thought my fi lm could be a good 
fi t for LVFF, and it got selected. The local aspect 
of our fi lm played a huge role in being selected; it 
aligned with McDowell’s philosophy of building a 
strong foundation for the festival through appeal-
ing to the community.

Also, in the case of our last doc “El Pantera,” 
campaigning paid off. I sent Chinchilla a direct 
message via Instagram with the fi lm’s trailer, 
movie poster and a small note. I respectfully ex-
plained to him that I thought our fi lm would be a 
great fi t for NYLFF because it featured a Mexican 
MMA fi ghter who had a huge Latino fanbase. 
Ultimately, the message paid off. The fi lm was 
selected to premiere at NYLFF. It also took home 
an award for “Best Documentary Film” and went 
on to get distributed by Fox Latin America. Chin-
chilla says, “Just talk to people, you never know 
where that conversation can lead.” 

Dispelling a Myth
A lot of times we see popular fi lms play multiple 
fi lm festivals. It leaves you wondering: How much 
do politics play a role in the fi lm festival circuit? 
When asked about the topic, Chinchilla says, “Not 
going to lie, it’s something we don’t talk about, 
sometimes it’s politics and who you know… for 
me I don’t get caught up in that.” 

At a large international festival like South By, 
Neece says “We do play a lot of studio stuff; we 
are talking quality on a lot of different levels. 
If it’s a studio fi lm, it’s going to be a headliners 
slot. It won’t take from an indie fi lmmaker slot 
from Boise…” He emphasizes the importance 
of discovering new indie fi lmmakers. “The 
whole point is fi nding those fi lms… It’s much 
better for us to fi nd a no name (fi lmmaker) 
from Boise — way better for our brand to dis-
cover fi lmmakers.” 

Tsiokos says, “If a fi lm has gotten picked up for 
distro, it’s an endorsement and stamp of approval 
it will work in the marketplace; that’s a good 
thing.” He goes onto say “A fi lm doesn’t have to 
have representation; the fi lm has to be good. If 
it’s not, our audience is going to let us know and 
they are not going to trust our taste.” 

“It comes back to having an even balance of 
fi lms that come from all over. Some that are 
available and some that already have distribu-
tion,” says Neece. Most important for indie fi lm-

makers to know is that if a studio backed fi lm or 
a fi lm with an A list actor is shown in the festival, 
it does not take the slot an indie fi lm might oc-
cupy. That’s why there are different sections.

Premiere Versus Non-Premiere Status
“Premiere status we like, if your fi lm’s been 
around the block we are not going to play it,” 
says Chinchilla. When it comes to selecting a 
great fi lm that has made the rounds versus a 
great fi lm that will be making its world premiere, 
the programmers will almost always select a 
world or U.S. premiere. Neece says, “Everybody 
wants to know what’s new. By getting a premiere, 
you get press and the buyers. It’s a discovery; 
festivals are a premiere driven beast.”

But sometimes fi lm festivals like Doc NYC 
will program fi lms that have played other major 
festivals. Doc NYC’s Artistic Director Thom 
Powers and programmer Tsiokos both play a 
role in other festival programming, Powers at 
Toronto International Film Festival and Tsiokos at 
Sundance. There is a certain number of fi lms, ap-
proximately 1500 out of the total 3500 submis-

“Just talk to people; you never know where 
that conversation can lead” 
– Calixto Chinchilla

Las Vegas Film Festival will receive around 600 submissions a year, selecting 
around   l s total  ecause  is a local esti al, irector o  Progra

ing est Mc owell kee s the co unit  in ind when chosing which  l s 
to screen

A Look inside the Film Festival Selection Process
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Landon Dyksterhouse aka The Mash-Up King is an award-
winning documentary filmmaker and founder of the 
independent documentary film company D-House Enter-
tainment. 

You can comment on this article by going online: 
www.videomaker.com/article/29456

makers to know is that if a studio backed film or 
a film with an A list actor is shown in the festival, 
it does not take the slot an indie film might oc-
cupy. That’s why there are different sections.

Premiere Versus Non-Premiere Status
“Premiere status we like, if your film’s been 
around the block we are not going to play it,” 
says Chinchilla. When it comes to selecting a 
great film that has made the rounds versus a 
great film that will be making its world premiere, 
the programmers will almost always select a 
world or U.S. premiere. Neece says, “Everybody 
wants to know what’s new. By getting a premiere, 
you get press and the buyers. It’s a discovery; 
festivals are a premiere driven beast.”

But sometimes film festivals like Doc NYC 
will program films that have played other major 
festivals. Doc NYC’s Artistic Director Thom 
Powers and programmer Tsiokos both play a 
role in other festival programming, Powers at 
Toronto International Film Festival and Tsiokos at 
Sundance. There is a certain number of films, ap-
proximately 1500 out of the total 3500 submis-

sions, that come from those festivals, and after 
going through the selection process, some of 
those are programmed for Doc NYC. 

After talking to all these different program-
mers, it’s reassuring to know that, no matter 
how you approach a film festival, the most 
important thing is the film itself. If your story 
is a unique, authentic piece of work, it will rise 
to the top. Neece says, “It’s not about famous 
people, or a sales agent, or who your publicist 
is.” What is important is that you “make the best 
film, make an authentic piece of work that is 
not a copy,” Tsiokos says, “Your film is the one 
that’s doing the heavy lifting. In fact, it’s doing 
all the heavy lifting. Spend money on your film, 
not the programmers’ attention.“ 
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to fi nd in cameras twice as large. This camcorder features 15x power optical 
zoom with 5-Axis Optical Image Stabilization that is sharp enough to use for 
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Social media has changed how 
we consume content. It’s unde-
niable; video is a powerful tool 
and social media is its home. 
While Instagram offers huge 
video sharing potential, the nuts 
and bolts of Instagram video are 
something of a mystery. 

expect from it can help you prepare 
your renders for social media success.

Specs for Delivery
Video files rendered as either an .mp4 
or .mov will play best on Instagram. 
The recommended delivery is an 
.mp4, rendered with the H.264 codec 
at 3500 kilobits per second (kbps) 
bitrate and AAC audio at 128 kbps 

bitrate. The maximum resolution 
for the file should be 1080 pixels 
wide because this is the largest size 
that Instagram will store. The rea-
son width is the standard measure-
ment on Instagram for resolution is 
that the platform serves up video in 
three different aspect ratios; standard 
landscape (1.91:1), square (1:1),  and 
vertical (4:5). The 1080 pixel width 
version is what gets used for playback 
on retina displays. For this reason, 
it is the default size for storage by 

Instagram is a widely used visual 
platform that focuses on the shar-
ing of photos and videos. It makes 
the process of creating, posting and 
sharing videos simple — a process 
that anyone with a mobile phone can 
master in minutes. A quick recording 
made with the press of button can get 
beautified with templated color grades 
and shared to thousands in the blink 
of an eye. The popularity of Instagram 
has made it an attractive platform 
for advertisers as well. They use the 
powerful sharing tools of Instagram to 
reach a vast audience without much 
effort. It’s estimated that 71 percent of 
US businesses advertise on Instagram.

There is a danger in all of this 
simplicity for the video professional. 
While Instagram’s tools are great for 
the social scene, they aren’t neces-
sarily built with video professionals 
in mind. Someone who’s used to 
delivering high-fidelity content to a 
post-house for distribution is at risk 
of overdoing it for Instagram. This can 
result in their high-end video get-
ting crunched down to a digital mess. 
Compare this to the novice with an 
itchy phone finger who kicks out a 
video masterpiece, and you can see 
where the danger lies. The one who 
“understands” video ends up with a 
shelled husk of a production, while 
the “inexperienced” creator makes a 
piece of art. A better understanding of 
the Instagram platform and what to 

How to Render for Instagram
by Chris Gates

Instagram. Videos that are uploaded 
at a larger size get recompressed and 
downscaled to the 1080 pixel width.

It’s important to note that, al-
though Instagram will store a file at a 
resolution of up to 1080 pixels wide, 
it displays that file at a smaller size on 
most mobile devices. Retina displays 
and High Pixel Density displays are the 
exception. So while 1080 pixels wide 
can be considered a maximum, there is 
also a minimum size recommendation 
for Instagram to ensure that the video 
will display correctly. For landscape 
video, the display size is 600 x 337. 
The minimum size for vertical video 
is 480 x 600, while the minimum size 
for square video is 600 x 600. Any-
thing smaller than these sizes would 
be scaled up, risking the appearance of 
pixel and compression artifacts. 

Knowing the range of resolution for 
uploads to Instagram — both mini-
mum and maximum sizes — will give 
you a target for output. Using a video 
compression application, such as 
Adobe Media Encoder, you can even 
make rendering output templates spe-
cifically for your Instagram videos. Re-
gardless of the range of sizes available 
for output, it’s best practice to output 
the video at the highest resolution and 

KNOWING THE RANGE 
OF RESOLUTION FOR 
UPLOADS GIVES YOU A 
TARGET FOR OUTPUT.
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How to Render for Instagram
by Chris Gates

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/19451

quality acceptable by Instagram. This 
will help to ensure a longer life for the 
video, should the platform’s presenta-
tion sizes increase in the future.

What to Choose
Instagram presents a unique opportu-
nity with its delivery of three different 
aspect ratios. A video traditionalist 
might cringe at the thought of deliv-
ering vertical video, but their fears 
should be alleviated because there 
is a place and use for all three ratios. 
The traditional landscape video is a 
great option if the Instagram video is 
being used for other deliverables that 
use that format, such as YouTube or 
broadcast. Square video, with its 1:1 

aspect ratio, is the most successful as-
pect ratio used in social media today. 
If the video is going to be delivered on 
other social platforms, such as Face-
book and Twitter, the square aspect 
ratio is a safe bet to use. Vertical video 
does have its place, as well. Vertical is 
a format that’s been proliferated by 
users creating their own content with 
their phones. It lends itself to a degree 
of authenticity and low-fi integrity 
that’s appealing to viewers looking for 
a personal connection.

Video is far beyond its roots as 
physical media being confined to an 
object and playback device. Social 
media has exponentially increased 
the number of creators and view-
ers alike. Instagram has become a 
leading platform in the world of new 
media and is a great channel for 
delivery, helping people connect with 
their target audience.   

Instagram supports wide, verticle and square aspect ratios, allow-
ing you to choose the format that best fits your video and its other 
potential uses.

VIDEO IS FAR BEYOND 
ITS ROOTS AS PHYSICAL 
MEDIA CONFINED TO A 
PLAYBACK DEVICE.
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personally liable) but with a relatively 
short list of requirements. 

You might be thinking, “why do I 
need this at all? Why can’t I simply 
choose a name for my business, make 
a website and go to work?” Well the 
truth is, you can. You can go into busi-
ness right now as a Sole Proprietor if 
you’re on your own or, if you have a 
business partner, as a Partnership. And 
while the laws on the establishment of 
these legal entities might differ from 
state to state, very often it’s as simple 
as just getting to work. Even taxes are 
fairly straightforward; profits are filed 
as your personal income tax, meaning 
there’s no separate tax for the business. 

Admittedly, determining how your 
business will be organized is not 
nearly as exciting as picking your 
company name, creating a logo or 
building a sleek website. Yet, a proper 
business structure will help you maxi-
mize profits, minimize risk and get all 
the boring stuff — taxes, paperwork, 
fees — in line. There are a handful of 
business structures that can work for 
a startup video production company, 
but the LLC is at the top of the heap. 
Here’s what you need to know.

 e ned
An LLC, short for Limited Liability 
Company, is defined by the New York 
Department of State as “an unincor-
porated business organization of one 
or more persons who have limited 
liability for the contractual obligations 
and other liabilities of the business.” 
In other words, an LLC is a business 
structure that acts like a corpora-
tion in that it limits the liability of its 
owners (i.e. if something goes awry, 
the owners of the business won’t be 

How to Set Up Your LLC
 ou re taking the entre re-

neurial route and starting our 
own ideo roduction co an , 
selecting the right usiness struc-
ture is one o  the ost i ortant 
choices ou ll e er ha e to ake

by Mark Levy and Roman Zel ichenko

easons to Set u  an  usinesses
So, why even bother creating an of-
ficial business structure when you can 
just go to work with a Sole Proprietor-
ship or Partnership?

The main reason is liability. From 
the perspective of the law, business 
owners who operate a Sole Proprietor-
ship or Partnership are not separate 
from their company. If you operate a 
Sole Proprietorship or part of a Part-
nership, you will be personally liable 
for everything your business does, 
including accidents or mistakes made 
by you. For example, if you’re film-
ing a commercial for a brand agency 
and don’t complete it on time, costing 
them business, they may sue you for 
damages for the amount their contract 
was worth. If you operate a Sole Pro-
prietorship or Partnership, that agency 
can come after your personal bank ac-
count or assets since there’s no barrier 
between you and your business.

With an LLC, however, you get the 
benefit of limited liability where you 
as the business owner cannot be held 
personally liable for your business’s 
obligations and debts. (Of course, 
there are some exceptions — because 
what’s a law without exceptions?) Tak-

Four well-known Incorporation 
Services to consider when 
forming an LLC:

• IncFile ($49 + state filing fee)
• LegalZoom ($79 + state filing fee)
• Bizfilings ($99 + state filing fee)
• Rocket Lawyer ($149 + state filing fee)
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ing the previous example of the brand agency 
commercial; if you have an LLC and don’t com-
plete the project on time, your client can’t come 
after your personal assets. In such an instance, 
especially if you have business insurance, your 
car, house, life savings, etc. will be safe.

While legal liability is probably the most com-
monly cited benefit of a creating an LLC, taxes 
comes in a close second. LLC owners can apply 
for an Employer Identification Number (EIN) 
from the IRS that allows them to be taxed as a 
corporation. The benefit here is that, instead 
of your business earnings being taxed at the 
personal income tax level, you can be taxed at a 
lower corporate tax level and at the same time 
write off business expenses. This last part is im-
portant since business expenses can including 
things like your camera, laptop and editing soft-
ware, travel costs, and even the spare bedroom 
you use exclusively as your editing studio. 

Additionally, if you have a partner, you don’t 
have to worry about disputes causing your busi-
ness to go under. LLCs do require some level of 
paperwork, and one of those documents is the 
Operating Agreement which stipulates, among 
other things, how disputes between partners 
ought to be settled. You might be thinking, “No 
way. My partner and I get each other. We’ll never 
argue.” But what are lawyers for if they don’t 
consider the worst case scenario? Things might 
seem peachy today, but you wouldn’t want to 
jeopardize your business tomorrow if a disagree-
ment comes up. An LLC’s Operating Agreement 
ensures civility and some piece of mind if — or 
rather, when — partners simply can’t agree on 
something critical to the business.

Adding “LLC” to the end of your business 
name can also give your company some ad-
ditional credibility. It indicates that you’ve 
registered with a state and shows a level of both 
permanence and seriousness that may make 
potential clients more willing to do business 
with you. Sometimes sounding fancy can be a 
good thing.

The Downsides
Operating your business as an LLC does have 
some downsides. For example, you must ensure 
that your business records are kept separate 
from your personal records, including financial 
records as well as things like meeting minutes if 
you have a partner and hold official meetings.

Additionally, creating an LLC is more expensive 
than creating a Sole Proprietorship or Partner-
ship since there is a filing fee and annual fee that 

Roman Zelichenko is a NYC-based writer, lawyer and entre-
preneur. Follow him on Instagram: @rzelichenko. Mark Levy 
is an award-winning amateur movie maker and intellectual 
property attorney based in Colorado.

differs from state to state. For example, California 
charges $70 to file for an LLC but then requires 
over $800 a year to keep that LLC alive. Delaware, 
a popular LLC filing state, charges $90 to file 
an LLC and a $300 annual fee. Each state treats 
LLCs differently, so where you file your LLC may 
depend on factors such as where you live, where 
you intend to do business, where corporate laws 
are most favorable to your line of business, etc. It 
may be best to talk to a corporate lawyer about 
how and where to set up your LLC.

How to Get Started
Actually, forming an LLC doesn’t require you to 
be a lawyer —  

But if you’re in the process of starting your 
own production company, you probably have 
enough to do. Outsourcing LLC formation to a 
business incorporation service is a great way 
to be confident that your LLC will be formed 
properly without having to spend your pre-
cious time pouring over a state incorporation 
website. The best part is, these services are 
very reasonably priced, provide great customer 
service and send you all the paperwork and 
information you need.  

You can comment on this article by going online:  
www.videomaker.com/article/19469

While you may not expect to disagree with your business partner, it’s still 
best to have a plan in place for that possibility. An LLC’s Operating Agreement  
ensures that those disputes won’t put your business at risk.
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tended, and then later the same year, 
you get some mechanized equipment 
that enables you to load oranges 
four times as fast and you call this 
technology Boxcar-FL for “Fast Load-
ing,” but this only works with a Fast 
Loading enabled boxcar, so when 
someone asks you how much for a 
shipment of oranges you have to ask: 
a Boxcar or a Boxcar-eXtended...and 
with Boxcar-FL loading or Boxcar-
Original loading? 

You see how complicated this can 
get, trying to maintain a standard 
while the technology is ever-evolving. 
But the bottom line is, you can still put 
oranges into any boxcar. The speed at 
which they get loaded and the amount 
of them that will fit depends on what 
type of boxcar and what type of load-
ing equipment you use.

What am I looking for?
Our boxcar example is just like the 
world of SD cards. Here you will find:
• SC “Standard Capacity” which hold 
1megabyte through 2 gigabytes and 
use the FAT16 file system
• HC “High Capacity” which are 
available in sizes between 2 GB - 32 
GB and use FAT32

SD stands for “Secure Digital” — it’s 
a technical specification published in 
the waning years of the 20th century, 
created by three digital giants: Pana-
sonic, SanDisk and Toshiba.

The cards have evolved and will 
continue to evolve in a few ways — 
the biggest two are storage capacity 
and speed. Coming up with a standard 
in a world that’s constantly evolving 
has added a bit of complexity to un-
derstanding how the cards can differ 
while still remaining “standard.”

As cameras have increased their 
video resolution and framerate capa-
bilities over the years, the SD specifi-
cations have evolved to include more 
space and faster write times. However, 
since the cards (for the most part) 
have remained identical in size and 
shape, it’s possible that you’ll put a 
card in a camera, turn it on, hit record 
and discover that the card can’t save 
data as quickly as your camera can 
produce it. This can spell disaster if 
you don’t have a backup plan.

Why is it like this?
Imagine that you have an orchard, 
and you sell oranges. In conjunction 
with a railroad company, you come 
up with a unit for selling oranges: one 
boxcar full. You know that it takes you 
a certain amount of time and labor 
to fill up a boxcar and you set your 
prices accordingly. Stores order your 
oranges by the boxcar. 

But then the next year, the railroad 
company comes up with a larger 
boxcar, twice as long as the old one 
— so you call this one a Boxcar-eX-

SHOOTING

SD card standards have evolved 
over the years, making it diffi-
cult to decide which card is right 
for your device. While there’s 
no universal answer, there are a 
couple of key factors to consider.

by Kyle Cassidy 

• XC “Extended Capacity” (because 
I guess XC sounds bigger than EC) 
which can hold between 32 GB and a 
whole terabyte and use exFAT

Most of the time, you’ll encounter 
either SDHC or SDXC cards as you’re 
shopping. As long as your camera or 
recording device — and your bud-
get — supports a larger SDXC card, 
that’s probably what you’ll want to 
use. This will be especially important 
if you’re recording high-resolution 
video at high bitrates, meaning more 
file storage space will be used up per 
minute of video recorded. 

Perhaps more important than 
capacity is the speed of your SD card. 
While capacity dictates how much 
data a card can hold, its speed will dic-
tate how fast that data can be written 
and saved. 

Marketers all too often paint 
themselves into a corner of hyper-
bole. Does “ultra” sound faster than 
“extreme”? Extreme III sounds faster 
than Extreme II, but is it faster than 
Transcend? And where does “Profes-
sional” fit in on this scale?

Luckily, all but the very first SD 
cards also have a numerical rating. 
The SD Association provides guide-

How to Choose the Right SD Card

SHOOTING

lines for classifying cards by speed. 
Designations include class 2, 4, 6, 8 
and 10, denoted with the letter C with 
a number inside of it. These classes 
correspond to the minimum write 
speed of the card — class 2 for cards 
that offer a minimum 2 megabytes 
per second, class 4 for 4 MB/s and so 
on. There are also Ultra High Speed 
(UHS) classes 1 and 3, denoted with 
a U with a number inside of it on 
the card and writing at 10MB/s and 
30MB/s respectively. The newest V 
class, for video speed class, offers 
class designations of V6, V10, V30, 
V60 and V90 with each correspond-
ing to the minimum number of mega-
bytes written per second.

You’ll also see speeds written on the 
various cards as “8x”, “32x” etc. The 
“x” means “times faster than an audio 
CD reads” — which is 150 kilobytes 
per second. Sometimes, manufactur-
ers will even provide the maximum 
speed of the card in megabytes per 
second. Weird, I know. 

To make things more confusing, dif-
ferent classes and ratings can often be 
found on the same card, since there is 
some overlap.

Why doesn’t this card work?
If a card isn’t working, check the re-
quirements on your device. Your cam-
era may not be able to take cards over a 
certain capacity. Your camera will also 
have a maximum speed at which it can 
write, so getting a card faster than that 

SC HC XC
Standard Capacity
Holds 1 MB through 
2GB and uses the 

 le s ste  

High Capacity
 Available in sizes 
between 2GB and 32GB 
and uses FAT32 

Extended Capacity
Can hold between 32GB 
and 1TB and uses exFAT
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SHOOTING
by Kyle Cassidy 

• XC “Extended Capacity” (because 
I guess XC sounds bigger than EC) 
which can hold between 32 GB and a 
whole terabyte and use exFAT

Most of the time, you’ll encounter 
either SDHC or SDXC cards as you’re 
shopping. As long as your camera or 
recording device — and your bud-
get — supports a larger SDXC card, 
that’s probably what you’ll want to 
use. This will be especially important 
if you’re recording high-resolution 
video at high bitrates, meaning more 
file storage space will be used up per 
minute of video recorded. 

Perhaps more important than 
capacity is the speed of your SD card. 
While capacity dictates how much 
data a card can hold, its speed will dic-
tate how fast that data can be written 
and saved. 

Marketers all too often paint 
themselves into a corner of hyper-
bole. Does “ultra” sound faster than 
“extreme”? Extreme III sounds faster 
than Extreme II, but is it faster than 
Transcend? And where does “Profes-
sional” fit in on this scale?

Luckily, all but the very first SD 
cards also have a numerical rating. 
The SD Association provides guide-

How to Choose the Right SD Card
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Kyle Cassidy is a writer and artist living in Phila-
delphia.

lines for classifying cards by speed. 
Designations include class 2, 4, 6, 8 
and 10, denoted with the letter C with 
a number inside of it. These classes 
correspond to the minimum write 
speed of the card — class 2 for cards 
that offer a minimum 2 megabytes 
per second, class 4 for 4 MB/s and so 
on. There are also Ultra High Speed 
(UHS) classes 1 and 3, denoted with 
a U with a number inside of it on 
the card and writing at 10MB/s and 
30MB/s respectively. The newest V 
class, for video speed class, offers 
class designations of V6, V10, V30, 
V60 and V90 with each correspond-
ing to the minimum number of mega-
bytes written per second.

You’ll also see speeds written on the 
various cards as “8x”, “32x” etc. The 
“x” means “times faster than an audio 
CD reads” — which is 150 kilobytes 
per second. Sometimes, manufactur-
ers will even provide the maximum 
speed of the card in megabytes per 
second. Weird, I know. 

To make things more confusing, dif-
ferent classes and ratings can often be 
found on the same card, since there is 
some overlap.

Why doesn’t this card work?
If a card isn’t working, check the re-
quirements on your device. Your cam-
era may not be able to take cards over a 
certain capacity. Your camera will also 
have a maximum speed at which it can 
write, so getting a card faster than that 

would be useless. At the same time, 
the resolution or frame rate you wish 
to use for your recording may require 
a faster card. Shooting 4K video on a 
class 10 card, for instance, may result 
in file corruption or a failure to record 
all together. Your camera may also, for 
some arcane reason, not work well 
with some brands of SD cards. 

Be sure to test your cards in your 
camera before any shoot. While 
trying to do a quick reshoot once 
with two actors I packed light, hop-

ing to be done very quickly with a 
minimum of fuss. 20 seconds into 
shooting my camera buffer filled up 
because it wasn’t able to write to the 
card fast enough. Thankfully, what 
I needed to reshoot was very short 
and I was able to do it in 20 second 
segments, but it underscored some-
thing that should have already been 
second nature.   

You can comment on this article by going online:  
www.videomaker.com/article/19435

SC HC XC
Standard Capacity
Holds 1 MB through 
2GB and uses the 

 le s ste  

High Capacity
 Available in sizes 
between 2GB and 32GB 
and uses FAT32 

Extended Capacity
Can hold between 32GB 
and 1TB and uses exFAT

PERHAPS MORE IMPOR-
TANT THAN CAPACITY 
IS THE SPEED OF YOUR 
SD CARD.
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because the better you play along with 
your video, the less editing will be 
required to make it all fi t. 

I will go into more detail on making 
and combining sounds later on. The 
core of foley lies in having the room 
and inventory to perform and record 
in. Full disclosure: You will need an 
ample supply of stuff, doodads and 
general bits and pieces with which to 
produce your sounds.

A handy but hardly exhaustive list 
of materials worth keeping around for 
foley sessions:

• Nuts, bolts, and screws
• Foil and metal plates
• Ball bearings and wheels
• Glass, bottles, and bowls
• Pots and pans
• Metal pipes
• Metal ropes and wires
• Wood planks and sheets
• Hammer(s) - soft mallets and

  metal tipped
• Mechanical odds and ends, if it

  squeaks you might want it around
• Pillows and cushions
• Rain stick
• Hoses
• Shoes, lots of shoes!
• Surfaces: gravel, wood, stone, slate
In order to get your foley in sync, 

you should run a video monitor with 
your video proxy, transport controls 
and a SMPTE counter so you can time 
and execute your movements. That’s 
honestly half the fun and where Foley 
gives the feeling of a musical perfor-
mance. You have to play along with so 
many elements and accept the need to 
make mistakes while recording.

Recording and Mixing Environment
The original iteration of this ar-
ticle talked about using tape, VCRs, 
camcorders and DAT recorders. Our 
choice of recording mediums has 
moved on signifi cantly since then, 
and digital recording has become 
today’s mainstay.

Microphones
A shotgun microphone is always my 
fi rst choice when recording sound 
effects because of the directionality, 
balanced frequency response and 
sensitivity. Shotgun mics work equally 
well out in the open as they do in the 
studio. This will be our microphone of 
choice for the rest of the article.

Camera and Auxiliary Microphones
The easiest way to record synchro-
nized audio is by using your camera. 

To this day, I still think that audio for 
video is one of the coolest aspects of au-
dio engineering that I’ve had the chance 
to study and practice. On one side you 
have the end-product and expecta-
tion of reality that watching a scene or 
movie conveys. On the other, you have 
a blank canvas and the opportunity to 
convey something different.

Regarding sound effects, remember 
that less can be more and that you 
are not trying to replicate and create 
every single sound in a scene. Instead, 
visualize your theme and focal point, 
and stick to it.

ork  ow
It is easy to get lost in a sea of ideas 
and details. We have all been there, so 
trust me when I say that checklists are 
your friend and that the single biggest 
investment you can make in your 
project is good planning.

Create a list of your scenes and 
then break down the elements that 
make up each scene. Once com-
piled, you can start working through 
each of them and iterating through 
a process of foundation level sounds 
and detailing.

Sources
Projects are made up a blend of 
sounds that come from sound librar-
ies, foley and fi eld recordings.

Foley
The fi ne art of sound acting and 
performance has more in common 
with playing an instrument than just 
making sounds. Timing is everything 

AUDIO

sing ole  in co ination with 
free sound libraries is a great 
wa  to roduce so e eauti
ul sound e ect reels without 

breaking the bank. Read on and 
find out more!

by Blag Ivanov

Your Guide to DIY Sound Effects
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you should run a video monitor with 
your video proxy, transport controls 
and a SMPTE counter so you can time 
and execute your movements. That’s 
honestly half the fun and where Foley 
gives the feeling of a musical perfor-
mance. You have to play along with so 
many elements and accept the need to 
make mistakes while recording.

Recording and Mixing Environment
The original iteration of this ar-
ticle talked about using tape, VCRs, 
camcorders and DAT recorders. Our 
choice of recording mediums has 
moved on signifi cantly since then, 
and digital recording has become 
today’s mainstay.

Microphones
A shotgun microphone is always my 
fi rst choice when recording sound 
effects because of the directionality, 
balanced frequency response and 
sensitivity. Shotgun mics work equally 
well out in the open as they do in the 
studio. This will be our microphone of 
choice for the rest of the article.

Camera and Auxiliary Microphones
The easiest way to record synchro-
nized audio is by using your camera. 

AUDIO
by Blag Ivanov

AUDIO NOVEMBER 2018

I strongly recommend attaching an external 
microphone to your camera and bypassing the 
camera’s tinny audio. 

Staying In Sync
Dual system audio is the industry standard 
for recording audio both on location and in 
post-production. It also happens to produce the 
highest quality results.

Framerate
The style and target medium will set your frame 
rate. Film uses 24 fps, European PAL broadcasts 
use 25 fps, and American NTSC broadcasts use 
29.97 fps.

These should be the very fi rst settings you 
confi gure when you start your project.

Sample Rate and Bit Depth
Video projects use sample rates of 48KHz as a 
standard. High defi nition video has been the 
norm for a decade now. This is great news for 
audio engineers because we now have a great 
excuse, a pronounced reason, to use higher 
sample rates.

The next step up is 96KHz. In addition to the 
higher resolution, this offers a proportional 
sample rate that easily converts down to 48 
KHz. The same logic can be applied to working 
at 192KHz and sampling down to lower rates 
for different target outputs, such as Blu-ray, DVD 
or television. 

Without getting into anything too compli-
cated, 24-bit will be your default bit depth. 
Higher sample rates will slightly increase your 
CPU, memory, and storage overhead. Given the 
specifi cations on today’s machines, that should 
hardly be a concern.

Clapboards
Clapboards offer a simple and effective way to 
create transients that can be synchronized and 
to keep your project organized. You can go one 
step further by labelling your takes to include take 
numbers, sound effect name and technical details.

Sounds
Interpreting the sound you see on screen as 
plausible is a good indicator that you’re on the 
right track. A constant theme, especially during 
Foley, is that you manipulate your sounds and 
alter your performances to suit the subtle-
ties of the movements you are playing along 
to. This will make the sound that much more 
organic and believable. Again, get it right then 

and there, and the work you do in post will be 
more meaningful and not focused on fi xing 
broken sounds.

Environmental
 Water
  • Lapping water in a pan or other vessel
  • Water slowly draining from a hose
  into a vessel can be used to create 
  running water
  • Blowing bubbles at different strengths
  or through different sized hoses 
 Rain
  • Rain sticks, plastic bag, shower heads
  can all be used to create different styles
  of rain.
 Thunder
  • Waving and fl exing pieces of sheet
  metal. Vary the sound and volume by
  using sheets of different sizes.
 Wind
  • Softly blowing air at the microphone
  is basic and can get you by
  • Moving a wind fi ltered microphone
  gently in fabric can produce breezy
  sounds
  • Go outside and record some wind
 Fire
  • The slow crumpling of foil or 
  cellophane
  • Slowly crushing potato chips
  • Blowing into your microphone can
  emulate the sound of the air that a fi re 
  displaces

A hammer is just one of many tools you should have on hand for your Foley 
sessions. A variety of objects, surfaces and hammer types will give you lots of 
options for creating that perfect sound effect.
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Them’s Fighting Sounds
 Punches
  • Striking and hitting couch pillows, try 
  different sizes and densities of pillows for
  different sound qualities
  • The sound of breaking or crunching
  wood can be used to add extra weight to a
  particularly nasty hit
 Slaps
  • Slap your hand, no pain no gain
  • Slap a piece of meat, I’ve found pork
  belly cuts with skin to produce particularly
  rewarding sounds, remember to cook the
  meat after use
 Guns
  • Gunfi re in fi lm and games hardly 
  resembles their real life counterparts;
  sound effects drastically increase the
  weight and punch to give the sounds a
  more dramatic feeling
  • Model guns, while lacking originality, can
  provide source sounds that can be fi ltered
  and equalized to produce convincing m
  chanical sounds like loading or unloading
  • Editing, compressing and applying EQ to
  various pops and bangs can be used as 
  to augment existing sounds when you
  need that extra something
 Explosions
  • Animal growls that are slowed, pitched
  down and run through effects; think tigers
  and lions (now think about how many
  times you’ve heard a roar in an explosion)

Abstract
Striking metal cables, hollow pipes, and playing 
with the doppler effect is a neat way of pro-
ducing all manner of science fi ction sounds. 

Filtered white noise and pink noise are good for 
creating the backdrop rumble of a spaceship.

Footsteps
Footsteps warrant their own section because of 
their importance in creating and maintaining a 
setting by conveying scale, texture and rhythm.

Keep in mind that we can keep track of about 
fi ve discrete sources of footsteps. With fi ve or 
less you will have to provide a distinct yet uni-
form sound for each person during that scene. 
Larger numbers need to maintain a proportion 
in terms of rhythm and quantity and level. 10 
people don’t need perfect sync and 10 pairs of 
feet worth of sound, but they will still need to 
sound like 10 people and not 100.

Earlier on, I mentioned the need to have a 
good supply of shoes on hand. During Foley, try 
altering the shoes you are recording with, try 
wearing them on your hands or feet. Mimic the 
motion of walking and ask yourself the following 
questions:
 • Do the actors walk heavily with their heels?
 • What kind of shoes are they wearing?
 • What sort of surface are they walking on?

Editing, Eff ects and Signal Processing
Getting your sounds to fi t will require a solid 
command of editing and processing techniques.

Cuts and Fades
When working with lots of different sounds you 
need to keep your workspace tidy by keeping 
your sounds trim. Cut away any unneeded parts 
that can interfere with other clips or clutter your 
soundscape. And get rid of audio tails that have 
no place in your scene.

Fades and crossfades are key to getting some 
sounds to play together, thus smudging or soften-
ing a slightly rough overlap.

Try editing at the sample level when dealing 
with fi ne anchor point movements or trying to 
really nail down a sound’s start and fi nish points.

Reverb and Delay
These two effects can be used as stand alone ef-
fects or in pairs to give environments and sounds 
a sense of size or even wonder. Reverb primarily 
conveys size or distance, with delay being used to 
create echos. 

Don’t forget that a tight delay can be used to 
create a doubling effect.

Time Stretching
Stock sounds need massaging and the most com-
mon offender is duration; they are either a bit too 

long or too short. Time manipulation 
can be used within reason, but you 
can’t expect to take a four second clip 
and make it last 11 seconds. The idea 
is that you can make subtle adjust-
ments of around 10-20 percent to pre-
serve its original qualities and produce 
a natural sounding fi t.

Pitch Shifting
Time and pitch share a close bond, 
especially when you go back to tape 
recording. Slowing a tape down would 
also shift the pitch downwards. Digital 
audio allows a lot more control and 
separation across the two.

Pitching a sound down a few semi-
tones can give a sound the feeling of 
more power; the opposite applies for 
pushing the pitch up. A subtle applica-
tion can be used on dialogue to give 
the voice a different age quality. 

Purchase or Make Your Own?
Sound effects catalogues are great 
starting points to fi nd and use founda-
tional sounds. The source audio rarely 
stays in its original form and is there 
to be nudged into its fi nal shape.

I should point out that there are 
many royalty free sound libraries out 
there that provide plenty of sounds 
that you can compile and build from.

Sites like Freesound.org have been a 
staple of mine for years. Also keep an 
eye out for discounts and promotions 
that give away or heavily discount 
audio bundles.

I encourage everyone to start 
building their own sounds; you will 
do that to a degree anyway with the 
editing and alterations you apply to 
pre-fabbed sounds. There are times 
where you just won’t fi nd the exact 
sound you’re looking for and the only 
sensible solution is to go out and make 
your own. Now get out there and re-
member to have fun!  

AUDIOAUDIO NOVEMBER 2018
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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/19449

Filtered white noise and pink noise are good for 
creating the backdrop rumble of a spaceship.

Footsteps
Footsteps warrant their own section because of 
their importance in creating and maintaining a 
setting by conveying scale, texture and rhythm.

Keep in mind that we can keep track of about 
five discrete sources of footsteps. With five or 
less you will have to provide a distinct yet uni-
form sound for each person during that scene. 
Larger numbers need to maintain a proportion 
in terms of rhythm and quantity and level. 10 
people don’t need perfect sync and 10 pairs of 
feet worth of sound, but they will still need to 
sound like 10 people and not 100.

Earlier on, I mentioned the need to have a 
good supply of shoes on hand. During Foley, try 
altering the shoes you are recording with, try 
wearing them on your hands or feet. Mimic the 
motion of walking and ask yourself the following 
questions:
 • Do the actors walk heavily with their heels?
 • What kind of shoes are they wearing?
 • What sort of surface are they walking on?

Editing, Effects and Signal Processing
Getting your sounds to fit will require a solid 
command of editing and processing techniques.

Cuts and Fades
When working with lots of different sounds you 
need to keep your workspace tidy by keeping 
your sounds trim. Cut away any unneeded parts 
that can interfere with other clips or clutter your 
soundscape. And get rid of audio tails that have 
no place in your scene.

Fades and crossfades are key to getting some 
sounds to play together, thus smudging or soften-
ing a slightly rough overlap.

Try editing at the sample level when dealing 
with fine anchor point movements or trying to 
really nail down a sound’s start and finish points.

Reverb and Delay
These two effects can be used as stand alone ef-
fects or in pairs to give environments and sounds 
a sense of size or even wonder. Reverb primarily 
conveys size or distance, with delay being used to 
create echos. 

Don’t forget that a tight delay can be used to 
create a doubling effect.

Time Stretching
Stock sounds need massaging and the most com-
mon offender is duration; they are either a bit too 

long or too short. Time manipulation 
can be used within reason, but you 
can’t expect to take a four second clip 
and make it last 11 seconds. The idea 
is that you can make subtle adjust-
ments of around 10-20 percent to pre-
serve its original qualities and produce 
a natural sounding fit.

Pitch Shifting
Time and pitch share a close bond, 
especially when you go back to tape 
recording. Slowing a tape down would 
also shift the pitch downwards. Digital 
audio allows a lot more control and 
separation across the two.

Pitching a sound down a few semi-
tones can give a sound the feeling of 
more power; the opposite applies for 
pushing the pitch up. A subtle applica-
tion can be used on dialogue to give 
the voice a different age quality. 

Purchase or Make Your Own?
Sound effects catalogues are great 
starting points to find and use founda-
tional sounds. The source audio rarely 
stays in its original form and is there 
to be nudged into its final shape.

I should point out that there are 
many royalty free sound libraries out 
there that provide plenty of sounds 
that you can compile and build from.

Sites like Freesound.org have been a 
staple of mine for years. Also keep an 
eye out for discounts and promotions 
that give away or heavily discount 
audio bundles.

I encourage everyone to start 
building their own sounds; you will 
do that to a degree anyway with the 
editing and alterations you apply to 
pre-fabbed sounds. There are times 
where you just won’t find the exact 
sound you’re looking for and the only 
sensible solution is to go out and make 
your own. Now get out there and re-
member to have fun!  
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Master: 
Choosing a Music Video Genre 
Forming Ideas for Music Videos 
Contracts for Music Videos 
Pre-Production for Music Videos 
Directing Music Video Shoots 
Editing Music Video

Find the right concept and your video will appeal to audiences and show off the music to its best 
ability. But that's only the first step. You'll also need to understand the nuts and bolts of putting the 
video together, directing musicians, editing for music and even protecting yourself with an ironclad 
contract. Available in DVD or Digital Downloadable Formats.
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video set is really no different than 
this example. If you come on the set 
and start barking orders and yelling, 
your crew and talent will be on the 
defensive and as a result, you won’t 
get their best performance. Remem-
ber you are a conductor so it’s your 
job to guide everyone, not order 
them around. The ultimate goal is to 
draw out their best performance, so 
be patient and just let it happen.

 
2. Find ways to 
make performing easier 
For inexperienced talent, performing 
on camera is a very stressful thing to 

do. And if that wasn’t bad enough, 
you are also asking these folks to do 
a presentation that could have a lifes-
pan of many years and be seen by a 
huge number of people. Add to that 
your crew watching them under the 
glare of hot lights and video cameras. 
Think about how well you would 
perform in a situation like this. So 
what can you do to help things along 
and get a great performance out of 
these people? If your talent gets stuck 
during a take, a good way to get them 
going again is to have them mimic 
your presentation.

For example: you can read their 
lines and tell them to “say it like I 
say it.” In this way, you can easily 
project to them the proper pacing, 
inflection and delivery without giv-
ing any verbal direction at all. If you 
are using a teleprompter, make sure 
to write the script in a conversation-
al tone using contractions, such as 
can’t instead of can not, as needed 
to help readability.

3. Start gently, then speed up 
Don’t start right into the meat of the 
work — instead start the take by roll-
ing the camera and asking your talent 

Directing Inexperienced Talent

We all have seen scenes featuring 
directors with their berets and mega-
phones, yelling orders to their actors. 
It should come as no surprise that 
yelling at your talent is not the best 
way to elicit a good performance. 

Think of it this way — a seasoned 
director is more like a conductor than 
a drill sergeant. Of all the heads on a 
set, the director must keep his or hers 
the coolest. The director must be the 
one that keeps all the details in mind 
while simultaneously getting the best 
performance out of the actors. This 
can be especially challenging when 
using inexperienced talent.

 
1. Give guidance, not orders 
It’s important to remember to never 
yell on your set. Each production 
set has its own “feel” and you as 
director are in control of that feel 
for your crew and talent. When 
someone yells at you how do you 
feel? Likely, you would immediately 
be startled or on the defensive. A 

How can you get the best perfor-

mance out of folks who don’t act for 

a living? Below are six tips that you 

can use to help your inexperienced 

actors shine.

by John Cassinari

about their favorite hobby or their car. 
They won’t be expecting this and it will 
set them at ease to discuss something 
they have intimate knowledge of rather 
than those lines they have been prac-
ticing in the shower all week.

Once they seem calmer, you can 
start directing the real scene and you 
will definitely get a better, more re-
laxed performance.

 
4. Rehearse those lines 
Rehearse with your actors and always 
roll the camera during the rehearsal. 
Many times the rehearsal becomes the 
best take because there was no pres-
sure to get it right and the talent just 
did it naturally. 

 
5. Earlier takes are better 
The performance level is always 
better earlier in the shoot than later. 
As the shoot wears on the talent will 

Keeping a calm 
and level head on 
set is the first step 
to getting better 
performances out 
of novice talent. 
They’re probably 
already nervous, so 
there’s no need to 
add to their stress.
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do. And if that wasn’t bad enough, 
you are also asking these folks to do 
a presentation that could have a lifes-
pan of many years and be seen by a 
huge number of people. Add to that 
your crew watching them under the 
glare of hot lights and video cameras. 
Think about how well you would 
perform in a situation like this. So 
what can you do to help things along 
and get a great performance out of 
these people? If your talent gets stuck 
during a take, a good way to get them 
going again is to have them mimic 
your presentation.

For example: you can read their 
lines and tell them to “say it like I 
say it.” In this way, you can easily 
project to them the proper pacing, 
inflection and delivery without giv-
ing any verbal direction at all. If you 
are using a teleprompter, make sure 
to write the script in a conversation-
al tone using contractions, such as 
can’t instead of can not, as needed 
to help readability.

3. Start gently, then speed up 
Don’t start right into the meat of the 
work — instead start the take by roll-
ing the camera and asking your talent 

Directing Inexperienced Talent
by John Cassinari

about their favorite hobby or their car. 
They won’t be expecting this and it will 
set them at ease to discuss something 
they have intimate knowledge of rather 
than those lines they have been prac-
ticing in the shower all week.

Once they seem calmer, you can 
start directing the real scene and you 
will definitely get a better, more re-
laxed performance.

 
4. Rehearse those lines 
Rehearse with your actors and always 
roll the camera during the rehearsal. 
Many times the rehearsal becomes the 
best take because there was no pres-
sure to get it right and the talent just 
did it naturally. 

 
5. Earlier takes are better 
The performance level is always 
better earlier in the shoot than later. 
As the shoot wears on the talent will 

John Cassinari is Executive Producer at Imagina-
tion Unlimited, a video production company 
headquartered in Orlando, Florida. He also 
taught advanced video post production editing 
at the University of Central Florida.

You can comment on this article by going online:  
www.videomaker.com/article/19455

become fatigued and start to over-
think the process. To combat this, 
aim to have the most important shots 
covered earlier in the day. Save some 
of the easier shots or lines for later 
after your talent has already expend-
ed some energy. Plus, getting those 
tougher shots out of the way will give 
your talent a sense of accomplish-
ment to bolster them through the 
rest of the shoot.

 
6. Finally, know 
when to say “uncle.”
After take 30 you are not likely to 
see a better performance. This could 
be as good as it’s going to get. One 
way to avoid this issue is to rephrase 
your direction slightly. You can 
also skip a shot for now and come 
back to it later. These two tools 
will almost always reset the tal-
ent’s thinking pattern and get them 

back on track. A thousand things are 
probably going through your talent’s 
head during a shoot… “is my shirt 
wrinkled… did I get that spinach out 
of my teeth… I did unplug the iron 
at the house, right?” It’s your job as 
the director to give your talent a safe 
place to act.

Shooting with people new to the 
production process isn’t always easy, 
but with patience and flexibility, you 
can come out with great results. Use 
these tips on your next shoot to get 
the very best performance from your 
inexperienced talent.  
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distribution. Here are some ways to 
get your work out there, get it seen 
and hopefully make a few bucks in 
the process.

 
Bye-Bye DVDs
Forget about DVD sales as a revenue 
stream. I sell an occasional DVD at 
horror conventions or on my website, 
but many boxes of shrink-wrapped 
DVDs remain unopened in my offi ce. 
Meanwhile, my horror movie, “Blood-

DVDs are still wonderful to many of 
us movie-lovers. You can hold them, 
enjoy the artwork and display your 
collection on a shelf. You can enjoy 
the commentary tracks, behind the 
scenes videos and other extras.

 As a fi lmmaker, I would pack my 
DVDs with bonus features and Easter 
eggs to connect with fans. I could easi-
ly keep track of how many copies were 
sold, and only the big studios had to 
worry about their DVDs being pirated. 
Times have defi nitely changed.

 Today, it’s all about online distribu-
tion. Everything from our phones to 
our TVs are connected to the internet, 
and more content is being streamed 
every day. Making your videos has 
never been easier, but now you’re 
competing with Netfl ix and thousands 
of funny pet videos when it comes to 

Post-DVD Distribution
Oh, the good old days of DVD. 
Distribution was simple, and 
piracy was limited. Now, distrib-
uting and monetizing your videos 
is more challenging than ever.

by Joshua A.  Siegel

wood Cannibals,” has well over 2 
million views on YouTube.

DVD or BluRay discs can be nice 
gifts for your cast and crew or friends 
and family. But don’t make more than 
you’ll need. Remember that these 
discs are mementos — not a reliable 
source of revenue.

 Discrete sales are still possible, if 
you include downloads. Amazon’s 

CreateSpace was an easy way to 
self-distribute your DVDs by printing 
them on demand. CreateSpace still 
exists, but video creators are now 
encouraged to distribute their work 
using Amazon Prime Video Direct. 

How Much to Charge
Pricing your videos can be challeng-
ing. With DVDs, you could justify 
charging $10 or more because buy-
ers got a physical product. Setting 
a price for downloads is trickier. 

Amazon now encourages those who previously used Amazon’s CreateSpace for DVD print-
ing to forgo DVD distribution and instead use the Amazon Prime Video Direct platform to 
distribute and monetize their work.

DVD OR BLURAY DISCS 
CAN BE NICE GIFTS, 
BUT DON’T MAKE MORE 
THAN YOU NEED.
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Post-DVD Distribution

wood Cannibals,” has well over 2 
million views on YouTube.

DVD or BluRay discs can be nice 
gifts for your cast and crew or friends 
and family. But don’t make more than 
you’ll need. Remember that these 
discs are mementos — not a reliable 
source of revenue.

 Discrete sales are still possible, if 
you include downloads. Amazon’s 

CreateSpace was an easy way to 
self-distribute your DVDs by printing 
them on demand. CreateSpace still 
exists, but video creators are now 
encouraged to distribute their work 
using Amazon Prime Video Direct. 

How Much to Charge
Pricing your videos can be challeng-
ing. With DVDs, you could justify 
charging $10 or more because buy-
ers got a physical product. Setting 
a price for downloads is trickier. 

Charge too little and you devalue your work. 
Charge too much and audiences will look 
elsewhere for cheaper or free content. The 
safest bet is to look at what other creators 
with similar content are charging on your 
platform of choice.

Not everyone will want to buy your videos. 
Today, more people are choosing to rent for a 
short period of time. Most video distributors 
that sell downloads also offer rentals at a lower 
price. How much of that money goes to you 
depends on the distributor.

 
Monetizing Ads and Subscriptions
Luckily, downloads and rentals don’t have 
to be your only revenue streams. If you have 
enough viewers, you can monetize your vid-
eos with ads. The most common way is with 
YouTube, although you won’t make much 
money without a huge audience and millions 
of views. However, if your channel has at least 
1,000 subscribers and 4,000 watch hours in 
the previous 12 months, you can choose to 
earn money from advertisements, rentals or 
paid subscriptions.

Successful YouTubers can make a good living, 
but the majority of creators are competing for 
attention with thousands of amateur videos be-
ing uploaded every day. YouTube also has strict 
content restrictions that you may not fi nd on 
other platforms.

Many video professionals use Vimeo to show-
case their work. You can sell downloads of your 
videos with Vimeo On Demand, and customize 
your On Demand page to match your website or 
other channels.

Distributing your videos on YouTube and 
Vimeo will help audiences fi nd your videos 
through search engines. But if you have a 
website — and you should — you’ll want to 
lead users there to buy more videos. Most 
platforms have customizable players that you 
can embed on your page with a snippet of 
HTML code. 

If you create lots of content, like a series of 
video tutorials, you can build your own sub-

Joshua Siegel is a filmmaker and educator based in Northern 
California.

scription-based channel on Vimeo OTT or other 
Over the Top streaming video providers. 

Patreon is another subscription-based, fan 
supported platform that is gaining popular-
ity with video creators. Some creators also use 
crowd-funding sites like Kickstarter or Indigogo 
to raise revenue, but this can be a challenging 
and time-consuming endeavor. 

Finally, Facebook is also gearing up their 
offerings for video monetization. The platform 
now lets you monetize your videos with Ad 
Breaks or Branded Content. 

 
Adapting for the Future
If your video business still relies on DVD sales, 
it’s time to update your business plan. Look at all 
the distributions options out there and choose 
the one that’s best for your business. Remain 
focused but fl exible. 

The online distribution market is constantly 
evolving. Your video business must adapt for 
future changes while remaining true to your 
market and audience. You have to keep your 
prices fair without undervaluing your work. It’s 
a tricky game, but selling your videos online can 
help you reach a larger audience and greater 
success. Good luck!  

You can comment on this article by going online: 
www.videomaker.com/article/19450 
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YOUR VIDEO BUSINESS MUST 
ADAPT FOR FUTURE CHANGES 
WHILE REMAINING TRUE TO 
YOUR MARKET AND AUDIENCE.

Vimeo OTT is a relatively new platform that lets you monetize your content 
through your own subscription-based, over-the-top service.
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Contrary to popular belief, 
megapixels are not the best way 
to determine the quality of a 
camera’s sensor. So what defines 
a high-quality camera and how 
do I find the right camera for my 
needs? This article should point 
you in the right direction.

as you know, capture visible light — 
sometimes invisible light if you’re 
getting fancy with infrared — and turn 
it into digital signals. 

Although the process is quite compli-
cated, it can be summed up by saying 
photons that sink into a sensor produce 
electrons that can be read by your 
camera’s memory to ‘print’ an image 
that you can see. Most commonly this 
is achieved by either a CCD (charge cou-

We all know image sensors make our 
cameras work, but what makes a good 
image sensor? Which camera and 
image sensor combo is best for me 
and how will it affect the performance 
of the lenses I already own or might 
buy in the future? This handy guide 
will help you answer those questions 
and maybe even learn a few fun facts 
along the way. 

If you would like to get straight to 
fi nding the right camera for you, feel 
free to jump ahead to the camera buy-
ing guide below. Before that are some 
interesting facts about sensors and the 
science behind them. Light sensors, 

How to Choose an Image Sensor
by Sky Scholf ield

pled device) or a CMOS (complementary 
metal oxide semiconductor) sensor. 

CCD sensors record electrons pro-
duced by the photoelectric effect then 
bus them, in sequence, to a camera’s 
internal memory. The fact that CCDs 
move information from the sensor in 
sequence instead of using parallel pro-
cessing is important for many reasons 
and is one of the the defi ning differ-
ences between CCD and CMOS sensors. 
CMOS sensors, which use parallel 
processing, provide for higher speeds 
and lower power consumption. They 
do have drawbacks like rolling shutter 
and higher noise, but as of late, CMOS 
sensors have largely replaced the older 
CCD sensors. Because of their advan-
tages and advancing camera software’s 
ability to mitigate the negative draw-
backs, CMOS has come to dominate 
the digital camera market.

Getting the Right Sensor
First thing’s fi rst: The question you have 
to ask yourself is, “How much resolu-
tion do I need?” If you are working 
with print or other large scale applica-
tions where fi delity is key, you have to 
be considering the larger-end sensors. 
Somewhat intuitively, a larger sensor 
returns a larger image, giving you better 

resolution and more space to zoom, crop and/or 
print without losing fi delity. If your uses will be 
mainly on the web or in digital format you can get 
away with smaller sensors and still produce high 
quality images. 

For video, printing fi delity is obviously not an 
issue, but there are other factors that may make 
a larger sensor more desirable. For instance, 
larger sensors generally perform better in poor 
lighting conditions and are capable of producing 
more intense background blur. Crop factor and 
lens choice will also come into play, as discussed 
later in this article.

Dynamic Range
Dynamic range (DR) is also very important to 
consider. DR is defi ned as the range that an 
image sensor can capture, from the strongest 
undistorted signal (the brightest areas) to the 
weakest undistorted signal (the dark areas) in 
an image. In photography, this range can be 
augmented with the HDR (High Dynamic Range) 
function, now featured in most cameras. But in 
video, a sensor’s DR still plays an important role. 
Given the fact that video is continuous, (most) 
cameras cannot expose for several different 
levels at the same time and a sensor’s DR still 
refl ects how much detail a camera can retain in 
high contrast scenes. RED’s HDRx is an excep-
tion, since this shooting mode allows RED cam-
eras to shoot two exposures for each frame.

Your sensor’s dynamic range also plays a large 
role in how well your camera will be able to cap-
ture low light situations. If you know you need 
a versatile camera that can shoot high contrast 
scenes or in low light situations, a larger sensor 
size is t he right option for you. 

Lens
When comparing sensors and lens sizes, consider 
that sensors smaller than the baseline of 35mm 
shift the the focal length of a lens to be more 
telephoto. This is referred to as the sensor’s crop 
factor. For example, when using a Canon with an 
APS-C size sensor like those in the Rebel series, 
all of your lenses zoom in by a factor of 1.6, mak-
ing a 50mm look like an 80mm, a 70mm look 
like a 112mm and so on. This limits your wide-
angle capability and should be a major factor in 
considering what size sensor is right for you. The 
included chart should illuminate how a sensor 
will change the size of the lens that you already 
own or may buy in the future.

An item to note as well is that, contrary to 
popular belief, sensor size does not change 

Use to this chart to determine how your sensor’s crop factor with affect the final image. 
Note that the smaller the sensor, the larger the crop factor will be.
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How to Choose an Image Sensor
by Sky Scholf ield

resolution and more space to zoom, crop and/or 
print without losing fi delity. If your uses will be 
mainly on the web or in digital format you can get 
away with smaller sensors and still produce high 
quality images. 

For video, printing fi delity is obviously not an 
issue, but there are other factors that may make 
a larger sensor more desirable. For instance, 
larger sensors generally perform better in poor 
lighting conditions and are capable of producing 
more intense background blur. Crop factor and 
lens choice will also come into play, as discussed 
later in this article.

Dynamic Range
Dynamic range (DR) is also very important to 
consider. DR is defi ned as the range that an 
image sensor can capture, from the strongest 
undistorted signal (the brightest areas) to the 
weakest undistorted signal (the dark areas) in 
an image. In photography, this range can be 
augmented with the HDR (High Dynamic Range) 
function, now featured in most cameras. But in 
video, a sensor’s DR still plays an important role. 
Given the fact that video is continuous, (most) 
cameras cannot expose for several different 
levels at the same time and a sensor’s DR still 
refl ects how much detail a camera can retain in 
high contrast scenes. RED’s HDRx is an excep-
tion, since this shooting mode allows RED cam-
eras to shoot two exposures for each frame.

Your sensor’s dynamic range also plays a large 
role in how well your camera will be able to cap-
ture low light situations. If you know you need 
a versatile camera that can shoot high contrast 
scenes or in low light situations, a larger sensor 
size is t he right option for you. 

Lens
When comparing sensors and lens sizes, consider 
that sensors smaller than the baseline of 35mm 
shift the the focal length of a lens to be more 
telephoto. This is referred to as the sensor’s crop 
factor. For example, when using a Canon with an 
APS-C size sensor like those in the Rebel series, 
all of your lenses zoom in by a factor of 1.6, mak-
ing a 50mm look like an 80mm, a 70mm look 
like a 112mm and so on. This limits your wide-
angle capability and should be a major factor in 
considering what size sensor is right for you. The 
included chart should illuminate how a sensor 
will change the size of the lens that you already 
own or may buy in the future.

An item to note as well is that, contrary to 
popular belief, sensor size does not change 

depth-of-fi eld, though the focal length of the 
lens you use to get the shot you want will 
infl uence the appearance of the background 
blur in your image. The cropped image may 
also force to you move farther away from a 
subject to achieve the same shot a full frame 
sensor would give you in the original position, 
thereby emphasizing space compression and 
shallow depth of fi eld effects. 

Solutions for Smaller Sensors
Once you’ve considered all of your needs and 
the sensor that might be right for you, don’t for-
get that there are many software options that can 
help you save money by allowing you to select 
a slightly subpar sensor. Perhaps you know you 
will need a large sensor for low light situations 
but can’t afford a full frame camera. Denoising 
fi lters and plug-ins can clean up dirty footage to 
a great degree, letting you use a smaller sensor 
while still providing a high-quality image.

If perhaps you have prime lenses that of-
fer very wide apertures, this could also help 
capture low light situations on a smaller sensor 
with less noise. 

Overall, when considering different cameras 
and their sensors, draw up a diagram of your 
needs, expectations and budget. Shop with 
these factors in mind and you are sure to fi nd 
the right camera to suit your work.  

TECHNOLOGY NOVEMBER 2018

Sky Scholfield has been producing videos for clients includ-
ing National Public Radio, The Smithsonian and NGOs 
throughout Northern California for over ten years. He is 
now producing a documentary film about the Pit-River Tribe 
in Northern California.

You can comment on this article by going online: 
www.videomaker.com/article/19453

Denoising plug-ins like Neat Video can help when capturing low light situa-
tions with a smaller sensor. 
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the voice over that 
serves as the 
foundation for the 
short on inter-
views with the 
protagonist’s real-
life counterpart. “I 
interviewed him 
about three times, 
and those inter-
views were more 
like general chats 
that went on for 
about an hour or 
two each time,” 
Regan explains. 
“He knew the in-
tention was never to use his voice, so 
he was happy to chat openly.”

Regan then had to find a way to 
shape those raw interview record-

The idea for director Charlotte Re-
gan’s latest short film came up natu-
rally. “Drug Runner,” which debuted 
as a Vimeo Staff Pick, tells the true 
story of a 15-year-old cocaine dealer. 
The film’s hybrid approach explores 
how he came into the drug scene and 
the inevitable results of living on the 
wrong side of the law.

“The person it’s based on is a 
friend, and I always just felt like it 
was a story that was never told,” says 
Regan, “the reasons behind people 
getting involved in things like drug 
dealing without making the character 
a villain, because he was just a normal 
everyday kid.”

Blending Documentary and Fiction
“Drug Runner” is equal parts docu-
mentary and fiction film. Regan based 

ings into a manageable narrative: “I 
had to then make a decision on what 
sections to use, so whilst it is a ‘doc,’ 
it’s, of course, like all things, heav-
ily edited. Unfortunately, we didn’t 
quite have the budget for a 6+ hour 
film, haha!”

Instead of using the recorded 
interview directly, Regan hired actor 
Alfie Stewart to re-create the voice 
over from the edited interview tran-
scripts. She chose not to let Stewart 
listen to the original recordings: “I 
never wanted him to try and com-
pletely re-create the guy’s speech 
pattern and style. Alfie is such an 
incredible and intuitive actor, and I 
wanted him to have his own take on 
how it should be said.”

Regan gave both Stewart and 
visual actor Mitchell Brown owner-
ship over their roles. She credits their 
performances as part of what gives 
“Drug Runner” its appeal. “Mitchell 
in particular — I think it’s rare to find 

by Nicole LaJeunesse

Charlotte Regan Takes a Different Approach
to Documentary Filmmaking

“Drug Runner” uses storytelling techniques from both documentary and fiction to 
explore the troubled life of a teenager as he’s swept into his neighborhood’s drug scene.

STORIES FROM THE FIELD

that [talent] in such a young actor,” 
says Regan. “Often his first take will 
be better than any take where I have 
given him direction! He is amazing, as 
is Alfie.”

Behind the Scenes
In addition to the film’s talented ac-
tors, Regan and director of photogra-
phy Arran Green used light and color 
to bring the story to life. “The inten-
tion was always to make it a very 
colourful piece, especially initially 
when he’s falling into that world 
and loving it all,” Regan says of the 
production style. “We always see the 
desaturated gloomy council estates 
when the truth is, if you have lived 
in one from young, they are filled 
with fun and your mates and people 
you know.”

Deliberate lighting during produc-
tion combined with a color grade 
added in post contributed to the film’s 
final look. Shooting on both Arri and 
Blackmagic cameras meant a bit of ex-
tra work for colorist John Layton, but 
the result is a cohesive color palette 
that reflects the emotional impact of 
the narrative.

Regan did her own editing work 
on “Drug Runner,” which she says 
was surprisingly straightforward: 
“Because of the script/interview 
dialogue and the very literal style it 
was literally edited almost exactly 
as it was storyboarded ... I wanted it 

Charlotte Regan worked with a number of young actors in the production of “Drug Run-
ner.” Here she is giving direction to some of them on location.

Mitchell Brown plays the young protagonist of “Drug Runner.” His 
performance helps anchor the film’s voice-over narration.
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ings into a manageable narrative: “I 
had to then make a decision on what 
sections to use, so whilst it is a ‘doc,’ 
it’s, of course, like all things, heav-
ily edited. Unfortunately, we didn’t 
quite have the budget for a 6+ hour 
film, haha!”

Instead of using the recorded 
interview directly, Regan hired actor 
Alfie Stewart to re-create the voice 
over from the edited interview tran-
scripts. She chose not to let Stewart 
listen to the original recordings: “I 
never wanted him to try and com-
pletely re-create the guy’s speech 
pattern and style. Alfie is such an 
incredible and intuitive actor, and I 
wanted him to have his own take on 
how it should be said.”

Regan gave both Stewart and 
visual actor Mitchell Brown owner-
ship over their roles. She credits their 
performances as part of what gives 
“Drug Runner” its appeal. “Mitchell 
in particular — I think it’s rare to find 

Nicole LaJeunesse loves a good short film. She’s 
also Videomaker’s Managing Editor.

You can comment on this article by going online:  
www.videomaker.com/article/71107904

that [talent] in such a young actor,” 
says Regan. “Often his first take will 
be better than any take where I have 
given him direction! He is amazing, as 
is Alfie.”

Behind the Scenes
In addition to the film’s talented ac-
tors, Regan and director of photogra-
phy Arran Green used light and color 
to bring the story to life. “The inten-
tion was always to make it a very 
colourful piece, especially initially 
when he’s falling into that world 
and loving it all,” Regan says of the 
production style. “We always see the 
desaturated gloomy council estates 
when the truth is, if you have lived 
in one from young, they are filled 
with fun and your mates and people 
you know.”

Deliberate lighting during produc-
tion combined with a color grade 
added in post contributed to the film’s 
final look. Shooting on both Arri and 
Blackmagic cameras meant a bit of ex-
tra work for colorist John Layton, but 
the result is a cohesive color palette 
that reflects the emotional impact of 
the narrative.

Regan did her own editing work 
on “Drug Runner,” which she says 
was surprisingly straightforward: 
“Because of the script/interview 
dialogue and the very literal style it 
was literally edited almost exactly 
as it was storyboarded ... I wanted it 

to start off quite 
matter of fact, 
giving people 
clear insight into 
his position. After 
that it was just 
about know-
ing when to let 
things breathe 
and when to cut 
quickly, which 
just comes with 
many re-edits 
and a great team 
giving you honest 
feedback.”

A Collaborative Process
The feedback turned out to be an 
integral part of the production pro-
cess, especially since Regan stayed so 
close to the film from start to finish. 
“You have to be honest and harsh 
with yourself,” Regan explains. “If 
more than one person has a note — 
no matter how much you love the bit 
they are talking about — you have 
to cut it or change it, as obviously 
it’s nagging at multiple people.” She 
advises emerging directors to avoid 
that ‘ah it took five hours to film that 
shot though’ attitude, since, in her 
experience, it never improves the 
finished film.

A good team and clear commu-
nication also helped bring “Drug 
Runner” closer to Regan’s vision. For 

instance, since 
Regan had very 
little experi-
ence working 
with audio, she 
relied on sound 
designer Michael 
Ling to craft the 
all-important 
soundtrack. “We 
have worked 
on every single 
narrative project 
together,” Regan 
says of Ling, “we 
just fully know 
each other’s 

styles and what we want to achieve 
with something.”

Regan goes on to emphasize that a 
good team is important to any produc-
tion: “They’ll have a better opinion 
than you ever could if you are both on 
the same page story-wise.” 

She also advises aspiring filmmak-
ers to practice shooting and work on 
new projects as much as they can: “It 
helps you know what to try and avoid 
going onto the next one.”

Looking Ahead
Speaking of the next one, Regan plans 
to continue to explore this hybrid 
documentary-fiction format in future 
projects. However, this innovative 
filmmaker claims she has no plans 
to evolve the documentary genre. “I 
just like to tell stories that are excit-
ing me and that I feel motivated to 
tell. This style is interesting to me and 
the people I work with ... we love the 
approach of fiction filmmaking but we 
love the truth of doc stories, so its a 
nice way to merge those two things.”

Thank you to Bold Content and Dana 
Lockwood for conducting the interview 
on which this article is based.  

Mitchell Brown plays the young protagonist of “Drug Runner.” His 
performance helps anchor the film’s voice-over narration.

Regan worked closely with DP Arran Green to create the film’s 
defiantly colorful aesthetic.

“Drug Runner” aims to tell its story in a non-judgemental way, 
with real depictions of the protagonist’s home and environment.
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sub-genres will top up your doc-mak-
ing toolkit with storytelling ideas. But 
does that mean you should superim-
pose one of your favorite docu-tem-
plates on to your next film?

Story First
Errol Morris (“Thin Blue Line,” 1988) 
suggests that, when it comes to doc-
umentaries, form should definitely 
follow content. Morris would know; 
he’s made a career out of inventing a 
new form for nearly every documen-
tary he’s made. 

We read a lot about the various es-
tablished and emerging documentary 
styles and forms — the many different 
ways a director can approach the tell-
ing of a nonfiction story. 

But here’s the question: How does a 
doc maker decide on the form or style 
for her next film? Which will it be — 
essay, verité, docu-drama, journalistic, 
performative, experimental, hybrid, 
mockumentary — or something else?

If you have your heart set on master-
ing the art of documentary, you should 
certainly become a student of the form 
and expose yourself to the works of as 
many directors and doc-making styles 
as you can, from the earliest pioneers 
such as Robert Flaherty (“Nanook,” 
1922) to contemporary genre-bending 
directors like Joshua Oppenheimer 
(“The Act of Killing,” 2012).

Taking the time to immerse yourself 
in a variety of documentary styles and 

The Right Format for Your Doc
Documentary can take many 
forms, so how do you determine 
the best way to present your 
subject? Let’s take a look at how 
a few doc filmmaking heavy-
weights answer this question.

by Peter Biesterfeld

“Investigating what’s true and 
what’s false is not something that’s 
determined by a form of production, 
a form of filmmaking,” says Morris in 
a radio interview. “It’s what’s going on 
inside of you and your desire to find 
things out.”

For his penetrating interview with 
former Secretary of Defense Robert 
McNamara in “Fog of War” (2003), 
Morris broke new ground when he 
invented and deployed the Inter-
rotron — a camera rig that works 
something like a teleprompter. But 
instead of reading text on a screen 
mounted in front of the camera, Mc-
Namara was looking straight at Mor-
ris — i.e. right through the camera 
lens — making for riveting eye-to-
eye exchanges about America’s wars 
and his role in them.

Morris doesn’t have much use for 
documentary conventions and by 
challenging filmmakers to let their 
curiosity guide them, rather than a 
particular style or set of principles, 
the Academy award-winner opens 
the door to a much deeper discussion 
about the very essence of the purpose 
of documentary filmmaking.

“I’m not sure I have any idea what 
documentary filmmaking is about or “T
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nonfiction filmmaking is about,” says Morris. 
“But I do know that at heart I’m an investigator. 
What’s my goal? It’s to find out the truth.” 
Whatever documentary is, Morris says, “it’s not 
adult education. Presumably it’s an art form 
where we are trying to communicate something 
about the real world. There’s a journalistic com-
ponent, but it’s journalism plus. Something more 
than journalism.”

Fact or Fiction?
Werner Herzog (“Grizzly Man,” 2005), who is 
no slouch at blurring the lines between fact 
and fiction in some of his films, believes that 
documentaries, “should move away from pure 
fact-based moviemaking. Otherwise the Man-
hattan phone directory would be the book of 

books,” says Herzog in an interview with Vice. 
“Four million entries and every single one 
factually correct. Mr. John Smith’s address can 
be verified, but whether he has nightmares or 
whether he cries into his pillow each night, we 
do not know. And that’s where filmmaking has 
to move.”

Of course, many, if not most directors will ex-
ecute their story ideas according to documentary 
traditions and conventions; it’s the way they’ve 
always done it. Some will shoehorn a project 
into a particular storytelling style because it’s 
their brand. For example, we associate Michael 
Moore with stretching the journalistic form with 
the use of ambush interviews, opinionated stand-
ups and staged ‘actuality scenes’ — all familiar 
elements in his performative docs such as “Bowl-
ing for Columbine” (2002).

But we can be sure that’s not what Morris has 
in mind when he says documentaries ought to 
be ‘something more than journalism’ or what 
Herzog is thinking when he insists that docu-
mentary “should move away from pure fact-
based moviemaking.”

Both directors signed on as executive produc-
ers after Joshua Oppenheimer showed them 
a cut of his raw and sometimes distressing to 
watch 2012 documentary “The Act of Killing.” 

The film is about the massive political murders 
of the 1960s in Indonesia and features some of 
the perpetrators who killed more than a million 
communists, academics and opponents of the 
regime of the day, which was endorsed by the 
West — including the US. 

Now living with impunity as respected public 
figures and still close to the levers of power, 
the perpetrators are boastful of the atrocities 
they committed nearly 60 years ago. They are 
seen by the public as heroes for eliminating the 
Indonesian communist party during the height 
of the Cold War.

Innovation over Convention
It was Oppenheimer’s fearless experimentation 
with the documentary form and readiness to 
break with conventional storytelling in pursuit 
of a ‘larger truth’ that stopped both Morris and 
Herzog in their tracks to heap superlatives on 
“The Act of Killing.”  

“AT HEART I’M AN INVESTIGA-
TOR. WHAT’S MY GOAL? TO FIND 
OUT THE TRUTH.”
– ERROL MORRIS
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“Movies should have mysteries and this film 
has many mysteries,” says Morris. “Joshua 
kept it in a strange limbo land between fantasy 
and reality.”

Instead of chronicling this dark period in 
Indonesia’s recent history with talking head 

interviews, subject matter experts, narration and 
archival footage, Oppenheimer invites former 
Indonesian death-squad leaders to restage 
their killings and to direct the re-enactments in 
whichever movie genre they want. 

Oppenheimer’s participants enthusiastically 
mount and act out their grizzly dramatizations 
in a variety of cinematic and television forms, 

A seasoned script-to-screen television and video producer 
and trainer, Peter Biesterfeld is a non-fiction storyteller spe-
cializing in documentary, current affairs, reality television 
and educational production.

You can comment on this article by going online:  
www.videomaker.com/article/19452

including horror, musical and even a fake talk 
show. And Oppenheimer’s cameras record it all, 
including off-stage arguments among the actors 
about the veracity and the details of what actual-
ly happened. The result is not a historical essay 
film, nor docu-profiles of the participants, not 
really a docudrama, but rather a surreal explora-
tion of the psychology of mass murder itself.

“Surrealism hasn’t worked in film because it’s 
an artificially superimposed artistic ideology. But 
in Joshua’s film it works,” says Herzog.

 “I never saw them as re-enactments,” says 
Oppenheimer in an IndieWire interview, “but 
as performances of present day lives, stories, 
scripts that the perpetrators tell themselves so 
that they can live with themselves.” 

Oppenheimer says that he’s not making an 
observational film where he follows the lives of 
people who interest him but that his subjects 
are helping him create new realities that other-
wise would not exist without his film. 

“Cinema should maybe be about making the 
invisible visible. Not just about telling a story, or 
presenting information as in a documentary,” 
says Oppenheimer. 

He became a filmmaker because it was a 
way for him “to explore the most mysterious 
aspects of what it means to be human and to 
translate those explorations into poetic expe-
riences for the viewer,” according to Oppen-
heimer. “The form and the method have to be 
determined by the exploration itself.”  

DOCUMENTARY NOVEMBER 2018

Recommended Viewing
A Hole in the Soul (1994) dir.: Dušan Makavejev 
Dušan Makavejev is Joshua Oppenheimer’s 
mentor.

The Look of Silence (2014) dir.: Joshua Oppen-
heimer

Wormwood (2017 mini series avail. on Netflix) 
dir.: Errol Morris

Little Dieter Needs to Fly (1997) dir.: Werner 
Herzog

“CINEMA SHOULD MAYBE BE 
ABOUT MAKING THE INVISIBLE 
VISIBLE.”
– JOSHUA OPPENHEIMER
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A seasoned script-to-screen television and video producer 
and trainer, Peter Biesterfeld is a non-fiction storyteller spe-
cializing in documentary, current affairs, reality television 
and educational production.

You can comment on this article by going online:  
www.videomaker.com/article/19452

including horror, musical and even a fake talk 
show. And Oppenheimer’s cameras record it all, 
including off-stage arguments among the actors 
about the veracity and the details of what actual-
ly happened. The result is not a historical essay 
film, nor docu-profiles of the participants, not 
really a docudrama, but rather a surreal explora-
tion of the psychology of mass murder itself.

“Surrealism hasn’t worked in film because it’s 
an artificially superimposed artistic ideology. But 
in Joshua’s film it works,” says Herzog.

 “I never saw them as re-enactments,” says 
Oppenheimer in an IndieWire interview, “but 
as performances of present day lives, stories, 
scripts that the perpetrators tell themselves so 
that they can live with themselves.” 

Oppenheimer says that he’s not making an 
observational film where he follows the lives of 
people who interest him but that his subjects 
are helping him create new realities that other-
wise would not exist without his film. 

“Cinema should maybe be about making the 
invisible visible. Not just about telling a story, or 
presenting information as in a documentary,” 
says Oppenheimer. 

He became a filmmaker because it was a 
way for him “to explore the most mysterious 
aspects of what it means to be human and to 
translate those explorations into poetic expe-
riences for the viewer,” according to Oppen-
heimer. “The form and the method have to be 
determined by the exploration itself.”  
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And it’s not just color — there are 
reasons behind every creative choice 
we make. As you determine how you 
want to tell your stories, see how the 
study of the moving image can inform 
your decisions.

3. Improve your technique
After you have the basics down and 
bit of theory under your belt, it’s time 
to start expanding your skills and 

experiment with shooting techniques. 
Try moving your camera in intrigu-
ing ways. Tilting, panning and zoom-
ing are the easiest — and the most 
common — ways to add movement to 
your shots. Also, make an effort to find 
unusual and exciting perspectives you 
can use to frame your subject. This is 
why important to know the basic rules 
of perspective — you can later twist 
them to better tell your story. Instead 
of framing your subject straight on, 
try shooting them from the ground up 
or zoom in for an extreme close-up of 
your actors face. That will surely get 
your audience’s attention.

4. Use the right equipment
It’s not all about technique. Your 
camera is a powerful tool, and it’s im-
portant you get the right one for your 
project’s needs. It’s also important to 
have the proper gear. Using the right 
gear will make the shooting process 

As you progress through your career 
as a videographer, you’ll find that 
there are a few concepts that come 
up over and over again. Without a 
solid foundation in this core video 
knowledge, each step along the path 
to video production success will get 
a little more difficult. But, if you start 
simply at the beginning, you’ll be able 
to approach each new challenge with 
confidence.

1. Master the basics
If you’re new to video, it’s best to start 
simple and learn the basic founda-
tions of video shooting. Take this time 
to learn the fundamentals, like how 
control exposure and focus. This is 
also the time to learn how to effective-
ly compose your shots. Composition 
deals with how you arrange people 
and objects in the frame. There are 
guidelines you can follow that’ll make 
your shots look instantly better. For 
instance, the human eye inherently 
finds subjects that are off-centered vi-
sually pleasing, so it’s best to actively 
position your subjects away from 
the frame’s center and follow what’s 
known as the rule of thirds. Practice 
the basics until you feel completely 
comfortable operating your camera.

2. Lean into theory
Additionally, digging into topics like 
color theory will elevate the qual-
ity of your shots. Choosing the right 
colors to include in a shot, like paring 
oranges and teals together, not only 
gives your shots visual interest, but 
also visual satisfaction. Orange and 
teals are complementary to each 
other, so when they are included in a 
shot together, the shot begins to pop.

much easier and your end results will 
look more professional.

When shopping for gear, take ad-
vantage of the many resource avail-
able online — our buyer’s guides are 
always a good place to start — and 
make a trip to the camera store or 
showroom whenever possible. Take 
the time to research your options to 
find the best gear for your needs.

5. Embrace new technology
After you’ve determined what you 
want to achieve with your video, mas-
tered the necessary skills and collected 
just the right gear, it’s time to close 
the textbook, right? Not quite. New 
technology is always emerging, and if 
you want to maintain your status as an 
expert, you’ll need to know about it.

Take 360 video as an example. The 
360-degree format is fairly new to the 
video community and has its own set 
of requirements. But you still need to 
worry about lights and stabilization just 
like every other shooting format. The 
difference is that 360 cameras shoot 
in all directions, so there isn’t a single 
focal point in the frame. Placement is 
key in achieving great 360 video. Fac-
ing these kinds of challenges helps you 
continue to grow as a videographer. 
Don’t shy away from them.

The best way to develop your shoot-
ing skills is to actually go out into the 
field and start shooting. Whatever lev-
el you’re at, keep these steps in mind 
as you practice and you’re guaranteed 
improve with every new project.  

Sean is an aspiring graphic novelist and profes-
sional writer.

You can comment on this article by going online:  
www.videomaker.com/article/71105167

by Sean Berry

5 Steps to Becoming a  
Great Videographer

TAKE FIVE
5 quick production tips

There are a few core skills that every 
videographer should aim to master. 

THE BEST WAY TO 
DEVELOP YOUR SKILLS 
IS TO ACTUALLY GO OUT 
INTO THE FIELD.
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