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It has been almost a year since 
the Panasonic HVX-200 was 

released. There have been many 
questions since then, starting with 
how to get the footage off of the 
solid state P2 cards (as well as from 
the Firestore hard drives) and into 
your edit system. From there, the 
questions are about the workflow 
of shooting and archiving the 
footage in the long term. I am going 
to lay out the workflow we used in 
our production of “The Mexican-
American War” for the History 
Channel to help answer some of 
those question.

In its finished form, the special 
was about half interviews, and half 
historical re-creations. We started 
the project using the Panasonic AJ-
HDC27 Varicam, which we used to 
film all the interviews and Mexico B-
roll.  But when it came to shoot the 
re-creations, we knew we needed 
more than one camera, and our 
budget was too tight to include 

a n o t h e r 
V a r i c a m 
package, much 
less the two 
more that we 
knew we’d require.  

At NAB 2005 in 
Las Vegas, the Producer and Director 
of Photography saw the HVX-200. 
It appeared to be the camera that 
would solve all of our problems.  
It shot in the same format as the 
Varicam (DVCPRO HD 720p), also 
features VFR (Variable Frame Rate) 
and cost substantially less. We also 
like the fact that DVCPRO HD has 
a better color space — 4:2:2 as 
opposed to HDV’s 4:2:0

After a long wait — it was 
finally released that November — 
we were able to test it alongside the 
Varicam.  We sent the footage off to 
the History Channel for QC and the 
camera passed with flying colors.

Now, at the time I am writing 
this, both The History Channel and 

BEFORE THE SHOOT
Before we started shooting, we 
had to work out the logistics of 
shooting with this format.  We 
received our two cameras two days 
before principal photography, so 
we didn’t have much time.  Well, to 
tell the truth we had been working 
out a workflow before we even 
touched the camera.  We spoke with 
various Panasonic representatives 
about how this camera worked, and 
developed what we believed would 
be the best way to ensure that the 
shoot went smoothly.  We just had 
two days to verify our ideas.

We already had the shooting 
format chosen, 720p24 at 23.98, 
which both the Varicam and HVX 
shoot.  We also planned to shoot a 
few scenes at 59.94fps so that we 
could extract smooth slow-motion 
shots.  And I made sure that I could 
still use the 59.94 fps footage in a 
23.98 timeline.  After a short render, 
the footage matched the 24p 
material just fine.

Plus the HVX-200 offers the 
ability to shoot 24PN…that is 24 
native frames per second. Unlike 
the Varicam that records 24 frame 
footage in a 60 frame format — the 
extra frames discarded when you 
capture — the HVX records only 
24fps. So this is how you can get 
such small file sizes when recording 
in high-quality HD. 

WEEK ONE: P2 & LaCIE
We figured out that shooting 720p24 
at 23.98 saved us lots of space, and 
gave us more shooting time on each 
card.  That frame rate uses around 
22GB/hour, so we could get about 
8min on each 4GB card.  We had 
five 4GB cards, since that was the 
only size initially available.  With five 
cards, we were sure to have enough 
to cover continuous shooting with 
the cameras.

But, would we store this 
footage on? We needed to re-use 
the cards. So, for the first week of 
production we purchased a couple 
LaCie® 60GB Porsche bus-powered 
Firewire drives. 

How were we going to get the 
footage from the cards to the drives?  
We didn’t want to use the cameras 
for this because then we’d lose 

valuable shooting time. At the time 
my producer had a 12” Powerbook 
and I had an iBook — neither 
machine had a PCMCIA slot. 

So we opted for a cheap PC 
with a PCMCIA slot that accepted 
and read the P2 cards just fine. Since 
the P2 camera was designed around 
a PC — the viewing software is PC 
based — this worked out to be the 
perfect solution.

We tested this workflow, as 
well as the settings on the camera, 
for two full days prior to the shoot. 
By the time we got into the field, we 
had it down pat.

Because the P2 cards were 

going to be used again and again 
— with footage being copied off the 
card and the card then being erased 
— we wanted to make sure that we 
didn’t erase anything before it was 
backed up. Losing footage can be 
very costly. So my producer came 
up with a brilliant idea...

LABELING P2 CARDS IN THE FIELD
Each card has a rubber cap to 
protect it from damage, and so you 
can clearly tell which side of the card 
is up.  So using a white permanent 
marker he wrote “full” on one side 
of the cover, and “empty” on the 
other side. When a card was full, it 
was ejected and the cap was put on 
with the full side face up. Also the 

P2 Tapeless
Workflow
Helps Rewrite 
History

Editor Shane Ross uses his work for
The History Channel to illustrate
end-to-end workflow using P2 media
and the Panasonic HVX-200

D i s c o v e r y 
Channel — whom 
I also work with — do 
not accept HDV cameras as 
“B” cameras.  The footage from the 
camera looks fine, and many people 
can make it look great.  But it shoots 
MPEG-2 to tape and there are some 
production issues associated with 
that format. These networks set 
their lower limit on the HVX-200 and 
its 100MB/s data rate.  

Still, even with the HVX-200 
as an acceptable B-camera, both 
Discovery and The History Channel 
put limits on the percentage of 
footage from it that can be used in 
the final project — no more that 
25%. We pushed that limit pretty 
hard.

copy protection tab was flipped to 
protect against accidental erasure. 

Then the cards were brought 
to the download station where a 
tech would slide the P2 card into the 
PCMCIA slot of the Dell® laptop and 
copy the footage from it to one of  
the four 60 GB LaCie Porsche drives.  

We pre-labeled folders on the 
drives so that we could just drag the 
“Contents” folder and “Lastclip.txt” 
file into them — this is critical, you 
need both.  Since it was the Mexican 
American War, the folders were 
MAW B1, MAW B2, etc., (B-Camera) 
and MAW C1, MAW C2 (C-Camera) 
and so on.  Once we copied files into 

a folder, we labeled it in red.  
It takes about a minute a gig 

— 4 minutes for 4GB — to copy the 
footage over. Plenty of time seeing 
that each card recorded 8 min. This 
helped as we needed time to get 
the cards from the camera to the 
download station.

After the contents of the card 
were copied over, the card was 
then erased. We put the rubber cap 
back on with the “empty” side up, 
and returned it to the camera to be 
reused. 

By the end of the two day 
shoot, there were three full 60GB 
drives with all the footage on them. 
At the end of the day, back at the 
hotel, my producer consolidated the 

Shane Ross at work on a project for The History Channel

by Shane Ross, Los Angeles, California
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Capturing Live Music
for Video

P eople write long and detailed 
books on this subject for 

good reason: it is complex, infinitely 
variable, and much more an art or 
alchemy than a science. But even 
artists and alchemists have a starting 
point which varies depending on 
the intended outcome. So with that 
in mind, here are a few questions 
you can use to help you find your 
own starting point for capturing live 
music for video.

BEFORE THE GIG: 
Have pre-production meetings. 
Pre-production should be the place 
you start for every kind of shoot, 
but it’s especially important when 
shooting music. Just a few minutes 
of conversation will often make 
the difference between production 
success and failure.

Talk to the Performers
Start by talking with performers 
to get a sense of the nature of 
their performance. Performers will 
also tell you how they feel about 
cameras. Some won’t care about 
roving shooters on stage getting a 
close-up. Depending on what kind 
of performance it is, they may not 
even notice. In other cases, they very 
much will.

Related to that, you need to 
consider what impact your camera 
position will have on others besides 
the performer. Especially if the 

performers will be stationary, the 
audience is going to have fixed 
sightlines. This will dictate whether 
you can use a single handheld 
camera, or whether you need to be 
on a tripod. It will also start to shape 
your decision about how many 
cameras to go with. 

Talk to the Sound People
Also feeding into this is that 
whoever runs the soundboard is 
going to insist on an unobstructed 
view of the stage. Talk to the mixer 
about the PA configuration. You 
may be able to take a line level 
feed from the mixing board if every 
instrument and performer is being 
mic’d through the board. You’ll learn 
a lot about what to expect from the 
show if you’ve gotten even these 
few answers from the mixer. 

Consider the Lighting
Of course, you’ll need to consider 
stage lighting. Will you be able to 
use what’s available? Do you only 
need to augment what’s there? Or 
do you need to handle the lighting 
yourself?  

Scout the Location
Scout the location as the pre-
production conversation may have 
taken place somewhere besides 
the venue. If so, verify your set-up 
decisions. If all else fails, you can 
use your camera’s microphone, but 

you don’t want to be surprised by 
camera and lighting requirements.

You’ll want to scout proposed 
camera locations and confirm sight 
lines. Confirm mic placement, also. 
Often the room itself determines 
whether you can use room sound or 
will need to use close mic-ing. 

In any case, room sound will 
influence the recording. Start 
by checking the obvious — air 
conditioning and heating ducts, 
fans, or pinball machines.

Electrical Power
The venue is the right place to pin 
down whether power is available, 
how much and where it’s located. 
If you’re going to be using house 
power, check for AC power hum. 

Take a Test Run If You Can
If at all possible, record during the 
sound check or dress rehearsal 
—not just to check tech details or 
for backup, but because often there 
are pleasant performance surprises. 
Knowing what’s coming will help 
shape your decisions.

At THE GIG: 
Set and secure all of your 
microphones and/or cable runs. 
Distance, direction, aim, and type 
of microphone will all influence 
the sound quality and color. Use 
your ears to determine the best/
most appropriate stereo mic-ing 

by Michael Hanish

technique. Stereo mic placement is 
a whole article by itself, and I’ll talk 
about it next time.  For now, note 
that mic placement is usually a 
variation on one of two themes. 

You can get a more spatially 
accurate stereo image with a pair 
of crossed directional cardiod mics, 
55 degrees left and right of center, 
roughly 5 feet in front of an acoustic 
group or 15 feet in front of an electric 
group. For a warmer, more diffuse 
stereo image, try a spaced pair of 
omnidirectional condensers aimed 
at the performance area.

Place either array high enough 
off the floor/ground to avoid direct 
audience noise. 

Secure the camera set up. 
Secure a perimeter around each 
camera set up; sand bags and razor 
wire can help (depending on the 
nature of the gig). 

While you’re at it, secure the mic 
stand and all cable runs; otherwise, 
it’s a guarantee they’ll get knocked 
into and tripped over.

Monitoring
Monitor! Needless to say, you need 
to be able to hear clearly and in 
detail what is going to the camera. 
As importantly, you need to be 
able to hear those details over the 
ambient noise and amplified sound 
of the performance space.

Listen Up!
The bottom line for all of the above is 
to use your ears and brain. Listen!! If 
you set up the mics in a certain way 
and the sound you are monitoring 
is distorted and muddy, vary the 
directionality and distance, and see 
how it sounds. 

Experiments and experience 
are the keys. All the guidelines in the 
world can give you only a starting 
point to build your own ways of 
doing the task. But they’re a starting 
point. Tune in next time for where to 
go from there.

n

Michael Hanish is a noted writer who has 
written over the years for many industry 
publications. We first met Michael over a 
decade ago when he penned one of the 
very first articles that we ever published 
online. 
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P2 Tapeless/History Channel — continued from page 24

is that it’s a physical thing you can put on the shelf. People 
know what it is. If something happens to your project or your 
drive, the tape is there waiting for you. Tape feels hardier than 
almost anything else you can work with.

But say I have a bunch of older 3/4” tapes. They’re 
durable, but I’d be hard pressed to find a functional deck. So I 
have to take those 3/4” show masters and dub them to DV or 
Digibeta or something else current. Then they might have to 
be dubbed again to some newer format in five to 10 years if I 
want to keep having access to them, because the technology 
keeps changing.

DELIVERING MASTERS
Many networks require that the shooting masters be turned 
over to them when the show delivers.  Up until now the 
masters have always been on film or tape.  But now there 
is the issue about how to deliver the MXF files that the P2 
records.  

The issue that cropped up was that the P2 footage only 
existed on our hard drives. Sure, they are physical things that 
you can put on a shelf, but they aren’t what you’d call “durable.” 
HD DVD and Blu-Ray DVDs have a larger amount of storage 
that makes them a viable option, but until they become more 
prevalent they aren’t a solution that I can explore. 

To make things even more complicated, The Discovery 
Networks flat out will not take data files. They require tapes 
and tapes only.  So the workflow I developed for a company 
using these cameras as B-roll on a Discovery Channel series 
meant taking all the P2 footage, stringing it out on a timeline 
and outputting to tape. Then those tapes are the masters, and 
could be captured as you would any tape.

In the specific case of this company, they were using 
older Avids that don’t read the MXF data that the P2 records, 
so I brought the footage into Final Cut Pro. Recent Avids read 
the MXF natively.

In my talks with the engineers at the History Channel, 
they decided that they would accept data files as masters. So 
this meant figuring out how to archive the MXF files and how 
to deliver them to the network.	

My initial thought was DVDs, since the 4GB cards were 
separated into folders that would easily fit onto a DVD-R. But 
I’d need to burn 88 DVDs!  

The Blu-Ray and HD-DVD formats would reduce the 
number of disks, but don’t solve the bigger problem: DVDs 
aren’t the sturdiest format. They are prone to scratches and 
cracking, and no one knows how long the recordable surface 
will last.  

No, I opted for a larger format of storage that was also 
rather inexpensive as well: internal SATA hard drives. As I write 
this, you can get a 250GB drive for about $80. For the terabyte 
of storage that I needed, I bought four drives for $320. 
Then I purchased an empty Firewire case in order to attach 
these drives to the computer without having to install them 
internally and swap them out. You can also buy USB 2>SATA 
Adaptors for under $20 and do the same thing. So I copied 
over all the ‘Contents’ folders to these drives, wrapped them 
in the plastic they were shipped in, and sent them off to the 
network.

But many people question the validity of this archival 
format. Drive technology is always in flux and a drive format 
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that is popular today is old within 
5 years.  Look at SCSI and IDE 
technology.  They were each THE 
format in their day, and now they are 
on the rare side.

So what do you do in cases 
like this?  Well, you make sure that 
you will always have an adaptor 
to connect those drives to current 
technology, or you transfer to the 
newer drive format when adaptors 
become unavailable.

	
WEIGHING THE WORKFLOW
Because we shot in the winter, we 
had limited daylight and we had 
a lot of scenes to shoot.  So while 
the Varicam was busy at the main 
location, the two HVXs were off 
on two separate remote locations 
shooting other scenes.  We knew 
that the footage from all the cameras 
was shot in the same format and 
the quality would match nearly 
perfectly. So we were able to cover a 
lot of ground and get a lot of scenes 
shot in a limited amount of time, 
and reduce production costs. 

Still, one of the drawbacks of 
P2 shooting, and one that people 
are quick to point out, is that the 
cards are expensive. They say, “A 4GB 
card costs $600 dollars, and 8GBs 
over $1000.”  As an independent 
producer, that’s a lot of money up 
front.  A small handful of P2s is the 
same cost as a fully loaded computer.  
Even with prices coming down fast, 
you can easily equal the cost of the 
camera itself with what you spend 

on the necessary P2 cards.
The positive side for us is that 

you spend that much money up 
front, but the costs go down fast 
from there. The DVCPRO HD tapes 
we use in the Varicam are $40 each, 
so by the time you shoot your 20 or 
30 or even 70 half-hour tapes for a 
single show, you’re talking about a 
lot of money.  

That money is gone, as 
tape stock is referred to as an 
“expendable.”  And you can’t re-use 
a tape for broadcast production 
because they’re much more prone 
to dropouts after each use — and 
you might not have them if you’ve 
turned it in to the network as a 
master. 

Between the fixed cost of the 
P2 media, and how cheap the SATA 
drives you back them up to are, 
we’ve found that using P2 cards is 
actually cheaper over time. Again, 
over time.  

There are also production 
advantages that the HVX-200s with 
P2 cards offer us. The film-style 
workflow fits the way we work. You 
don’t need to stop the camera during 
interviews as you can pull a card out 
as soon as it is full. Or, if you want to 
make sure to avoid the camera jitter 
that might occur as you pull out the 
card, you pause the subject as you 
extract the card — just as you would 
when you change tapes. With two 
4GB cards you get 22 min, and with 
two 8GB cards you get about 45 min, 
so you have plenty of time.

Shooting re-enactments is 
exactly like film production.  You 
have actors, locations, horses, 
effects. You know exactly where the 
cameras are going to be and about 
how long each shoot will last.  If the 
card fills up, you swap it out and 
head to the download station.

This might not be as viable 
for run-and-gun shooting, cinema 
verite, or nature documentaries 
where you wait all day for the rabbit 
to come out of the hole or lion to 
yawn impressively. In that situation, 
the Firestore and Citidisk products 
are available to get you longer 
recording times.

On the other hand, we prefer 
the solid-state media. At one point 
during the historical recreations that 
were part of our Mexican-American 
War documentary, a cameraman 
was in the thick of it.  One of the re-
enactors spun around and nailed 
him.  The camera and everything was 
fine — and I used the shot because 
it was great.  But if that camera was 
equipped with a hard drive, all that 
footage might well be toast. Hard 
drives can’t take a pounding like 
that, but the P2, with no moving 
parts, could and did.

In the end, we don’t find the 
challenges of working with P2 to be 
much different than shooting with 
anything else, and the combination 
of P2 with the HVX-200 gives us 
advantages we can’t get any other 
way. The P2’s solid state media is 
durable and economical over the 
long haul for the amount of footage 
we shoot. The card can record the 
24PN format which is a huge space 
saver. We love the quality, including 
the deeper color space. We love 
the VFR shooting and how well the 
HVX200 footage inter-cuts with our 
Varicam footage.

It might not work as well for 
everyone as it has for us, but we find 
the solution a very elegant one.  

n

Shane Ross is a Los Angeles-based 
broadcast editor whose work is regularly 
seen on cable networks like The History 
Channel and Discovery. He is a popular 
host in Creative COW and you will find him 
hosting in the Panasonic P2 and Apple 
Final Cut Pro forums.On the set of the Mexican-American War for The History Channel

Prices shown are for customers in the USA and are subject to change. For customers outside the USA, please consult local availabilities, pricing, etc.
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LEADING THE WAY INTO HD- WE ARE THE VIDEO EDITING & PRODUCTION EXPERTS

Go to www.videoguys.com for all Azden mics

Azden 200ULT 
On-Camera
Dual-Channel
UHF Wireless 
Mic System
The perfect system for 
event videographers 
who need to use 
2 wireless mics 
simultaneously but 
still want the flexibility of a UHF system with 63 user 
-selectable channels! Includes the 200UPR receiver & 
two 10BT body-pack transmitters supplied with Azden 
EX-503 omni-directional lapel mics and metal belt-clips. 

$67995

NEW! Rimage 360i
Affordable CD & DVD 
digital desktop printer 
& publisher let’s you 
design, burn & print 
graphics & text directly 
to your CD or DVDs. 
Plus, it is easy to 
install so you can have 

a printed disc within minutes 
of taking it out of the box. The Rimage 360i combines 
the world’s leading print technology with the best re-
cording to give you and your discs the sharpest image 
possible. Special starter kit with discs & ink included!

$1,749

NEW! SmartSound 
Sonic Fire Pro 4 Now 
with Mood Mapping!
Mood mapping is a break-
through in music scoring for 
video editing professionals 
that adapts music to the 
changing needs of your 
production. Intuitively 
customize the length, mix 

and arrangement of SmartSound’s incredible new 
“Multi-Layer” Music. Outputs royalty-free music for all 
Mac and Windows editing systems. 

Go to Videoguys.com for Upgrades & Bundles!

Sorenson Squeeze 4.3 
Compression Suite

The 1st full-featured compres-
sion application to incorporate 
Hi-Def encoding for a variety 
of formats including: MPEG1,
 MPEG-2, MPEG-4, Quick-
Time, Real & Windows 
Media 9. Squeeze also com-

presses the highest-quality video for Flash. Includes 
Sorenson Video 3 Pro, Spark Pro, MPEG-4 Pro & 
AVC Pro video codecs. Available for PC or Mac

Sorenson Squeeze 4.2 for Flash MX- $11500

$42995

NEW! DVDit Pro 6
Authoring Software
Designed for specialist 
video users, DVDit Pro 
supports pro mastering 
features such as VBR 

transcoding; 5.1 Dolby 
Digital; DVD-9 & DLT; 

region coding & copy protection. DVDit Pro 6 offers 
new features, precision tools, & fine-tune controls, 
presented in a customizable workspace optimized for 
productivity. Includes eDVD to create DVDs that let 
viewers launch Web pages, play HD video files, open 
documents, launch applications & more

$29995

ADS PYRO 
AVLink 

Capture from any 
video source! Mix & 
match your video to 

create a unique
production. 

Edit with 
the included 

Adobe Premiere Elements 
2.0 software & add video filters, transition effects, 
video overlays, narration, background music & more. 
Output to tape, burn a DVD or publish to the Web. 

ADS Pyro Studio with Sony Vegas 6+DVD- $59995

ADS PYRO 
AVLink 

Capture from any 
video source! Mix & 
match your video to 

create a unique

the included 
$14995

FireStore FS-4 
Portable Digital 
Disk Recorder
Introducing the first DV 
disk recorder with DTE 
designed for today's
handheld DV camcorders.
• Direct-to-edit (DTE) records 
to NLE format of your choice, 
PC or Mac  • A small, rugged & shock-proof chassis 
• Standard 40GB drive for 3 hrs of video capture

Included FireStore FS4 Field Kit comew with an 
additional battery & camera mounting kit

• Direct-to-edit (DTE) records 
to NLE format of your choice, 

$84995

$49995

NEW! Avid Liquid PRO version 7
with FREE Class On Demand Training DVD

Avid Liquid Pro combines a powerful SD & HD 
video editor with a versatile breakout box to provide 
editors with all the connectivity they need using 
just a simple USB2. Liquid software provides video 
editing integrated with DVD authoring from the
timeline; surround sound processing; & amazing 
effects. BOB adds analog and digital video & audio 
I/O as well as 1:1 & MPEG capture.
Also available: Avid Liquid 7 software only for DV 
editing on FireWire equipped PCs $47995

ATTENTION Pinnacle Liquid Edition 6 Owners: 
Upgrade to Avid Liquid 7 for $19995

Upgrade from Liqauid Edition 6 software only or 
Adobe Premiere Pro to Avid Liquid Pro for $67995

Avid Xpress Pro POWER PACK with 
Avid Mojo & Studio Toolkit HD

FREE Bella EZ Keyboard Pro, FREE Avid Xpress 
Pro Training DVD from Class On Demand & FREE 

“How to Shoot Super Videos” DVD from Adita
Take your creativity to the next level with Avid 
Xpress Pro Mojo PowerPack. Six integrated 
applications plus integrated hardware. Avid Xpress 
Pro 5x for video editing. Avid DVD by Sonic for 
advanced DVD authoring. Sorenson Squeeze 
Compression Suite for encoding. Smartsound 
SonicFire Pro for soundtrack creation. Avid FX for 
titling and visual effects. Avid 3D for animation. All 
working together seamlessly! Avid Mojo hardware 
delivers real-time output of fi nished video & effects, 
client monitor previews for Avid 3D & FX, plus the 
ability to capture & edit uncompressed SD. Allows 
you to display HD media on SD monitors.

NEW! G-RAID
Pro FireWire 
Storage Solution
G-RAID FireWire 
modules are designed 
specifically for digital content 
creation! G-RAID is the ONLY FireWire 800 storage 
solution designed to support professional multi-
stream uncompressed SD, DVCPRO, HD, HDV & DV 
systems. Available in capacities up to 800GB
• Unique design, compact aluminum enclosure
• FireWire 800 & 400 ports • MacOSX & WinXP

 500GB $49500  •  1 TB  $1,09500

$35500320GB

$2,95000

with Field Kit

$94995

$4,49500

New Version! Boris FX 8 
The industry standard for 
integrated effects creation. Add 
unlimited layers of media & 
preview effects with audio in real-
time. • Template Mode lets you 
create effects with one click • New 
customizable presets including 

organic dissolves 
• Motion Tracking, Stabilizing & 

Corner Pin Tracker filters  
• Faster rendering
Upgrades start at $149

$19995

Supports Adobe Premiere 
Pro, Avid Liquid & Xpress, 
Canopus Edius, SONY 

Vegas & FinalCut!

Continuum Complete AVX 
Transforms Avid Xpress 

into a Compositing & 
Special Effects Powerhouse
A comprehensive suite of more 
than 170 native filters & transitions 
for Avid editors. $74995

NEW! Adobe
Creative Suite 

Production 
Studio Premium
The complete post-
production solution.
Bring new power and 
efficiency to your film, 
video, DVD, and web 
workflows with Adobe® Production Studio Premium 
software, a complete post-production solution. Part 
of the Adobe Creative Suite family, Production 
Studio Premium offers unparalleled integration and 
productivity by combining Adobe After Effects® 7.0 
Professional, Adobe Premiere® Pro 2.0, Adobe 
Photoshop® CS2, Adobe Audition® 2.0, Adobe 
Encore® DVD 2.0, and Adobe Illustrator® CS2 
software with timesaving workflow features such as 
Adobe Dynamic Link and Adobe Bridge.

$1,69900

Adobe Production Studio
Premium Upgrades

Include Adobe Premiere Pro 
2.0, After Effects 7.0 Pro, 
Photoshop CS2, Audition 2.0, 
EncoreDVD 2 & Illustrator CS2
Upgrade from Video Collection 
Standard or RTX100 - $79900

Upgrade from Video Collection Pro - $64900

from Premiere, After Effects or Photoshop - $1,24900

Pixel Pops PopDrops 
Create professional DVD 

menus & covers in minutes 
with this collection of 120 

DVD menu templates & DVD 
packaging designs. $19995

$9995
Special Bundle Price with any NLE purchase

NEW! Matrox Axio LE Realtime HD/SD 
Adobe Editing at a Breakthrough Price

A complete post-production solution that lets you get 
the best from the Adobe Production Studio software. 
Matrox Axio LE goes far beyond the capabilities 
of systems that combine Adobe Premiere Pro 
with a simple I/O card. It features no-render HD & 
SD finishing in a wide range of compressed and 
uncompressed formats, superior realtime color 
correction tools, advanced realtime effects, and a 
full complement of analog & digital audio and video 
inputs & outputs. It also lets you work seamlessly 
with the other Adobe applications, fully supporting 
Adobe Dynamic Link and providing WYSIWYG 
video output support for After Effects & Photoshop 
CS2, plus other animation & compositing packages.
• Full-resolution multi-layer realtime HD/SD editing
• Realtime color correction, speed changes, chroma/
luma keying & accelerated Matrox Flex 2D/3D DVE
Go to www.videoguys.com for more info & bundles!

$19995

ULTRA 2 Chroma 
Key & Virtual Set 

Software
From DV to HD, 
ULTRA 2 adds 

high-end production 
value to your projects. 

The unique Vector 
KeyingTM technology 
lets you shoot quick 

setups & even tough shots are easily keyed because 
ULTRA 2 compensates for uneven lighting, wrinkled 
backdrops, frizzy hair & other nightmares. Ultra 2 

works well with DV sources & now supports HD/HDV

$47995

NEW! SE500
Digital Mixer 
Mix & switch 
up to 4 analog 
video inputs. 
Built in 4 channel 
Frame Synchronizer (TBCs) 
provide perfect, clean transitions 
every time! You get 12 digital effects (A/B Roll, 
A/B Dissolve, Quad, Freeze, POP/SPLIT, PIP  with 
Borders) and 8 different background colors. The 
included MIDI & RS-232 controls make it suitable for 
VJ’s, corporate theater & security applications.

Built in 4 channel 
Frame Synchronizer (TBCs) $94995

10-12 Charles St., Glen Cove, NY 11542  •  516-759-1611  •  Fax 516-671-3092  •  sales@videoguys.com

www.videoguys.comwww.videoguys.com
800-323-2325 • 30-DAY MONEY-BACK GUARANTEE

• KNOWLEDGEABLE ADVICE & FREE TECH SUPPORT

Go to www.videoguys.com/cables
Premium Home Theater Cables from NXG for Digital Video & Audio Connections

Sony Vegas 6+DVD 
Production Suite

Powerful & comprehensive 
set of tools for DV & HDV. 
Built-in HDV support 
optimized for Sony’s camera 
& decks; SD/HD capture, 
enhanced multi-processor 
support; next-generation DVI 
timeline monitoring; project 
nesting; AAF import/export; 

system-wide media management; VST audio effects, 
broadcast WAV support & more. Includes Vegas 6 
plus DVD Architect 3 & Dolby Digital AC-3

$46995

$23995

Connect all your analog & digital video cameras, 
decks and editing systems with this portable and 
easy-to-use digital video converter. ADVC110 is 
the ideal device for capturing and outputting analog 
video from any FireWire-equipped notebook and 
desktop computer. There are no drivers to install and 
ADVC110 does not require a power supply when used 
with a 6-pin FireWire cable. Works on PC & Mac.

ADVC110 
High-Quality
Analog/DV 

Media
Converter

ADVC300 
Advanced 

Media Coverter 
with Image 

Enhancement
Technology

Featuring high-quality image enhancement including 
digital noise reduction & image stabilization using Line 
Time Base Correction (LTBC), ADVC300 instantly 
cleans, stabilizes & preserves your old videos 

VideoRaid FCR2 SAN-READY disk arrays feature 
fail-safe operation & a high-performance 2-Gbit 
Fibre Channel interface supporting professional 
applications including real-time uncompressed & HD 
editing systems. VideoRaid FCR2 is the industry’s 
most affordable fi bre channel video storage solution.  

Medea VideoRaid FCR2
NEW!

$3,495Starting at

data from the smaller drives to a one 
terabyte array. 

WEEK TWO:
THE P2 STORE READER/DRIVE
We used another option for field 
archiving for the next week of 
shooting, the P2 Store (AJ-PCS060G). 
It’s a combination card reader and 
hard drive rugged enough for the 
field. It’s also small and light — about 
4 inches wide, approx. 2 inches high 
and 7.5 inches long, weighing about 
a pound and a half — and works fine 
with both PC and Mac. It’s very easy 
to use.

It’s just one button to load the 
contents of the cards onto the hard 
drives, one button to erase the card, 
and — once you’ve copied the footage 
off it — one button to erase the P2 
Store itself. The P2 Store creates a 
separate partition on its internal 
hard drive, which also makes it 
easy to keep your P2 “master tapes” 
straight. Because the hard drive in 
the P2 Store is 60 gigs, it holds the 
equivalent of 15 four gig cards. 

Again, at the end of the day 
we’d back up the footage.  This time 
we’d back up the footage from the 
P2 Store onto the LaCies, and onto 

Acomdata® bus-powered Ondago 
firewire drives.

ALTERNATIVE FIELD RECORDING
Some people express concern over 
the low recording times available 
when you record your footage onto 
the P2 cards. 

Because my producer, DP and 
I all come from a film background, 
the P2 workflow is very familiar 
to us. In film, your 400-foot load 
of 16mm film would get you 11 
minutes. And when the roll ran out, 
you’d detach the magazine from the 
camera, snap on another and run to 

the film loading table and in a dark 
bag, remove the exposed film and 
load another magazine. Well, the 
2nd assistant would do this. So we 
were used to the slightly interrupted 
workflow and short record times.

However, if you come from a 
tape background where you get 30 
to 60 minute loads, this workflow 
won’t work for you.  In fact, it can be 
downright annoying.  

So, in this case, a Firestore® 
FS-100 hard drive capture device 
by Focus Enhancements® would be 
a good option. You can get longer 
recording times with this device, 

approximately 100 min, but there are 
some drawbacks. You can’t record 
any of the HVX-200’s native modes 
(24PN). The drive is formatted Fat32, 
so it has a 2GB file size limit.  But, it’s 
an elegant solution for those looking 
for longer record times.

There are also the CitiDisk 
HD by Shining Technology and 
the forthcoming Cineporter by 
Specialized Communications. 

POST PRODUCTION & DELIVERY	
When editing is completed we need 
to deliver an edited master to the 
network.  Currently the specs require 

an HDCAM or D5 master at 1080p24 
(23.98fps). Even though our editing 
format was 720p24 at 23.98, we 
were able to up-convert on the fly 
via the Kona 3 card from AJA.  And 
even though the History Channel 
isn’t airing shows in HD yet, they are 
requiring this format for future use. 
So we also deliver DigiBeta down-
converts of the D5 HD masters.

LONGTERM ARCHIVING
But what about the source footage? 
Until now you would have a box 
of source tapes. The merit of tape 

The HVX-200 captures a reenactment of a battle scene from the Mexican American War for broadcast on The History Channel.

continued on page 45


