




Executive Producer and explained what that entailed: 
“Today I’m not directing, but as a Producer I want to 
make sure that we have the right coverage we’ll need, so 
I will sketch a very rudimentary schematic of the space 
and I’ll sketch out character (blocking) and then I’ll see 
where the Director is putting the cameras — see what A 
& B are covering so that by the time we leave this loca-
tion, and given what this episode is about, I’ll feel that 
we covered the scene.”

So what major differences does Joe Chappelle see 
between directing a show like The Wire versus a wildly 
popular mainstream series like CSI Miami? He was very 
frank in his reply. “For CSI Miami there’s a formula. It 
would be like this: you do your masters in 18mm, big 
wide masters with the characters small in the frame and 
then, when you go into your coverage, nothing wider 
than a 75. On a show like CSI we would never, or at least 
rarely, use anything between an 18 and a 75 — 18 and 
wider or 75 and longer. That’s the style. It was always 
super-wide head to toe and then waist-up. Rarely would 
we ever do a shot from knees up. And we’d always have 
two cameras rolling. The A camera was waist-up and the 
B camera would be right next to it doing that (he dem-
onstrates very tight framing of his face with his hands). 
That was the coverage. In terms of lighting, CSI Miami 
is very colorful, but in terms of camera it’s very simple. 
Big wide master then super long lens coverage. And the 
more you’re outside the longer (the lens) you can go. In 
terms of a show it was very rigorous. There was a formu-
la and, as a director you’re expected to fill that formula.”

SHOW ESTHETICS
“The Wire is the opposite of this formulaic approach. 
It’s very loose and well, there really isn’t a formula, in-
stead there’s a lot of room for interpretation. Be it hand-
held, long lenses, whatever. We’re cowboys, using fo-
cal lengths of our own choosing,” chuckles Chappelle. 
“There’s a tremendous latitude built into the aesthetic 
of the show, so we have choices. The DP has choices, 
the Director has choices, whatever helps build that mo-
ment, we’re given that latitude. We can work with a wide 
assortment of lenses. In primes we have a 17.5, a 21, a 
35, a 50, a 75, a 100, a 150 as well as some long zooms. 
Handhelds would usually be 35 and wider, but we might 
go with a 75 or a hundred if there’s not a lot of moving 
around.” Only a few times in the show’s first four years 
have crane shots been employed. “It’s not that anything 
is or isn’t the look of the show, more a case of there not 
being hard and fast rules.”

“We’re cowboys, using 
focal lengths of our 

own choosing,”
chuckles Chappelle.

“As far as masters, there’s not really a dictum that 
masters are in motion (dolly shots), but it’s suggested. I 
guess that’s the best way to put it. And because maybe 

it’s a habit, we’ll always lay track. The other thing about 
the dollies and what it allows you to do, if someone 
doesn’t hit their mark exactly, the camera can just kind 
of slide and find the coverage.” As The Wire matured 
both cast and crew grew larger. By Season 3 most scenes 
were being shot using an A and a B camera, typically 
with both on dollies with tracks.

EFFECTS SHOTS, NOT.
The Wire seldom resorts to effects or camera tricks. 
Chappelle stated, “I know in the past three years I’ve 
been here as a Producer, we’ve done overcranking just 
twice and I don’t think we’ve ever used undercranking. 
In season three we also did an action scene with the 
shutter at 45° and the only other time was in one of the 
early Season 1 shows. The normal shutter is at 180° so 
when you got to 90° or 45° you give that kind of staccato 
feel, the ‘Saving Private Ryan’ look. It produces a mixture 
of black frames, some that are blurred and some super 
sharp.”

“We’re not afraid to let people go into shadow, 
we seldom have edge lights or give the ladies a beauty 
light.”

EDITING STYLE
Editing is kept very basic and minimal. “We never even 
fade to black between scenes,” stated Chappelle. “We 
fade up at the beginning of the show and we fade to 
black at the end. There’s no dissolves, just cuts. Very 
straightforward and simple. That’s a stylistic choice. 
Keep it lean. When we have to indicate the passage of 
time, say a change from day to night, what David (Si-
mon) likes to do is write the first night scene as a night 
exterior. If for some reason we can’t get this, we have 
a library of establishing shots of the city, day and night 
that we can cut to.”

LIGHTING
Continuing to describe The Wire’s visual differences from 
conventional TV, Chappelle moved to the subject of 
lighting. “We’re not afraid to let people go into shadow, 
we seldom have edge lights or give the ladies a beauty 
light. You know all the things you’re supposed to do, 
well we usually don’t.” The look of the show is ‘real,’ he 
said. “You walk into a room and it’s a harsh, fluorescent 
light. If it goes a little green, it goes a little green. The 
downlights on some of The Wire’s sets are pretty much  
‘practicals’ — of course they’re re-tubed but on sets like 
the Police station or (Police) headquarters that’s the (flo-
rescent lighting) look we’re going for.”

Expanding upon the show’s look Chappelle dis-
cussed the choices made by their Directors of Photogra-
phy. “Russell Fine, our DP on Season 4 and the first half 
of Season 5 is a big fan of Gordon Willis. (DP on The God-
father films).  A lot of our look is softboxes over people’s 
heads, it’s a real, very organic look and he just kind of 
lets the light fall. So just like on The Godfather, on our 
set you’ll see that a lot of the eyes will go dark, but it’s 
real.” Questioned as to how often the overheads were 
enhanced with fixtures on the floor, Joe Chappelle re-

sponded, “Virtually never. It’s the downlights and light 
coming through the windows. Dave Insley, our DP for 
the second half of the season, does a little more, but with 
Russell you’d be hard pressed to ever find an instrument 
on the floor with the actor. It helps in two big ways. One, 
it’s the aesthetic of the show and two, you can move that 
much faster because you can just bang out your cover-
age very fast because you’re not repositioning a lot of 
lights. He (Russell) is very comfortable doing that but a 
lot of DPs aren’t comfortable working like that.

“The myth is that this kind of plain, un-adorned 
down lighting began in the 70’s, that The Godfather 
films were the first to use the technique. But if you go 
back and look at older movies you can find it. Not every 
scene, but you can find scenes where they just played it 
as it was. Especially with film noir, the post war ones like 
the films Anthony Mann shot. They used a very minimal 
kind of lighting. They’d light down an alley and silhou-
ettes were cool and they just let that happen.”

MORE ON CAMERA TECHNIQUE
As discussed earlier, camera technique on The Wire 
favors an almost continual use of dolly shots and long 
lenses. The fact that this seems so incompatible with the 
‘non-beauty’ approach to lighting provides yet another 
point of contrast. The lighting is harsh and appropriate 
to the environments it’s depicting, yet the camera is 
smoothly gliding by the characters the majority of the 
time. And not just on the master shots. Most shots have 
the camera in motion.

Chappelle elaborated on their technique, “The 
thing about our use of cameras is usually, not always, 
we’re using longer lenses. This goes back to the look 
of season one, that feel of a voyeuristic view of the ac-
tion. It’s one of the visual conventions of The Wire, that 
of someone observing but slightly removed from the 
action. (As viewers) we don’t necessarily know who the 
observer is, but it’s that sense of life being under surveil-
lance.” He explained why this is important to the show’s 
conceptual, as well as visual, concept: “It’s about limiting 
information to the viewer so hopefully he is trying to fig-
ure out what he’s actually seeing… it’s not all laid out in 
front of you. You sort of get a piece of the puzzle, but not 
the whole puzzle. And the writing does that in the show, 
too. We give you information but you don’t know exactly 
what’s going on until a couple of episodes down the line, 
so we’re very much trying to get that sense of constant 
surveillance, of eavesdropping.”

Seeing tracks and dollies on virtually every set and 
location I asked if Steadicam, a regular part of many 
primetime TV shows, was ever employed. “Actually, we 
don’t,” replied Chappelle flatly. “Different DPs are go-
ing to have their style and their own thing. But in terms 
of an obvious differentiator, we never went Steadicam. 
We don’t follow characters around like an ‘ER’ or ‘West 
Wing’. This has never been that kind of show.”

David Insley, DP for several episodes and frequent 
Second Unit DP on others, pointed out that, “It was de-
cided early on by David (Simon) and Nina (Noble, Execu-
tive Producer) that this shouldn’t be a slick Steadicam 

kind of show. It always was designed from the beginning 
by Uta Briesewitz and Bob Colesbury, the original (Exec.) 
Producer, to be a classic long lens kind of show. There was 
a lot of handheld the first season but it evolved and be-
came an all long lens on a dolly look.”

Joe Chappelle also describes the look as stemming 
from decisions made at the start, “I think it’s something 
that came down from the get go of the show with our 
first Director of Photography Uta Briesewitz. She DP’d the 
show and was a (camera) operator herself, using a mix of 
handheld and dolly. She had this kind of old time German 
‘Panther Dolly’, which was a pretty amazing device. Fairly 
unique in that it allowed her to simultaneously control 
both the boom and the zoom. So we could lay track, and 
she would be booming and zooming at the same time. 
She could make you feel like you were coming around a 
corner, when you really weren’t. It was a very interesting 
style, all her own. There wasn’t much B camera back then. 
The show was also logistically smaller, with fewer charac-
ters. So after she left I think there was a decision to stay 
consistent and not change the formula of the show.”

EXCEPTIONS: ONLY IF STORY DRIVEN
DP Dave Insley added, “Every now and then one of the 
Directors gets their way and they do half of a show hand-
held, but it’s always very content-driven. If we go hand-
held, it’s for a reason, not just because it’s expeditious. If 
we go handheld, it’s for a reason.”

ABOVE: DP Dave Insley sets up a shot using an ‘under-
slung’ Lampda head which enables the camera to be 
positioned under the dolly’s arm for a near ground-level 
point of view while preserving the mobility of the dolly.
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The Wire, over its five years, has now employed 
multiple Directors of Photography and I asked Chappelle 
how this has affected the look. Thoughtfully he replied, 
“It’s a fine line, where we stay as consistent as we can, 
but when we bring new people in they can’t necessar-
ily replicate what the previous people did. They have to 
bring some of themselves to it. Like in Season 3 when 
Eagle Egilsson joined us as DP. He was much more of a 
commercial guy, so you would see (in his work) there are 
some refinements, some actors are given edges (edge 
lighting) and I think that was one of the reasons he left 
the show was because he wanted to do more of that and 
we were like, ‘well maybe that’s not the right look for this 
show.’ There’s always that kind of dialog going on. But 
it’s an art, not a science, kind of a gut thing. There’s is 
room for interpretation and individuals have to have a 
say in the process.”

ESCHEWING THE HOLLYWOOD LOOK
The Wire’s creator and show runner David Simon has 
said in past interviews that the City of Baltimore is one of 
the stars of the show. Joe Chappelle agreed stating, “Lo-
cations are a big part of the show, and working on loca-
tion so much gives us something very different from the 
usual Hollywood look.” But being in Baltimore instead of 
New York, Los Angeles, Toronto or even Vancouver has 
its own effect on parts of the show’s workflow.

LOCATION SCOUTING
According to Chappelle, The Wire’s production schedule 
is similar to most other TV productions. “As a Director 
normally I’m supposed to have seven days of prep and 
the normal eight days to shoot. I’ve been doing episodic 
television now for seven years and scripts are coming 
in later and later and later, so sometimes, even though 
you’re supposed to have seven days of prep, you can get 
a script five days into your prep. So you just have to sort 
of scramble. What I do when the script comes in late is 
work nights and do what it takes to get through the first 
five days (of shooting) and then I’ll take the weekend to 
prep for the next week. (Without a script) I have to work 
from a ‘beat sheet’ that at least tells us our locations, so 
we can do location scouting. Say we need a train sta-
tion, even though the script may not be out, we’ll scout 
train stations where we can possibly shoot, knowing in a 
broad sense what will be happening. Say it’s two people 
meeting or it’s a chase or whatever it will be — so that 
we’ll at least have a general sense of what we need so 
that hopefully we can lock that location. Then when the 
script comes in, hopefully nothing will change from how 
it was envisioned.”

PRE-VISUALIZATION
Pre-visualization often times involves more than the Di-
rector and Director of Photography, according to Chap-
pelle, “Many times we have to bring the writers into the 
planning process because what’s written, or is envisioned 
a certain way, may not match with what’s at the location. 
The geography may not map out and, with a script that’s 
very specific, that location may just not exist. So we look 

feel of it. We’ve done that a few times. More often we’ll be do-
ing a second unit concurrently with the first unit and there’s a 
second unit scene, such as an insert, we’ll call up to the editor to 
see how it matched up.”

CAMERAS, FORMAT & IMAGE RESOLUTION
The Wire is shot entirely with Panavision cameras. David Insley 
let us know that, “These later episodes of the show are shot Su-
per 35, 3-perf, and that saves a lot of money because that means 
we’re shooting about three quarters of the film we used to. But 
we’re only using the 4x3 part, so we’re losing the edges of the 
16x9, but it’s less than we were using when it was 4-perf, so the 
image is somewhere between a Super 16 image and a standard 
35mm image. 4x3 feels more like real life and real television and 
not like a movie.”

In another contrast to the rest of high-end episodic televi-
sion, The Wire for each of its five seasons has been produced 
in good old fashioned 4x3 standard definition. DP Dave Insley 
recalled, “The reason the show has stayed 4x3 is because David 
Simon thinks that 4x3 feels more like real life and real television 
and not like a movie. The show’s never been HD, even 4x3 HD 
and that (SD) is how it is on the DVDs. There is no 16x9 version 
anywhere.” As a viewer with an HD set, I will point out that like 
much of SD television that makes its way to HD channels, it ap-
pears that HBO utilizes state-of-the-art line doubling technol-
ogy. It may still be standard definition, but line doubled it looks 
considerably better on a high definition set than it would on a 
standard definition set.

JOE CHAPPELLE’S FUTURE PLANS
Asked about his next gig after The Wire Joe Chappelle had this 
to say, “Well, no matter what you think of it, having worked on 
CSI Miami, it was and is very much a hit show and that’s good 
for me in terms of a career thing. That said, I think having been 
a part of The Wire will help a great deal. Having worked on The 
Wire for three years I’ve also been spoiled. The material is so 
good, so rare. Not even just good by TV standards, but for mov-
ies too. It’s (writing is) so powerful that you read it and go ‘WOW! 
this is GREAT.’ And, in the way it’s come together it’s the kind of 
show that 20, 30 years from now people will look back and say 
that it defined its time. Most things being done today have a 
very short shelf life before they look like an artifact. The Wire 
will be as powerful 20 years from now as it is today.”

THE WIRE’S FINAL SEASON
The Wire’s fifth and final season began with an episode entitled 
“More with Less,” directed by Joe Chappelle. Chappelle also di-
rected the show’s penultimate next to last episode “Late Edi-
tions.”

Households with HBO On Demand service may be able to 
see one or more of The Wire’s seasons for the next few years. But, 
if you are new to the series, don’t start in the middle. Don’t skip 
over any of it. Would you pick up a great novel in the middle? 
Season One of The Wire is widely available for rent and each of 
the first four seasons are widely available for purchase on DVD. 
Season Five just went on sale August 12th. Start with Season 
One, episode one. What may very well be one of the best shows 
ever on television will be well worth the time and effort.   

 n

at the reality of what we have with the writers. The Di-
rector will have to say to the writers, ‘OK I know that the 
beat is this, you want to get this guy to escape out of this 
space, but there is no door that leads out.’ So we show 
(the writers) what we have to work with and nine-out-of-
ten times they’ll say ‘that works.’ And the same may be 
true for our show’s Exec. Producer, David Simon. If he’s 
written a big action scene and we can’t find it, we have to 
go to him and say ‘David, here’s what we can do, based 
on what you envisioned and here’s what we can’t do.’ 
And we can show him what the other options are and 
we’ll work it out with him in terms of what’s acceptable 
or not. It’s a process we have to go through because a lot 
of times things don’t physically exist and we don’t have 
the wherewithal to build something that would match 
exactly what’s in the script.”

POST PRODUCTION WORKFLOW
The post production of The Wire is split between Balti-
more and New York, 210 miles away. Chappelle took us 
through the workflow: “After we wrap (an episode) the 
New York-based Editor, who has already been cutting 
the show together while we’re still shooting, has four 
more days to complete their cut, basically an assembly 
— a real Editor’s cut, going through all the material and 
working just from the script, a cut that’s culled it down to 
what the Editor feels is presentable to the Director. He’s 
pretty much following the script unless the director has 
given specific notes through the script supervisor. Then 
the Director comes in, and this is all by the DGA (Direc-
tor’s Guild of America) contract, after the Editor does his 
initial cut, the Director gets four days to do his cut, just 
working alone with the Editor. Four days to cut an hour 
show is not a lot, but it’s what’s guaranteed (by the con-
tract) and most Directors will take full advantage of it.

Once the editor’s cut is done the Director goes to 
New York to work on his cut, then the Editor comes down 
here (Baltimore) with the drives to our production offices 
where we have another Avid set up — that’s where we 
do the Producer’s cuts.” Chappelle explains,  “We have a 
full Avid system here (in the Baltimore production offic-
es) with an assistant editor always on duty. At this stage 
the Director turns it into us, the Producers and usually, 
for every episode, one of the Exec. Producers is assigned 
to shepherd it through the post process, working with 
David, our showrunner. It’s me or Nina Noble — we kind 
of divvy up the episodes. We’ll sit down with David and 
screen the director’s cut, he gives his notes, the Producer 
who’s assigned to the episode will work with the editor 
to shape it, then we’ll show it to David again and he’ll 
either give more notes or he’ll sign off on it. Then it goes 
to HBO after that.  We can go through it once with David 
where he just signs off, or it can be two or three times.”

“For dailies while we’re shooting we have a film cut-
off at 4pm every day. The film gets driven up to New York 
where it gets processed and the DVD is back down not 
the next day, but the day after. If we really needed it we 
could probably get it back the next day. For even faster 
things, like say an editor has a question on coverage, 
they can Quicktime us a cut scene so we can get a rough 
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enough, nothing that you do is “broadcast quality” ac-
cording to those that want to torment you. 

You can go out and buy a HD scope for $12,000 to-
morrow, and the station will reject your tape because 
“Final Cut Pro overwrote line 21 of the vertical blank-
ing interval, and we can’t read the closed captioning 
information.”

The only place you can avoid this is on YouTube, 
but wait.. As web video becomes more mainstream — 
and God forbid, regulated — there will be delivery re-
quirements, and there will be a whole new set of rules 
that you and I don’t understand, and that will have to 
be met anyway.

It’s never over.

HEY BOB! SHOULD I BE USING RAID 0
OR RAID 5? AND HEY, WHAT’S RAID?
When you see “dropped frame” errors in Final Cut Pro, 
or “Video Underrun” in Avid systems, it’s time for faster 
storage. A proven method for improving performance 
is to “stripe” multiple disk drives together, formatting 
them so that they work in unison. 

Striping creates a Redundant Array of Indepen-
dent Disks (RAID). Software to do this is provided for 
free by both Microsoft (Microsoft Disk Manager), and 
Apple (Apple Disk Utility).

But these create RAID O striping. The multiple 
disk drives will work in unison for better performance, 
but there is no protection in case one of the disk drives 
fails. 

If just one of the disk drives fails, you lose ALL of 
your media from ALL of your disk drives. This is very 
frustrating, and totally unacceptable.

So RAID 5 — and variations of this like RAID 3 and 
RAID 6 — were developed to ensure that if a disk drive 
fails, you do not lose everything.  RAID 5 “sprays” the 
redundant compressed data among all the disk drives. 
If one of them fails, the “backup data” is spread around 
the other disk drives.

When you insert a replacement drive into your 
RAID 5 array, the data is rebuilt from the compressed 
information. Now you once again not only have your 
original information, but your backup system is now in 
place once again. 

RAID 3 uses a single disk drive, called a parity 
drive, to store the backed-up compressed data. RAID 
6 allows for TWO disk drives to fail without losing your 
media.

So what about RAID 0? It’s cheap. It’s easy. It will 
work wonderfully, and if you are lucky — IF YOU ARE 
LUCKY — it will keep working. But if one drive fails, 
you will lose ALL OF YOUR MEDIA. 

What will happen next is that you will come to the 
Cow and say, “My RAID failed, now I can’t see any of my 
media.” And what will happen after that is that I will 
say, “I TOLD YOU SO!!”

You have been warned.

HEY BOB! I WANT TO WORK IN 2K, BUT I DON’T WANT 
TO SPEND THE KIND OF MONEY IT TAKES TO WORK 
IN 2K. WHAT SHOULD I DO?
Cheap 2K?!? I ought to take you out back and give you 
a whuppin’. Who ever heard of such a thing?

Of course, just wait until the Scarlet™ comes out 
next year. Everyone with $6000 ($3K each for camera 
and lens) will want to edit like it’s DV on a FireWire 
drive. As it is today, people without a lot of money that 
want to do HD usually start with HDV, or P2 or Sony 
XDCAM, and work in heavily compressed 720p or 
1080i, maybe on a laptop or iMac. (Hey, it’s got a 24-
inch screen. Why not?)	

Now YOU want to do 2K, because 1080i with 
the ProRes422HQ codec or Avid DnxHD is not good 
enough for you. (You know the Olympics came to you 
with Avid DnxHD 120, right?) No, you want 2K, you 
want it now, and you want it cheap.

 Well, 2K and 4K workflow will continue to devel-
op, so that anyone can do it, with no knowledge, no 
workflow issues, and almost no equipment. For now, 
start with a Blackmagic Decklink HD Extreme or AJA 
Kona 3 for I/O. 

I used to be one of the idiots that said, “And you 
definitely have to buy an HD monitor.” Then along 
comes Blackmagic’s HDLink Pro, so you can see a 2K 
image file on an Apple 30” Cinema display. You should 
be kissing Blackmagic’s behind for this.

The drive array will be the most expensive part of 
your investment. Make it RAID 5 so you don’t lose any 
of your media, and so I don’t have to get in my car to 
say “I told you so!” in person. But it also needs to be 
fast enough to sustain 500MB/sec. Want a couple of 
streams of real time? Double that. 

And the array needs to be big. Those 2K RAW files 
will eat up your drive space like crazy, around 720GB/
hr. Even if you offline at DV25, you want to conform at 
2K, right? You’re still looking at 2TB before you finish 
effects, color grade, etc. — and those are going to fill 
up even more drive space. 

If you want to “future proof” your “cheap” 2K sys-
tem for when you want 4K next month, quadruple all 
of the above. (No, not double. Quadruple.)

So unless you’re building an offline system, and 
will conform at a post house, THERE AINT NO CHEAPO 
2K WORKFLOW.

 And if I am wrong, and you successfully find a way 
to charge $400 a day to conform 2K jobs, well, you will 
have to be punished. That’s all there is to it.

n

Have your own questions that you’d like to ASK 
BOB? Then write us at magazine@creativecow.net and 
tell us what you’d like to ASK BOB. Oh, and if you are one 
of those that ignores his answer, remember, he will tell 
you that he told you so. Consider yourself warned.
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T H E  B A C K  F O R T Y

Seriously, it should be here 
by now — at least if I be-

lieve what I see in movies and on 
TV. And while there aren’t any rock-
et cars in 2001: A Space Odyssey, an-
other school of thought places the 
setting of The Jetsons right around 
now. Metropolis is set in 2023 and 
has rocket cars aplenty! So c’mon fu-
ture, hurry up already!

You’ll see talk about what’s 
new, and what’s coming all over the 
COW: cameras, formats,  workflows, 
distribution platforms and more. We 
may not be ready for all of it at once, 
and while rocket cars don’t often 
come up, we’re pushing into the fu-
ture of entertainment as hard and as 
fast as we can. 

It’s too bad that the single 
staunchest opponent to the future 
of entertainment has been the Na-
tional Association of Broadcasters 
lobby. They’ve spent over $58 mil-
lion since 2000, pursuing an agen-
da that includes a consistent opposi-
tion to new media technologies.

I got that dollar figure by look-
ing up NAB’s semi-annual filings 
with the US Senate Office of Public 
Records and adding them up. Feel 
free to check my math. And swing 
by www.creativecow.net/rocketcar 
for links galore.

The NAB didn’t initially oppose 
the technology behind cable TV, but 
once cable began to offer program-
ming that competed with over-the-
air broadcasters, the NAB called it “a 
malignant tumor.” In challenging di-

rect broadcast satellite TV, the NAB 
challenged the FCC’s right to even 
grant licenses to DBS providers.

They’ve taken a similar tack 
with satellite radio. My favorite was 
their 1994 insistence that nobody be 
granted a satellite radio license. No-
body! Can you imagine?

Maybe you’re grateful that the 
DTV transition has been pushed 
back to 2009. You’ve been talking to 
your parents about it for years, and 
they still don’t get that it’s about 
digital TV, not HDTV. No worries. En-
courage them in their belief that it’s 
their civic duty to buy an HDTV. Be-
cause it kind of is, isn’t it?

But the transition has been 
pushed out so many years because 
NAB has been spending so much 
money to fight it for so long — at 
least in part because of the analog 
spectrum they’ll be surrendering 
to...wait, surrender? How come NAB 
keeps saying “surrender?” Who said 
that spectrum is theirs to surren-
der? As one senator said of lawmak-
ers yielding to NAB on this issue, “It’s 
not a proud moment.”

Low-power FM stations, DVRs 
(an article in itself, that one), har-
nessing the “white spaces” between 
existing broadcast channels — the 
list of obstructions goes on and on, 
as lobbying monies pile up and up.

In fairness, fostering innovation 
isn’t the NAB’s job. They don’t rep-
resent media creators or consum-
ers. Quite the contrary. They receive, 
and spend, millions of dollars to en-

sure that the future unfolds in exact-
ly the way that their members want 
— as slowly and with as little disrup-
tion as possible.

Hey, we all feel that way some-
times, but we’re still in it for the ride, 
aren’t we? The future is our friend, 
especially if we get a rocket car out 
of the deal — right?

At least the rocket part of it is 
coming along nicely, thanks to folks 
like Amazon founder Jeff Bezos and 
his Blue Origin project. “We’re work-
ing, patiently and step-by-step, to 
lower the cost of spaceflight so that 
many people can afford to go and so 
that we humans can better continue 
exploring the solar system.” 

PayPal founder Elon Musk 
founded SpaceX to develop “a fam-
ily of launch vehicles which will ul-
timately reduce the cost and in-
crease the reliability of space access 
by a factor of ten.” NASA’s on board: 
they’ve awarded SpaceX a contract 
ferrying goods to and from the in-
ternational space station! 

Amazon! Paypal! Now that’s 
what I’m talking about! George Jet-
son, here I come!

The rocket car isn’t even the 
best part of my Jetsons-inspired fu-
ture. George worked only 3 hours a 
day at Spacely Sprockets, and only 
3 days a week! Oops. Or as The Jet-
son’s pet dog Astro would say, “Ruh-
roh!” Three hours, three days a 
week? I think I’ll get the rocket car 
first.

  n
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Panasonic’s full-size AG-HPX500 P2 HD camcorder does more than just capture  

incredibly detailed high definition images on ultra-reliable, solid-state memory cards. It offers 

the unique combination of high-end features never before offered in a camcorder in this price range, 

including production-quality 2/3" progressive CCDs, DVCPRO HD 4:2:2 quality, 32 HD/SD video 

formats, four independent audio channels, and variable frame rates for incredible quality and versatility.

The shoulder-mount HPX500 features four card slots and can record 64 minutes in DVCPRO HD, 

128 minutes in DVCPRO50, and 276 minutes in DVCPRO on four 16-gigabyte P2 cards. Its 4:2:2 

sampling rate and intra-frame encoding ensure exceptional quality pictures, while its interchangeable 

lens, 50/60-Hz selectability and low power consumption assure superb flexibility. And best of all, the 

HPX500 is backed by an industry-leading 5-year warranty.**

Learn more about the HPX500 at www.panasonic.com/broadcast or call 1.800.528.8601.

when it counts

the beauty of the HPX500

3.5" LCD monitor at rear facilitates audio monitoring

*Purchase a Panasonic AG-HPX500 P2 HD Camcorder between April 1, 2008 and September 30, 2008 and receive a $2,000 rebate. 
**1 year regular, plus 4 years extended upon registration.  © 2008 Panasonic Broadcast

$2000

End User Rebate*

PBTS-0181_HPX500_rebate_Vid_R.indd   1 5/27/08   10:36:40 AM


