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Text: Krzysztof Ptak PSC, Jerzy Rudziński, Jarek Somborski

The GreaT Camera 
TesT 2.0

Before starting the test, we made a few basic assumptions. 
All the cameras were treated identically – no free rides. All the 
cameras were showed the same scene (repeated by our star 
actresses Aleksandra Radwan and Olga Omeljaniec), which was 
filmed at various exposures. 
The exposure was first set correctly, and then each of the cam-
eras were underexposed by 1, 2 and 3 stops and overexposed by 
1, 2, 3 and 4 stops.
All of the cameras were subjected to the same demands. The 
lighting was not changed, and the only difference which might 
have come up was the moment when the backlight flash illumi-
nated, directly shining into the lens. This was one of the elements 
which demonstrated just how drastically the lighting situation 
can affect the way that a given camera interprets the image.
The same lens, a 50 mm Zeiss Ultra Prime, was used in all of 
the cameras, except for Sony Alpha 7S where Master Prime was 
used, due to full frame format.
The Test lasted two days, and filming took place at the tPS 
Studio with an invited audience including friends from the Polish 
Society of Cinematographers, the main partner of the Test. The 
main director was cinematographer Krzysztof Ptak PSC, with ir-
replaceable assistance from Jurek Rudziński. The director Tomek 
Wolski also worked on the set along with cinematographer Adam 
Palenta PSC, who filmed the ‘making of’ scenes. The “FilmPRO” 
editorial board was represented by Irena Gruca-Rozbicka, 

executive editor, and Monika Lewicka, the main organizer of the 
event, as well as Filip Kovčin – technical editor.
Technical support on the set was provided by the eBH company 
and the amazing Michał Matwij.
The cameras themselves were supplied by eBH (Arri Alexa Plus), 
Film Cyfrowy Rent (KineMini, Sony FS7), Fastmedia (Arri Amira), 
MBS (Aja Cion), Panasonic Polska and Teltec (Panasonic VariCam 
35), Magic Light (Blackmagic Ursa), and Krzysztof Ptak, who 
graciously made his own Sony Alfa 7S available. We would like to 

Following the remarkable 
success of the Great Camera 
Test 1.0, organized in the 
spring of 2014, and the 
immense popularity both in 
print and in the internet of 
the materials that resulted 
from it, we’ve decided to 
hold a new edition of the 
Test with all new cameras 
that have come onto the 
market since that time. And 
because we love a chal-
lenge, a new edition of the 
Test can be expected some-
time in 2016.

Cinematographer Krzysztof Ptak PSC 
was responsible also for the post-
production of the Test footage.

LIGhTING ON ThE SET – OSRAM Uv STOP

We used HMI lighting sources on the set, supplied by Osram, who took 
our test seriously and delivered new-generation UVS light sources which 
have the amazing feature of being nearly free of UV radiation. This is 
something completely new. Up until now, HMI was treated as the light-
ing source most similar to natural sunlight, definitely more economical 
to use than traditional lighting and widely appreciated. In the new UV 
Stop version, we get not only HMI, but much more, namely the nearly 
complete protection of actors and crew from UV radiation during filming. 
The same is true for equipment, which is also negatively affected by UV 
radiation. Although traditional HMI lamps were fitted with 
special glass filters reducing UV emissions, in the new UVS 
lamps that role is taken on by the lighting elements them-
selves. This is a substantial improvement in comfort and an 
effective solution.
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reproducing the text, while the others, especially the Alexa and 
Panasonic VariCam, failed to pass the test; in the case of these last 
two, the sharpness was so poor that it was impossible to read the 
text. The KineMini maintained a sharpness of focus similar to the 
AJA Cion and Blackmagic’s Ursa. When it comes to sharpness, each 
of these three cameras is at least three times better than the Alexa, 
Panasonic VariCam 35, Sony FS7 and Sony Alpha 7S, which all 
produced fairly blurry results.
The next part of the test, which confirmed the KineMini’s dom-
inance over the others at this point, was an attempt to convert 
dmg files to ProRes 422, which the camera was able to do 
without loss of sharpness. This highlights the fact that it’s worth 
assessing carefully how compression affects image quality.

COLORS
In testing colors, we started with the assumption that we would 
use the default tools installed in each camera when opening the 
files in Resolve. This worked out in the case of all the cameras ex-
cept the KineMini. Files from this cameras simply did not open in 
the way we had set. This is probably because the manufacturers 
did not supply plug-ins for Resolve. As a result we had to open 
the files manually. Once that was done, we encountered the next 
problem; white was interpreted as 30% level, though on the set 
the vaweform monitor clearly showed twice as much.
After we added the .CUBe file generated by the camera, however, 
the image quality significantly improved. But this doesn’t change 
the fact that none of the cameras that we tested worked in this way.

sincerely thank the companies 
which loaned us the equipment 
for making the Test possible, 
on behalf of the whole editorial 
staff of “FilmPRO” [See further 
information in the frame].
The following article covers only 
a part of the Test. The film ma-
terial is equally interesting, and 
can be found at our website, 
www.filmpro.com.pl, and on our 
Facebook page, www.facebook.
com/filmpro.magazyn, just like 
last year. Speaking of last year, 
we’d like to thank everybody 
who watched last year’s test. In 
total, for all five parts we had 
about 200,000 views from all 
over the world. Thank you!
Color correction was applied 
at Krzysztof Ptak’s studio 
using the latest version of 
DaVinci Resolve, and state-of-
the-art technical knowledge. 
A mini-consortium consisting 
of three people, Krzysztof 
Ptak, Jerzy Rudziński and Filip 
Kovčin, made every effort to 
ensure that the material was 
free from any incorrect interpre-
tations. Below, we present the 
results of many hours of work. 

SHARPNESS
When we tested the cameras 
for sharpness, the biggest 
surprise turned out to be the 
KineMini camera. This became 
apparent during the first part 
of our test, when we analyzed 
enlargements of the images. 
We used a DSC Labs chart with 
written text for this purpose. 
The KineMini had no problem 

Stills comparision between Arri Alexa, 
Arri Amira and FS 7. Please consider 
this and following images as illustra-
tion only.  
The print technology doesn't represent 
exact quality of the original video 
image. For reference materials please 
download the file from www.filmpro.
com.pl/public

http://www.filmpro.com.pl/
http://www.facebook.com/filmpro.magazyn
http://www.facebook.com/filmpro.magazyn
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The KineMini camera, apart from the very good image sharpness 
mentioned earlier, also offers a very eye-friendly interpretation of 
colors, including excellent reproduction of skin tones. The image 
which it generates might seem a little matte when compared 
to other cameras, especially since it does not appear glossy or 
shine, does not create a red-eye effect, and is shows very carefully 
selected colors. The exceptional thing about the KineMini is that its 
resolution gives it a certain flair, which can’t be said about the other 
models we tested. Its dynamic range is about 11 F stops, with a sen-
sitivity of ISO 800. One feature which may come in handy in some 
situations is that it can create a certain amount of noise, giving 
the impression of an image from an underexposed, low-sensitivity 
negative. Apart from that, the KineMini is in a class of its own when 
it comes to price, running about 5,000 dollars. If the manufacturers 
continue to develop it in the right direction, this camera may quick-
ly become serious competition for other well-known brands.

SOFTWARE
Since the time we published an article about the KineMini in 
FilmPro(FilmPRO no 3/2014), its software has changed dia-
metrically, namely the Advance and Custom mode have been 
eliminated. Despite this, the camera handles itself very well at F 
11. To be honest, it does not create typical logarhythmic repro-
duction, as the F stops are not spaced as evenly as in the C-log 
of a Canon or S-log of a Sony, but despite that the KineMini still 
holds up well in this area. One problem may arise from the low 
tonal range in dark conditions. In this respect, the Alexa and 
many other cameras handle much better, but when it comes to 
outdoor shots, the KineMini definitely will not disappoint. 

WHITE BALANCE TEST
To test the white balance, we placed a white chart with text 
in the left part of the frame, and exposed it 3.5 stops over the 
metered reading.

In other words, during the test, the white areas on the right side 
of the frame were properly exposed while the white on the left 
was 3.5 stops overexposed. 
We used this chart to test the dynamic range of each of the 
cameras; only the AJA Cion performed poorly in this test.

FILTERS
The analyses that we carried out indicate that three of the 
cameras under consideration – the KineMini, Blackmagic Ursa 
and AJA Cion – are not equipped with low-pass filters. This allo-
wed us to do a resolution test, which we carried out on a small 
X-rite checker. In each of the three cameras, we noticed a loss of 
definition, and also a certain discoloration verging on blue and 
ochre. Although the sharpness of focus in these camera is com-
pletely satisfactory, when filming small objects moiré may appe-
ar. This is especially significant for the postproduction process, 
as it is extremely difficult to eliminate moiré once it appears.
This problem was highlighted recently by a situation with 
a 36-megapixel Nikon 800. The camera was released in two 
versions, with and without a low-pass filter. Many reviews 
blamed the lack of the filter for the appearance of moiré. And 
inasmuch as in still photography moiré is not difficult to remove, 
in film it becomes much more complicated. This shows then, 
that the unparalleled sharpness of the KineMini and Ursa is 
achieved at the expense of the lack of the filter (the Alexa, which 
is considerably weaker in terms of sharpness, is not affected by 
the moiré problem). Therefore, in further tests, it will be worth-
while to arrange the stage design so that it contains several 
elements which will allow for quicker testing of sharpness and 
at the same time of the appearance of moiré. 

INTERPRETATION OF COLORS
All of the cameras showed a different interpretation of colors 
with automatic color correction, depending on whether we 
set the correction using the X-rite or DSC Labs checker. The 
same image was automatically interpreted in to different ways. 
Regardless of the fact that Resolve supplies several different 
checkers for automatic correction, the final result should al-
ways be the same. In our test, the final result depended on the 
checker we used. This may have been caused by the fact that 
the DSC Labs checker is slightly glossy, something which is invi-
sible to the naked eye but visible to the camera. For that reason, 
sterile conditions should be created with pitch black behind the 
camera. Otherwise, some objects may reflect on the checker, 
causing the system to interpret it in its own way.
One shocking result arose from another test, „the eggplant test”. 
We included in the frame an eggplant, which due to its color and 
depth of blacks is interpreted in various ways by the cameras.
The Panasonic VariCam 35 handled its dark colors best, making 
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ALEXA

The Alexa was chosen as a reference point in our test due to its status 
among cinematographers as one of the most reliable and least problematic 
cameras on the market. The dynamic range declared by the manufacturers 
is 14 stops, which was confirmed in our test. The camera is highly resistant 
to overexposure and underexposure, grades well, and has a quite good 
sharpness look reminiscent of film. This is thanks in large part to the OLPF 
(anti-aliasing and low-pass filter). The camera was used as our model.

AMIRA

The Amira, the younger child of the ARRI, allows ULtRA HD (3840 x 2160) 
recording, and holds up well in comparison to the Alexa. It has slightly 
less color separation and produces slightly more noise than the Alex. The 
Amira handles similarly to the Alexa, and like it has 14 stops, although it 
reacts slightly worse to drastic over and underexposure. The resolution and 
filtering of high frequencies are limited by the OLPF. The camera produces 
an image with a quite nice look.

VARICAM 35

Our initial, slightly skeptical attitude to this camera turned out to be com-
pletely unfounded. The tonal range declared by the manufacturer of more 
than 14 stops is most definitely realistic, as confirmed by the waveform 
monitor.  
In comparison with the Alexa, with a native sensitivity of 800 ISO, it repro-
duces colors better, especially in very dark areas with underexposed or very 
underexposed material. With such material it demonstrates very good color 
separation, in particular when it comes to very similar colors; the Alexa and 
Amira show some weakness in comparison in this regard, with the Amira 
interpreting very similar colors as the same. In contrast, the Panasonic 
VariCam 35 distinguishes similar colors clearly.  
An additional difference between the Alexa and the Panasonic is that the 
dynamic range is not dependent on sensitivity, meaning that from grey to 
white or grey to black, regardless of the sensitivity, the VariCam 35 main-
tains the same proportions. It’s different with the Alexa and Amira, where 
sensitivity values either raise or lower the scale. The VariCam maintains 
a constant scale, and its range is stable regardless of sensitivity.  
Another advantage of the VariCam 35 is the built-in LUt-box, which gives 
the possibility to create our own color gamut using the LUt and to do grad-
ing right on the set. We can set these parameters without digging around 
in third-party software and uploading the material again to the camera, as 
is the case with the Alexa or Sony F55 and FS7.  
The VariCam is the only camera to correct the LUt without third-party 
software and directly on the set. This camera was a pleasant surprise for us, 
despite dynamic range similar to the Alexa or Amira. During color grading, 
we had the impression that the range was greater than the declared range. 
The camera was very flexible in terms of over and underexposure.   
Using it’s second native sensitivity of 5000 ISO, the VariCam has slightly 
greater noise than at 800 ISO, but even this is four times less than in the 
Alexa or Amira at maximum sensitivity. The noise was easy to remove, 
and after the application of filters, the image became clean and clear. The 
internal 12-bit recording system in AVC Intra 444 files works very well. We 
were unable to record RAW files, as the Codex module for this model was 
still unavailable during our test. However, we know from experience that 
RAW performs even better than any other internal codec. This means just 
one thing – that the RAW version of the VariCam can only be better!

AJA CION

The AJA Cion has been long awaited by fans of AJA. It seemed that the 
manufacturer would knock our socks off, but in fact it has turned out that 
the Cion is not the amazing tool which we had been waiting for. The ef-
fective dynamic range is only 8 stops, two or three fewer than in the case 
of, i.e. Blackmagic Ursa. The AJA Cion has fairly high contrast, but is fairly 
difficult to use and unforgiving of mistakes in exposure. This is a camera 
for professionals who know how to work with light and adapt it to the high 
contrast of the camera. The advantage of the Cion is that it reproduces 
color very well, especially skin tones. The image is exceptionally pleasant 
and natural. Faces and generally skin look very believable and elastic, in 
a pleasant, not “plastic”, way. The camera’s main flaw is its lack of an OLPF 
or a setting for the filtered image, resulting in the appearance of artefacts. 
This flaw is unfortunately noticeable with small check patterns and delicate 
fabrics. A particular type of colored moiré appears which is fairly hard to 
remove in postproduction. On the other hand, the Cion demonstrates very 
good sharpness. The camera has turned out to be a slight disappointment, 
although for certain purposes, especially as a learning tool, it’s not bad, as 
it requires great precision of exposure and mastery of light and contrast. 
An undeniable plus is its interpretation of skin tones. 

KINEMINI

The hesitation which many operators feel towards this camera is unfounded. 
The KineMini’s dynamic range as mentioned before, is 11 stops.  
In certain setups it can even achieve 13 stops with very well filtered noise. In 
comparison with other cameras, the KineMini starts off with very good skin 
tones. There is a certain roughness or matte quality to the image, with very 
good resolution. After attempting to test the sharpness, it turned out that the 
effective sharpness is nearly three times greater than that in the Panasonic 
or Alexa [we’re speaking here of a subjective assessment of sharpness; we 
did not use Putora sharpness indicators or other such instruments – ed.]. 
But be careful with the sharpness; a definite moiré is visible on small lines 
and check patterns (this is a feature found in three of the cameras we tested, 

the Ursa, the AJA Cion and the KineMini).  
The camera lends itself well to grading, and gives a very sharp impression 
when compared with others. It seems to be a dream camera for blue and 
green screen effects, except, of course, for those times when the earlier 
mentioned moiré problem appears, necessitating the careful selection of 
costumes etc.  
On first opening the files, the camera gave the impression of be-
ing seriously underexposed. It looked as though there was a signifi-
cant discrepancy between what can be seen on the monitor on-set 
and what we opened in postproduction. Be careful with exposure!  
A .CUBe 3D file will be necessary to interpret the results each time! It’s 
only with the aid of such a file that the color grading system sees the files 
correctly. 

SONY FS 7

A universal camera, highly flexible, with very good adjusting in the Custom 
settings, and the possibility of in-line LUt and customized interpretation of 
colors. This camera, although it’s quite flexible, can be a bit of a disappoint-
ment for those making the switch from an Alexa, as its sensitivity may not 
be all that is declared. The manufacturer’s specifications declare a native 
sensitivity of 2000 ISO, and this is indeed true when we do outdoor shots.  
For people wanting to work in very underexposed areas – the behavior of 
Sony FS7 in this regard may come as a deep disappointment.  
The camera shows substantial noise at the native sensitivity setting of 2000 
ISO. This noise disappears when the camera is set to 1000 ISO or 800 ISO. 
In other words, with respect to the native sensitivity, we overexpose the 
shot by 1.5 stops. It’s only then that we can start to think about working 
in seriously underexposed conditions. When we set the ISO to 2000, the 
camera may not forgive us. And this is perhaps the greatest complaint 
of many operators who have come to this camera without trying it first. 
Another interesting phenomenon is that working with S-Log 2 or S-Log 3 
in the Cine mode is slightly different than in the Custom mode. If we upload 
for example an S-Log 2 or S-Log 3 gamma from a third party software, the 
camera immediately informs us that we are working in 1000 ISO setting.  If 
we use a similar gamma in the Custom mode, the camera informs us that 
the default setting is 2000 ISO. Whether we’re working in the Cine mode 
or Custom mode, we should assume that the setting is 1000 ISO – in short, 
we overexpose the material.  
This camera, like the Alexa and Amira, has a “floating” dynamic range which 
depends on the sensitivity settings. If we set the camera to 800 ISO, the 
camera sees less in lights and if we set the camera to 2000 ISO, it sees 
more in lights and less in shades.  
The camera effectively has 11 to 12 stops, although the manufacturer de-
clares a slightly larger range. This seems to be the most universal camera 
in its price range. The internal recording in xAVCHD at 4K seems to suffer 
from fairly high compression, and it seems more reasonable to record onto 
internal cards at 2K rather than 4K. The highest resolution should be used 
with the external recording system.

SONY ALPHA 7S

The manufacturer declares 1 to 13 stops in S-Log 2. At a sensitivity of 3200 
ISO, the camera tolerates every kind of overexposure well. However, it seems 
that if we wish to work with major underexposure, it is more realistic to 
assume a sensitivity of 1000 to 1600 ISO. The camera does a better jobs of 
drawing out details in shadows at these settings, classically, just as on film. 
This is a very flexible camera, and in conjunction with a Shogun record-
er achieves a very high quality image. It has produces little noise, with 
a pleasant look. The possibility of working with full-format 24 mm x 36 mm 
frames and with Super 35 mm (APS-C) makes this a fairly universal tool. 
The HD image is recorded on internal cards. At 4K, an external recorder is 
necessary. This fact means that the whole set is somewhat more expen-
sive, but even still it is half of the price you need to pay for a Sony FS7, for 
example. Incidentally, the Alpha 7S works well together with the FS 7, for 
example. This means that the Alpha 7S can be used as an additional tool 
while working with the Sony FS 7.  
When working with high sensitivities on this camera, for example 12000 ISO 
(four times higher than 3200 ISO), this camera beats all others hands down. 
The noise is nearly identical to that in the least noisy of all the cameras we 
tested, that is the VariCam 35 at 5000 ISO.  
Of course, the color separation is slightly less than in the Panasonic.

URSA

Measured dynamic range of this camera is 11 stops. The usable range is closer 
to 10 stops. This camera, like the KineMini and Cion, produces a color moiré 
at high frequencies and with small check patterns, caused by the absence 
of an OLPF. The native sensitivity is 400 ISO. The manufacturer declares 
a higher number, however we were unable to reproduce those results. When 
working with different sensitivity settings, the well-known phenomenon of 
the dependency of sensitivity on dynamic range appears, floating up and 
down just as in the Alexa or Amira. At a setting of 800 ISO, there is a slight 
noise, but it is organic and easy to remove in software with a good filter. One 
serious flaw of the camera at this time is the so-called „black sun” effect, 
or incorrect interpretation of extremely high luminance elements. It seems 
unbelievable that the manufacturer hasn’t managed to eliminate this yet, 
although the problem could certainly be fixed with appropriate firmware. 
That was the case in the early stages of development of other 
cameras. Regardless of this last comment, this a fairly pleasant 
camera to use, although cinematographers must get used to 
its philosophy. An excellent tool for low-budget productions.
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it our winner in the category of color reproduction. When film-
ing a scene in which all the nuances of color are important, for 
example in a costume drama, the VariCam is an excellent tool 
and our undoubted favorite.
The Panasonic VariCam 35, similarly to the operator’s standard 
of recent years, the Alexa, has a tonal range of 14 stops. At times, 
it even seems that the VariCam 35 has as many as 16. In truth, it 
does not have the sharpness of the other cameras, but the moiré 
problem does exist. Sharpness can be corrected in postproduc-
tion, but moiré, as we mentioned earlier, is problematic. It should 
be emphasized that the VariCam 35 which we used in the test 
was a pre-release version with the flaw that we encountered 
red noise on the image. In newer models this flaw has been 

the model we used, and at a sensitivity of 800 ASA the noise 
was nearly impossible to see. However, correcting this flaw 
would improve the possibilities for postproduction, especially 
when it comes to fine detail exposure of blacks, and would allow 
more ambitious use of the camera in underexposed conditions.
Before beginning filming, it would be worthwhile to compare
Panasonic’s Varicam 35 with the Sony F55 and the Red Epic 
Dragon to assess whether they handle colors equally well. Only 
then can the right model be chosen. In further tests, it will be 
important to choose elements of set design that include dark 
and light colored textures. This will allow the assessment of the 
cameras in terms of color transfer. This is especially important 
since what Panasonic has achieved represents a significant 

eliminated.
In other words, the VariCam 
is a shockingly good camera. 
For the first time, Panasonic 
has taken the lead over Sony’s 
cameras, which until now 
have been superior.

LIgHT SENSITIVITY
When testing light sensitivity 
we used PAR lamps, to check 
halation and the behavior 
of a sensor at very high 
luminance. 
Alexa, Alexa Amira, Panasonic 
VariCam 35 and even Sony’s 
FS7 and Alpha 7S tolerate this 
correctly. With each camera, 
though, the type of halation 
was different even with the 
same lens used. It appears 
that large amounts of light 
entering through the lens re-
flect differently in sensors and 
optics. The worst performance 
in this respect was from the 
Cion, where the flash caused 
disruption of the foreground 
image – the whole image was 
literally flooded with halations. 
This may have been caused by 
lens adapters which were not 
adequately darkened, and by 
the sensitivity of the camera.

SUMMARY
Following this year’s tests, we 
put the Panasonic VariCam 
35 in the first place, trusting 
that the version released for 
production has eliminated the 
red noise problem mentioned 
earlier. To be honest, the noise 
problem was not serious in 
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evolution. Our experience shows that when examining the test 
carried out on the DSC Labs checker, with 50% saturation of 
a given color space, all vectors of this camera fit into the given 
color boxes. This means that they have been reproduced correct-
ly, as the engineers intended. No other camera passed this test.
Let’s imagine that while filming, we are forced to use sever-
al different cameras, and have at our disposal an Alexa and 
a Panasonic VariCam 35. The question arises then whether we 
can sync them to each other.
If we take the image created by Alexa as our model image, even 
after advanced color grading it won’t be possible to match the 
blacks to the image created by the Panasonic, which would be 
possible in the opposite case.
Panasonic’s cameras, like Sony’s after all, are a rarity on the 
Polish rental market, as if the rental companies were afraid that 
inexperienced cinematographers wouldn’t want to use them. It 
turns out, though, that they’re just as easy to use as an Alexa. 
The conclusion is that digital film technology is developing so 
quickly that it’s not worth getting attached to one certain brand, 

but rather to choose a camera which will create the most satis-
fying effect in a given situation. It’s a good idea to take a closer 
look at the differences between the Panasonic VariCam 35 and 
the Alexa. The manufacturers of both claim an identical tonal 
range of 14 stops. When we start to set different sensitivities in 
the Alexa, as well as in the Blackmagic or KineMini cameras we 
tested, dynamic range “floats” if we make these changes. 
The VariCam 35 was the only camera to maintain the same dynam-
ic range in this case regardless of sensitivity. This is all the more 
valuable since its sensitivity is very high, ranging from 800 to 5000 
ISO; in fact, it is the only camera with such a high sensitivity. Thanks 
to this, it is able to draw out all the nuances and details of dark 
tones which other cameras treat uniformly. This is a further argu-
ment cementing the VariCam 35’s first place ranking in our test •

Download the test reference materials:  
www.filmpro.com.pl/public/

WE WOULD LIKE TO SINCERELy ThANK ALL ThE COMPANIES, 
INSTITUTIONS, AND INDIvIDUALS WhO SUPPORTED US IN ThE 
GREAT CAMERA TEST 2.0. 

Equipment:

eBH – Arri Alexa Plus camera  
Film Cyfrowy Rent – KineMini and Sony FS7 camera  
Fastmedia – Arri Amira camera  
MBS – Aja Cion camera  
Panasonic Polska / Teltec – VariCam 35 camera  
Magic Light – Blackmagic Ursa camera  
Krzysztof Ptak – Sony Alpha 7S  
eBH Polska – Master Prime and Ultra Prime 50 mm lens  
tPS Studio Filmowe – film studio  
Luks Film – lighting  
OSRAM – light sources  
Studiotech Polska – Dedo Light  
Fotoforma – Canon DPV3010 4K monitor  
4Vision – tripods  
A.F. Marcotec – Zacuto Gradical HD Viewfinder  
Little Beast - Extension Unit for FS7   
Prolite – matte box 

Crew:

Krzysztof Ptak – director, cinematographer, postproduction  
Jerzy Rudziński – assistant cinematographer, DIt  
Tomek Wolski – assistant cinematographer, DIt  
Michał Matwij -  assistant cinematographer, DIt  
Filip Kovčin – assistant cinematographer, DIt  
Adam Palenta - making of  
Bogdan Modzelewski and Janusz Nogal (Luks Film) - lighting   
Olga Omeljaniec – actress  
Aleksandra Radwan – actress  
Aleksandra Dutkiewicz – make-up  
Irena Gruca-Rozbicka – production  
Monika Lewicka – production  
Teatr Dramatyczny - costumes    
emanekiny.com.pl – mannequins  
Szama-Szama – catering  
Nowe Horyzonty Edukacji Filmowej – screen and projector  
Event Partners: Polish Society of Cinematographers, OSRAM

Special thanks to:

Jakub Szczygieł, Miguel Nieto, Piotr Kucia, Weronika 
Nowicka, Magda Sendecka (props), Monika Kwiatkowska 
(props). 
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