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The Producer’s Handbook: International Distribution 
 
International Distribution can be daunting and we want to make sure you as the producer have all the 
information you need at your fingertips to ensure the films and series you are working on can touch the lives of 
media consumers around the world. 
 
This handbook will cover all the fundamental elements of International Distribution from selling your film, 
successfully delivering it and ensuring it passes the tightest quality control standards. We thank you for joining 
to put our best foot forward in delivering high quality entertainment to a global audience. 
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Making the Sale 

Imagine you are buying a car. Your first step is probably online research, followed by setting up some test-
drives by calling car dealerships. You might even read reviews from people who have previously owned the 
same vehicle, compare it to other vehicles, get 2

nd
 opinions from your friends & family etc. Some car 

manufacturers these days even offer extended test-drives where you get to take the car home for over 24 
hours! After a pretty lengthy process, you make a decision. 
 

Buyers in the Entertainment industry work in the same way. Content buyers will scout the internet for 
content that’s never been seen before in their market. After seeing the synopsis and promotional images 
they’ll watch the trailer or sizzle-reel we have up for them. As their interest grows the buyers want to watch 
the whole film. If it’s a series, the buyer will want to watch a couple of episodes from each season and read 
episode summaries to understand the progression of the show. 
 

Further along in the process a buyer will sometimes want to gauge the technical integrity of the show, in 
which case they will request delivery of a sample in their specifications. 

 
Synopsis: around 200-250 characters. A brief overview of the film or show 

Promotional Images: One sheets, posters, high-quality images etc. 

Trailer: Around 2-3 minutes, if you have an edited trailer for your show or film this can go a long way to pique a 
buyer’s interest. 

Sizzle-Reel: Sometimes a trailer is not available a sizzle-reel is a good substitute. Pick out your favorite parts of 
the film or show and collate them in a Rockin’ montage! 

Whole Film (Screener): For buyers who are really interested in your show. The full length screener can be sent 
as a downloadable file. Services which facilitate this include: WeTransfer, Dropbox, Hightail, FTP Server etc. 

Couple of Episodes from each season: Pick the best and the most pivotal episodes that advance the plot 
forward. Some deals may include only certain seasons of a show.  

Episode Summaries: We don’t want to let the whole cat out of the bag right away! Episode summaries & season 
summaries are a great way for buyer to understand a show’s progression without having to watch every single 
episode. 

Sample in their specifications: This is usually the final step before a deal is finalized but it is just as critical. This is 
the 24 hour test-drive. Screeners allow the buyers to fall in love with the content but this sample needs to meet 
technical specifications. Specifications will be explained in more detail in The Delivery section.  This step also 
helps buyers determine the technical quality of our project and ensure it matches their standards. Quality 
Control is also explained in more detail later-on in the quality control section. 

Next Section is The Delivery   

  

NOTE: 4K Buyers might request a full 
4K sample to assess its authenticity. 
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The Delivery 
 

Video 
The most important part of the delivery is Video. 
In today’s digital age video comes in many different shapes and sizes. You’ll hear a lot of Buzzwords like 
4K, ProRes, Bit-Rate, GOP structure, interlaced scan etc. thrown around. 
 
A lot of producers will work with a post-production company who take care of these technical details, but 
it is important that the producer has the tools he needs to guide them and make sure he/she gets the 
desired results. 
 
Key terms covered in this section: 

 Resolution 

 Aspect-Ratio 

 Frame Rate 

 Formats & Compression 

Resolution: 

The number of horizontal video pixels x number of vertical video pixels 
Please note that resolution is a measure of the amount of detail if an image in pixels, and not the physical size of the video in 
inches/centimeters etc. That being said, the higher the resolution, the larger the video can be presented without appearing blurred or 
pixelated 
 

 
 

Upscaling (up-res/up-convert): The process of increasing resolution e.g. from Full HD (1920x1080) to UHD (3840 x 2160) by doubling 
pixels or a process known as Pixel Interpolation – upscaling is frowned upon in the industry and can lead to major disputes. Researchers 
are working to build better upscaling methods, but even then there is no substitute to shooting and finishing a film at as high a resolution 
as possible. 
Down conversions (down-res/down-scale): This is the process of reducing resolution and is very common in the industry. Many shows 
are filmed in 4K or UHD, but are finished in Full HD. Many shows are finished in 4K, but are delivered to buyers in HD. 

Standard Definition (SD) 
Losing popularity in the market as HD takes over - this format comes in different forms. Perhaps its most common form in 

the US is 640×480 pixels Today this term collectively refers to content that has a lower resolution than the formats below. 

High Definition (HD) 
This refers to an image size of 1280 horizontal 

pixels and 720 vertical pixels or 1280x720. 

Full High Definition (Full HD) 
This is a step up from HD with 1920 Horizontal x 

1080 Vertical 4K (Four Kay, 4K DCI) 
Similar to 2K, this is used in Theatrical Film distribution. It refers to 

4096 pixels of horizontal resolution, and a variable number of 
vertical pixels, typically 2160. It is slightly wider than Ultra High 
Definition, and converting films at this resolution for Television 

broadcast typically requires cropping or matting 

Ultra High Definition (UHD) 
This is often mistakenly referred to, mainly by 

television marketing campaigns, as 4K which is a 
different standard. UHD is a television standard 

which is 3840x2160 

2K (Two Kay) 
This is a term you might hear thrown around. This is largely used in 

film projection systems. It refers to 2048 pixels of horizontal 
resolution, and a variable number of vertical pixels, typically 1080. 

8K 
This is still in its early stages since technology is yet to be widely adopted that would allow projects to be made 

economically at this resolution: 7,680 x 4,320. However, the industry always believes in the mantra bigger is better, so 
watch this space! 
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Aspect Ratio 

The ratio of number of horizontal pixels by number of vertical pixels (X:Y). There are many different aspect ratio 
standards that have evolved over time. Here are a few: 
 

 
 
 
Different distribution mediums (TV, Theatrical, Online, Discs) often require changes to a program’s aspect ratio. This can be 
done in the following ways: 
Matting: The process of adding black bars to a video in order to make it fit into another Aspect Ratio. Adding vertical bars is 
known as pillar boxing, while horizontal bars are called letterboxing. No visual information is lost, but the images will not fill 
the screen and may appear small. 
Straight-Crop: The edges of the video are cropped to the right aspect ratio: Visual information is lost, but the image fills the 
screen. 
Pan & Scan or Tilt & Scan: A more advanced crop, where an editor will assess each shot and ensure the most important 
part of each frame fills the screen during the cropping process. Visual Information is still lost, but there is more care taken 
during the process. 
Resize: The video is squeezed or stretched to fit a new aspect ratio. NOT advised as this distorts the video and can make 
subjects look noticeably fat, tall, short or thin. 

 
In order to ensure compatibility with older systems buyers recommend following title-safe guidelines when 
adding on-screen-text as demonstrated in the example below: 
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Frame Rate 
Also known as frames per second (fps) and can be referred to as Hertz (Hz, cycles-per-second, 1 Hz = 1fps) 

 
International Distribution frequently requires frame-rate conversions due to different standards being used in 
different countries. Even distributing a theatrical release on television will require changes in frame format. It is 
absolutely critical that the quality of these conversions are checked and double-checked for each individual shot 
to ensure the motion in your motion picture maintains its integrity. 
 
Interlaced Scan (i): Imagine an image as horizontal lines of pixels. In a 1920 x 1080 resolution image there are 
1080 horizontal lines. In the interlaced method, each field only displays half of the horizontal lines in an 
alternating pattern. This process happens so fast that our eyes see a complete image (below). 1080 interlaced 
would be 1080i. 

 
Progressive Scan (p): The p in 1080p does NOT stand for pixels. It stands for progressive. This method displays 
all the lines of video pixels at the same time. 
 
There are three main frame rate standards in the TV and digital cinema business: 23.976 (23.98), 24, 25, and 
29.97 frames per second. However, there are many variations on these as well as newer emerging standards. 
 
For a detailed list of commonly used frame rates please refer to Appendix 1 – Frame Rates 
 
Putting the difference between Interlaced (i) and Progressive (p) into perspective: 50i contains the same amount 
of information as 25p. 
 
Time-Code allows us to quickly and easily identify a specific frame in a film or show. It is laid out in the following 
format: 
 

 
 

Since time-code counts the number of frames, as the frame-rate is modified for international distribution, 
different elements which are synchronized by time-code like audio, subtitles & closed captions can go out of 
sync. 
 
E.g. if a subtitle line is supposed to start at 01:40:15:29 (one hour, forty minutes, fifteen seconds, twenty-ninth 
frame) in a 30 fps show, it will not be triggered if the show is converted to 25fps because the frame count will 
only go up-to 25. 
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Formats and Compression 

Humans have been transporting physical assets for centuries, but we have only recently started the mass 
distribution of digital assets. Despite the generation-gap between the two, the fundamental aims are still 
consistent: Ship as much as possible, as fast as possible, as cheap as possible & without a loss of quality. As we 
see with physical shipping, these elements tend to be linked and the end results are generally a compromise 
between the four. That is where Formats & Compression come in. 
 
The two most popular methods are used for digital asset delivery today are: 
Over the Cloud: WeTransfer, DropBox, FTP Servers, Aspera, Peer-to-Peer, Signiant etc. 
Drive Shipment: As file sizes grow it can be more efficient from a time and financial standpoint to copy the 
deliverables onto a hard drive and physically ship it to the buyer e.g. via FedEx or UPS. This method is also 
especially helpful in regions with sub-optimum internet connectivity. 
Tape Delivery: The video is written to DV Tape and physically shipped. This method is expensive and is fast 
becoming an obsolete means of delivery. 
 
Perhaps the best way to explain compression is by drawing a parallel with IKEA. The Swedish furniture maker is 
best known for popularizing the “flat-pack” furniture model. A fully assembled furniture piece occupies a much 
larger volume than its individual parts + a paper instruction manual. In broad strokes, video compression codecs 
(COders and DECoders) work in a similar way, it packs the different parts of a video in a more efficient manner 
which the Codec (instruction manual), if installed by both parties, knows how to re-assemble. 
 
Since digital technology allows an almost infinite number of copies to be created, video compression ensures 
that pieces that of the video that are exactly the same are only stored once. Tracing this back to IKEA furniture: 
if a flat-packed table had 4 identical legs, only 1 leg would be stored in the file and the rest of the legs would be 
automatically rendered out by the codec on the receiving end. 
 
There are many different formats compression methods and codecs available today that are explained in more 
detail in Appendix 2 – Formats and Compression 
 

 
 

 

  

NOTE: Even as codecs keep improving and labs work to mitigate the visually 
noticeable effects of compression, there will be a net loss in the overall information 
present in the reassembled compressed file. The key is being aware of how to 
manage compression relative to the importance of other factors. The opposite of 
Compressed Video is Lossless Video, where there is no loss of quality but this often 
results in impractical file sizes. 
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Master File Delivery 

We have the in-house capability to create deliverables to the final specifications of the buyer. All we would 
require from you is a Master File(s) in the form of a Mezzanine Format. 
 
Mezzanine Format: You’ve probably heard the word Mezzanine used in the context of a building. It’s a level in 
between two other levels, typically in the middle of the Ground and 1st Floor. It has a similar meaning in the 
world of international distribution. A master file is the fully finished project in an intermediate (mezzanine) 
format which preserves most, if not all the film’s original frame quality. The mezzanine format makes it easy for 
any downstream post-production lab to work with. 
 
The Mezzanine Format gives us maximum flexibility to derive the specifications clients demand. 
 
We urge producers to send us materials at their native (original) frame-rate, aspect ratio and highest-original 
resolution: No cropping, upscaling or down conversions please. 
 
Please find a list of our preferred formats in Appendix 3 – Preferred Formats 
 
We understand that you may have masters available in different formats and that is fine! We can typically work 
with any format we receive, but we need to be aware of the exact details in order to optimize our workflow, 
budget our resources and preempt potential issues. The information you provide us with will go a long way in 
ensuring a successful delivery. 
 

Details to provide include: 
Native Resolution: e.g. 1920x1080, 4096x2048 etc. 
Native Frame Rate: e.g. 24, 25fps, 29.97, 23.98 frames per second etc. 
Codec(s) used: e.g. Apple Pro-Res 444, DNxHD, Cineform etc. 
Bit-Rate: Kilo-bytes per second/kbps/mbps etc. 
Color Bit Depth: 8 bit, 10 bit, 12 bit or more 
The filename extension: e.g. .MOV, .MP4, .MXF etc. 
 

 

Trailers & Promotional Video 

We had mentioned trailers and sizzle-reels in the Making the Sale section. Buyers often request trailers for your 
film or series to be submitted in their technical specifications along with the full delivery. This is to help them 
build up excitement for your show before it airs on their platform! 

 

  

NOTE: If your content was originally segmented for commercial breaks and has 
sections of black, please ensure that those are eliminated and the version we receive 
is seamless. In addition to a seamless edit, a timecoded list suggesting where 
commercial breaks can be placed is handy. 
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Textless 

Textless is a critical part of making a successful international delivery. Imagine you’re watching an English 
Documentary and all of a sudden you see French Language text on screen that you don’t understand and it 
affects your understanding on the material. A lot of films and shows these days, especially non-fiction and 
documentary formats make extensive use of lower thirds, labeled graphics, labelled diagrams computer 
generated imagery, credits etc.  
 
Any time there is original language text on the screen during the movie, especially when the text is placed over 
video, international buyers require the background footage without any of the original text. This allows them to 
superimpose text in their own local language. It is also very helpful to have a time-coded reference sheet of 
when all this text appears in the film. 
 

 
 
There are three key deliverables when it comes to Textless Elements: 
Imagine the blue represents the total running-time of a film and the red parts are shots with text visible on-screen. 
 

1. Fully Texted Version 

 
This is used by the buyers as a reference when they create their replacement text. 
 
2. Full Textless Version 

 
The full film/show with all the original language text layers taken out 
 
3. Textless Elements 

 
These are only the separate individual shots which had text in the first place (the red parts in 1.), with the 
original language text taken out. The gaps between them are generally removed:  

 
Textless elements must always be accompanied by a chronological timecoded list of start and end points 
 

 
 
For more information on submitting Textless Please see Appendix 4 – Methods of Submitting Textless 
  

NOTES: If text appears on screen in between two cuts in the background video. The textless shot 
should contain the full background shot from cut-to-cut. 
Buyers also prefer if the film is free of website links, URLs, time/location based calls to action etc. 
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Audio 
Audio is just as important as video and over time has become just as diverse. There are new formats and 
standards being developed each day, but it’s not as complicated as it seems. 
 
Here are some of the most common audio configurations used in the industry today (in order of increasing 
complexity): 
  

 
 

Other formats to know: 
 

 
 
When we request a “Full Mix” we are referring to a complete finished audio package that is in its highest quality. 
If that is in 5.1 Surround or higher we also request a fully mixed stereo version since it is a common buyer 
standard. 
 
The process of switching between the formats above can be complicated and the results can be subjective 
unless the conversion is done by a professional audio mixer. E.g. think of the difference between watching the 
same DVD on your laptop (stereo) vs. a home theater set up (5.1 Surround). You may notice the dialogue track 
getting smothered in background music or sound effects when listening to it through a Stereo audio set up. 
 
Audio Stems 
International Buyers often wish to translate and dub the audio into their local languages which is why we 
request producers to provide us with various Audio Stems.  
 
A complete audio mix is made up of many different elements (Audio Stems) that are all mixed together to sound 
just the way you want it. Depending on the show, these elements can include the following: 
 

 
 

Mono: A single stream/track/channel of audio which provides 
no directional guidance. The following formats described 
below are essentially made up of different arrangements of 
mono tracks. 

Stereo: The most common form of audio used. There are two 
different audio streams/tracks/channel, one for each ear. 
They replicate human’s natural hearing patterns which allow 
us to determine the direction a sound is coming from. 

5.1 Surround: Five speakers and one subwoofer make up the 
configuration for 5.1. There are 6 tracks of audio. They are 
arranged in the following clockwise order: Center, Front Right 
(Right), Surround Right (rear), Surround Left (rear) & Front Left. 
The Subwoofer which provides low-end bass is placed front & 
center. This standard is used widely in theatrical distribution 
and television buyers are increasingly starting to prefer this 
standard due to the enhanced experience it delivers. 

6.0 IMAX: A very rare format 
which is a used for IMAX film 
distribution. It is similar to 5.1 
surround except that instead of a 
subwoofer track there is a 
“Center-Upper” and the low-end 
bass is spread between all of the 6 
tracks. 

 

7.1 Surround: Building on the 5.1 
format by adding two more speakers 
(left + right) in between the front and 
rear (surround) speakers. There are 8 
tracks of audio. Movie theaters 
typically have more than 7 speakers 
and a subwoofer, but they still 
playback 5.1 or 7.1 audio. 

Dolby Atmos: Perhaps the most advanced 
surround sound system which utilizes 
ceiling mounted speakers to deliver a truly 
immersive experience. Many movie 
theaters around the world have installed 
Dolby Atmos on select screens. This format 
is yet to be widely adopted by the 
Television industry 

Dialogue 
Spoken words where the speaking characters are visibly on screen 

in sync with the audio. 

Voice Over 
Narration, where the speaker is not on 
screen at any point during the specific 

lines. Often recorded at a separate time 
and location from filming 

Music 
Background Music, instrumentals, 

original score, used in the show 

Effects 
Wooshes! Crashes! Dings! Wind noise, engine revving etc. All 

sound effects used during the show. No Dialogue should be in this 
track. If the mic recording dialogue also picks up effects in the 

background which can’t be isolated, it is placed in the dialogue track. 
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We typically require the all the above stems for deliveries. Here are some ways they are commonly arranged: 
 

 
 

Sometimes all of these are not available, or require time to be created and that’s okay. The sooner we are aware 
of unavailable materials or delivery time-estimates the better. 
 
Our preferred audio format is uncompressed .wav files 

Subtitles and Closed Captioning 
Subtitles and Closed captioning are a great way to add value to your film or show. A lot of buyers are flexible 
with subtitle requirements, but having them can be a great asset. Subtitles & Closed Captions are completely 
separate files that are synchronized with the video using Time-Code. They are not “burned-in” to the video 
which allows them to be turned on and off by the user. 
 
There are a few differences between subtitles and closed captioning. 
Subtitles cover dialogue, spoken word and in some cases music lyrics or untranslated on-screen text. 
Closed Captioning (CC) adds an audio-descriptive element to the traditional subtitles with on-screen-text like 
“Ominous music begins,” “leaves rustly,” “car approaches” or “computer beeps.”  Closed Captions are designed 
to help the hard-of-hearing or allow shows to be screened in locations where audio cannot be played e.g. 
Airports, Coffee Shops etc. 
 
If you have subtitles (in any language) or Close Captioning for your film or show please inform us and also let us 
know what format and frame-rate they were created in, so we can factor in a conversion if necessary. 
 
Subtitle/CC Formats: .STL, .PAC, .SRT, .890, .SCC, .CAP etc. 

  

NOTE: If your audio has been censored with beeps or other censorship techniques. Please send us both the 
censored and uncensored audio. Also, it is important that any censor beeps have a separate channel of their own 

so they can be added and removed without interfering with music, effects, dialogue, voiceover etc. 

Music and Effects (M&E) 
A fully mixed combination of all the Music and Effects in the show. This allows the buyer to dub all the 
spoken words into their local language and re-record voice over in the local language. Any lowering of 
volume (dipping) of the music and effects which was done to make way for dialogue or voice over should 
be eliminated. Local language translations when spoken can take up more or less time than the original 
recordings. Buyers prefer that the M&E level rises and falls naturally with their newly recorded 
translations. 

Mix-Minus Voice Over (Mix-minus) 
This is fully mixed combination of Music, Effects and Dialogue. This allows the buyer to re-do the 
voiceovers in their local language. They might overlay local language recordings over dialogue by dipping 
the overall volume or use subtitles. 
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Scripts and Transcripts 
Whether your show is scripted or unscripted, international buyers always want a script! Scripts/ Transcriptions 
form the backbone of any translation or dubbing process. If the buyer intends to create his own subtitles or 
closed captions he will require a script. Scripts optimized for international distribution can be different from 
scripts used for other purposes. 
 
Typical features of a script used in international distribution: 

 All spoken words 

 Character names: who is saying each line of Dialogue 

 Timecode in and out points for each line of Dialogue 
 
Narrative scripts which contain character directions are fine too as long as timecode points which line up with 
the final film are added. 
 
Please see Appendix 5 – Sample Timecoded Script for a suggested layout 

End Credit Text 
This is also referred to as a “credit list” or “cast list.” Different international broadcasters handle their end 
credits differently. Some may display them as is, some may fast-forward the credits in order to start the next 
program on time and others may want to change a credit read (credits appear one at a time, one after the 
other), to a faster credit roll. In many cases an international buyer will want to translate and transliterate the 
titles and names into their local language.  
 
The end credit deliverable bundles all the information from the end credits into a text file which will form the 
backbone for any conversion they wish to make. 
 

 

Music Cue Sheets 
A tabulated list of all music used in the film/series along with the following information: 

 Cue # 

 Song title 

 Composer/Affiliation 

 Publisher 

 Duration: MM:SS 

 Timecode In-Point: Point of the film/show when 
the music starts HH:MM:SS:FF 

 Timecode Out-Point 

 Song In-point: What part of the song plays first? 
MM:SS 

 
Please see Appendix 6 – Sample Music Cue Sheet for a suggested layout 
  

NOTE: For credits that appear over black, frame-rate changes can cause noticeable distortions to a standard 
credit roll. In this case End-Credit Text would help us create new credit sequences in the new frame rate. 
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Marketing Materials 
Posters, one sheets, high resolution images, synopsis (short & long), log-lines, season summaries, episode 
descriptions, company logos, transparent elements, main character information and bios etc. 
 
High Resolution images are usually taken by a set photographer during production, or are staged before/after 
shooting. They often exceed the video resolution and are designed for high quality printing. Snapshots of the 
video are a last resort and are not recommended for marketing purposes. 

Different Versions 
You may have your film/show already available in multiple languages or have multiple cuts in different lengths. Please let us 
know as soon as possible since these enhance the marketability of your product and can go a long way in closing a sale! 
 
When submitting audio, video and other materials for each of these different versions please follow the same set of 
instructions above, making the distinction between versions clear and standardized. 
 

 
 
 
 
 

Next Section is Quality Control   

  

NOTE: We understand that sometimes all the materials are not available for 

all versions. Please inform us about availability as soon as possible. 
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Quality Control 

We’re not done just yet! Once a program has been delivered we enter the quality control phase. Depending on 
the buyer, this can be quick or very detailed. Some parts of the QC are carried out by specific computer 
programs while other parts are conducted by people. This process can be unpredictable depending on the 
buyer, and in many cases a successful delivery is conditional on Technical Acceptance. 
 
Technical Acceptance can be broken down into two categories which tend to overlap: 
 
1. Objective Quality Control 
- Did we supply everything they requested? 
- Did we meet their specifications on-paper? 
- Do our audio levels and color-elements match their broadcast standards? 
- Do our audio elements and textless elements match their desired layouts etc? 
 
2. Subjective Quality Control 
- The audio is too loud it overshadows dialogue 
- The image appears jerky: the motion is ghosted 
- There appear to be skipped or duplicated frames 
- The audio contains noticeable pops and clicks that are unintentional 
- Poor quality upscaling of low-resolution archival footage, footage shot on different cameras at different frame-
rates etc. 
 
Objective Quality Control points are usually easy to fix and re-submit. Subjective Quality Control notes often 
require the distributer, client and producer to work together and resolve the issues. A lot of times it is possible 
to justify subjective quality control issues as nature of the art. E.g. “This is a show featuring extreme sports, so 
the best way to get certain action-packed shots is to use a GoPro camera.” 
 
Phew! You’re done!  
Thank you for taking the time to read The Producer’s Handbook. This is just a brief insight into the world of 
International Distribution and there is a whole lot more information out there online there for you to explore. If 
you have questions about any of the material don’t hesitate to contact us and we’ll be happy to help. 
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Appendix 1 – Frame Rates 
24p is a progressive format and is now widely adopted by those planning on transferring a video signal to film. When 
transferred to NTSC television, the rate is effectively slowed to 23.976 FPS (24×1000÷1001 to be exact), and when 
transferred to PAL or SECAM it is sped up to 25 FPS.  
25p is a progressive format and runs 25 progressive frames per second. This frame rate derives from the PAL television 
standard of 50i (or 50 interlaced fields per second). Film and television companies use this rate in 50 Hz regions for direct 
compatibility with television field and frame rates.  
30p is a progressive format and produces video at 30 frames per second.  
50i is an interlaced format and is the standard video field rate per second for PAL and SECAM television (Europe). 
60i is an interlaced format is the United States NTSC television standard, whether from a broadcast signal, DVD, or home 
camcorder. When NTSC color was introduced in 1953, the older rate of 60 fields per second was reduced by a factor of 
1000/1001 to avoid interference between the Color and Audio signals the broadcast sound carrier. Hence, this is referred to 
as 59.94i, 59.94Hz or 29.97fps 
 

Up-and-coming frame rates: 
48p is a progressive format and is currently being trialed in the film industry. At twice the traditional rate of 24p, this frame 
rate attempts to reduce motion blur and flicker found in films. The first film at 48 FPS was The Hobbit: An Unexpected 
Journey. 
50p and 60p are progressive formats used in high-end HDTV systems. While it is not technically part of the ATSC or DVB 
broadcast standards yet, reports suggest that higher progressive frame rates will be a feature of the next-generation high-
definition television broadcast standards. The European Broadcasting Union (EBU) considers 1080p50 the next step future 
proof system for TV broadcasts and is encouraging broadcasters to upgrade their equipment for the future. 

 

Appendix 2 – Formats and Compression 

Video Compression: https://en.wikipedia.org/wiki/Video_coding_format 
List of Codecs: https://en.wikipedia.org/wiki/List_of_codecs 
Group of Pictures: https://en.wikipedia.org/wiki/Group_of_pictures 
Video Compression Picture Types: https://en.wikipedia.org/wiki/Video_compression_picture_types 
 

Appendix 3 –Preferred Video Formats 

For High Definition Programming 
Apple ProRes, ProRes HQ OR Avid: DNxHD 
 
For 4K or UHD Programming 
Apple ProRes HQ 444 10bit or higher (preferred) OR Digital Picture eXchange (DPX) Format 
 

 

Appendix 4 – Methods of Submitting Textless 
Full Texted + Full Textless as separate files MyMovie.mxf + MyMovie-Textless.mxf 
Full Texted + Full Textless in the same file where the full textless version starts 60 seconds after the Last frame of action MyMovie.mxf 
Full Texted + chronological Textless Elements in separate files MyMovie.mxf + MyMovie-Textless.mxf 
Full Texted + chronological Textless Elements in the same file where the chronological textless elements start in sequence 60 seconds 
after the Last frame of action MyMovie.mxf 
Full Texted + individual Textless Elements: This is a rare request, but it would involve sending them each textless shot as a separate file. 
MyMovie.mxf + MyMovie-Textless1.mxf + MyMovie-Textless2.mxf…  

NOTE:  We want to stay away from DVC-ProHD and XD-Cam as delivery formats, as well as compressed QuickTime files, such 
as H.264 -- the files native to Canon 5D and 7D cameras (Other titles have delivered H.264, which required huge amounts of 
render time to get them into an editable format). 

https://en.wikipedia.org/wiki/Video_coding_format
https://en.wikipedia.org/wiki/List_of_codecs
https://en.wikipedia.org/wiki/Group_of_pictures
https://en.wikipedia.org/wiki/Video_compression_picture_types
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Appendix 5 – Sample Timecoded Script 
 
TITLE 

<Your Show Name> 

Season #__ Ep #___ 

Total Run-Time (TRT) – HH:MM:SS 

 

[00:59:58]  Sync POP 

[01:00:00] NARRATOR 

Previously on Danny The Walrus: Dr. Torres and the Emergency Department 

Trauma Team, were treating multiple trauma patients; a 2-day-old baby walrus 

was being prepared for neurosurgery with Dr. Torres’ 

[01:00:14] THEME SONG “FOR THE LOVE OF WALRUS” 

‘Cause I’m right here waiting 

for a beautiful walrus 

Someone to love, someone to care for 

But my love should never bring you harm’ 

 

[01:00:36] SCREEN CAPTIONS 

DR. ERSKANE 

DR. HOWARD STARK 

 

[01:00:56] SCREEN GRAPHIC 

DANNY THE WALRUS 

[01:01:04] DR. ERIC TORRES 

[Caption: Dr. Eric Torres, PA-C, Neurosurgery Physician Assistant] 

My name is Eric Torres. I’m an Attending Pediatric Neurosurgeon here at 

Danny the Walrus’s Walrus hospital in Sherman Oaks. I’m also an Associate 

Clinical Professor for Neurosurgery at the University of Van Nuys, Medical 

Center. 

[01:01:21] DR. ERIC TORRES 

And quite a number of kids that are seriously injured and even die from 

that. 

[01:01:27] CASSIDY LEIBERMAN, PA-C 

[Caption: Cassidy Leiberman, PA-C, Neurosurgery Physician Assistant] 

I really enjoy working with Dr. Torres. When it’s a day with Dr. Torres I 

know I’ll get my exercise. He enjoys taking us up the stairs. 

[01:01:37] DR. DAVID KALASHNIKOV 

[Caption: Dr. David Kalashnikov, Pediatric Neurosurgeon] 

Dr. Torres is a great guy. He’s really an interesting guy. He’s got a lot of 

varied interests. 

AND SO IT CONTINUES 
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Appendix 6 – Sample Music Cue Sheet

 


