
What in your opinion are the advantages of filming on 
ETERNA-RDI compared to ETERNA-CI?
Jiménez: The biggest advantage we discovered the first
time we recorded on ETERNA-RDI was that at last the pres-
ence of magenta in highlights and greenish blacks had dis-
appeared. We found a totally clean color range, which made
our work quite a bit easier when making photochemical
grading, if this was found to be necessary.

Another very important advantage for us was the
speed at which we were able to cali-
brate our ARRILASER film recorder
with the laboratories. It has always
been easy and fast for us to calibrate

Fujifilm materials with the laboratories, but RDI pleasant-
ly surprised us because we could achieve the optimum
calibration of this material in only two passes.

What were the qualities of ETERNA-RDI when it came to
recording the feature film Enloquecidas, with the renowned
Joaquín Manchado as Director of Photography?
Perez: When Telson receives a film shot in HD, as in the
case of Enloquecidas, we always pay special attention to
the chroma and brilliance, because in the recording
process a small percentage of these two aspects is lost.
But to our surprise, when we made the first test record-
ings with RDI for Enloquecidas, we saw that we had no
need to compensate the chroma by 10% in recording as we
had been required to do previously. RDI respected totally
the level of colorimetry and brilliance which Joaquín
Manchado worked on, both during shooting and in the
telecine with Kike Jiménez. I believe this was the quality
of RDI which most benefited the film.

What other advantages does ETERNA-RDI have?
Jiménez: We also saw other advantages such as the
improvement of focus in the three channels of red, green
and blue which gives greater image quality with regard to
that obtained with an analogue internegative. This new

aspect is one which has given our customers most confi-
dence because the final image is totally sharp.

What has your experience been in using Fujifilm materials?
Perez: The truth is that it was quite difficult for us to
start working with Fujifilm materials such as ETERNA-CI
because demand was not high enough and initially it was
not at all easy to come to an agreement with the laborato-
ries to create a new work method based on this material.
Once we had managed to get over these two aspects we
calibrated the film recorder, which was quite easy, and
started working normally. There were differences with
other internegatives, but last year with the appearance on
the market of RDI Internegative, many of these differ-
ences disappeared and in some aspects it has even sur-
passed these other internegatives. At the present time,
ETERNA-RDI is the most widely used internegative at
Telson and so far both we ourselves and our customers
are totally satisfied with the final results of the work. 

What quality would you highlight about the use of RDI? 
Jiménez: I think the most important quality of this
internegative is that it is the ideal material to record films
which have been shot in HD because there is no loss of
color or brilliance after transfer. This is very important
because at present many films are shot on HD cameras in
which the presence of a wide variety of colors is essential.
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ETERNA-RDI is the most widely 
used internegative at Telson
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Director Seiji Izumi’s world involves a fusion of

three factors

Izumi: I have always liked crowd scenes, and 20,000 or

more extras appear in this movie, mainly in the marathon

scene. I really like viewers to experience the energy pos-

sessed by people. Due to the relationship of trust built up

with Yutaka Mizutani over many years, I know that he

will act any role that I request. However, in this movie’s

explosion scene there were parts that I wondered whether

even he could pull off. Mizutani’s wholehearted perfor-

mance gave the whole movie a feeling of tension, so that

the movie is filled with a high degree of energy.

Aida: As with the TV series, I knew that special camera

movements would certainly be required in the movie. This

is because Seiji Izumi’s direction naturally fuses three fac-

tors: the flow of the direction, the flow of the acting, and the

movement of the camera, without making viewers aware of

the movement. To realize this fusion, the three items of the

lenses, the cameras, and the special equipment must come

together. Due to the requirement to use zoom lenses in the

movie, the cameras were almost twice heavier than nor-

mal. This made it impossible to use the jibs that we usually

use in the TV series, and we mostly used Panther dollies

with the Fujinon 5x and 10x zoom lenses.

Because it was possible to skillfully express images

while suppressing the brightness, just like in a Hollywood

movie, I think we were able to succeed in giving the movie

something of the atmosphere of a Western film. I’d like to

thank Mr. Okubo, a pioneer in digital cinema, for his great

help in creating the movie-like lighting that was both

daring and meticulous.

Katsuki: In this movie, we originally considered from

the scriptwriting stage how to scale up the best points of

the TV series and the places that the fans find most inter-

esting. I believe we have succeeded in skillfully express-

ing the interesting points as a detective story with the

attractive points of the characters while capturing

themes that have present-day and social relevance. While

Aida’s filming principles have resulted in the creation of

highly distinctive images, I thought his shooting that

made the most of the casual exchanges and atmosphere

between the partners Yutaka Mizutani and Yasufumi

Terawaki was outstanding.

This is the kind of movie where there are always new

discoveries to be made even on the second and third view-

ing. I hope very much that everyone will be able to visit a

movie theater to see it. 

Synopsis

A mysterious string of murders has occurred, and incom-

prehensible symbols have been left at the crime scenes. It

has becomes clear that the perpetrator has his sights set on

the venue for a marathon that will be held in the center of

Tokyo, participated in by 30,000 runners and a huge audience

of 150,000 people... Events link together to become the

largest incident ever in the Aibo (Partners) series. What are

the meanings of the symbols left at the crime scenes? What

are the perpetrator’s real intentions? Can the dynamic

duo of Ukyo Sugishita and Kaoru Kameyama prevent an

unprecedented crisis from taking place?

Imaging signal scanning methods

24P: Successive scanning method at 24 frames each second (Progressive scan) used for movie film. 

30P: Successive scanning method at 30 frames each second used in digital television. 

60 i : Skipped scanning method at 60 fields (30 frames) each second (interlaced scan) used in analog broadcasting.
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