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FROM THE EDITOR

G’day, and welcome to our first magazine for 2018.

We’ve put together a bumper issue for this quarter, including 
a terrific double-interview with father and son Director/DOP 
team Warwick Thornton and Dylan River. Their new film Sweet 
Country has been mesmerising audiences the world over, 
picking up the Special Jury Prize at last year’s Venice Film 
Festival.

We chat to the amazing Ben Nott ACS about lensing 
Winchester and working with Dame Helen Mirren, and Simon 
Chapman ACS about shooting the awesome ABC miniseries 
Friday on my Mind charting the career of The Easybeats. We 
also visit Judd Overton on the set of his series No Activity. 

As Editor, I must take the opportunity to thank the generosity 
of our featured cinematographers, writers and contributors 
who all lend their time to have their work, images and words in 
our pages. As a volunteer organisation I am always impressed 
and humbled at your gracious assistance.

I’d also like to congratulate Derin Seale, son of our friend 
John Seale AM ACS ASC and his lovely wife Louise, on his 
Academy Award nomination, alongside Josh Lawson, in the 
Best Live Action Short Film category for their film The Eleven 
O’Clock. Well done Derin, and congratulations to the other 
Australian nominees including Margot Robbie (Actress in a 
Leading Role, I, Tonya), Lee Smith (Film Editing, Dunkirk) and 
Paul Machliss (Film Editing, Baby Driver).

Good luck to all those nominees in the upcoming National 
Awards for Cinematography in Brisbane too, and don’t forget 
those tips and leads... keep them coming!

Peace.

James Cunningham 
National Editor,  
Australian Cinematographer Magazine

Dear ACS colleagues,

Our National Awards judging for 2018 has been completed 
and we now wait with great anticipation for the Awards 
presentation, this year hosted by the Queensland Branch at 
the historic Brisbane Customs House on Saturday, 5th May.

Our National Awards for Cinematography not only recognises 
the very best of the best, but gives those attending the 
opportunity to catch up with friends and colleagues in a 
relaxed atmosphere of brotherhood. Cinematographers spend 
their careers separated from family and friends but at times 
they enjoy the camaraderie of both and it shows.

There will be a number of other events associated with the 
National Awards, one being the ‘Meet the Nominees’ session 
which has become a traditional part of the Awards festivities. 
Moderated by Kim Batterham ACS and featuring a number of 
those cinematographers nominated for Awards, it promises 
to be a real highlight. There will also be a number of special 
guests along with a screening/Q&A hosted by one of our 
finest cinematographers. There is also potential involvment for 
our National sponsors in an event just before the Awards, but 
more news on that to come.

The Awards program of events will be announced soon and 
promises much and we all hope you will seize the moment 
and support your Society and your fellow cinematographers.

Finally, on behalf of us all I congratulate Russell Boyd ACS 
ASC on his recent international Achievement Award from the 
American Society of Cinematographers (ASC). Russ, you are 
an inspiration to us all.

Until next time,

Ron Johanson OAM ACS 
National President, 
Australian Cinematographers Society

FROM THE PRESIDENT
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WE HAVE A WINNER
Max Walter shoots the coming-of-age short Two Piece, winner of this year’s Tropfest –  by Vanessa Abbott

Ava needs to buy a new swimsuit for a 

beach trip. At the age of thirteen, this 

task is anything but simple. 

Winner of Two Piece is inspired 

by Director Greta Nash’s personal 

experiences shopping with her mother. 

As an adult, she would often fall into foul 

moods and leave my mum feeling totally 

perplexed and frustrated. “I thought 
the best way to express this idea would 
be to go right back to the root of it, 
where it all began,” explains Nash, “as 
a young girl going through puberty 
and starting to experience body image 
issues for the fi rst time.” An experience 

she thinks a lot of young people can 

relate to.

The short fi lm was unanimously 

selected by an extraordinary panel of 

industry leaders including: Academy 

Award winner Susan Sarandon, Oscar-

nominated actress Rachel Griffi ths, 

Primetime Emmy-nominated fi lmmaker 

Garth Davis (Lion), BAFTA-nominated 

Aussie documentarian Jennifer 

Peedom (Mountain), and Logie award-

winning actor Rob Collins (Cleverman).

Cinematographer Max Walter was 

nominated for Best Cinematography 

in VCA’s 2015 graduating year for his 
work on Kawaki and Sharp. He has 
lensed multiple music videos for award-
winning Australian artists like Rufus 
and Crooked Colours, and collected a 
Gold ACS Award for Cinematography 
in a Music Video for his work on ‘Wait 
for You’ by Dena Amy. Also an old 
classmate of Director Greta Nash, Two 

Piece is their latest collaboration. 

“I thought the best way 
to express this idea 
would be to go right 

back to the root of it...”

On the way to the beach, thirteen-year-
old Ava (Freya Van Dyke Goodman) 
stops to buy a swimsuit with her mum 
Kelly (Lulu McClatchy) and little brother 
Wally (Liam Smith). Distressed by her 
own changing body and newfound 
self-consciousness, Ava lashes out at 
her mum, and the pair have to navigate 
their way through one of the many tricky 
and traumatic moments thrown at us by 
puberty. 

Two Piece was shot over two days 
in Melbourne’s South-Eastern 
suburbs. The director, producers, 

cinematographer, 1st AD, composer, 
costume designer and script supervisor 
are all past or present students of the 
VCA School of Film and Television. 
The female-led creative team were 
committed to telling a truthful story 
about the self-esteem and body image 
issues that affect many adolescent girls. 

“Although I can’t offer a solution,” 
says Nash, “I can hopefully offer a 
heartwarming ending to the story by 
bringing the focus away from how we 
look, and towards how we feel.”

Two Piece screened to a packed out 
audience in Parramatta Park, attracting 
over 45,000 Tropfest fans this year. The 
fi lm was also live broadcast on the ABC, 
as well as on YouTube for audiences 
across the world to enjoy.

The winners of the Tropfest‘s Craft 
Awards for 2018 were also announced, 
with Lachlan Thompson and Nick Ward 
winning Best Cinematography for their 
short fi lm Boys Don’t Cry, judged by a 
panel of three cinematographers that 
included John Seale AM ACS ASC, 
Roger Lanser ACS and Velinda Wardell 
ACS.

Vanessa Abbott is a writer based in Melbourne.

‘Two Peice’ - DOP Max Walter
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IT’S SHOWTIME FOLKS
Cinematographers Con Filippidis and Paul Howard capture live performances 

for the Australian National Theatre Live – by James Cunningham

It’s undeniable that Australia has a 
wealth of live theatre talent, with works 
by our world-renowned playwrights 
produced regularly for keen audiences 
in major cities around the country. It’s 
also undeniable that the ‘tyranny of 
distance’ within Australia means that 
many who would love the opportunity to 
see these performances are simply too 
far away.

Seeing this demand, the team from 
Australian National Theatre Live (ANT 
Live) is capturing these terrifi c live 
performances with the latest camera 
technology and sharing them with 
a wider audience, supporting their 
distribution and screening in cinemas 
around the country, including rural and 
regional Australia. Two iconic plays were 
fi lmed, destined for cinema showings 
locally and potentially internationally 
in 2018; Michael Gow’s Away and 
Katherine Thomson’s Diving for Pearls.

Con Filippidis was Director of 
Photography for Away, leading a 
talented team of camera operators 
including David Richardson, Aldi Godjali, 
Noel Evans and Louis Puli, shooting 
on two Varicam 35s and three Varicam 
LTs, with LUMIX GH5s used for locked 

off shots. Fujinon Cabrio lenses were 

used on the Varicams. Filippidis was 

also Camera Operator and Varicam 

consultant on Diving for Pearls, working 

with Director of Photography Paul 

Howard.

ANT Live has negotiated agreements 

with theatre companies, writers, actors, 

unions, broadcasters, arts centres and 

cinemas around the country to fi lm, 

produce and distribute high quality 

digital content featuring our best writers 

and performers. 

“We wanted to have the 
dramatic impact 

of a close up at the 
right moment...”

Although technology may have 

progressed in leaps and bounds, 

the team still faces the challenge of 

setting up and shooting a feature-

length production in a tight window to 

fi t within a theatre company’s existing 

performance schedule. They treat the 

whole project like shooting a feature 

fi lm, only in a day. In every sense it is a 

theatrical performance being fi lmed, so 

they capture it with an audience, just 
like a regular production.

Filippidis had shot theatre performances 
in the past, but usually with 2/3rd inch 
cameras and nothing to the scale or 
quality of Away. He believes the primary 
benefi t of shooting with the Varicams 
is their low light performance, which 
allowed the operators to capture the 
original lighting design of the theatre 
production. The fi nished fi lm must 
capture the original essence and energy 
of a live theatre performance. ANT Live 
makes no adjustment to the original 
performance while fi lming, and all 
microphones are hidden.

“With some other cameras you can’t 
shoot live theatre that is lit for an 
audience, not lit for the cameras. In 
previous productions, the cameras 
used struggled with focus in low light,” 
says Filippidis.

Filippidis explained that they were 
consistently able to reproduce the intent 
of the lighting designers. For example, 
he says, in Diving for Pearls, “there was 
a sunset scene that was orange and 
very warm, and a bright day that was 
very blue. The Varicam could handle 

A fi lmed live performance of Michael Gow’s ‘Away’ - DOP Con Filippidis
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all the colour ranges really well.”

All the cameras shot with Fujinon Cabrio 
zooms, which allowed the crews to 
match shots perfectly and result in 
clean, sharp images. We used zoom 
demands to follow the action smoothly 
and quickly. “We wanted to have the 
dramatic impact of a close up at 
the right moment,” says Filippidis, 
“using wide shots and creating pacing 
through editing, but the movie still 
has to make the cinema audience 
feel they’ve gone to see a live theatre 
play.”

The GH5s were used for locked 
off shots on magic arms to provide 
additional perspectives such as high 
angles to create the ambience of a 
live performance. On Diving for Pearls, 
Filippidis used an app to view footage 
on his iPad and trigger them remotely. 
“The GH5s are small and unobtrusive 
so you can put them anywhere. It was 
handy as they were rigged up high and 
not easy to access without a ladder,” 
he says.

The GH5s shot in VLogL (lite), which 
he says was an excellent match for the 
Varicams shooting V-Log. All cameras 

were shooting 4K at 24fps for cinema 
release. “It’s important to shoot in 
4K for cinema release to future-
proof your work and because it’s 
the best quality you can record in,” 
says the cinematographer. “I’ve seen 
the fi nished results and I was blown 
away at the quality. The pictures 
were amazing, the lighting design was 
fantastic.”

The ANT Live team consists of Logie-
winning actor Grant Dodwell; actor, 
writer and producer, Raj Sidhu; and 
Peter Hiscock, a fi lm and television 
producer with many years of 
experience. 

Dodwell explaines, “We were aware 
of the vastness of this country and 
how people miss out unless they are 
on the eastern seaboard. We brought 
together our respective talents in fi lm 
production and the theatre world to 
found ANT Live.”

As audiences watch one continuous 
performance over two hours, they 
are immersed in the levels of acting 
ability which one never sees on fi lm. 
Actors would ask the fi lm crews ‘Do 
we perform for the cameras?’ Only 

to receive the reply, ‘No, you do your 
theatrical performance’. The cinema-
goer is seeing a theatre performance… 
in a cinema, with a sense of the 
spatial positioning of the cast and the 
audience.

“We get a lot of positive feedback, 
particularly in the bush in rural 
and regional Australia. We’re not 
a replacement for theatre, we’re 
augmenting it, and the feedback from 
audiences is that it’s like being there.” 

The team knew that technology was 
improving and that with their combined 
skills, they would be able to achieve 
high production values. Advancements 
in digital broadcast equipment meant 
everything was much simpler and 
cheaper. ANT Live also acknowledged 
the role of rental houses Lemac and 
Videocraft in providing the equipment 
and vital pre-shooting technical support 
needed to bring Away and Diving for 
Pearls to life.

James Cunningham is the Editor of 

Australian Cinematographer Magazine.

 

Noel Evans (Cam Op), Louis Puli (Cam Op), Alex Debenham-Lendon (Asst Cam), Con Filippidis (DOP), Peter Hiscock (ANT 
Live), George Pana (Videocraft), Greg Burgman (Sound), Penny Moore (Asst Cam) David Richardson (Cam Op), and Aldi 
Godjali (Cam Op) - PHOTO Supplied
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It was in mid-2017 when Matt Loucas, a 
Western Australia-based photographer 
and videographer, responded to a 
Facebook advert looking for a local 
Perth DOP for a narrative short fi lm 
about two surfer brothers. The fi lm 
was low-budget, and required a mix of 
interior, exterior and surf/underwater 
fi lming. Loucas was put in contact with 
the Director, James Cunningham (and 
Editor of this publication), by one of the 
fi lm’s producers and soon the two were 
having coffee in Perth’s North Beach.

“I loved Loucas’ visuals. Some of the 
work on his online portfolio was just 
perfect in regards to the direction I 
wanted to take with this fi lm,” says 
Cunningham. After Loucas was hired, 
he was invited to meet the main cast, 
consisting of two Perth surfers and non-
actors Higin Prazmo and Kris Felix, to 
observe rehearsals. Cunningham had 
created a script with no dialogue, and 
the narrative was to play out entirely 
with visuals. It was for this reason the 
Director, used to writing and directing 
for the stage, opted to work with surfers 
rather than actors.

Beneath the Waves is about two 
estranged brothers who embark 
on a surf-trip together on the WA-
coast. Attempting to overcome and 
bury past grievances, the delicate 

ENDLESS SUMMER
Local Perth photographer and cinematographer Matt Loucas 

fi lms short fi lm Beneath the Waves – by Vanessa Abbott

bonds of brotherhood are tested. 
During rehearsals, Cunningham and 
Loucas carefully planned the surf 
choreography with Prazmo and Felix. 
Guided somewhat by the surfi ng duo, 
the crew opted to shoot at the more 
isolated location of Yanchep Beach, 
about fi fty-fi ve kilometres north of Perth. 
This gave them a somewhat secluded 
beach, meaning the visual element of 
isolation became embedded through 
the fabric of the story. With some clever 
scheduling the surfi ng was then shot 
on a grey, overcast day meaning the 
dark skies became a metaphor for the 
brothers relationship.

Loucas shot Beneath the Waves on a 
Sony a3000 in 4K resolution, using a 
waterproof dive-pouch for his camera. 
On the day, the surf was somewhat 
choppy but worked for the fi lm. Over 
the course of about three-and-a-half 
hours, the crew fi lmed various moments 
on and under the waves. “The surf 
footage is mint,” said Loucas upon 
viewing the footage the following 
day. There were roughly two hours of 
footage taken on the waves and in the 
ocean, with the best shots making up 
only about three minutes in the fi nished 
fi lm. Some of the surf footage in the 
fi lm appears in glorious slow-motion. 
The rest of the fi lm consists of scenes 
shot at locations including on Yanchep 

Beach, Mullaloo Surf Life Saving Club 
about thirty minutes south of that 
location and others, like a small motel 
nearby. 

After the footage was edited in Sydney 
by Vivek Asri, Loucas graded the shots 
for the fi nished fi lm. In conversations 
during pre-production Cunningham 
and Loucas had discussed Beneath 
the Waves taking on a certain quality, 
referencing a surf-themed fashion 
photography story called ‘Pursuit of 
the Wave’ photographed by Hard 
Cider New York. “The colours were 
so rich and the shadows so dark,” 
says Cunningham, “It reminded 
me of the work of LeRoy Grannis, 
a surf photographer of the 1960s 
and 1970s. This is what I wanted, 
but more contemporary.” The 
Director goes on to say that his 
Cinematographer, “Nailed it!”

A haunting score was written 
specifi cally for the dialogue-free fi lm 
by an Argentinian musician, Sebastian 
Benegas, and Beneath the Waves 
is currently being submitted to fi lm 
festivals. “This was a real passion 
project for me,” says Cunningham, 
“and... completely self-funded.” 

Vanessa Abbott is a writer based in Melbourne.

‘Beneath the Waves’ - DOP Matt Loucas
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It all started for me at WIN TV in 
Launceston. I was offered a full-time 
job just before I completed Year 12 at 
Launceston College. I had a great time 
and it was the perfect place to begin my 
career. I obviously had much to learn 
but I had a lot of help from all the guys 
above me.

While working for Channel Seven’s 
local news a friend and fellow camera 
operator that I was working with, moved 
to London and was doing well. About 
six months later my then girlfriend and 
I started to get the itch for something 
more. So, in January 2006 we also 
moved to London. We flew into a 
London winter straight from a North 
Queensland summer.

It took me a little while to break into the 
television industry in London, however 
by about four months in I was getting 
regular work as a freelancer. I had 
various clients including CNN, Channel 
9, and the BBC. Al Jazeera English was 

TRUE STORIES
Australian Craig Pennington talks about how he came to be the Senior Camera Operator for  

Al Jazeera’s Investigative Unit based in Washington D.C. –  by Craig Pennington

my biggest client by far. For the next 
two years I was working between 25-
30 days a month, travelling to twenty 
different countries all over Europe, North 
Africa and the Middle East.

I joined Al Jazeera as a staffer in 2011, 
which is when my, now wife, and I 
bought a flat in West London and we 
settled down, expecting to be there 
for many years to come. In 2014 I 
got an offer I couldn’t refuse. We’d 
both made lifelong friends and really 
enjoyed our time in London, but, when 
an opportunity presented itself to 
move to the US and join Al Jazeera’s 
Investigative Unit, we couldn’t pass it 
up.

Over the last few years I’ve been 
involved in a couple of films, which have 
created a bit of a stir. The Dark Side is 
about performance enhancing drugs in 
US sports. The Huffington Post called 
it ‘the biggest sports story of the year’ 
and The New York Times reported 

that United States Anti-Doping Agency 
(USADA), in an ongoing investigation, 
is pursuing ‘many leads’ from our 
documentary.

The Poachers Pipeline, exposes the 
people and powers behind the illegal 
trade of one of the world’s most 
valuable substances - rhino horn. 
In South Africa’s Kruger National 
Park, poachers kill two or three rhino 
every night! They hack off the horns, 
sometimes while the animal is still alive, 
and within hours the illicit goods are in 
the hands of a trafficker. The rhino horn 
trade is made possible by corruption 
at every step of the chain and by an 
insatiable demand that goes to the 
very top of South African and Chinese 
society.

During production of both of these 
films, the construction and placement 
of the undercover cameras was really 
important to me. While the quality of 
these cameras is still not great, I wanted 
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Craig Pennington filming the aftermath of an Israeli bombardment of Gaza - PHOTO Jeremy Young



our footage to look the best it could 
be. I don’t know how many times I’ve 
seen undercover footage that is almost 
unwatchable. Wobbly, out of focus, 
or framed up on someone’s feet. We 
decided to install a few cameras into 
our own devices. 

We glued, screwed and sewed 
minuscule cameras into a vast range 
of unlikely objects to give us the best 
possible chance of capturing footage 
without being detected. One of our 
biggest advantages was that we were 
able to convince targets to meet us in 
locations where we could setup and 
control the environment. This allowed 
cameras to be mounted and stay static 
throughout a meeting which resulted in 
the footage being much clearer.

Making the transition from news to 
documentaries was a difficult one. For 
the first time in a long time I felt like 
I was out of my comfort zone. I had 
a lot to learn again. I was fortunate 

to join a really great team here in 
D.C. who helped me a lot. We’ve 
produced some fantastic, hard hitting 
stories.  I’m proud to say I’ve served 
as Cinematographer on award-winning 
films which have kicked up some 
serious controversy.

Football’s Wall of Silence is the latest 
documentary from the Investigative 
Unit. It tells the story of how former 
youth football coach Barry Bennell, 
one of the top talent spotters in Britain 
with ties to major clubs like Manchester 
City and Crewe Alexandra, spent his 
days coaching children and his nights 
abusing them. The programme profiles 
six men, all victims of Bennell, and 
explores the long-term impact of his 
serial abuse. 

Deborah Davies first reported on 
Barry Bennell’s crimes twenty years 
ago. She has befriended his victims 
and has a rare insight into their plight. 
In a powerful and heartbreaking 
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documentary, she describes how some 
have turned to substance abuse and 
even attempted suicide. More than a 
few have not survived, and one likely 
victim being his most famous player, 
former Wales international and manager 
Gary Speed.

The investigation uncovers new 
evidence that, according to teammates, 
Speed was abused by Bennell. The 
programme also reveals that high-
profile clubs, as well as Britain’s Football 
Association, failed to protect children 
and in some cases failed to act on 
warnings.

This is a really important story that I 
hope can help some the victims finally 
receive the justice they deserve.

Craig Pennington won Gold for The Poachers 

Pipeline at the VIC/TAS ACS Awards for 

Cinematography last year in the ‘Documentaries’ 

category and is now nominated for a Golden 

Tripod at the upcoming National Awards in May.

Craig Pennington at the White House - PHOTO Supplied
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The Set (1970) caused nation-
wide controversy at the time of its 
release with its depiction of non-
heteronormative relationships and 
drag performers. It was also the first 
Australian film to feature graphic nudity 
and sex scenes. We ask the film’s 
Cinematographer, Sándor Siro, to look 
back at shooting the film.

AC Back in the 1960s, how did you 
  first get involved with The Set?

SS I had not worked with any of the  
 creative team previously. 

Apart from a few commercials all 
my work was in Current Affairs and 
documentaries. I was free-lancing 
when in late 1968, Frank Brittan’s 1st 
Assistant Julian Gibsone came to see 
me to ask if I would be interested in 
shooting The Set. I was surprised as 
I had not shot a feature film before. 
Naturally I said yes. They wanted to see 
some of my work. I showed them two 
one-hour long documentaries, both 
Channel 9 special projects. One was 

SEX IN THE SIXTIES
Cinematographer Sándor Siro talks about the controversial 1970s film 

The Set on it’s re-release this month – interview by James Cunningham

on the great growth in civil aviation, 
filmed on three continents, the other An 
Ordered Life was about a nun’s life in a 
religious order. They liked what they saw 
and signed me on.

AC The film was “controversial”  
 upon it’s release in 1970 for 

featuring “non-heteronormative 
relationships”. What was your initial 
impressions and reaction when you 
read the script for the first time?

SS I thought that the script was  
 interesting, and certainly daring 

for its time. 

AC What camera and film stock  
 did you choose, and why?

SS We used an ARRIflex 2b which  
 was the standard tool at the 

time and a Cine 60 blimp, mostly for its 
lightness. The film stock was Eastman 
Plus X and Double X for low light, 
because I was used to it as it was the 
industry standard B&W film in both 
16mm & 35mm.

AC Can you talk about the visual- 
 style you set out to achieve?

SS I worked for a simple, realistic  
 documentary-style look, using 

available light as much as possible 
and supplementing and enhancing it 
with a set of Colortran lights. Our main 
location, a house in North Sydney with 
its white washed walls, basic furniture 
and split floor levels served our purpose 
very well.

AC In regards to nudity, what was  
 initially planned to be shown in 

the film? How was the nudity on-set 
approach during filming? 

SS Nudity was no big issue. We  
 had a small crew and it was 

easy enough to have only the essential 
members around when doing the nude 
scenes, and when viewing rushes.

AC Can you speak briefly about  
 your own crew in the camera 

department? Had you worked with 
any of them before, and what was 

Chris Hemsworth as hor in ‘Thor: Ragnarok’ - DOP Javier Aguirresarobe AEC ASC

Amber Rogers (Cara) and Sean Myers (Paul) in ‘The Set’ - DOP Sándor Siro
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your working relationship with them 
like?

SS  I did not know Calvin Gardiner  
 (Camera Operator) but soon 

realised how lucky I was to have him on 
the crew. I was normally shooting on 
16mm and had very limited experience 
with 35mm cameras. Gardiner was 
familiar with the equipment, meticulous 
and very reliable. I never had to worry 
about anything to do with the camera 
gear, I could leave all that to Gardiner 
with confidence. 

I had not worked with an operator 
before either. I always operated 
myself and kept it that way for The 
Set. Gardiner was a bit disappointed 
because he was hoping to do some 
operating but as it turned out he 
contributed to the production in many 
other ways that were more important 
and valuable to me and to the 
production. Key Grip Ralph Gosper and 
Gaffer Tom Bow I knew from my days 
at the ABC. We all worked happily and 
harmoniously together.

AC Do you have a favourite shot or 
 sequence in The Set? Why?

SS Hard to say. I liked the scene  
 early in the film with Cara and 

Paul in the cave and on the beach. To 
me it shows how black-and-white can 
be more beautiful than colour. 

AC What was the reaction to the  
 film when it was released?

SS I think it was reasonably well  
 received. The reviews were quite 

tolerant. One not too kind critic wrote 
“the photography and music pass 
muster”.

AC Looking back now on what  
 originally set out to achieve, 

do you think you succeeded? What 
might you have done differently?

SS I think we came pretty close to  
 what we set out to achieve. 

To think of what I might have done 

differently in hindsight would be 

pointless as it would only show how I 

have changed. The Set, for better or 

worse, is the same today.

AC How do you feel about The Set  
 now being available for the first 

time on DVD and VOD? 

SS Many years ago, the late David  
 Hannay and Roger Ward 

contacted me to talk about a re-release 

of The Set, but nothing happened. A 

few years ago, a man from Melbourne 

came to interview me at home in 
Canberra about a re-release of The 
Set on DVD. We had a long chat, but 
nothing came of that either. I hope this 
time it will work out. I’m looking forward 
with great interest to how it will be 
received. 

To celebrate Australia passing  

same-sex marriage equality laws,  

Bounty Films is delighted to release  

The Set for the first time ever on  

DVD and VOD in this month.

A newspaper from 1969 featuring ‘The Set’ controversy on the front page  
- IMAGE Supplied
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Prophet of Evil dramatically pulls 

back the curtain on Warren Jeffs, the 

now imprisoned religious leader to 

an estimated 15,000 followers of The 

Fundamentalist Church of Jesus Christ 

of Latter-Day Saints (FLDS Church). 

Before going to jail for two felony counts 

of child sexual assault in 2011, Jeffs is 

said to have married at least seventy-

eight wives, had more than fi fty children 

and controlled millions of dollars for the 

church.

Part of a True Crimes series on the A&E 

Network, the two-hour documentary 

explores the inner workings of the 

FLDS community through interviews 

with former members and confi dantes 

of it’s leader. Produced by Asylum 

Entertainment, the multiple Peabody 

and Emmy Award-winning production 

company and producer of The 

Kennedys (2011) miniseries.

We did most of our fi lming at a standing 

sets and location facility in Burbank. 

Northlight Studios has two fl oors of 

preset rooms/sets ranging from an 

operating theatre and lawyer’s offi ce to 

a restaurant and even a subway car. 

CSI and other dramas regularly fi lm 

there as not only can these sets save 

SEEING THE DEVIL
Matt Peterson ACS talks about fi lming the highly-anticipated 

Warren Jeffs: Prophet of Evil – by Matt Peterson ACS and Tina Brown

you money on transportation and set 
design, they also offer other benefi ts 
such as noise and time reduction. 

We decided to fi lm on three standing 
sets; the jail cell, lawyer’s offi ce, and 
bedroom. These worked into our 
storyline. All sets are designed from a 
lighting and shooting perspective to 
obtain various looks and angles with 
windows and or doors to light from 
which made the shoot progress at a 
more effi cient pace, then if we had to 
build the sets from scratch. We would 
pre-light, set dress and then while we 
were fi lming, the team would move on 
to prepare the next set.

We did fi lm four recreations outside 
the facility and found perfect locations 
in San Fernando that could replicate 
the landscape and textures along the 
Utah-Arizona border, as well as the 
compound of one of the 21st century’s 
most infamous religious leader. We 
fi lmed at an FLDS-like church, a petrol 
station where Jeffs dumped some of his 
sons, a dirt walkway hugged by a brick 
fence for the girl-skipping scene, and 
a hilly Arizona-like location for a night 
escape scene.

We wanted to juxtapose the archival 

photos and footage, as well as sit down 
interviews, with the dream-like quality of 
the recreation scenes. To achieve this, 
the camera had to fl oat in a smooth 
motion, and so we mounted the Red 
Dragon on a Fisher 21 arm on a Fisher 
10 Dolly with a Lambda Head to give 
a wider range from very low to high. 
Director David Teitelbaum didn’t want 
to focus too much on the actors’ faces, 
so we were reasonably abstract with 
our shots. I chose to mostly shoot at 
f/2 with Zeiss Super Speeds, a 10mm 
Ultra Prime, and a 200mm Macro. I 
also mostly shot at 48fps with a little at 
120fps for the skipping rope scene.

The colour treatment was slightly 
de-saturated with not too much 
contrast. Overall I was proud of the 
fi nal look and the number of scenes we 
managed to fi lm in two days to capture 
the recreations for this compelling 
documentary. Warren Jeffs: Prophet of 
Evil premiered last month on the A&E 
Network.

Matt Peterson ACS is based in New York with his 

director/producer wife Tina Brown. Their next 

project, the feature-length documentary 

United Skates will have its world premiere 

at the 2018 Tribeca Film Festival.

A scene from ‘Warren Jeffs: Prophet of Evil’ - DOP Matt Peterson ACS



TICKET BOOKINGS NOW OPEN: WWW.CINEMATOGRAPHER.ORG.AU

Customs House
Brisbane
Queensland

DRESS CODE: FORMAL

Saturday
5th May 2018

6PM

GUEST OF HONOUR

Noni HazlehurstAM

Cinematography

National
Awards for

47th

MAJOR SPONSOR

2018 NAT AWARDS AD.indd   1 2/03/2018   12:35 pm



Lizzie (Natassia Gorey Furber) and Sam Kelly (Hamilton Morris) in the film ‘Sweet Country’  
- DIR Warwick Thornton, DOP Dylan River, PHOTO Mark Rogers



SWEET  
COUNTRY
Warwick Thornton and Dylan River chat to  

Australian Cinematographer Magazine about  
taking audiences to Alice Springs for  

their new film Sweet Country.

- by Meredith Emmanuel and David Heuring
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Sweet Country, a feature film that takes place in the 1920s on 

the Northern Territory frontier, brought home the International 

Critics Prize for Best Film in the main competition at the 2017 

Camerimage Festival of the Art of Cinematography in Poland. 

The film also earned prizes at Venice and Toronto. Co-

photographed on a minimal budget, in and around their native 

Alice Springs, by the father-and-son team Warwick Thornton 

and Dylan River, the story is inseparable from its physical 

setting. 

“We shot the film in twenty-two days, but a beautiful 
desert looks just as expensive as a $100 million film,” 
says Thornton, who also directed and had a hand in tailoring 

the script. “The script made all the right connections for 
me. It lit a creative fire inside me, the wrongdoing toward 
my people of that time. I loved Italian Westerns as a boy, 
where the good guy is not an idiot and the bad guy has 
character… and what cinematographer doesn’t like the idea 
of shooting a Western?!”

In the story, Sam Kelly (Hamilton Morris) goes on the run with 

his wife after a tragic incident. A posse of British colonisers 

pursue the couple against the backdrop of the MacDonnell 

Ranges and their once-fertile land, which serves as a silent 

but enveloping reminder about all that’s been stolen. The cast 

also includes Sam Neill, Bryan Brown, Natassia Gorey Furber, 

as well as a number of Alice Springs locals with little or no 

acting experience.

Thornton’s debut feature, Samson & Delilah, earned the 

Camera d’Or at Cannes in 2009. Since then, he has shot and/

or directed a blend of documentaries, shorts and features 

around the world. For Sweet Country, he pulled together a 

budget of around $4 million. That allowed for two ARRI Alexa 

cameras shooting in ARRIRAW mode, along with a set of 

older E-Series Panavision anamorphic glass as well as extra 

50mm and 75mm lenses. The approach he developed with 

River was necessarily simple and direct. 

“Creativity comes from the lack of cash,” says Thornton. 

“The way we shoot, 99.9 percent is on the 50 and the 75. 
We can make a whole movie that way if necessary. If you 
want a 110mm lens, take five steps forward with the 75 
and open the iris up a little to get a little less depth of field. 
We don’t have the money for full kits, so you have to think. 
The lenses had all these crazy idiosyncrasies and geriatric 
traits that were really beautiful. They really sucked up a lot 
of the electricity in the data. The edges are gently, almost 
thermally softened up with these beautiful old lenses, which 
was really exciting.”

Long, sixteen-hour summer days prevented the filmmakers 

from shooting sunrise to sunset. “Starting around 11am,” 

says River, “we would identify what needed to be shot at 
twilight or magic hour, and then do all the nuts and bolts 
stuff, any pub interiors for example, during the day. Most 
days, we’d shoot two day scenes, two sunset scenes, and two 
night scenes.”

A and B camera usually worked together during the day, and 

Warwick Thornton (sitting) and crew filming ‘Sweet Country’ on location at  
Simpsons Gap near Alice Springs - PHOTO Mark Rogers



Hamilton Morris plays Sam Kelly in the film ‘Sweet Country’ - PHOTO Mark Rogers



often split up as magic hour approached. “Right before dusk, 
I’d give Dylan a two-hander scene at a nearby location,” 
says Thornton. “I would do a two-hander at the current 
location, something romantic, in that beautiful bit of light. 
We’d double up and knock off two wonderful scenes, with 
really simple, direct coverage.” 

River adds, “A lot of the big dialog scenes, we’d do together, 
and for slower stuff, we’d separate. I did a lot of walking 
and horseback work. But it got interesting in the edit, 
because scenes cut together were actually shot at the same 
time in two different places. So when you see the posse of 
white fellows, and then cut to Sam and his wife, it’s actually 
real time because that’s the way we shot it.”

The camera style for Sweet Country avoids obvious tricks or 

clichéd shot choices, like the push-in as a character comes to 

an important realisation. That approach was strengthened by 

a complete lack of music in the film. 

“We wanted the truth,” says River. “You can’t start playing 
too many director or cinematographer ‘tricks’ on the 
audience. They’re too savvy. All those sorts of things do 
not exist in this film. We threw that out so it feels like 
you’re just there and it’s happening. You’re not being 
manipulated.”  

Thornton adds, “The camera was completely grounded; 
dolly, track, but no crane. We don’t want the idea that the 
audience can levitate! No drones, no helicopters. We don’t 
want an eagle point of view, because the audience aren’t 
eagles. The camera was generally between five and six feet 

high, slightly beneath eye-line, so everyone is on the same 
plane. No one is empowered or disempowered.”

“We had one 32mm lens, but I don’t like wide angle 
lenses,” says Thornton. “When you throw in a 32 or a 35, it 
breaks all the perspective. There are a few in there, but we 
tried to hide them by using depth of field. Sometimes you’re 
in a tight corner and you need a little more perspective for 
light.”

Thornton and River weren’t shy about the smashing contrast 
of the desert in summer. They generally shot at a 5.6 stop, but 
at night sometimes had to adjust to a 2.8/4. 

“We’re not afraid,” says Thornton, “If you’re standing 
under a veranda and it’s 12 o’clock sun, it should be 
bright. We welcomed that sort of darkness and hotness. 
That helps the film be as real as possible, not dictated by a 
director. When someone’s talking, you’re not looking at the 
background… you’re looking at the face.” 

“The greatest cinematic saviour for this film was the cowboy 
hat, because we could shoot at noon,” says Thornton. 
“It just knocked off the light. I could rebuild shape 
underneath. You take that hat off at noon, everyone looks 
bad. You put that hat on and you’ve got a beautiful blank 
canvas to start working with again. You can work at noon 
and still cinematically have a beautiful image. It was the 
hat that saved the film.”

That doesn’t mean the film wasn’t lit; flags and reflectors were 
used, as well as 4K and 6K PARs extensively. LEDs saved the 
day when AC power was unavailable. The look also benefitted 

A scene from ‘Sweet Country’ - DIR Warwick Thornton, DOP Dylan River, PHOTO Mark Rogers
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Sam Neill plays Fred Smith in the film ‘Sweet Country’ - PHOTO Mark Rogers



from a fresh technique the filmmakers helped develop with 
post-production. 

“As we go through the post-production process, we asked 
ourselves what kind of grain structure we wanted to wash 
the entire film,” says Thornton. “But instead, I wanted the 
rocks to have a different grain structure to the trees, and 
the trees to be different to the humans. I wanted to play 
with the idea that they are soft, fragile humans in a really 
hard landscape.”

Tiny Blackmagic cameras modified by Panavision were 
mounted over or under the Alexa cameras and used to 
simultaneously capture a UV image. Craig Deeker and The 
Gingerbread Man post-production house wrote software to 
match the different sensors and helped make Thornton’s idea 
filmic reality. 

“We used the UV to create something like a rotoscope of 
the entire film,” says Thornton. “That allowed us to give 
the rocks an 800 ISO grain structure, the sky a 400 ISO 
grain structure, and the humans a ‘minus’ grain structure. 
We didn’t use it everywhere, and it was different in each 
shot. It’s related to the idea that everything, even inanimate 
objects, has energy. And I wanted to give the country 
energy. It’s like this little heat haze, this little wobble. It’s 
very subtle, and I could add it working with Trish Cahill in 
the grade. The point is to feel it, not see it. I’m guessing 
that someday you’ll be able to do it in camera. But we were 

able to make the country a bit more of a character, in a 
way, rather than just a one-dimensional background behind 
the actors. It’s an interesting idea that I’m going to keep 
playing with.”

Sweet Country is an especially personal project for both 
Thornton and River, and an opportunity to show the world 
their home. Their roots in Alice Springs are deep, where 
Thornton’s mother (and River’s grandmother) Freda Glynn 
is an actress and journalist who co-founded the Central 
Australian Aboriginal Media Association Group of Companies 
(CAAMA) and IMPARJA, the first Aboriginal commercial 
radio and television stations. That legacy, along with the oral 
traditions of the Kayteye people of the region, gives both 
Thornton and River confidence. 

“I come from 40,000 years of storytelling,” says Thornton. 
“Celluloid, or in this case data, is just the next step. We had 
a campfire once. It’s something I use to empower myself. I 
think we all need to use any tools we can to strengthen the 
belief that we are good at this.”

Meredith Emmanuel works for Emmanuel Bates Communications, has more 

than thirty years experience in film, television, music and media, and is a 

valued contributor to Australian Cinematographer Magazine.

David Heuring is a former-Editor of American Cinematographer Magazine, 

has written more than one-thousand articles about cinematography for 

Kodak’s InCamera Magazine, and is a regular contributor to Variety.

Sergeant Fletcher (Bryan Brown), Sam Kelly (Hamilton Morris), Lizzie (Natassia Gorey Furber) and Fred Smith (Sam Neill) in 
a scene from ‘Sweet Country’ - DIR Warwick Thornton, DOP Dylan River, PHOTO Mark Rogers
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Behind the scenes on ‘Sweet Country’ - PHOTO Mark Rogers



Dame Helen Mirren plays Sarah Winchester in ‘Winchester’ - DOP Ben Nott ACS, PHOTO Supplied



WINCHESTER
Ensconced in her sprawling California mansion,  

firearms fortune heiress Sarah Winchester  
(Academy Award-winner, Dame Helen Mirren)  

is visited by the souls of those killed  
by her late husband’s rifle.

Directed by the Spierig Brothers, and shot  
by Ben Nott ACS, Winchester invites us inside  

the most haunted house in the world.

- by James Cunningham



On an isolated stretch of land fifty miles outside of San 

Francisco, at the turn of the last century, sits the most 

haunted house in the world. 

Built by a real-life historical character, Sarah Winchester (Helen 

Mirren), it is a sprawling mansion and ongoing construction 

that will never be finished. To the outsider it looks like a 

monstrous monument to a disturbed woman’s madness. 

Sarah, however, isn’t building it for herself. 

Sarah sees ghosts everywhere. The widow’s late husband, 

William Winchester, left her a fifty-percent stake in the 

Winchester Repeating Arms Company. These are the 

spirits of those killed by the rifles her husband invented. 

The most terrifying among them have a score to settle with 

the Winchester family and Sarah is building an asylum for 

hundreds of vengeful ghosts.

Filmed in and around Melbourne, Winchester sees Australian 

Cinematographer Ben Nott ACS (Predestination) re-team with 

German-Australian filmmaking brothers Peter and Michael 

Spierig.“Peter and Michael always produce a ‘look book’ 
that is distributed to the department heads as a way of 
setting the visual tone,” says Nott. “Whilst they were not 
rigidly wedded to this document it served as an anchor 
from which the creative threads of each department were 
encouraged to unravel.” 

Without doubt, the actual Winchester House in San Jose, 

California, proved to be the most inspirational artistic reference 

for the film. The Spierigs, along with Production Designer 

Matthew Putland, took numerous reference images of the 

160-room house built between 1884 and 1922. “These 
images,” says Nott, “along with others that depicted simple 
strong photographic composition and the striking contrast 
typical of Film Noir populated the majority of the pages of 
the ‘look book’.”

Nott’s preference has always been for the ARRI Alexa sensor 

and that was the case on Winchester. “Arguments can be 
provided for other sensors but I have become comfortable 
with the Alexa so I gravitate to it as the default,” says Nott. 

“As far as the body is concerned I shoot with the Mini when 
recording Pro-Res and in this case we employed the XT Plus 
for our A and B cameras because of our choice of lenses.”

Winchester was shot on Panavision E-series and C-series 

glass. Nott also carried a T-series 150mm and the T-series 

37-85mm Zoom. “The directors and I decided early on that 
we wanted to shoot Anamorphic,” he explains, “and went 
about testing older lenses in search of a more vintage look.” 

“I found the Cooke Crystal Express anamorphic lenses very 
interesting. I loved the stigmatism and chromatic aberration 
displayed by certain focal lengths in the set we tested. 

Given I knew we would be in low-light situations and that 
our tests revealed these lenses required shooting at a deeper 
stop before they begin to have contrast, sharpness and 
overcome their depth of focus challenges we decided they 
were unsuitable. At the other end of the scale I looked at 
the new Cooke Anamorphic /i lenses. These are beautiful 

Dame Helen Mirren is Sarah Winchester in the film ‘Winchester’ - DOP Ben Nott ACS, PHOTO Supplied
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but a little too clean and crisp for this movie.” The 
Panavision E-series sat right in the middle and proved to be 
the right balance for Winchester.

Nott says his First Assistant Cameras Andrew Jerram 
(A-Camera) and Chris Child (B-Camera) are first-tier film 
technicians who did a wonderful job working with Anamorphic 
lenses, which can be demanding. “I relied heavily on Jerram 
to manage his team and the additional labor and equipment 
requirements,” he says. “Operator Dan Maxwell did a 
wonderful job on the A-Camera and Steadicam, bringing a 
sense of calm to the set.”

“We are at a place of mutual 
respect and trust that  

maintains no matter how  
deep we get in the trenches”.

Although there were no traditional storyboards created 
for Winchester, there were the ‘festival of cartoons’ that 
accompany every Spierig Brothers production. “Michael, by 
his own admission, is a crap artist,” says Nott. 

“All frames he sketched for us indicated a very general 
intent rather than exact representations of focal length and 
composition. This fact alone leverages a load of creative 
freedom to the cinematographer and his camera crew. 
To be fair, Michael’s drawings represent more of an edit 

sequence which can be ticked off as it is shot to ensure we 
get the coverage they need.”

This is the fourth collaboration between Nott and the Spierig 

Brothers films, having worked together on Daybreakers 

(2009), Predestination (2014) and Jigsaw (2017). “We are at a 
place of mutual respect and trust that maintains no matter 
how deep we get in the trenches,” says Nott. “Michael and 
Peter are serious filmmakers who work very hard at their 
craft, but maintain their humility and decency under the 
most extreme pressure.”

“My experience with them is always rewarding because 
of their willingness to collaborate and whilst they very 
definitely occupy the driver’s seat any member of the crew 
with a valid opinion or idea is considered.”

The production was run out of Docklands Studios, in 

Melbourne. Nott says Melbourne was a great choice in 

which to base the production because it offers some striking 

examples of Victorian architecture that well suited their 

purpose. “It would have been great to have access to 
the actual Winchester House for the entire shoot, but for 
reasons of practicality this would never be considered an 
option,” explains Nott. The crew did take a small unit to the 

Winchester Mansion in San Jose, for a couple of days to 

shoot various interior and exteriors.

“The high costs associated with sound stage rental and 
constructing forced us to shoot most of the work on 
location,” Nott says. However the Production Design team 
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Sarah Snook in Winchester’ - DOP Ben Nott ACS, PHOTO Supplied
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Jason Clarke plays Eric Price in ‘Winchester’ - DOP Ben Nott ACS, PHOTO Supplied
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were able to build in Sound Stage Four, at Docklands, 

in which Putland designed the house’s front entrance 

and corridors, rifle room and garden room. “All stood 
simultaneously and once shot out Putland filled the stage 
again,” says Nott. The remaining sets were dressed on 

heritage-listed locations around Melbourne and Victoria.

“Heritage-listed locations present major restrictions to film 
makers and their custodians are understandably particular 
due to the historical value of the site,” Nott says. “Our 
schedule was so tight that we were often faced with shooting 
big page counts in these sensitive locations each day in 
order to clear them as soon as possible.”  

Restrictions involved; no ability to rig from the walls or ceiling, 

no atmospheric effects, and the majority of structures and 

furnishings having sensitivity to heat and light intensity. 

“Luckily the locations we chose were quite grand with high 
ceilings so Gaffer Matt Slattery and his rigging team built 
200mm box trust skeletons within each of the rooms,” says 

Nott. 

The art department would dress out the vertical supports 

giving the crew a substantial grid from which to rig in the 

ceiling. To counter the heat problem Slattery installed ARRI’s 

LED Skypanels dressed with their chimeras and snap grids 

for control. Art Department candles and small oil lamps were 

augmented with small fresnels. 

These challenges were identified early in pre-production, 

and producers allocated the funds to the Art Department 

who were able to design their dressing to accommodate the 

disguise. “Putland and his team are due a special mention 
in light of the quality of work they produced when faced 
with serious financial challenges,” says Nott. 

“His genius was to take the relatively meager resources and 
produce impressively lush and textured sets that blended 
beautifully with his treatment of the Melbourne locations, 
and the Winchester House in San Jose. To his credit, 
the film looks far bigger than the modest budget might 
otherwise dictate.”

Our way into the world within Winchester is by Doctor Eric 

Price (Jason Clarke), a former soldier-turned- self-medicating 

doctor who once caught a bullet in battle. Grieving his 

wife’s death, he’s summoned to the estate to assess Sarah 

Winchester’s sanity.

“I particularly like the sequences we shot in the Garden 
Room,” says Nott. “Putland built a lovely set that 
replicated the conservatory at Rippon Lea House in 
Elsternwick. We used the actual location for a scene in the 
first act. The scene involved Dr Price being confronted by 
the ghost of his wife. We were at a place in the narrative 
that encouraged a dark atmospheric feel and took full 
advantage of it.”

One real spectre at the heart of the film is Mirren’s Winchester, 

a black-veiled dowager who stalks her own hotch-potch 

asylum at the stroke of midnight. It’s a treat to see Mirren go 

all-out in the horror genre. “Mirren is a professional. She 

Dame Helen Mirren plays Sarah Winchester in ‘Winchester’ - DOP Ben Nott ACS, PHOTO Supplied
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has a good grasp of the on set film making process and 
understands that whilst she is undeniably ‘the star’ she is 
also a member of the team,” he says. 

“She protects her performance 
from technical issues that 
can be avoided by simple 

communication”.
“On occasions, I watched her say to the Dolly Grip and 
Focus Puller that she was going to move a little slower than 
the last take, or stand a little quicker. She protects her 
performance from technical issues that can be avoided by 
simple communication. Apart from all that she is bloody 
good fun.”

Winchester’s Colourist, Adrian Hauser, worked out of Cutting 
Edge in Sydney on a Baselight console. “Hauser and I have 
built a relationship over several films to the point where I 
feel comfortable to work remotely if my schedule does not 
coincide with the final colour-timing window. As was the 
case with Winchester,” Nott says.

Nott was only filming an hour’s flight away from Sydney, 
so was able to spend a couple of weekends with Hauser. 
“I am diligent about having frame grabs, to which REC 
709 has been applied, pulled from the RAW files to keep 
as reference,” he says. “I use the frame grabs during the 

initial ‘look’ discussions with the Colourist to re-establish 
the original photographic intention as our starting point 
before he or she goes through and does a pass to balance 
the images.”

“With the exception of multi-camera action scenes that will 
always need a little more love and care I am usually seeking 
to have the end result look just as the image did on my on 
set monitor,” says Nott.

“Being careful not to diminish the fantastic contributions 
of Rangi Sutton and his team I would not say that the 
film is necessarily VFX heavy. Beautiful Matte paintings, 
set extensions, eye replacements and a major sequence 
involving floating rifles comprised the majority of their 
work.”

Nott has just finished a Chinese film called At Last, shot on the 
Gold Coast, about a couple struggling with their relationship 
who decide to holiday in Australia and focus on conceiving a 
baby. “We worked with a Chinese Director, Yiwei Liu, and 
actors who only spoke Mandarin,” he tells us. 

“There were challenges that came with that arrangement 
but the language of filmmaking is universal ..ish and within 
no time we were all on the same page …ish.”

James Cunningham is the Editor of the  

Australian Cinematographer Magazine.

Jason Clark and Dame Helen Mirren in ‘Winchester’ - DOP Ben Nott ACS, PHOTO Supplied
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Top of the Pops scene in ‘Friday On My Mind’ - DOP Simon Chapman ACS, PHOTO Tony Mott



FRIDAY ON 
MY MIND
This landmark two-part miniseries tells  
the story of five young newly-arrived  

immigrants who met in a Sydney hostel 
in the Sixties and formed a band that  

would take Australian rock ‘n’ roll to the  
world. Lensed by Simon Chapman ACS,  

Friday On My Mind is the story  
of The Easybeats

- by James Cunningham



Friday On My Mind is more than a classic rags to riches tale. It 

is a story of identity, reinvention and belonging with a powerful 

contemporary relevance. The series tells the story of fi ve 

disparate boys who band together with an equally talented 

young visionary from the top end of town to create Australia’s 

fi rst truly international rock group, The Easybeats. 

Directed by Matthew Saville (Seven Types Of Ambiguity, 

Please Like Me, The Slap) and written by Howzat and Paper 

Giants scribe Christopher Lee, Friday On My Mind is a joint 

production between the ABC, Playmaker, Screen Australia 

and Screen NSW. Interwoven with a fi ttingly killer soundtrack, 

the series touches on themes of celebrity and redemption. 

While it was a wild ride being rock stars in the swinging sixties, 

the talented musicians struggled with holding on to their sense 

of self in their pursuit of riches and stardom, and were forced 

to confront the loss of identity that comes with overwhelming 

fame and living in a foreign land. Ultimately, it was through 

their groundbreaking music that they found themselves at 

home and discovered they were essentially Australian.

Cinematographer Simon Chapman ACS (Glitch) had worked 

with the Playmaker team before on season one of The Wrong 
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Matt Enfi eld (First Assistant Director), Michael Steel (A-Camera Operator) and Martin Fargher (Key Grip) 
on location shooting ‘Friday On My Mind’ - PHOTO Simon Chapman ACS

A scene from the ABC miniseries ‘Friday On My Mind’ - DOP Simon Chapman ACS



Girl (2016). “I had never worked with Director Matt Saville 
but I have wanted to for a long time,” says Chapman. 
“That was a big part of deciding to shoot the show. 
Producer Di Haddon was also very supportive in getting our 
vision to the screen.”

Chapman says he knew the ARRI Alexa Mini would be perfect 
for shooting Friday On My Mind and Saville along with the 
producers were very happy with his choice of camera. “We 
wanted the show to feel authentic to the period and create 
a raw energy to the images that refl ected the same vibe that 
the young rockstars would have felt living the incredible 
rise to fame,” he explains. “I wanted the camera, and the 
audience, to be with them on their crazy ride to the top.”

During pre-production a pseudo doco/drama feel was talked 
about. “I would have loved to shoot a mix of 8mm, 16mm 
and 35mm for each period of the band’s rise and fall,” says 
Chapman. “I was actually looking for ‘imperfections’ as 
much as possible. I would love lens fl ares or the camera to 
be bumped or even a bit of dirt on the lens! It was rock n 
roll after all.”

Deciding they would achieve the look they wanted using 
digital, along with a clever combination of lenses, fi lters and 
grades. Chapman ultimately decided on a mix of Fujinon 
zooms and Leica primes with Black Satin diffusion. “I shot 
the entire show at 1600 ISO. I wanted to embed a little 
‘texture’ and we even added a little more grain in post,” 
says Chapman. “We did shoot a few rolls of Super8 too!”

The series is named for the hit song that brought the group 
international fame, in 1966, so remaining true to the style of 
that period was pivotal to partnership between Chapman and 
Production Designer Tim Ferrier. “I spoke with our design 

team at length about the period and looked at plenty of 
reference material they had gathered,” explains Chapman. 
“We also looked at documentaries and archival footage of 
The Easybeats from the 1960s and then we decided how we 
would interpret the era for our show and look.”

Chapman was very specifi c about practical lights for locations 
and stage work on the show, requesting a lot of haze for 
interiors. “The atmos really helped sell the period,” he says. 
“Ultimately we had brilliant locations and dressing, with 
great costumes and makeup. That was the bedrock to create 
an authentic ‘period feel’ for the show.”

The cinematographer had worked with Key Grip Martin 
Fargher and Gaffer Steve Daley on multiple projects prior to 
Friday On My Mind, including a collaborations on The Little 

Death (2014). “I think these guys are incredible at their 
jobs and also work very well together,” says Chapman. “I 
was lucky to have them on board as we all have a good 
shorthand communication now.“

“My A-Camera Operator Michael Steel (Beast) is a gifted 
operator, but also an accomplished cinematographer in 
his own right,” explains Chapman. “I have worked with 
Steel before and know he has the right temperament and 
experience to lead the team but with the added bonus 
of being able to go off and shoot beautiful Second Unit 
material.”

The camera crew on Friday On My Mind was rounded out 
by First Assistant A-Camera Sam Vines, Second Assistant 
A-Camera Ann-Sophie Marion, First Assistant B-Camera Sian 
Bates and Second Assistant B-Camera Louis Lau, with Video 
Split/Intern Leonardo Gualtieri. “They were some of the fi nest 
technicians and friendliest crew I’ve ever worked with,” 
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A scene from the ABC miniseries ‘Friday On My Mind’ - DOP Simon Chapman ACS



“ I wanted the camera, 
and the audience, to be 
with them on their crazy 

ride to the top. “



The Easybeats in ‘Friday On My Mind’ - DOP Simon Chapman ACS, PHOTO Tony Mott



says Chapman. “On a schedule of only six weeks to shoot 
180 minutes of television, this crew never missed a beat!”

Some of Chapman’s favourite sequences in the show are in 

a shed where the band practice their music. “The location 
was an absolute fi nd,” he says, “The energy in the room 
when shooting the songs was electric and I really liked the 
mood we captured. The light was right, the cameras were 
alive, the actors were great and the music was fantastic. 
Sometimes it all just comes together. This was how I wanted 
the show to feel.”

“ The energy in the room 
when shooting the songs 

was electric and I really liked 
the mood we captured. “

Saville and Chapman decided on a mix of 1960s Ektachrome 

and Kodachrome for the colour grade. They shot early tests 

and decided to push the colour pretty hard. “Our fantastic 
Colorist Marcus Smith at BluePost worked tirelessly 
creating the colour for each period of the fi lm,” says 

Chapman. Smith studied 1960s period fi lms and found the 

combinations that would ultimately achieve their desired look. 

“Marcus created a LUT which became our ‘base look’ and 
then in fi nal colour timing he altered it depending on moods 
and periods in The Easybeat’s rise and fall.”

“I think it’s the same for any project,” explains Chapman. 
“You must engage with the material and choose your 
approach that you feel is appropriate and achievable within 
the constraints imposed. Every decision you make must be 
in alignment with the team around you and supported by 
the director. We bring our individual perspective to each 
project because we all have unique life experiences and 
creative infl uences.”

Chapman says he always looks at scenes and shots and 
thinks what he could have done better, or what he might 
have done differently with hindsight. “That is part of being a 
cinematographer,” he says. “You learn on each project and 
hopefully get better for the next one.”

“I defi nitely think we succeeded in bringing the Easybeats’ 
story to life,” says Chapman. “It is always a challenge on 
tight budgets to do a period fi lm, but for all our adversities 
and challenges technically, fi nancially and schedule, I think 
most importantly we captured the spirit of the band. It was 
the energy of the fi ve guys that is the heart and soul of the 
series.”

From shooting the past to fi lming the future, Chapman is now 
heading off to the UK to shoot episodes of the long-running 
television series Doctor Who. And we can’t wait to talk to him 
about that!

James Cunningham is the Editor of 

Australian Cinematographer Magazine
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A scene from ‘Friday On My Mind’ fi lmed at the Enmore Theatre in Newtown - DOP Simon Chapman ACS, PHOTO Tony Mott



William Rush as George Young, the lead singer of The Easybeats, in ‘Friday On My Mind’ 
- DOP Simon Chapman ACS, PHOTO Tony Mott

A scene from ‘Friday On My Mind’ - DOP Simon Chapman ACS, PHOTO Tony Mott
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One of the exterior plates Cinematographer Judd Overton used on ‘No Activity’ - IMAGE Supplied



NO ACTIVITY
Television series No Activity takes cinematographer  

Judd Overton (That Sugar Film) from a dark basement  
in Sydney to the bright lights of Hollywood.

- by Harry Stranger and Judd Overton
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The germination of recent series No Activity came about when 
cinematographer Judd Overton was shooting a commercial 
with a longtime collaborator, director Trent O’Donnell, in 
Sydney. They held onto their camera kit for an extra day and 
dragged the crew into an underground carpark inhabited by 
giant rats and a stench like something had recently died. 

The hilarious banter between actors Patrick Brammall and 
Darren Gilshenan had the whole crew in stitches. Three hours 
of their improvised banter became the pilot of No Activity. The 
show has now taken Overton from a basement in Sydney to 
the bright lights of Hollywood.

“What makes the show work is that it embraces the look 
and feel of a familiar police procedural drama but is in fact 
a highbrow comedy,” says Overton. “The setup is simple: 
two cops on a stakeout, waiting for the action and talking 
about nothing.” 

Like Seinfeld, No Activity is a show about nothing. It focuses 
on two police officers’ small talk as they wait for an eventual 
raid. All the action takes place in the title sequence and 
interstitials, while chyron and voiceover help move the 
investigation along. It plays on the audiences’ familiarity 
with the crime genre to fill in the gaps: morning briefings, 
interviewing suspects, filing reports and answering to the 
chief.

In reality, it’s a show about hilarious human relationships and 
interactions. The Los Angeles Times called it “Waiting for 

Godot as a police procedural”.

The tiny pilot in the dank basement went on to become two 
seasons on streaming platform Stan, before O’Donnell took 
the show overseas.

“When we sold the format to CBS in late 2016 we had 
the opportunity to reinterpret the series for an American 
audience,” Overton explains. “Trent’s challenge to us both 
was, how can we push everything further and raise the 
stakes?”

“We had always aimed for an international look and feeling 
to the project in contrast to much of the Australian skit 
comedy on TV. We really pushed the look towards the dark 
and cinematic police dramas we were parodying.”

Overton’s relationship with O’Donnell was key to the 
production. Having worked together and understanding each 
other’s process allowed them to seamlessly communicate 
their needs throughout the whole production.

“I’ve been working with Trent for over five years and we 
have a relationship where we complement each other’s 
strengths. Trent gives me a lot of scope to choose locations 
that will work for the camera as well as suggesting coverage 
and transition ideas. In return, I make sure he can shoot 
without stops or interruptions once the actors get on a roll.”

On the Australian series, rather than copy other films, Overton 
and O’Donnell talked about the photography of Gregory 
Crewdson as a reference to create a stylised reality. The 
producers at Funny or Die and CBS were so excited by this 
look that for the US version, they decided to stick as closely 

Actors Patrick Brammall and Bob Odenkirk rehearsing a scene prior to filming on the set of the US version of ‘No Activity’ - 
PHOTO Supplied



to it as possible.

“The challenge has always been to make each season 
bigger and better,” says Overton. “Each season has had an 
escalation and the fi nal payoff to the season is an action 
scene, the raid.”

“With the American version, CBS specifi cally asked how 
could we make the fi nal raid huge,” Overton continues, “We 
took up the challenge, adding twenty SWAT vehicles, guns 
fi ring and a helicopter, all in a one-shot Steadicam move 
through the Otay Mesa warehouse.”

The Downtown Los Angeles warehouse, where the criminals 

wait for the eventual raid, has been used extensively in shoots 

for the last twenty years. However, until Overton came in, it 

was not possible to shoot continuously day into night.

“The usual way to shoot day for night is to tent the 

windows. But the best feature of this building is the three-

storey glass windows which couldn’t be accessed from the 

outside,” he says.

“I had the grips and art department build lightweight gel 

frames which could be attached to the inside of the three-

storey windows. We randomly fi lled the frames with varying 

strength neutral density gel as well as colour temperature 

orange, straw and sodium gels. The scenic artist then 

aged down the frames and the gel to match the original 

Tim Meadows, J.K. Simmons and Patrick Bammall in the US version of ‘No Activity’ - DOP Judd Overton

Series Director and ‘No Activity’ Co-Creator Trent O’Donnell (right) directing a police dispatch scene - PHOTO Supplied
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warehouse windows.”

On the shoot, Overton used two 18K HMIs on a 60-foot 

Condor to fill the windows so as soon as the sunlight dipped 

or went behind the building, the lighting team could turn on 

the lights and keep the look consistent between day and night 

work.

Overton decided on a neutral cool look for the inside of the 

warehouse, hanging twenty-four 4-foot Quasar tubes from 

bars about 80 feet above the floor, which could selectively 

be switched on or off to maintain the ambience and contrast 

between day and night shooting. “I lit the action area with 

two 4K HMI’s with half CTO from up in the gantry to keep 

the lighting out of all three cameras shots.”

During the raid, O’Donnell wanted to replicate a lighting gag 

from the finale of the first Australian season. But to achieve it, 

instead of turning on the house fluorescents, they had to rig 

their own film lights in the much larger space.

For this, he hung twenty 2K Blondies spotted at the floor. 

“Once the room was filled with smoke, and at the right time 

in our one-shot steadicam move, the lights come on in rows 

filling the space with a warmer light.”

Overton’s preference is always a single camera setup or 

two cameras down the line, one wide and one tight. But the 

constraints for this project, such as getting eight episodes’ 

Utilising rear-projection for a vehicle scene in ‘No Activity’ - DOP Judd Overton

The video split on the docks, behind the scenes on ‘No Activity’ - PHOTO Supplied
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Cinematographer Judd Overton behind the camera, filming actor Will Ferrell who is ‘playing dead’ - PHOTO Supplied
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worth of footage from Will Ferrell in just one day, really dictated 
the shooting style and coverage for the show.

“The fi rst two seasons we shot with two cameras in cross 
coverage as our main set up. Then at the end of the day 
we would bring the two cameras to the front on a two shot 
and a ‘swingle’ to run through a variety of moments Trent 
thought he would need in the edit.”

To facilitate working with the tight schedules of big stars like 
Will Ferrell, J.K Simmons and Mackenzie Davis, Overton 
decided to run a minimum of three cameras on all sets to 
ensure there would always be a two shot to cut to, with 
matching blocking to the cross shooting coverage.

The US production also required considerably more stage 
work compared to the Australian seasons. A Mexican drug 
tunnel was built into a 40-foot interior stage, linking up to a 
fake tunnel entrance in the fl oor of the Otay Mesa warehouse. 
The tunnel exit sat in a fi eld in Santa Clarita, which doubled for 
the Mexican border.

Comprising about a third of the shoot schedule the ‘Sim-
no-travel’, rear projection is the signature look of No Activity. 
Overton shot rear projection plates in pre-production with 
a splinter crew on a Sony A7s. He then graded the looped 
footage before the pre-light where the look of the actual 
locations was recreated with matched lighting onstage.

This setup let the crew seamlessly change between ‘locations’ 
on shoot day. “As all the looks are programmed into the 
lighting desk, we could switch the rear projection plates and 
lighting before the actors have changed their ties.”

But it was a double-edged sword; the three cameras shooting 
at the same time as cross shooting over the shoulder angles 
compromised the lighting. The rear projection screens only 

made it harder. 

“The solution for me was to use predominantly backlight, 
which kept with the look of the Australian seasons. For the 
in-car studio work, I backlit with two Arri Skypanels and hid 
small bi-colour LED lights in the dashboard and behind the 
seat, out of frame.”

“For the wider shots, I used a lot of overhead Kinos fi tted 
with Quasar tubes or Litemats. I then fi lled with the smaller 
S30 Skypanels with blackwrap snoot and batwings to reduce 
the spill on the projection screens.”

Although it was a massive undertaking, Overton loved being a 
part of a project whose brief was to go as far as possible in an 
uncensored, no-holds-barred comedy.

“It has been an amazing project to be involved with from 
the beginning. I love that the networks have embraced a 
sense of creative and content freedom as we move away 
from the old broadcast model and that we were encouraged 
to take the story and look as far ‘as you like’ with the only 
censorship being, ‘is it funny?’”

Now in the hands of US network CBS and executive 
produced by comedy legend Will Ferrell, No Activity is 
available for streaming on CBS All Access and Stan in 
Australia. No Activity marks CBS All Access’ fi rst original 
comedy. 

Harry Stranger is a photographer and public relations manager 

based on the NSW East Coast, as well as a Journalism, Media Arts

 and Production student at the University of Technology, Sydney.

Judd Overton is an award-winning Australian cinematographer 

of films, television, commercials and documentaries.

A-Camera Operator Damian Church with Cinematographer Judd Overton on the set of ‘No Activity’ - PHOTO Supplied
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Cinematogapher Aaron McLisky behind the camera on location with ‘The School’ - PHOTO MJ Fusion



THE SCHOOL
When a doctor looking for her missing child  

awakens to find herself in an abandoned school,  
she must face her own demons if she is to  
discover the truth about where her son is. 

Shot by cinematographer Aaron McLisky,  
supernatural-thriller The School is a  

claustrophobic and haunting film.

- by James Cunningham
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Amy, played by Megan Drury (Rescue Special Ops), is a 
doctor struggling to deal with her son’s accident. She still 
cannot manage to leave his comatose side. Becoming 
obsessed with fi nding a cure, she begins to lose control and 
her mental health begins to suffer. 

Despite the pleas of those who care about her most, she falls 
deeper into her own world of denial and darkness. Finally, 
Amy plunges into the terrifying world of The School. Captured 
by a hoard of feral kids, she sets out to fi nd her son whilst 
protecting a group of underworld kids from their cultish teen 
leader Zac, played by Will McDonald (Home and Away).

The School is the debut feature fi lm for both the fi lm’s Director, 
Storm Ashwood, and Cinematographer, Aaron McLisky. “I 
worked with Ashwood as a Gaffer for many years,” says 
McLisky. “He and I had lengthy chats about his numerous 
fi lm projects while we worked together on music videos and 
short form narrative projects.”

In late 2016 producers Blake Northfi eld and Jim Robinson 
from Bronte Pictures expressed interest in The School. 

McLisky had never worked with the team from Bronte 
Pictures but was aware they had recently completed their fi rst 
independent feature fi lm Out of the Shadows (2017) with Viv 
Scanu ACS behind the lens. 

“As you could imagine I was sceptical that a fi rst time 
director would actually get a feature project off the 
ground,” says McLisky, “let alone get me on board.” To his 
surprise, in mid-February of 2017 McLisky’s agent called to 
confi rm that the project was going ahead and if he wanted 
it, the role of Cinematographer was being offered to him. 
“Naturally, I jumped at the opportunity.”

McLisky’s previous experience was mainly in television 
commercials, however he had a few narrative projects under 
his belt. The biggest of which was Fresh Blood Pilot Season 

(2015) with Porchlight for the ABC, and the second season 
of Soul Mates (2016) with production company Jungle. “The 
entire creative team that worked on this project were hand 
picked by Ashwood and even though most of us had never 
worked together before we had great chemistry from day 
one,” says McLisky. 

“A device that tracks her journey 
towards a personal truth and 

the cleansing of her grief.”
Initial discussions around camera choice began immediately. 
“Having read the script before pre-production began,” 
explains McLisky, “I knew I wanted something light weight 
and compact to accommodate lots of dynamic camera 
moves.”

McLisky’s approach was to choreograph elegant Steadicam 
coverage that maintained movement, create coverage 
effi ciencies and explore as much of the environment as 
possible. “I knew we had an impossible schedule from the 
outset,” he says. “I enjoy the challenge of working fast as 
I fi nd it gives me more time to respond in the moment and 
quickly offer solutions, so our camera package needed to 
allow for that.”

McLisky wanted to deliver The School in a 2.39 aspect ratio 
in order to hold deep ‘three shots’ for the fi lm’s main cast 

Meghan Drury plays Amy in ‘The School’ - DOP Aaron McLisky
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in the long school corridors, and also to hide rigging in the 
set and allow freedom in his coverage plans. “We had the 
anamorphic versus spherical debate but it really became 
a fi nancial decision,” he explains. “The cost of hiring an 
anamorphic lens kit along with the added complexity for 
visual effects made the decision pretty easy.”

“I had endless discussions about camera packages, however 
the possibility of a Netfl ix deal and its delivery requirements 
really defi ned the camera we used,” says McLisky. In the 
end, he settled with two Red Epics and a set of Cooke S4s. 
“It was a small kit, but worked well in tight situations.”

The Cinematographer had never worked with Production 
Designer Nicola Stillone before, but within moments of 
discussing the The School they had agreed on so many 
design ideas that, McLisky says, they were fi nishing each 
others sentences. “The design on this fi lm was incredibly 
ambitious to say the least,” he explains. “Ashwood’s 
imagination was expensive, the script read like a ten million 
dollar fi lm when we had just under one.”

“Our main shooting location was the Gladesville Hospital, 
a former mental asylum with a haunted history, go fi gure.” 
Stillone was set the task of creating both a modern day 
hospital and an eerie haunted school in the labyrinth of 
the asylum. The Gladesville Mental Hospital in Sydney, 
formerly known as the ‘Tarban Creek Lunatic Asylum’, was a 
psychiatric hospital built in 1838. The hospital offi cially closed 
in 1993.

In what is one of the fi lm’s most interesting themes, the 
ghost children trapped in the school have developed their 
own society, similar to William Golding’s book Lord of the 

Flies, with their own specifi c rules and customs. Dormitory 

walls are covered in graffi ti which lays out law and order (“no 

laughter”), while in a classroom furniture has been piled high 

to create a kind of throne for Zac, the teen dictator. Children 

adorn themselves with tribal warpaint, the designs differing 

according to their place in the society’s hierarchy.

“I fi nd compositions which give 
you story and character all in 

one, are just so powerful.”
The look of The School was heavily infl uenced by a ‘eastern 

elemental theme’, McLisky tells us. “The emotional journey 

of the main character, Amy, is mapped through the presence 

of water. A device that tracks her journey towards a 

personal truth and the cleansing of her grief. In contrast, 

Zac, the antagonist of the fi lm, represents fi re who holds 

power over the children in the school and provides a barrier 

to our hero’s journey. With these two elements at odds, this 

formed a framework to inform our colour decisions.”

McLisky’s key fi lm reference for The School was The 

Orphanage (2007), directed by J.A Boyna and shot by 

Spanish cinematographer Óscar Faura. “The use of 

contrasting colour and graphic composition in that fi lm 

was what I borrowed from most,” he explains. McLisky’s 

discussions with Ashwood also included the use of tension in 

The Ring (2002) directed by Gore Verbinski and shot by Bojan 

Bazelli ASC, then also creature design in Guillermo del Toro’s 

Pan’s Labyrinth (2006).

A scene from the fi lm ‘The School’ - DOP Aaron McLisky
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First Assistant Camera on The School was Chris Braga. “I 
had worked before with Braga on short fi lm and commercial 
projects,” says McLisky. “We spoke about the importance 
of acknowledging the ambitious schedule and logistical 
realities of the project, as well as the need for a patient 
and familiar team to get us through the gruelling shoot.” 
He says Braga pulled together a great team of men and 
women who had a perfect balance of both experience and 
temperament. 

“I cannot speak highly enough of my Steadicam and 
B-Camera Operator Damien King,” says McLisky. “He 
was my right hand man throughout the shoot.” King joined 
the team after coming highly recommended from industry 
operators, bringing a militant endurance and great sense of 
humour and focus that, McLisky says, formed the backbone 
of the team. “A much needed skillset for some of our 
challenging shoot days.”

“My working relationship with my camera crew was a 
dream,” he says, “as it was with my lighting and gripping 
departments.” Having shot television schedules before, 
McLisky learnt that team chemistry is sometimes more 
valuable than an individual’s abilities. “You quickly become 
a family and by supporting each other anything is possible,” 
says McLisky.

The School is a large mix of practical makeup and visual 
effects. Will Gammon from Cumulus VFX in Byron Bay joined 
the team to supervise the visual effects in the fi lm, and for 
McLisky this was the most ambitious project he has ever 
completed in terms of working with visual effects. “Dealing 
with everything from CGI spiders to bodies passing through 
walls, Gammon became an invaluable asset to our team,” 

says McLisky, “He had great ideas and managed to pre-
visualise sequences which heads of departments could 
dissect weeks before the shoot.”

The most ambitious sequence in The School is the fi nal fi ght 
scene, explains the cinematographer. “In the script the 
sequence is staged in a giant underground sewer, something 
that was surprisingly hard to fi nd in Sydney,” he says. 
“Ashwood scouted large underground tunnels to see if we 
could fi lm on location, but it appeared the most logistically 
controllable option was to build a set and utilise the digital 
wizardry of Gammon.” 

It just so happens that the Gladesville Hospital has an 
abandoned swimming pool. “A perfect place to build our 
set,” says McLisky. “With our already stretched budget, 
giant 8x12m walls were erected over the pool then dressed 
to look like a sewer. The rest was to be created through 
VFX, set extension and crafty compositing work.”

“I was lucky enough to see some early cuts of the fi lm,” 
says McLisky, “and was invited to give edit feedback at 
a producers’ screening, but sadly our grading budget 
disappeared by the time we got to the end of post-
production.” The team ended up only being able to afford 
limited days in the grade which made specifi c clean-ups near 
impossible. 

“The saving grace was some time I spent with Colourist 
Billy Wychgel grading a marketing trailer a few weeks 
earlier,” he explains. “It was a chance to set some levels 
and defi ne the look of the fi lm. I knew I wanted to soften 
off some of the highlights and set specifi c looks to the 
different areas of the school. In the end our fi nal Colourist, 

 A scene from the fi lm ‘The School’ - DOP Aaron McLisky



The school children in the fi lm ‘The School’ - PHOTO MJ Fusion
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Jamie Hediger, did an amazing job pushing the darkness 
and refi ning the overall look in the time that he had.”

McLisky is particularly proud of the use of graphic frames 

throughout the fi lm. He and both Ashwood and Stillone made 

a conscious effort to fi nd a distinction between strong verticals 

and curved lines as a visual theme throughout The School. “I 
fi nd compositions which give you story and character all in 
one, are just so powerful,” says McLisky. 

“I am particularly proud of a high overhead crane shot that 
we did looking down an architecturally striking staircase,” 
he says. “The spiralling shape of the staircase seemed to 
swallow Amy’s character as she walked down it. It matched 
the emotion and narrative story beat in the fi lm as Amy 
begins to unravel.”

The Director wanted The School to feel dark, but not terrifying, 

and he wanted camera work that was elegant yet energetic. 

“All the things I was thinking,” says McLisky.

Ashwood says the actual school is a type of purgatory, “The 
physical realm of the school is a place where children might 
fi nd themselves once they die,” explains the Director. “This 
might be a place where kids get stuck. This mother is trying 
to fi nd her son in a very different world to ours which is 
controlled by children.”

The visual language of The School speaks to the way McLisky 

worked to achieve a balance of story as well as his own 

unique visual perspective as a cinematographer. “I pitched 
ambitious single-take Steadicam shots that held tension in 

scenes that could have easily been two-handers,” he says. 
“With the help of great production design I was able to give 
the fi lm a bold palate and play with lighting design that was 
sometimes completely un-naturalistic, but visually striking.”

From script to screen The School has ended up being slightly 
different to the fi lm that the team fi rst saw in their minds, 
but does McLisky think that means it is a failure? No way. 
“I think the challenges we experienced created incredible 
outcomes,” he says. 

“Tonally, I wish we had pushed the fi lm further, and I think 
working with children as our main cast presented scheduling 
challenges too. I am proud of what we managed to achieve 
with what we had. For my fi rst feature fi lm, I’m incredibly 
grateful… and excited to do it all again.”

The School, with its complicated mythology, literary allusions, 
and psychological underpinnings, not to mention its stylised 
visual aesthetic, is like few other Australian genre efforts in 
recent memory. As far as Northfi eld is concerned, though, that 
uniqueness is an asset. “For an Australian fi lm, it’ll stand 
out,” says the fi lm’s Producer. “For a fi lm, it’ll stand out.”

Aaron McLisky is a cinematographer who graduated in 2007 with a 

degree in Screen Production from Macquarie University. In 2018, 

he will shoot the third season of popular SBS comedy The Family Law. 

James Cunningham is the Editor of 

Australian Cinematographer Magazine.

 A scene from the fi lm ‘The School’ - DOP Aaron McLisky
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BLADE RUNNER 2049 - Blade 

Runner, released nearly forty years ago is 

widely regarded as one of the best science 

fiction films of all time. Whilst initially receiving 

a mixed reception from critics and public 

alike, it has gone on to become a cult classic 

that was a defining moment in Harrison 

Ford’s career. Starring Ryan Gosling as K, a 

replicant working for the Los Angeles Police 

Department (LAPD), who hunts and kills 

other rogue replicants, Blade Runner 2049 is 

the sequel to the 1980s classic.

Directed by Frenchman Dennis Villeneuve 

(Sicario, Arrival) and shot by 13-time Oscar 

nominee Roger Deakins CBE BSC ASC 

(Shawshank Redemption, No Country for Old 

Men), Blade Runner 2049 was intelligently 

filmed in Budapest, Hungary. Teaming with 

Production Designer Dennis Gassner (Into 

the Woods, Road to Perdition), Blade Runner 

2049 is a breathtaking visual experience 

with a deeply satisfying narrative that will 

likely go on to become a cult classic of 

its own. By using Deakin’s signature ring 

lighting and large scale, incredible set pieces, 

the filmmakers have created a unique and 

stunning alternate world that should be 

experienced on the big screen.

Clearly a passion project of Velleneuve (who 

has admitted to being a huge fan of the 

original), many believe the film is overlong - 

particularly at a running time of 169 minutes. 

There is also a very valid case of style over 

substance and that may be one of the 

contributing factors to its poor box-office. 

Ultimately though, Deakins thoroughly 

deserves to win the Oscar for his body of 

work (especially for his collaborations with 

the Coen Brothers) and I would be extremely 

surprised if he didn’t, finally, win here. Blade 

Runner 2049 is a visual smorgasbord 

where nearly every shot is awe-inspiringly 

beautiful or strikingly effective and honestly it 

doesn’t even compare with any other project 

released this year.

DARKEST HOUR -  In May 1940, 

the opposition Labour Party in parliament 

demands the resignation of British Prime 

Minister Neville Chamberlain (Ronald 

Pickup). The Nazi takeover of Europe has 

gained distinct momentum and the British 

Expeditionary Force is trapped in Dunkirk 

and Calais, while an invasion of England by 

the German army is imminent.

Based on real events, Darkest Hour is a film 

about Winston Churchill, played by a nearly 

unrecognisable Gary Oldman, and how his 

controversial ways changed the course of 

World War II and ultimately the future of a 

nation of which he became Prime Minister.

Directed by period-piece master Joe 

Wright (Pride & Prejudice, Atonement), 

Darkest Hour successfully pairs Wright with 

cinematographer Bruno Delbonnel AFC 

ASC (Inside Llewyn Davis, Dark Shadows) 

to create a rousing story that somehow 

overcomes the familiarity of the material. 

Shot using extreme amounts of natural light 

but with dark interiors, this intelligent use 

of contrast brings to life the words of the 

strange but deeply compelling Churchill. 

The climatic, redemptive speech of the film 

is a visual feast that quite literally shines 

the light on the juxtaposition of the man 

who at first tried to hide himself but slowly 

transformed the darkness of a nation.

There is little doubt that Darkest Hour is Gary 

Oldman’s film and one that will likely win the 

Oscar (even though that honour should go 

to Timothée Chalamet in Call Me By Your 

Name). With any other actor in the lead role 

it would be considered a standard genre 

piece but because of Oldman’s memorable 

transformation the entire film is elevated to 

one of the best films of the year.

FILM REVIEWS
Discussing the five films nominated for the Academy Award for Best Cinematography – by Dash Wilson

‘Blade Runner 2049’ - DOP Roger Deakins CBE BSC ASC

‘Darkest Hour’ - DOP Bruno Delbonnel AFC ASC
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DUNKIRK - In 1940, during the fall 
of France, hundreds of thousands of 
allied soldiers have retreated to Dunkirk. 
Brought to life on screen by master director 
Christopher Nolan (Momento, The Dark 
Knight, Inception), Dunkirk is the harrowing 

survival story in what would go on to become 
one of the most infamous and bloody war 
battles in history.

Shot by Dutch cinematographer Hoyte Van 
Hotema FSF NCS ASC (Tinker Tailor Soldier 
Spy, Interstellar), Dunkirk is without doubt 

a technical marvel: With a cast of relatively 
unknown lead actors under the guidance of 
Nolan, Dunkirk has been shot in two different 
formats; 65% was filmed using 70mm 
IMAX film and the rest in regular 35mm. 
This unique yet brilliant strategy was used 
to maintain the highest possible resolution 
throughout the film and as a result the 
filmmakers have created a highly realistic war 
piece that, significantly, was shot in the very 
location that the battle took place.

What is so impressive about Nolan is his 
ability to bring perfection to nearly any type 
of genre (war film, superhero, time travel - he 
really has done it all). Where Dunkirk falters 
though is its lack of emotional resonance. 
Some are calling Dunkirk a masterpiece, 
but my argument would be whilst a deeply 
impressive, technical knockout, it’s hard to 
enjoy a film whose characters feels somehow 
detached.

THE SHAPE OF WATER - With 
a production budget of under $20 million 
and a current box office take of $80 million 
and rising, The Shape of Water has been a 
success. Based on an original screenplay and 
directed by Mexican Guillermo del Toro (Pan’s 
Labyrinth, Hellboy) The Shape of Water tells 

the story of Elisa Esposito (Sally Hawkings) 
who discovers and ultimately bonds with 
a mysterious humanoid amphibian (Doug 
Jones) the government is currently holding 
hostage and doing testing on.

Monster films are always a risk. Del Toro 
has teamed with Cinematographer Dan 

Laustsen DFF ASC (John Wick: Chapter 
2, Crimson Peak) to successfully create 
a visually stunning film that could have 
been a complete misfire. With its use of 
deep shadows and sidelights, Laustsen 
has created a feast for the eyes that is 
complimented by Alexandre Desplat’s moving 
score. The underwater shots in particular are 
infused with colour, feeling and beauty and 
are all the more impressive in that not much 
water was actually used on set, but smoke 
and moving light utilised in its place.

Whilst many critics have raved about this 
film, it just isn’t that original (Beauty and the 
Beast with water anyone?). It is also littered 
with clichés; the gay, lonely best friend, the 
sassy black co-worker, and in the end whilst 
quite mesmerising and beautiful to watch, it 
is also a rather meaningless fantasy. Call me 
a cynic if you will but The Shape of Water is a 
decent film, it’s just not a great one.

MUDBOUND - Up until now, Netflix 

has failed to match its success with television 

into film. Bright, Netflix’s latest realease 

starring Will Smith has been universally 

panned with some calling it the worst film 

of the year. It is interesting then, that one of 

the best films of the year also came from the 

streaming service. Based on the novel of the 

same name and released in early 2018, Dee 

Ree’s (Pariah, Bessie) Mudbound depicts 

two World War II veterans (Jason Mitchell 

and Garett Hedlund) - one white, one black 

- who return to Mississippi each to address 

racism and PTSD in their own way.

Shot by Rachael Morrison ASC (Fruitvale 

Station, Black Panther) on an ARRI Alexa 

Mini (the project couldn’t be shot on film due 

to budget restrictions), the visuals are subtle 

and yet sublime to watch. Through the use 

of natural light and sprawling landscapes, 

the warm hues burst through the screen but 

never so much that they take away from the 

performances and drama slowly unfolding.

A film of historical imagination that lands 

in the present with disquieting, illuminating 

force, this is a film that will stay with you 

long after the credits role. No woman 

has ever even been nominated for Best 

Cinematography at the Academy Awards. 

Morrison’s ground-breaking work in 

Mudbound has changed that.

‘Dunkirk’ - DOP Hoyte van Hoytema FSF NSC ASC

‘The Shape of Water’ - DOP Dan Laustsen DFF ASC

‘Mudbound’ - DOP Rachel Morrison ASC
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RE-FRAMING CINEMATOGRAPHY
Should we re-define our practice? – by Daniel Maddock

This year, 2018, marks one-hundred 
and thirty years since Frenchman Louis 
Le Prince recorded his family walking 
around in a garden at the back of his 
house in Leeds, England. Le Prince was 
the first inventor to produce a recording 
of a believable motion-effect using a 
single camera and a single strip of film 
in 1888. 

During the next two decades of cinema 
almost every possible variation of 
cinematography practice was produced 
for the first time. The first animated 
film (Pauvre Pierrot, Emile Reynaud in 
1889), the first cinema screening (La 

Sortie de L’usine Lumiere, Auguste & 
Louis Lumiere in 1895), the first female 
filmmaker (La Fee Au Choux, Alice Guy 
in 1896), the first use of miniatures (A 

Railway Collision, Robert Paul in 1900), 
the first use of a double exposure and 
superimposition (Scrooge, Walter Booth 
in 1901), the first use of special effects 
(Le Voyage Dans La Lune, Georges 
Méliès in 1902), the first example of 
a studio (Rescued By Rover, Cecil 
Hepworth in 1905), the first use of 
glass plate painting or virtual imagery 
(Missions of California, Norman Dawn 
in 1907), and the first use of the word 
‘Cinematographer’ (Afgrunden; Director 
Urban Gad and Cinematographer Axel 
Graatkjaer in 1908). 

In the following decades preceding 
the invention and application of sound 
recording in feature-film production — 
first used for Lights of New York (1928) 
though applied much more successfully 
the following year for Alfred Hitchcock’s 
Blackmail (1929) — different aspect 
ratios including a widescreen format 
— Abel Gance pioneered a 4:1 aspect 
ratio using three cameras for Napoleon 
(1928) — camera movement through 
use of a dolly, handheld operating, 
swinging the camera off ropes et cetera, 
force perspective effects such as the 
Schufftan Process, impressionistic 
lighting as well as naturalism — 
cinematographer Eugene Schufftan first 

used many realist techniques for the 
film Menschen am Sonntag (1930) far 
before the French New Wave would be 
credited with pioneering Cinéma Vérité 
in the late fifties and early sixties — split-
screen, fast and slow-motion effects, 
montage, and many other techniques 
were also used for the first time. It could 
be argued that most any practice in 
cinematography, or cinema imaging, 
used today has a similar, even if only 
conceptually so, example from the first 
forty-years of cinema (1888-1928). 

“ It could be argued 
that most any practice 
in cinematography, or 
cinema imaging, used 

today has a similar, even 
if only conceptually so, 
example from the first 
forty-years of cinema 

(1888-1928). “

Since the introduction of computers 
to the filmmaking process there has 
been much upheaval to the industry, 
especially to cinematographers. 
The perceived loss of control and 
authorship over the images has 
been widely discussed especially 
in reply to the outcome of awards 
such as the Academy Award for Best 
Cinematography. Many have debated 
the role of the cinematographer 
as technology has introduced new 
possibilities such as digital-colour-
grading, high-dynamic-range imagery, 
and greater degrees of computer-
generated-imagery. 

The question of who is now responsible, 
or, authors the images of a film where 
many hands are changing those 
pictures or creating entirely new pictures 
have been present for a while in the 
literature and the dialogue. With Oscar 
wins in the Best Cinematography 
category for the feature films Avatar 

(Mauro Fiore ASC, 2019) and Life 

of Pi (Claudio Miranda ASC, 2012) 
the contention of a seemingly simple 
question, ‘what is cinematography?,’ 
came to the fore. As an industry our 
worries are misplaced in technological 
advancement. 

In the first decades of cinema American 
film director/cinematographer Norman 
Dawn would add to or obscure the 
imagery captured by his camera using 
the glass-plate-painting shot he brought 
to the cinema. To put it simply, the team 
that created the most recent example 
of our changing practice, The Jungle 

Book (Bill Pope ASC, 2016), has done 
very much the same thing but instead 
of taking a photograph and integrating 
computer-generated-imagery (or 
analogue matte-painting) into that 
photograph the team starts with the 
CGI and the photograph is the smallest 
part of the final image. 

“The film features a sole live-action 
actor, 13-year-old Neel Sethi, who 
portrays the human boy Mowgli,” 
writes Michael Goldman in the 2016 
article ‘Welcome to the Jungle’ from 
American Cinematographer. “Only 
those pieces of the sets that Sethi 
directly interacted with are real; 
beyond them, all environments, and 
the entire cast of supporting animal 
characters, are CG constructs.”

A similar article, ‘Jungle Capture’, 
from Definition Magazine that same 
year goes further, “Physical lighting 
is used on the blue-screen stage. The 
physical lighting matches the design 
first created virtually for the CG 
image by Cinematographer Bill Pope 
ASC. The final image is a composite 
of a digital environment, lit and 
lensed by the Cinematographer, and 
a physical actor and partial physical 
environment also lit and lensed by the 
Cinematographer.”

The Australian Cinematographers 
Society (ACS) currently defines a 
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Cinematographer as “a person with 

technical expertise who manipulates 

light to transfer visual information by 

the use of a camera into aesthetic 

moving images on motion picture film 

or electronic recording systems.” The 

ACS along with other societies around 

the world now offer awards for ‘virtual-

cinematography.’ 

As with other societies, including 

the Academy of Motion Picture Arts 

and Sciences (AMPAS) who run 

the Academy Awards, the awards 

categories and processes evolve 

with the industry. At one time there 

were awards for both black and 

white cinematography and colour 

cinematography. 

However, most definitions of the 

cinematographer or cinematography 

state that it is practiced with the use of 

a camera and lighting. The definitions 

now relate the camera as an object 

that carries celluloid film or electronic 

systems in order to record motion; but, 

they do not yet describe the use of 

virtual imagery for this process despite 

awarding it. The same reluctance is 

present in many film-schools worldwide.

In November, 2014, the Institut des Arts 

de Diffusion (IAD) hosted an international 

conference in collaboration with the 

Belgian Society of Cinematographers 

(SBC) and the Federation of European 

Cinematographers (IMAGO), about 

the influence of technology on the 

methods of teaching cinematography. 

This conference was covered by 

cinematographer Ashley Barron for this 

magazine.

“Of all the topics discussed,” Baron 

says in the article ‘Cinematography in 

Progress’ (Australian Cinematographer 

Magazine, Issue #65) “Cinematography 
for VFX seemed the most controversial 
with many unable to answer the few 
questions about its education. Most 
seemed to be of the belief that only 
green and blue screen work should 
be taught briefly but anything further 
should be an elective.”

There are schools that offer education 

to emerging cinematographers in areas 

such as virtual cinematography, pre-

visualisation, digital lighting and so on; 

the Global Cinematography Institute 

being one of them. However, the vast 

majority are stuck in a mire of ‘traditional 

cinematographic techniques.’ This 

shows a great lack of understanding 

of the history of art and practice. As 

mentioned in the beginning of this article 

the ‘virtual’ production of imagery for 

cinema, especially where it is made to 

be integrated seamlessly with live-action 

cinematography has been around in one 

form or another since the very beginning 

of cinema and therefore is traditional. 

The ACS has offered awards for the 

practice of virtual cinematography. It 

would now be an important move to 

include this practice, in some way, in the 

definition of cinematography itself. For, 

with this re-framing of cinematography, 

to include what has always been 
present, the ACS will drive change in 
the film-schools in this country. This is 
important for our art, it’s education and 
our artists. 

The cinematographer needs to have 
authorial say not only in the colour-
grade but in the creation of computer-
generated-imagery where it relates 
to cinematographic process (such as 
lighting, colour, movement, composition 
and so on). We are authors of the 
cinematic image for the purpose of 
story-telling however the image is 
created or captured.

Daniel Maddock is an Australian 

cinematographer, photographer and academic 

who is completing his PhD on the subject of  

re-defining cinematography due to advances  

in the virtual production of films.

Some of the views expressed in this article  

are the opinion of the author and do not  

reflect the views of the ACS or AC Magazine.

‘Jungle Book’ (2016) raw footage - DOP Bill Pope ASC

‘Jungle Book’ (2016) finished film - DOP Bill Pope ASC
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PETER RABBIT
Peter Menzies Jr. ACS (Die Hard with a Vengeance, Lara Croft: Tomb Raider) recently worked  

as cinematographer on the 3D live-action, computer-animated Peter Rabbit. Here, he talks to us  
about his work on the visual effects heavy production – by Peter Menzies Jr. ACS

I’ve known Animal Logic founder, 
Zareh Nalbandian professionally and 
personally for over twenty years. He 
sent me the script and pitched me to 
Writer/Director Will Gluck. 

I loved the concept and we had a Skype 
call while I was filming in Cincinnati. That 
call went well and we followed up with a 
personal meeting in Los Angeles a few 
weeks later.  

Gluck was looking for a 
cinematographer who had live-action as 
well as computer-generated character 
experience. I had worked on several 
projects which melded CGI with live-
action characters, and we spoke of 
my experiences on The Incredible Hulk 
(2008) and Clash of the Titians (2010), 
as well as Spider-Man 2 (additional 
photography with Bill Pope ASC, 2004). 

“This film was unique in 
terms of preproduction, 
which well exceeded the 

shooting schedule.”

Gluck knew what he wanted to achieve 
from this ‘hybrid’ endeavour and our 
conversations were in-depth regarding 
the processes, complications and 
restrictions of working with live actors 

and computer-generated characters. 

We discussed the pre-visualisation 

process and the importance of my 

involvement in those early planning 

stages. 

I chose to shoot on ARRI Alexa Minis 

mainly due to their size and versatility 

in terms of attaching the cameras 

to several small motion rigs we had 

created. We required small mobile 

cameras to mount to a custom bike, 

scooter and remote control cars we 

used during filming. 

We had to shoot background plates for 

the rabbits from their reduced height 

perspective in their fast-paced world, 

which means we had a lot of action and 

movement ranging from a few inches to 

a couple of feet off the ground. 

The interactive coverage of these very 

active characters required the ability to 

take the camera in motion from their 

running height, to their standing height, 

to tracking them up into trees, over 

fences, chasing cars, and back home to 

their rabbit hole.  

I wanted to shoot spherical for the 

choice of wide-angle lenses, checking 

out every lens Panavison Australia could 

get for me. Ultimately, we went with the 
classic Panavision Primos. They are 
amazing lenses that still stand the test 
of time. 

“It was a remarkable 
accomplishment and  
a testament to the  
crew’s ingenuity.”

When I came on board, Production 
Designer Roger Ford and his team were 
well into drawings for the MacGregor 
house and Beatrix Potter’s cottage. The 
Animal Logic team had been working 
for some time on the pre-visualisation 
and character developments. We all 
used references of Beatrix Potter’s 
paintings for this film. 

This film was unique in terms of pre-
production, which well exceeded the 
shooting schedule. I had a period of 
what we called ‘pre-pre-production’ 
where I worked consulting with Animal 
Logic and the pre-visualisation team 
from the United States. It was great at 
this initial stage to collaborate with the 
designers and have input in terms of 
character movement, camera motion 
and lens choices in the storytelling. 

Following pre-preproduction I had 

A scene from ‘Peter Rabbit’ - DOP Peter Menzies Jr. ACS
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full-time preparation in Australia and 
scouting around the United Kingdom for 
the ten weeks leading up to the shoot. 
The key to success of a film like this 
really is in the advance planning and 
collaboration between the live action 
and visual effects teams.  

“I wanted to shoot 
spherical for the choice 

of wide-angle lenses, 
checking out every lens 

Panavision Australia 
could get for me.”

Peter Rabbit shot in Sydney, and 
I’m a Sydney boy, so it was amazing 
coming home and working with friends 
and colleagues I had long established 
relationships with. 

Through years of working together 
a certain ‘trust’ develops and an 
operational short hand develops that 
makes everyone’s jobs easier and the 
shoot run smoother. 

Gluck had never shot overseas, and 
was accustomed to his usual crew, so 
he was understandably nervous working 
on the other side of the planet with a 
completely new crew. I know well the 

world-class work ethic and ingenuity of 
Australian film technicians and they did 
not disappoint. Our Director loved his 
experience with the Aussies.

All the crew deserves a mention and 
my thanks, but in particular it was 
amazing to have David Elmes (First 
Assistant Camera) looking after the 
camera department, who I’ve worked 
with for over fifteen years. I have known 
Michael Adcock (Gaffer) personally and 
professionally for over forty years, we 
grew up together as film kids in the 
industry. 

Simon Harding was our A-Camera 
and Steadicam Operator and his 
contribution to telling this story is 
extraordinary. David Burr ACS was the 
Second Unit Cinematographer, another 
friend for many, many years. I first 
worked with Key Grip Adam Kuiper on 
The Great Raid (2005). 

On Peter Rabbit we were faced with 
taking on Mother Nature herself and 
transforming the blazing summer sun 
and high winds of Sydney’s Centennial 
Park into the charming, temperate and 
soft-lit English village of Beatrix Potter.

When I challenged Kuiper, Adcock and 
their teams to come up with a solution, 

they designed and built a one of a kind 
moveable scrim, sized 100’ by 100’, 
that blocked the sun while also creating 
a soft, beautiful light. It was easily raised 
up and down, or moved across the set 
swiftly and safely, turning hours of usual 
‘rigging’ time into precious ‘filming’ time. 
It was a remarkable accomplishment 
and a testament to the crew’s ingenuity. 

“I know well the world-
class work ethic and 

ingenuity of Australian 
film technicians and they 

did not disappoint.”

Work flow between myself, the CG 
animators and Editors Christian Gazal 
and Jonathan Tappin was enhanced 
by the fact that we were all walking 
distance from each other on the Fox 
Studios backlot in Sydney. Production 
offices, Animal Logic VFX, editorial, 
stages were all in one complex and we 
were also just a stones through from the 
Centennial Park set. 

Work flow was seamless and we were 
constantly given updated and cut pre-
visualised sequences from the Editors 
to work with. The Fox Studios backlot 
really is an amazing facility and the only 

Rose Byrne in a scene from ‘Peter Rabbit’ - DOP Peter Menzies Jr. ACS
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place in the world where you can film 
a movie and listen to the cricket at the 
same time.

“The tools we use may 
change, but our job 
remains the same.”

My favourite sequence in Peter Rabbit 

would be the fight sequence between 
Young MacGregor and Peter Rabbit 
which takes place in Beatrix Potter’s 
atrium. It’s a full on fight between 
live-action Domhnall Gleeson and 
computer-generated Peter with 
extensive choreography and interactive 
props. Rose Byrne is also in the scene. 
It was very complicated to shoot. 

Numerous elements had to 
be coordinated, including fight 
choreography, camera movement, 
special effects, visual effects, and live 
as well as imagined performances. 
It all comes together and plays out 
seamlessly on screen with extraordinary 
comic delivery. 

It was a team effort, but one that would 
never have worked without Domhnall’s 

physical comedic talents and suburb 
acting collaboration with his imaginary 
co-star. 

The job of the cinematographer has 
evolved as technology has changed. 
This is a conundrum of sorts. There 
are inherent differences in films 
shot on ‘film’ versus ‘digital/virtual’ 
cinematography or films heavy in visual 
effects and those without any. One 
commonality is that all finished projects 
are in a digital format, and that they all 
require the talents of a cinematographer 
as a storyteller.

I think the cinematographer’s role is the 
same despite the originating format. 
Whether I’m shooting on an iPhone or 
on a motion picture camera, my job 
is still to tell a story through lighting, 
camera movement and collaboration 
with the director and other film 
technicians. 

In terms of cinematography recognition, 
I believe in a single category regardless 
of format. We have navigated a 
multitude of technological changes 
over the years with more to come. The 
tools we use may change, but our job 

A scene from the film ‘Peter Rabbit’ - DOP Peter Menzies Jr. ACS

remains the same.    

“That’s what movie 
magic is all about.”

I’m extremely happy with the outcome 
and proud to have done homage to 
both Beatrix Potter’s original characters 
and the re-imagining of the story by Will 
Gluck. 

We shot primarily in Sydney’s Centennial 
Park in the hot Australian summer sun 
and transformed it into the temperate 
English world of Beatrix Potter 
with magical computer-generated 
characters interacting with actors, and 
filling the screen with emotions and 
a heartwarming story both real and 
digitised. That’s what movie magic is all 
about! 

Peter Menzies Jr. has finished another film for 

Sony just prior to Christmas, A Dog’s Way Home, 

in Vancouver for Director Charles Martin Smith. 

Currently, he is back in Vancouver shooting  

Rob Lowe’s directorial debut; a remake of  

the 1956 thriller The Bad Seed.



NEW GEAR
SHAPE Revolt Push-Button Magic Arms – by Tom Waugh

Push-button systems have become a 
popular choice for handles on camera 
rigs because of the tool-free design.

With many camera setups now 
including monitors, recorders, 
microphones and other accessories 
- which in general can be fiddly to 
attach and adjust - shooters will be 
pleased to see the SHAPE design has 
made its way to support these kind of 
accessories too.

The SHAPE Revolt Push Button Arms 
incorporates ease of adjustment and 
strength into a tiny device that can 
rotate 360 degrees on the horizontal 
and vertical axis in the 2A model, or four 
axis in the 4A model.

You can change a monitor setup from 
facing the camera operator to the side 
for a director or producer by simply 
pushing the lock button to release, and 
twisting the joint to adjust.

While not a completely new product, it 
is a revision helped by ARRI Australia 

and John Barry Sales to include the 
3/8” 16 with ARRI standard anti rotation 
pins on the camera end of the arm. 
It’s great to see companies taking on 
feedback for better integration and 
overall user experience.

“It’s great to see 
companies taking on 
feedback for better 

integration and overall 
user experience.”

The product comes in two versions, 
a two axis and a four axis. Bioth use 
the push button locks meaning no 
drooping monitors or electronic view-
finders halfway through a take like the 
ball style arms. Although more limited 
on placement than ball style arms, I 
found the rigidity benefit to outway the 
placement limits.

Despite being small in size, it’s strong 
and remains locked in place unlike 

many cheap magic arms. It can 
be attached to any camera rig and 
accessories via the 1/4” screw, or onto 
15mm rods.

They’re mad by Canadian manufacturer 
SHAPE,  and feature locking bush 
buttons, the same as have been 
cropping up on their other rig 
components. You push them down 
when you want to make adjustments 
and when you’re happy you let them go 
and they lock into place.

The two axis would suit a basic liquid-
crystal display setup for low angle 
filming, and the four axis is more suited 
to a First Assistant Camera’s monitor, 
allowing for high and low angle with a 
larger reach and angle options.

The magic arms are part of SHAPE’s 
Revolt range of camera accessories. In 
Australia they can be purchased from 
John Barry Sales or ARRI Australia.

Tom Waugh works for Ignite Digi and  

Chairman of the ACS Technical Committee.
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Announcing the Fiji Shark Reef / STO Expedition 
– a Gates, RED and DUAI event 

The Fiji Shark Reef / STO Expedition will be legendary. 
Be part of the legend. 

 
A learning and diving experience par excellence: 
STO equipment course, RED camera tutoring, professional underwater 
coaching, and post production training all while enjoying Fijian 
paradise and legendary diving at Shark Reef Marine Reserve, Beqa, Fiji. 
 
Training. The shark action is a superb backdrop for extensive 
training on a variety of topics:  
 

• Gates STO: Become proficient with Setup, Test & Operation of Gates 
cinema grade rigs.  
 

• RED camera: Gather in-depth understanding of the RED camera system and raw workflow. 
Specific emphasis will be placed on DSMC2 camera setup considerations for success underwater.  
 

• Underwater cinematography: Your training staff are professionals with extensive underwater 
film and television experience. Learn how to setup the shot, acquire for sequences, harness light, 
shoot for action, and much, much more.  
 

• Colour Correction and Grading: Learn how to handle the massive colour loss experienced 
underwater through post production colour grading using Black Magic’s DaVinci Resolve 
 
Trainers. The Fiji Shark Reef/STO Expedition training team is comprised of accomplished 
professionals, each bringing their own unique, specialised skills to the event. They are:  
 

• Becky Kagan Schott 5-time Emmy winning DoP, Professional Underwater Cameraman, 
Photographer and Tech Instructor. 
 

• Sean Ruggeri  One of the original RED Bomb Squad field technicians who specializes in all things 
RED & underwater. 
 

• Pete Lightowler Owner of Down Under Aquatic Imaging, a working underwater cameraman and 
recognized DaVinci Resolve underwater colourist expert. 

23rd-29th April, 2018 
Accommodation: The Uprising Beach Resort / Pacific Harbour 

Pricing: AU$4700 – EX FIJI. Includes 7 nights twin share accommodation, 5 days double boat 
dives, breakfast and dinner and event participation, including use of all camera/housing equipment. 

Full Details: http://duai.com.au/sto-fiji-2018/ 
Contact: Pete Lightowler / Down Under Aquatic Imaging  pete@duai.com.au 
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