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FROM THE EDITOR

Dear Readers,

Welcome to the September Issue of Australian Cinematographer.

I’d like to kick off by saying congratulations to Germain McMicking 
ACS whose excellent work on season three of True Detective, which 
we covered in Issue #81 of the magazine, recently scored him an 
Emmy nomination. Congrats Germain! The category of Outstanding 
Cinematography in a Limited Series or Movie sees Germain with 
some stiff completion, being nominated among Jakob Ihre FSF for 
Chernobyl, David Klein ASC for Deadwood and Bradford Young ASC 
for When They See Us.

Congratulations also to Zoë White ACS who brought the Australians 
in for their second Emmy nomination this year. Zoë’s work on The 
Handmaid’s Tale, which you can read all about in Issue #78 of the 
magazine, was truly outstanding and has seen her nominated for 
Outstanding Cinematography for a Single-Camera Series with her 
talented colleague Colin Watkinson ASC BSC. Up against Jonathan 
Freeman ASC for Game of Thrones, Dana Gonzales for Hanna, 
Gonzalo Amat for The Man in The High Castle, Meritt Mullen ASC for 
The Marvelous Mrs. Maisel and Robert McLachlan for Ray Donovan.

The 71st Creative Arts Emmy Awards will be announced on 15 
September and we’ve got our fingers and toes crossed for both 
Germain and Zoë.

Continuing the topic of Australian cinematographers kicking goals 
internationally… have you seen the third season of Stranger Things 
yet? The series is Netflix’s highest-rating series globally with four of 
the eight episodes shot by Lachlan Milne ACS, including that utterly 
incredible final episode. Lachlan takes some time out of his busy 
schedule to sit down with us for an in-depth interview about his work 
on the show. Thanks Lachlan, we hope you like the cover of the mag!

That, along with everything else you’re about to discover in the pages 
of this magazine, means you’re in for an extra special rollercoaster 
ride that is our September Issue. 

I’m currently attending the Melbourne International Film Festival where 
I’m two films into my schedule of seventy-one films in seventeen 
days, from where I hope to bring you much more content, stories and 
articles for coming issues.

Until then readers, Peace.

James Cunningham
Editor,
Australian Cinematographer Magazine

Greetings ACS colleagues and friends,

We have arrived at that special time of the year when we prepare 
for our ACS Awards for Cinematography presentations. Our Awards 
categories committee, under the stewardship of Ernie Clark ACS and 
Warwick Field ACS, have been finalising the Awards categories for 
this year. 

We see the removal of the Experimental & Specialised category and 
addition of a ‘new’ Feature film category, as well as another new 
initiative for members to enter work as a ‘collaboration’. This initiative 
across most categories creates the opportunity for members to 
showcase their individual contribution to the overall project. My thanks 
to the committee for listening to the members’ requests for this type 
of recognition. This is a strong message to the industry of just how far 
we have come as a Society, in providing a real voice for all Australian 
cinematographers.

We may work across varied genres and platforms, and there are 
subtle differences in our use of technology and the style with which 
we shoot. The methodology, size of crew and budget may be vastly 
different, but the bottom line is we compose, light, expose and 
operate the camera to achieve the same ultimate end... the desired 
image. The ability to create that unique image is the value we bring to 
any project and is the skill that binds us as a group of professionals. 
The images we create, and the integrity of those images, is something 
we must fight to retain. They are as unique to us as our individual 
fingerprints.

I congratulate each and every member submitting entries into the 
Awards for simply putting their work out there to be judged by their 
peers. I wish you all the very best, and look forward to sharing your 
success with you at the Awards presentations.

I am proud to be the President of a Society that we all love and 
respect, along with an industry that shares so much with us all. We 
are truly fortunate in that we have the support of a generous group 
of National and Branch sponsors who make our awards possible. I 
thank them for their continued loyalty to the ACS, our members and 
our industry.                                                 

Until next time...

Ron Johanson OAM ACS

National President, 

Australian Cinematographers Society

FROM THE PRESIDENT
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What happens when you destroy a 
war memorial and what do you put 
in its place? These questions faced 
Arts Officer Colin James and Project 
Manager and Artist Amanda Gibson 
as they looked for ways to replace 
the much-loved Greensborough War 
Memorial statues, in outer Melbourne.

The genesis of the project for me 
was filming a ceremonial fire to 
farewell water-damaged war memorial 
sculptures that had stood in a local 
Melbourne park for the last twelve 
years, and had rotted from the inside. 
The sculptures had been carved from 
cypress pine by local Melbourne 
chainsaw artist Leigh Conkie. Leigh’s 
friend, International chainsaw artist 
Hikaru Kodama, was engaged to carve 
most of the replacement sculptures due 
to his unique ability to capture emotion 
and movement in his carvings. 

The film began as a small job to 
document the project in a linear 
way over ten minutes for Banyule 
City Council. When the enormity of 
the project, including the sensitive 
consultation and engagement with 
Veterans, Aboriginal Elders and local 
community, revealed itself I felt it was 
a story that needed to be given the 
right amount of time to tell properly. 
As a result, we filmed interviews with 
seventeen people including Vietnam, 
Afghanistan and WWII Veterans to help 

HOMEFRONT
How cinematographer Michael Wilkins’ small corporate job for a local City Council  

evolved into the award-nominated documentary it has become –  by Michael Wilkins

give some background and context to 
the meaning behind the sculptures. 

What began as a straightforward short-
form documentation of a sculpture 
project, became an exploration of the 
meaning behind public art and the 
power of community engagement. 
Homefront evolved into a forty-eight 
minute documentary, shot over fifty-five 
days, with a timespan of over twelve 
months. 

The two visual hooks for me were 
capturing the inspired carving of 
Hikaru Kodama, and the remarkable 
blacksmithing of Roland Dannenhauer. 
The two, alongside local chainsaw 
artist Leigh Conkie, created some 
exceptional work under the creative 
lead of Melbourne artist and designer 
Amanda Gibson, who is also the 
film’s producer. I originally met Gibson 
while working as cinematographer on 
Andrew Garton’s documentary Forged 
from Fire (2019) which followed the 
creation of the Blacksmiths’ Tree for 
nine years following the Black Saturday 
fires of 2009. The tree is a ten metre 
tall sculpture with over 3,500 hand 
hammered leaves contributed by local 
and international blacksmiths. Amanda 
was also the creative lead on that 
sculpture project. 

Homefront, begins with the burning 
of the old statues in a ceremonial fire. 
What unfolds, through interviews with 

local war veterans, are narratives of 
terrible injuries, paralysing fear, humour, 
and love. Homefront is a rare insider’s 
view of a sculpture project where the 
people at the heart of these stories 
drove the design.

The film was shot on my Sony F5 with 
a mixture of 4K and 2K in S-Log2 for a 
2K DCP cinema delivery, and a 1080p 
television master. The B-camera for 
interviews was a Sony A7S. Due to 
budget limitations I used a mixture of 
Canon L series primes and zooms. I’ve 
been shooting 2:1 aspect ratio on a lot of 
my corporate work for a number of years 
and thought that would work well with 
the subject matter. All the drone footage 
was shot on a DJI Phantom 4 in 4K. 

Homefront has just had its run at the 
Melbourne Documentary Film Festival 
where it was nominated for Best 
Melbourne Documentary, and a sold out 
community screening at Greensborough 
Hoyts in Melbourne. We’ve had 
overwhelmingly positive responses from 
veterans and their families at the way 
their stories have been told. The film 
has also been acquired by SBS-TV for 
three years and will get its first television 
broadcast at 3.00pm this coming 
Remembrance Day, 11 November. 
After that it will be available on SBS on 
Demand.

Michael Wilkins is a member of the  

Victorian branch of the ACS.

A scene from ‘Homefront’ - DOP Michael Wilkins
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We all know teamwork is important, or 

as Australian music icon Guy Sebastian 

puts it on his new record, “‘Cause now 
you’re singing with a choir. Now you’re 
dancing with a crew.”

Cinematographer Kieran Fowler NZCS 

ACS (Terminus, Skinford) has known 

director James Chappell for a while 

now. “He’s been one of my closest 
collaborators when it comes to music 
videos,” says Fowler. The pair first 

started working together in 2013 but 

hadn’t worked together for a number 

of years prior to collaborating again on 

Guy Sebastian’s Choir video, meaning 

it was well overdue that they team 

up again. “This clip was probably 
the biggest budget music video we’d 
worked on together.”

One of the main locations in Choir 

called for a church. “This was a real 
church,” explains Fowler. “We had a 
couple of other church locations as 
our first preference, however they got 
knocked back because of some of the 
lyrics in the song. It was probably a 
blessing in disguise as the church we 
ended up with (St. Stephen’s Anglican 

Church in Newtown Cemetery) worked 
really well.”

CHOIR
Kieran Fowler NZCS ACS talks about shooting Guy Sebastian’s Choir music video, which earned him  

Best Cinematography at the CLIPPED Music Video Festival this year –  by Slade Phillips

There weren’t many restrictions as far 

as the cinematographer was aware 

of, except for not putting stands or 

equipment on grave sites, outside. 

The bulk of Fowler’s lighting was 

done from outside through windows. 

“When lighting big spaces like this, 
and particularly when you’re on 
a tight music video schedule, it’s 
important to do a big broad brush 
stroke with your lighting,” says Fowler. 

“Something that will offer you multiple 
set-ups with minimal re-light time 
between shots and only moving a few 
bits and bobs for your key fill inside 
on the ground.” 

“ This clip was probably 
the biggest budget  
music video we’d  

worked on together. ”

“I had an M90 through a large 
stained glass window at the front of 
the church, along with a few M40s 
through the smaller windows that I 
would reposition depending on our 
shooting angle,” says Fowler. “I kept 
these hard, un-gelled and let the 
windows colour the light.” 

Choir was shot on the ARRI Alexa Mini. 

“This camera has been an industry 
work horse and a go to camera for 
me,” explains Fowler. “It’s small, 
has beautiful colour rendition and is 
super simple to operate. It’s nice to go 
into a shoot knowing a camera like the 
back of your hand, especially one with 
a tight schedule. I instinctively know 
how to expose it and what to expect.”

Fowler believes that lens choice 

became far more important in giving his 

images their personality, choosing old 

Cooke Xtal anamorphic lenses. “On 
the wider end of the set these lenses 
have a beautiful, not too overpowering 
flare,” says Fowler. “They have this 
kind of star-like quality to them, with 
subtle blooming in the highlights 
that roll them off quite organically. 
Also, with all the vertical lines in our 
locations I wanted a set of lenses that 
would distort the image. I love how 
the 32mm lens bows the image. It 
really exaggerates the frame and was 
perfect for giving this project a sort of 
‘detachment from reality’.”

The crew worked with only a single 

camera on this shoot, keeping it on 

Steadicam for around ninety-percent of 
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A scene from Guy Sebastian’s ‘Choir’ music video - DOP Kieran Fowler NZCS ACS



the time. “Basically everything except 
for the crane work in the end night 
section and a couple of handheld shots 
with the kids at dawn,” says Fowler, 

who didn’t shoot heaps of coverage. 

“It was more about wide-shots 
involving Guy with the dancers around 
him. We found the dancing looked 
more dramatic in wider frames, so we 
focused more on this.”

Unfortunately, during post-production 

on Choir, the cinematographer wasn’t 

able to physically attend the grade. 

“We had Matt Fezz colouring it, who 
I’ve worked with countless times and 
trust,” says Fowler, who wanted the 

approach to grading to be subtle. 

“More often than not I find ‘less is 
more’ with colouring.” Fowler believes 

most of a cinematographer’s colour is 

done on the day, in camera, and comes 

down to good locations, art direction 

and costume decisions with lighting also 

playing a key part. 

“By the time the footage lands in the 
grade suite you should be able to add 
a bit of contrast if it’s needed and be 
eighty-percent of the way there,” says 

Fowler. “With subtle nudges to get it in 
the right zone.” Fowler’s notes for Fezz 
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weren’t specific to each location’s look 
and were, in his words, ‘rather general’. 

“It was important to ensure saturation 
in the end scene didn’t play too high 
as there was a lot of primary colours 
in the frame,” says Fowler. “We also 
ended up swinging some of our colours 
in the end scenes away from a primary 
hue as it looked a little like a K Pop 
video.” 

“ Having an analogue 
quality to the image 

brings it to life.  
It’s hard to describe 
why, but we like it. ”

Fowler says a cinematographer should 
be able to trust their colourist as well 
as a colourist’s instincts. “The director 
and I also loved adding varying levels 
of film grain to the image,” says 
Fowler. “We ramped it up more in the 
church because we felt the texture of 
that location suited a heavier grain. 
Having an analogue quality to the 
image brings it to life. It’s hard to 
describe why, but we like it.”

Sebastian was really happy with the 

end results. “It’s a song written about 
a good friend of his who passed away 
and, like the song, he wanted a really 
positive, upbeat and energetic video, 
which I think translated,” says Fowler. 
“He had a really emotional reaction 
when he first saw a cut so I’m happy 
we were able to do his heartfelt lyrics 
justice.”

Fowler, who recently picked up Best 
Cinematography for Choir at the 
CLIPPED Music Video Festival in 
Sydney, honestly didn’t have any notion 
or expectation of winning at the festival. 
“There were some really stunning 
music videos in the competition and so 
I was pretty chuffed to take the win,” 
says Fowler, humbly. 

“It’s nice to get recognition for music 
video work, as it’s nothing but passion 
that goes into it,” he concludes. 
“That’s why I’m so stoked to see 
a festival like this taking off. It’s about 
time we had something to celebrate 
the art of music videos in this part of 
the world.”

Kieran Fowler NZCS ACS is an international, 

award-winning cinematographer of drama, 

commercial and music video works.

A scene from Guy Sebastian’s ‘Choir’ music video - DOP Kieran Fowler NZCS ACS
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EMBER STORM
Four-time Gold Tripod-winning news cinematographer Kevin Hudson finds himself filming  

inside a literal inferno during the 2018 NSW bushfires – by James Cunningham

Surrounded by a firestorm capturing the 
courage and desperation of firefighters 
trying to save an entire neighbourhood 
is a long way from the real estate story 
that had taken up the first eight hours of 
award-winning news cinematographer 
Kevin Hudson’s shift. It was mid-
April 2018 and the final day of the 
Commonwealth Games on the Gold 
Coast.

There had been two auctions across the 
city that Hudson had covered and there 
was a late interview to be shot up in 
Pittwater. The journalist would stay in the 
city to write the story, and Hudson would 
shoot the interview and send it from a 
feed point at NSW Rural Fire Service 
(RFS) headquarters in Olympic Park. 

Fire had already broken out near 
Liverpool before Hudson arrived in 
Pittwater. “I could see white smoke 
in the south-west of Sydney before 
driving down the escarpment towards 
Mona Vale,” remembers Hudson. 
Another camera was dispatched to 
Holsworthy. “I was into my tenth hour 
before arriving onto the fire ground.”

Holsworthy had already survived the 
aggressive fire front before Hudson 
arrived at a roadblock on Heathcote 

Road. “The fire was now in military 
lands,” he says. “I was there to try and 
get in front of the fire while the other 
camera was following the aftermath.”

“The fire leapt over 
the line of waiting 

volunteers.”

 For over an hour Hudson sat, dressed 

in fire gear that already smelt of bush 

fires gone by. All he could do was watch 

fire truck after fire truck go past at the 

police road block. The six o’clock news 

was on air. Sometime after that he 

was called by the RFS Inspector who 

directed Hudson thirty minutes east 

via Fairford Road, and to approach 

Heathcote Road from the other end. 

Hudson began observing the fire 

front that was now close to crossing 

Heathcote Road.

“The fire leapt over the line of waiting 
volunteers. It was hurtling down into 
the valley at a frightening speed,” 
says Hudson. The fire was heading 

towards the suburb of Menai. Hudson 

was escorted to the suburb of Menai to 

see the next confrontation with RFS fire 

fighters.

Flashing lights filled the darkness as 

firefighters’ numbers grew, waiting 

for the front to make itself visible. “It 
is always a surreal feeling when 
almost everyone heads away from the 
location that you are now waiting at,” 
says Hudson. The unmistakable glow 

of the approaching fire illuminated the 

horizon. Downhill, the fire front was 

leaping ahead of itself at great speed. 

The look in the eyes of experienced 

firefighters indicated this wouldn’t take 

long to reach them. 

Unsurprisingly, this was not Hudson’s 

first bushfire in the last three decades 

shooting news out of the Seven 

Sydney Newsroom. With his camera on 

standby, Hudson knew he could only 

wait to see what would happen. 

“This was the first time I had ever 
needed to be at Rosewall Drive in 
Menai,” says Hudson. “You need to 
constantly assess the area you are 
in and be mindful of your departure 
point. These days you are quite 
often working by yourself so this is a 
personal priority. My RFS chaperone 
had his job to do for the defence of 
the surrounding streets, but I was 
grateful for his checking in on me.” 

A scene from ‘Ember Storm’ - DOP Kevin Hudson
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Hudson walked towards the 

approaching fire, being careful to avoid 

moving RFS cars, trucks and late 

leaving residents. Hoses were being 

unravelled down the fire trail. The fire 

had already started to burn fences and 

thousands of tiny embers were now 

flying over the rooftops. At the same 

time the fire was crowning across the 

treetops. He followed firefighters down 

the rear of the properties, his camera 

still recording.

“I had a Sony 510 XD Camera,” 
he says. “A ten-year-old workhorse, 
standard-definition news camera.” 
Attached was Hudson’s eighteen-year-

old Fujinon lens. He made the decision 

not to use the portable light; the fire 

would be his light source. Hudson just 

needed to position his lens in a line to 

try and silhouette the volunteers up 

against the flames, constantly trying not 

to get in the way. 

Hudson remained on a 5000 degrees 

Kelvin colour temperature. “The Sony 
510 only has a black and white 
viewfinder,” he says. “I am still waiting 
for the colour upgrade!” With modern 

day fire trucks flashing red and blue LED 

lights, with this camera and a decade of 

seeing how it reacted to light, Hudson 
knew the balance would alleviate some 
of the blues bleeding.

The fire front whipped up in front of 
Hudson as the water was turned on. 
It is rare for a news cinematographer 
to have such accessibility to a unit of 
firefighters. Luckily, the terrain was 
favourable for Hudson as the embers 
filled the sky; the properties now being 
bombarded with the tiny but deadly 
flakes of gold. 

“It was hurtling down 
into the valley at a 
frightening speed.”

Then, the embers got worse. It 
became intense as Hudson continues 
filming. “An ember attack is not 
unusual,” says Hudson. “It usually 
only lasts a few moments, minutes 
even. But this was relentless.”

The bitumen road was covered in a 
blanket of gold flying under Hudson’s 
feet. Where possible, Hudson used 
fire trucks or tree trunks to block the 
embers flying into his face. “I needed to 
pan left many times to shelter behind 
the lens, and to wipe the gathering 

embers away from the edges of the 
mask,” he says. “The wind was strong 
and constantly trying to pull the 
camera from my shoulder.” 

It was an event that went on into the 
early hours of the morning and would 
take almost two weeks to get the smell 
of the bush fire out of the camera. 
Hudson’s fire suit still smells of the 
smoke. 

Hudson’s images became the most 
successful pictures in commercial news 
in New South Wales. They won the 
state’s journalism awards, Kennedy 
Awards for ‘Outstanding TV News 
Camera Operator and it was the first 
time in the seven years of those awards 
that a recipient had ever gone on to win 
an ACS Gold Tripod, which Hudson did 
in this year, with the same entry.

With these pictures, the night was 
described by Rural Fire Service 
Commissioner Shane Fitzsimmons as… 
an ‘ember storm’.

Kevin Hudson works for  

Seven Network in Sydney.

James Cunningham is the Editor of  

Australian Cinematographer Magazine.

A scene from ‘Ember Storm’ - DOP Kevin Hudson



WARBURDAR BUNUNU
Ryan Alexander Lloyd talks about shooting two distinctly different projects, both with strong  

connections to indigenous Australian culture –  by Ryan Alexander Lloyd

Warburdar Bununu is a project I feel very 
lucky to have been asked to collaborate 
on, due to my ongoing creative 
relationship with the film’s producer John 
Harvey (Spear, The Warriors). Working 
alongside director Jason De Santolo in 
the Northern Territory with his elders and 
mob was humbling; the documentary 
aims to follow in the footsteps of the 
seminal documentary Two Laws (1982, 
a must-see for anyone who wishes to 
understand the clash between colonial 
ideas and tens of thousands of years old 
indigenous customs. Our documentary 
follows a new generation stepping 
in to fight water pollution and unsafe 
practices by mining on the country.

Short film Elders as a project came 
together pretty quickly. The film’s 
director Tony Briggs and his producer 
Damienne Pradier came across a short 
I had lensed called The Gravedigger 
of Kapu (2018). The opening scene 
depicted a macro lens shot of an 
earthworm making its way through a 
gravesite. Briggs said from that frame 
alone he knew I could capture the small 
details of the environment needed for 
Elders. Little did he know how many 
worms had escaped my framing.

I was contacted in early November of 
2018 and by the first week of December 
we were on location in the heat of 

Dimboola, Western Victoria. The film 
follows a young boy as his Elders 
leave him alone out in the country and 
in the heat of the day to find his own 
way back to camp, a crash course in 
tracking. The projects share a theme of 
knowledge lying within the land. Both 
exploring how knowledge and wisdom 
are handed down by elders, and the 
next generation’s duty to step up to the 
challenge and grow from it.

For Warburdar Bununu the look was 
determined by the restrictions of 
locations and our run-and-gun style, 
pushing our Canon C300 Mk2 to the 
max in the heat and dust. I wanted to 
connect the archival footage from Two 
Laws in the edit, while also shooting 
some film stock. We decided on 
Super8 and Kodak 50d/7203. Shooting 
a number of portraits of the locals 
with this stock helped link the two 
documentaries together tonally. 

With Elders, I had somewhat of a free 
rein, the film was set in the past but 
at no specific time. I knew I wanted a 
vintage feel, a lot of it was more gut 
instinct than any references. A much 
as I wanted to capture Elders on film 
for the nostalgic feel, I knew it was a 
hard sell on a short film’s budget so the 
ARRI Alexa Mini became an obvious 
choice. Partnering the camera with a 

vintage Hawk Anamorphic captured 
perfectly the stark and earthy tones of 
our locations and wardrobe. Shout out 
to Kieran Wheeler at Hummingbird for 
support with the lens, and my old five to 
one mid-1970s Cooke Zoom. 

The imperfections on older lenses just 
make me happy, that flawed element 
seems so honest in the age of super 
sharp and clean high-resolution cameras. 
When I was starting out as an assistant in 
my early 20s I heard the term ‘vibe’ a bit 
while working with cinematographers. I 
subscribe to that train of thought strongly 
now when I shoot. Always asking, does it 
have a ‘vibe’?

The shoot in Borroloola for Warburdar 
Bununu was a trek to get to. It’s roughly 
a twelve-hour drive southeast of Darwin. 
Once you’re out there you’re not going 
to get technical support anytime soon, 
so best to go prepared. Due to the heat 
and the locals’ routine, our shooting was 
restricted to early starts until 10am, then 
again from 4pm to dusk. That absolutely 
worked in my advantage. We used one 
portable reflector and a small, bi-colour 
LED for the interviews. Very minimal.

Elders had the misfortune of being shot 
during the first heat wave of summer 
with a few days reaching 40° degrees. 
There were also a number of restrictions 
with the project as anyone who has ever 
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‘Shooting the documentary ‘Warburdar Bununu on location - PHOTO John Harvey



worked with kids will know. When your 
lead is a seven-year-old with no acting 
experience things simply don’t run like 
an average set. There is a need to be 
more inventive with coverage so there 
was comprise on camera moves and 
blocking. The director really had his work 
cut out for him and skilfully made the 
experience playful and positive. I hope to 
work with him again in the future.

Lighting Elders was a different story. 
We used 8x8 and 12x12 Ultrabounces 
along with large blacks for negative fill. 
In the heat of the day I would aim to 
do close-ups and shape the light with 
a different frame overhead, with black 
floppies camera side and push bounce 
in from the sides. If and where possible, 
we aimed to have the action with its 
back northeast in the morning and 
northwest in the afternoon to get some 
kind of shape in our wide shots.

Warburdar Bununu was all on me 
with a camera and lighting. We had 
a running joke that the producer was 
my gaffer as he would often struggle 
to hold the portable pop-up reflector. 
One of his finest moments of dropping 
the reflector actually made the final 
cut, I still find it super distracting. 
With Elders, I was lucky to work with 
Richard Turton as the head gaffer and 
grip. He was an absolute champion 

dragging out a crane and a bit of track 
in the heat and dirt. It was my first 
time working with focus puller Meg 
Perrott, we collaborated very well 
given the restrictions. Filling out the 
team was second assistant camera 
Bonita Carzino, an up and coming 
cinematographer in her own right. 
Carzino and I have worked together 
on a few projects including the very 
challenging Three Stories Inside a 
Rental Van (2019).

I would have loved to have been able 
to convince production to cast twins in 
Elders, too. I know I’m dreaming, but it 
would have allowed a better shooting 
schedule as the time of day and on-set 
time with a child actor really stitched 
me. I would also have loved to have 
talked production out of using a stock 
footage shoot of a Black cockatoo 
in the edit. You can’t miss it. Every 
cinematographer’s nightmare. Saying all 
that, however, I really enjoyed working 
with the film’s director, writer and crew. 
The time spent in Dimboola I think we all 
pulled together and essentially made a 
silent film with a lot of heart.

Post-production with Warburdar 
Bununu was very smooth. Sound Firm 
in Melbourne handled the project. I was 
pleasantly surprised with how well the 
Canon C300 Mk2 images were able to 

be shaped at the standard HD on-board 
codec. The skin tones soaked up the 
light, the main work required was to 
balance contrast and colour tint the time 
of day. For Elders, unfortunately, I wasn’t 
part of the post-production process as 
I was on set in a remote location and 
couldn’t make it, but did send a number 
of reference images I had graded from 
the raw footage. I would love a do-over 
on the grade, something I am trying to 
work on at the moment.

While working on Warburdar Bununu my 
job was to shut up and observe. Given 
the director’s personal connection with 
the country it was very easy to fall into 
line. Perhaps heightened by my ongoing 
personal journey in re-connecting with 
my own Maori ancestry in New Zealand. 
I feel the best way to work in the world 
of indigenous storytelling is to maintain 
a focus on respecting the land you are 
standing on. This usually means that 
you have to be flexible and let go of 
any preconceived ideas of what the 
environment or people ‘should’ look 
like, including where you have access 
to. I think put simply, in these projects 
you can achieve a far more authentic 
outcome by letting the land and people 
guide how the story is told.

Ryan Alexander Lloyd is an award-winning 

cinematographer who’s worked on commercials, 

documentaries, features and music video.
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Muraany Andy Harrison in a scene from ‘Elders’ - DOP Ryan Alexander Lloyd
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Cinematographer Bebi Zekirovski has  
worked with writer and director Davo 
Hardy on a few projects now, with their 
independent collaborations becoming 
very successful. Their latest, The Blood 
of God, will have its cinema release in 
Australia. “I enjoy collaborating with 
Hardy because his scripts are very 
different.” explains Zekirovski. “That’s 
what draws me to work with him.”. 

The Blood of God sees devout Christian 
man Euan Morris (Richard Littlehales) 
contract a life-altering illness, form a 
drug dependency and become the key 
suspect in a murder investigation. 

When Zekirovski read the script, I 
became very attached especially to 
the character of Euan’s father Ted 
(Matias Klaver). “Perhaps because I 
am a father myself, I really felt for 
him and didn’t stop reading the script 
until I finished it in one go.” says the 
cinematographer.

“I visualised the movie as I was 
reading the script very easily. The 
images were so clear. That is one of 
my rules. If I find it hard to visualise 
while I am reading the script then I 
don’t shoot the movie.”

Zekirovski sat down with the director and 
began discussing the look of the film. 
One of Hardy’s visual references was 
the Australian film Black Rock (1997, 

THE BLOOD OF GOD
The distinction between faith and religion is explored in Davo Hardy’s The Blood of God,  

lensed by award-winning cinematographer Bebi Zekirovski –  by Logan Hill

cinematography by Martin McGrath 
ACS). The pair also decided to separate 
the story; lighting the family’s good 
times with warm lighting and colours, 
juxtaposed with the family’s hard times 
shot hard lighting and cooler colours. 

Being a low-budget feature film they 
couldn’t afford to splash out on 
expensive cameras and lenses so 
Zekirovski decided to shoot The Blood 
of God with the Blackmagic Mini Ursa 
4.6K, using SanYang Prime lenses. “We 
shot in UHD Pro Res 422.” says the 
cinematographer. 

The story is based in the present with 
most of the locations being people’s 
actual homes, except for scenes that 
required a jail and a church. The jail 
scenes were filmed in a cell at a local 
juvenile centre and the filmmakers were 
lucky to find and received permission to 
film at an actual church. 

“There’s an interesting little story 
about filming in that church,” says 
Zekirovski. “While shooting what was 
an arguably ‘controversial scene’ 
we lost both our main lights, a 2K 
Blondie and a 4Bank Kino light. They 
fell over on their own and broke. We 
were only left with two small ARRI 
850 watt fresnels to light the whole 
scene. I don’t know whether it was an 
act of god, or just coincidence.” 

Filming took place over about three 
weeks. The crew were mostluy working 
seven days, with one day off in the 
schedule for a public holiday. “It was 
a hectic schedule,” says Zekirovski. 
Weather became an issue, too. While 
filming inside the juvenile centre 
temperatures reached almost fifty-
degrees. 

Zekirovski couldn’t get involved 
much with post-production as the 
cinematographer was working on 
another project. He is yet to see the final 
product. “My favourtie shot in the film 
is a scene where our main character is 
lying next to a rubbish bin, injecting 
heroin,” he says. “I was very happy 
with the sunset mood we created for 
that scene.”

Looking back, Zekirovski thinks they 
achieved what they set out to do 
and that the proof is that The Blood 
of God will have a cinema release 
in Australia. “There is always room 
for improvement, but if I had to 
change one thing it would be that we 
simply have more shooting days,” he 
concludes. “In saying that though, I 
still haven’t seen the final cut.”

Bebi Zekirovski is an award-winning  

Australian cinematographer.

Logan Hill is a writer based in Melbourne.

Richard Littlehales in ‘The Blood of God’ - DOP Bebi Zekirovski
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Over the last few years Panavision 
Australia have developed educational 
workshops for cinematographers, 
creatives and up-and-coming 
filmmakers. They have created 
workshops for technical roles such as 
cinematographers, assistant cameras 
and post-production roles, as well 
as non-technical roles like directors, 
producers and creatives. 

Recently, Nic Godoy, from national ACS 
platinum sponsor Panavision, presented 
two excellent camera and lensing 
workshops to creatives, directors, 
cinematographers, camera crew and 
students at Anifex’s studio in Kent Town, 
an inner urban suburb of Adelaide. The 
South Australian branch of the ACS 
were heavily involved in setting up and 
promoting the workshops. 

Panavision brought to Adelaide a 
Panavision DLX2 along with a whole 
bunch of lenses, including large format 
lenses, anamorphic lenses of every 
conceivable series, modified lenses, as 
well as classic and vintage lenses.

Godoy’s great presentation and his 
extensive knowledge took the workshop 
attendees through format and sensor 

LARGE FORMAT WORKSHOPS
Panavision Australia, along with the South Australian branch of the ACS,  

present two creative and technical workshops in Adelaide –  by Ernie Clark ACS

changes, lens issues and focus depths 
among other topics. He projected 
numerous examples of footage shot 
on the different gear and cameras and 
had two sets of two monitors so we 
could see side-by-side comparisons 
of spherical and anamorphic, and their 
characteristics.

The workshops for technical roles 
provided an update on current large 
format technology, 4K, UHD, HDR 
advancements and deliveries for Netflix 
and other streaming platforms. It 
provided the workshop participants with 
a technical breakdown of motion picture 
lens characteristics and their evolution 
over the last sixty years. 

The workshop for creatives and non-
technical filmmaker roles explain 
modern camera and lens technology 
used in features, television series and 
television commercials in relation to 
its creativity and the basic technical 
requirements to communicate effectively 
with cinematographers, producers 
and agencies. It provided for hands-on 
tutorials with Panavision cameras and 
lenses with explanation on the reasons 
why a certain technology is used in 

various situations, while providing 
insight into Panavision’s role in the film 
industry for the past sixty-three years. 

When Godoy invited the forty attendees 
at the technical workshop to come and 
check out the lenses and cameras it 
was like a swarm of bees to a honeypot. 
One generous aspect of the workshops 
was for those who attended being given 
access to the technical presentation as 
well as the Panavision Lens Reference 
Library. I must say both are fantastic 
resources. 

May I take this opportunity to thank 
Nic Godoy and Paul Jackson from 
Panavision Australia for supporting the 
South Australian film community by 
introducing the latest large format gear 
and their huge range of quality lenses 
and for passing on their extensive 
knowledge, the nights were very 
educational. Overall we had over sixty 
attendees and received many wonderful 
comments about just how good these 
workshops were.

Ernie Clark ACS is the President of the  

South Australian branch and National  

Vice-President of the ACS.

Attendees of Panavision’s Large Format Workshop in Adelaide - PHOTO JoAnne Bouzianis-Sellick
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BLUE
Dom West on shooting his unique rollerblading films  

between work trips to Africa and the Arctic – by Mark Miller

Dom West has been working as a 

director and cinematographer at Untitled 

Film Works for the past five years now. 

A small, Sydney-based production 

company, lead by Milli Award-winning 

Abraham Joffe ACS, they specialise 

in long-form documentary and natural 

history programming best known for 

the outstanding series Tales by Light 

on Netflix as well as Big Cat Tales on 

Animal Planet.

Over the past two decades West’s 

passion for the moving image has 

developed into an obsession. A self-

taught filmmaker with strong roots 

in extreme sports productions, he 

combines the aesthetic of do-it-yourself 

documentary filmmaking with high end 

cinematography.

West started rollerblading in the mid-

1990s when he was about ten-years-

old. From the outset, he and his brother 

would film each other with their father’s 

VHS camcorder as a way to study their 

technique and document their progress. 
Over the years this gradually developed 
into something more serious as West 
would put together short films of his 
friends. 

Just over a decade ago now, West 
moved to Australia where he found 
himself embedded in the thriving 
Sydney rollerblading community. It was 
here that he began to dedicate himself 
to making films on a more professional 
level, which has since been fuelled 
further through working with Abraham 
on projects with Untitled Film Works. 

“Now I try to make films that 
showcase this often misrepresented 
sport to a wider audience and as an 
outlet to experiment with different 
ideas and filmmaking techniques,” 
explains West.

His approach to making this type of film 
is strongly rooted in the traditional ‘skate 
video’ style of fish-eye lenses and follow 
shots, as this is what he grew up on. 

Over the years, however, West’s style 

has developed with his career and he’s 

tried to incorporate more storytelling 

elements and cinematic techniques to 

his films in an attempt to appeal to a 

wider audience. 

His main goal now is to represent 

rollerblading in the best way possible, 

paying homage to the sport’s rich history 

whilst showcasing interesting stories 

from around the world.

“As with all my personal 
projects, I was shooting 
alone on this one and  
so I had to be smart  

with my kit.”

The concept behind Blue was fairly 

simple, to follow professional rollerblader 

and close friend Joe Atkinson across 

unique terrain through New South Wales. 

The timing of the project coincided with 

Dom West shooting ‘Blue’ on location - PHOTO Adam Kola



with Canon Cine primes, which was 

compact enough to manage alone 

without compromising the look I 

wanted the film to have.” 

For some tracking shots, West used a 

gimbal whilst on his skates to give the 

footage a more clinical look, and for 

aerials he used a Mavic II.

“This is how I have 
always worked as a 

filmmaker.”

Although West considers himself 

primarily a director/cinematographer, he 

finds it hard to not be heavily involved 

with post-production. 

“This is how I have always worked as 

a filmmaker,” says West. “On small 

passion projects like this I usually 

produce, shoot and edit, and since 

there is no budget I will do my best at 

sound and colour also.” 

a pivotal point in Atkinson’s skating 
career, which made it appropriate to 
theme the film around the word ‘blue’, 
both in terms of the colour but also the 
emotive sense. 

Filmed across the state, Blue follows 
Atkinson, the professional in-line skater 
at the peak of this athletic abilities. In 
a sport that is all to often overlooked 
or misrepresented, through Atkinson’s 
movements, the film attempts to 
showcase both the artistic aesthetic and 
the meditative state that the act of in-line 
skating offers.

Through Atkinson, the film attempts to 
showcase both the physical nature and 
artistic aesthetic of this sport, focusing 
on the more subtle aspects of Atkinson’s 
skating. 

“As with all my personal projects, I 
was shooting alone on this one and 
so I had to be smart with my kit,” 
says West. “For the most part I 
shot handheld on the RED Gemini 

As with most of West’s films post-
production for Blue was fitted in around 
several work trips, with a lot of time 
spent editing on long-haul flights and 
layovers. 

There are several projects currently in 
production at Untitled Film Works which 
will keep the team busy into 2020, 
including an African wildlife series and 
an “Arctic feature with a powerful 
message.” 

As for skate projects, right now West 
is working on a piece that looks at 
the significance of the history of the 
Australian rollerblading scene, whilst 
also in pre-production for a short 
documentary on a unique story in 
Lagos, Nigeria.

Dom West is a director and cinematographer  

with Untitled Film Works in Sydney.

Mark Miller is a contributor to  

Australian Cinematographer Magazine.

Dom West shooting his short film ‘Blue’ - PHOTO Adam Kola
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STRANGER THINGS
A love letter to the 1980s classics that  

captivated a generation, the third  

season of science fiction-horror series  

Stranger Things sees cinematographer  

Lachlan Milne ACS behind the cameras.

Come behind-the-scenes on Netflix’s  

highest-rating show ever and learn  

how Milne shot four groundbreaking  

episodes of this blockbuster series.

- by James Cunningham

Eleven (Millie Bobby Brown) and Max (Sadie Sink) in the third season of Netflix’s ‘Stranger Things’ - DOP Lachlan Milne ACS
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It’s 1985 in Hawkins, Indiana, and summer’s heating up. 
School’s out, there’s a brand new mall in town, and the 
Hawkins crew are on the cusp of adulthood. Romance 
blossoms and complicates the group’s dynamic, and they’ll 
have to figure out how to grow up without growing apart. 

Meanwhile, danger looms. When the town’s threatened 
by enemies old and new, Eleven (Milly Bobby Brown) and 
her friends are reminded that evil never ends; it evolves. In 
the third season of the hot Nexfilx series Stranger Things, 
they’ll have to band together to survive, and remember that 
friendship is always stronger than fear.

Cinematographer Lachlan Milne ACS (Hunt for the 
Wilderpeople, Down Under, Little Monsters) was in Melbourne 
on a television commercial in April of 2018 with directing 
duo brothers Jonathan and Josh Baker, who were back in 
Australia having just finished their first feature film Kin (2018). 
That film was produced by Dan Cohen and Shawn Levy, 
through Levy’s company 21 Laps. 21 Laps also produced 
Arrival (2016) with Denis Villeneuve and the previous two 
seasons of Stranger Things. 

“We were scouting some rural Victoria locations when 
the Baker brothers casually mentioned they’d dropped 
my name to Dan Cohen who was looking for another 
cinematographer for season three (of Stranger Things)”, 
says Milne. It turned out that Hunt for the Wilderpeople, which 
Milne had shot for Taika Waititi, was Cohen’s favourite film of 
2016. “The following morning there was an email from my 
U.S. agent to set up a Skype call with Cohen, Shawn Levy 
and line producer Iain Patterson. The twenty-one minute 

call was mostly visual effects and logistical questions about 
working in television, which I had never done.”

The following day another email came to Milne, about a call 
with Matt and Ross Duffer; known as The Duffer Brothers 
and the creators of Stranger Things. “They were deep in 
pre-production for season three, which for them is both 
writing the episodes and directing half of the show, so 
their availability in a time window that worked for me was 
difficult, but we managed to find forty minutes early one 
morning before I started shooting,” says Milne.

“I instantly liked them,” remembers Milne. “They’re huge 
film fans so we chatted about movies, influences on the 
show, how they like to work and what I could expect if I got 
the job. The following morning there was an offer which I 
accepted.”

Milne was coming in to shoot four of the third season’s eight 
episodes. “I shot half the series,” says Milne. “Two blocks 
with two episodes in each. Shawn Levy directed episodes 
three and four and the Duffer Brothers directed episodes 
seven and eight. I also stepped in for Ives on a few days of 
his blocks, so I actually ended up shooting scenes across 
all eight episodes with ether the Duffer Brothers or Uta 
Briesewitz directing.”

By the time he signed on as cinematographer Tim Ives ASC, 
who had shot most of the previous two seasons Stranger 

Things, had done some camera and lens testing with the 
Duffer Brothers. They chose the Red Monstro recording FF 
8K, but framing for a 2:1 7K extraction. They liked the the 

Cinematographer Lachlan Milne with Visual Effects Supervisor Paul Graff on the set of the third season of  
Netflix’s ‘Stranger Things’ - PHOTO Tina Rowden
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Leica Thalia lenses coupled with some Angenieux full-frame 

zooms. Netflix has a 4K deliverable requirement for all its 

original content and the previous two seasons of Stranger 

Things had been shot on Red.

“This was uncharted territory for me as I’d never inherited 
anything before,” says Milne. “I’ve always been involved 
in the creative world, building conversations you have 
with a production designer and director before you start a 
project. I knew that there would be a need for some form of 
consistency, especially on a show that is so visually iconic.”

There was a lot Milne loved about the look of seasons one 

and two, but he did have some ideas that he was keen to 

discuss with the team when he got on the ground. “Tim Ives 
and I had a chat about lighting and filtration, and I went 
to set as soon as I landed to sort of absorb everything via 
osmosis,” explains Milne. 

“It’s an achingly period-specific show, and so much care is 
put into legitimising that, which I love,” he says. “I use a 
lot of practical lighting in all my work. I like to give actors 
as much flexibility in a space as I can and I like to work 
quickly. We spend as much time shooting the scene as we 
can, rather than setting up for it. Most of the interior sets 
have a lot of practicals. Colour, though, was the biggest 
thing we looked to bring in through both production design 
and with lighting.”

Milne hadn’t actually physically met anyone on the crew 

before he arrived. The camera department was a mix of 

veterans from the previous seasons and some, like Milne, 

who were there for the first time. “The biggest thing for me 
initially was not operating,” says Milne. “I’ve done plenty of 
B or C camera jobs but I’d always operated A-cam so this 
was new. It was actually in the end the only way to do it.” 
There was so much planning for the show that Milne needed 

the time to prepare with the grip and gaffer. It would have 

been impossible if he was operating as well.

The schedules were tight for both of Milne’s shooting blocks, 

but he was able to bring in extra resources when things got 

tough. “Block two was thirty-two days and block four was 
forty-one days,” he says. There was also a second unit 

working during the final block that inherited work from all eight 

episodes. 

“The Duffer brothers  
really wanted it to look 
and feel like a ‘summer 

blockbuster’, which I think 
and hope it does.”

“Second unit would do some of the insert work, car drive-
bys and some stunt work that didn’t involve much of the key 
cast. With the exception of the town hall and the mayors 
house, everything in my blocks was built. We had seven 
sound stages with, on average, three sets in each. Plus 
the mall. Plus another warehouse with the huge Russian 
laboratory set in it.”

Some of Stranger Things was storyboarded, but these scenes 

tended to be the more visual effects or stunt-heavy scenes 

so that Lachlan and his team could demonstrate to other 

departments what the ‘idea’ of the scene would be. “We did 
shot list the entire episodes so we always had that to draw 
on as a starting point,” says Milne.

The scene with Mike (Finn Wolfhard) and Will (Noah Schnapp) 

silhouetted by the rain was part of a sequence where the 

audience starts to feel a burgeoning divide between the guys. 

“Girls are big on the scene now and the dynamic between 

Mike (Finn Wolfhard) and Will (Noah Schnapp) in the third season of Netflix’s ‘Stranger Things’ - DOP Lachlan Milne ACS



Two boom operators with actors Finn Wolfhard, Caleb McLaughlin and Noah Schnapp filming the third season of  
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them is changing,” says Milne. “This was one of the frames 
Levy and I loved on the location scout so we planned to 
stage the scene with the boys under the car port but with 
the rain in the background.” 

Episode three is predominately happening during an electrical 
summer storm that takes place for most of the scripted 
afternoon and into the night. “We shot this scene during the 
peak of the Georgian summer where it was common for 
us to get big electrical storms rolling through in the early 
afternoon,” says Milne. “The day we shot this, however, 
nothing but sun.” 

The visually striking scene was filmed just outside practical set 
of the Wheeler house, which faced almost due east. “There 
was a small rise in the landscape behind the driveway, when 
we scouted the location we decided to shoot it in the early 
morning meaning we could put two 20x20 solid fly swats 
together on Condors then cut the direct light coming into 

the car port and onto the car, using the sloping background 
as a cutter before the sun got high enough to light it,” 
explains Milne. 

“I cooled the colour temperature of the camera down 
to 3800k and underexposed it by a few stops. I cut 
as much of the direct sun off the scene as we could. 
We had one 80-foot Condor providing our pouring 
rain. The guys performances are great. It’s two friends 
realising they’re growing apart and I really wanted it to feel 
a bit ‘sadder’, if that makes sense.”

‘The Black Void’ sequences in Stranger Things are visual 

projections from the mind of Eleven (Brown). It’s a place where 

Eleven can tap into both the past and the present. “In both 
previous series it’s been a major plot device but in season 
three it has a slightly different look to it,” says Milne. 

“It’s essentially a square pool in one side of one of our 

Jim Hopper (David Harbour) and Joyce Byers (Winnona Ryder) in the third season of Netflix ‘Stranger Things’  
- DOP Lachlan Milne

Dustin (Gaten Matarazzo), Steve (Joe Keery) and Robin (Maya Hawke) in the third season of Netflix’s ‘Stranger Things’ 
 - DOP Lachlan Milne ACS
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seven sound stages painted black with about an inch of 

water, surrounded by 270-degrees of duvetyn around thirty-

feet high,” the cinematographer explains. “The rigging team 

built a huge white box above it filled with dmx controlled 

LEDs which we teased off the walls as much as possible.” 

Any movement in the water created ripples which would 

reflect the light, meaning the only way for Milne to shoot was 

using a 50-foot Technocrane. 

Although the sequence does feel a bit like a similar visual 

device from Jonathan Glazer’s Under the Skin (2013, 

cinematography by Daniel Landin BSC) the Stranger Things 

crew never mentioned that as a reference. “We did give it a 

slightly different grade this year,” says Milne. “It feels much 

more ‘natural’ in terms of the rest of the look of the show. 

In the past it has had a more washed out or duotone feel 

to it but this year it’s a lot more like everything else. I guess 

essentially because it’s less about memories and more about 

tapping into a live event.”

Milne created some beautiful light and shadow play in the 

now deserted Hawkins Laboratory; very ‘film noir’ in fact. 

“This sequence was one of the more challenging,” says 

Milne. “Hopper (David Harbour) and Joyce (Winona Ryder) 

bust in to try and find answers about why things in Hawkins 

are playing up again. It’s happening during a storm, 

underground, in a place where the power has been cut off, 

so there’s nothing in the way of motivated lighting sources.” 

Levy, gaffer Dan Murphy and Milne talked at length about 

this scene and the best way to approach it. “Some form 

of practical fixtures would have been easier but I kept 

struggling with the plausibility of it,” he says. “Despite it 

being harder to work out, I didn’t want to use anything 

but non-directional ambience. I pitched that both Hopper 

and Joyce had flashlights, so they could help light each 

(L-R) Noah Schnapp, Caleb McLaughlin, Millie Bobby Brown, Finn Wolfhard, Sadie Sink, Charlie Heaton and  
Natalia Dyer in Season Three of ‘Stranger Things’ - IMAGE Netflix

Eleven (Milly Bobby Brown) in the third season of Netflix’s ‘Stranger Things’ - DOP Lachlan Milne ACS
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other and pick out parts of the location that we wanted 
to see. The frame with the silhouette of Hopper’s revolver 
on the wall, in particular, was one of those things that just 
happened.”

Milne needed actor David Harbour to do most of the 
lighting for this scene with his torch. The scene was shot on 
Steadicam in the original Hawkins Laboratory set and Milne 
wanted to try and keep the coverage simple, which made 
lighting in a low-ceiling corridor pretty tricky. 

Milne asked Harbour to use his flash light as the main lighting 
source, dialled-up the ISO of the camera a little and covered 
his Steadicam operator in white muslin so when the beam 
passed through to him the bounce back would light the 
actor’s face. “I needed to see the doorway he was about 
to enter so had him point his flashlight at it. During the 
rehearsal we caught a glimpse of the revolver silhouette 
and immediately loved it,” says Milne. “We blocked it in a 
way that you see in the show. One of those great discovery 
moments in filmmaking.”

Another inspired shot from the show is the simple moment 
where Eleven and Max (Sadie Sink) are looking at a family 
portrait on the wall and their faces are reflected back through 
the portrait to the audience. “This shot was actually in the 
script, so it’s straight from the Duffer Brothers,” says Milne. 
Originally it was to take place in the entryway of the house but 
the location didn’t really allow for it so Milne worked it into one 
of the adjacent hallways. 

“Millie Bobby Brown had just returned back to work after 
fracturing her knee during a break in shooting so she 
couldn’t move too freely but was a trooper for soldiering on 
through it as best she could,” says Milne. “You have to over 
light the people in the reflection in a way that if you were to 
pan over to them they would be a stop or two overexposed, 
but it looks normal in the glass. It was a tight spot and being 
a real location we couldn’t pull walls, but we found a way.”

Milne found a way, too, to achieve a sneaky reference to 
Alfred Hitchcock’s Psycho (1960, cinematography by John 
Russell) in a shower scene with David Harbour. “Again, this 
was in the script,” says Milne. “It wasn’t strictly a Hitchcock 
reference, but how can you look at a shower head like this 
without thinking of that great shot. I had a rain deflector 
and the camera bagged so we only got a few seconds before 
the condensation set in. Luckily it was just enough.”

“The fairground was a 
colossal achievement.”

Probably one of the most epic and colossal achievements 
from the cinematography of Stranger Things was the Hawkins 
Fairground location. Anybody who has watched (or binge-
watched) the third season will appreciate how daunting this 
would have been for any experienced cinematographer, but 
also how effective the finished product is and how beautiful 
the end results are.

“The fairground was a colossal achievement,” says Milne. 
“Three weeks before we got there it was an empty field 
reserved for a medieval recreation festival. All of the rides 
were period appropriate. A lot of them were trucked in from 
all around the country. Production designer Chris Trujillo, 
art director Sean Brennan and set decorator Jess Royal 
deserve a lot of the praise. Royal in particular has a huge 
passion for lighting detail, to the point that her and I would 
talk at length about what period lighting each ride should 
have.”

One of the many beauties of Stranger Things is its attention 
to period detail. “We all want it to feel as immersivley 
1980s as we can,” says Milne. “Luckily we had the 
resources to essentially downgrade all of the rides that had 
been converted to LEDs back to either incandescent or 
fluorescent.” Milne wanted the location to do as much of the 

Cary Elwes plays Mayor Larry Kline in a scene from the third season of Netflix’s ‘Stranger Things’ - DOP Lachlan Milne ACS
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lighting as possible. 

“We gelled many of the fluorescent tubes so that there was 
a lot of colour contrast from stall to stall,” he explains. 
“We didn’t want things to feel uniform in colour, or like 
we’d tried to control everything. When we were plotting the 
stalls out on paper we were conscious of how narrow we 
made each of the laneways. One reason was because we 
had over four-hundred extras; which sounds like a lot but 
when you’re talking about filling rides and ferris wheels with 
people plus a bunch milling around playing the sideshow 
games they disappear pretty quickly. The other reason was 
because most of the action was going to go down in these 
laneways, with multiple cameras and a lot of Steadicam 
work. I wanted to be able to give the actors and the Duffer 
Brothers as much freedom as possible to go where they 
wanted.”

Milne ran incandescent festooning between the laneways 
partly because he says they always look great out-of-focus, 
but also to justify any supplemental lighting he might need to 
do. “I wanted it to feel as honest as possible, in the sense 
that the lighting felt like it was coming from the set alone to 
keep things as legitimate as possible,” he says.

“Having said that, we still had a few Condors floating 
around,” he continues. “I had one 80-foot high with a 
20x20 half-grid box on it as a mobile base ambience source 
that could fill in some of the more spread out areas that 
had very little practical lighting. I didn’t want a moonlight 
flavour to any of the fairground so tended to lean on the 
warmer side of things. We had two Skypanel 360s inside a 

box which ran back to the desk. I could balance the colour 
temperature based on which part of the Fairground we were 
filming in.” 

Milne and his team also had to simulate off-screen fireworks 
which go off during the 4th of July celebrations. The 
cinematographer used a 130-foot Condor with three S360 
Skypanels playing a fireworks effect that we had programmed. 
Milne asked the art department to put in a bunch of street 
lights for the carpark with some mercury vapours to give it a 
‘greeny blue’ contrast and had another 80-foot Condor and 
S360 rig providing the colour-matched fill.

“We did a lot of crane work,” says Milne. “At one point we 
had two 50-foot Technocranes and a third 75-foot between 
my unit and some second unit work we were bouncing 
between. Towards the end of filming I ended up with six 
Condor rigs all doing different things. Once we’d finish a 
main unit shot we would brief main unit on the next set 
up before the Duffer Brothers, the first assistant director 
and myself would walk to the other end of the fairground 
to second unit. We would radio for our Condors to turn 
off and the ones we’d placed for second unit to turn on so 
we didn’t pollute the other part of the location. The scale 
can’t be understated. It was as big as it looked.”

Within the Hawkins Fairground there is a Hall of Mirrors 
fairground attraction, and what better place for the production 
to stage a shootout between Hopper and a Russian agent. 
“The Mirror Room was one of those sets that we talked 
about for weeks,” explains Milne. This was a complicated 
build with a lot of specific requirements. The script called for 

Filming at the Hawkins Fairground location for the third season of Netflix ‘Stranger Things’ - PHOTO Tina Rowden
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a more suspenseful moment in the episode, with two guys 
hunting each other down. It was written as being a Ultra-Violet 
(UV) mirror space with all the walls UV paint. 

“Royal, Murphy the gaffer and I tested a lot of different 
combinations of paints, lights and gels to try and find the 
right look,” Milne says. “I’ve shot UV lights before and you 
don’t get much output from them. We tried super-blue kino 
tubes, domestic fluoros, UV tubes and domestic combos and 
different paints. I knew all the fixtures were going to be in 
shot all the time but I didn’t really want to be staring at the 
tubes on the walls as they’d reflect everywhere and I feared 
they’d be a distraction. Also, I’d be relying solely on the 
practical lights for exposure. That only left us with lighting 
from the roof.”

The design of the room would only allow space for 2-foot 
tubes so Milne positioned them in triangles, gelling them 
individually and moderately flickering them which helped 
give it a bit more disorientation during the sequence. “Stunt 
supervisor Hiro Koda and second unit Steadicam operator 
Brandon Thompson rehearsed for hours but pulled off 
a fantastic shot and they deserve a lot of the praise,” says 
Milne.

One of the centrepieces of the third series is Hawkins’ newly-
built Starcourt Mall. The location the filmmakers used was 
a partially abandoned shopping centre, the Gwinnett Place 
Mall, about forty minutes north of downtown Atlanta, Georgia, 
made to look like it might have done in the 1980s. The mall 
was built in 1983 which put it only two years before the script 
for Stranger Things required. The task of refurbishing an entire 
abandoned shopping centre was, indeed, epic.

“The art department spent months turning this into the most 
detailed set I’ve ever seen in my life. You could go into any 
of those forty something stores and it was picture ready,” 
says Milne. “The books in Waldenbooks, the Ataris and 
Commodore 64 gaming consoles in the video game shop. 

Everything on every shelf would have been there in 1985.” 
The wardrobe department custom tailored clothes in a 1980s 
recreation of The Gap. Every neon fixture was custom made. 
“Even the money in the cash registers were 1985 US bills!”

“The script called for both day and night scenes but the 
times of day we would need to shoot these could most likely 
be different,” explains Milne. “Key grip Ray Brown and his 
department had both a half-grid cloth and full-solid custom 
built to cover the entire atrium of the food court, as well 
as the adjacent hallways so we could shoot both day for 
night and control the direct sun., Rigging grip Steve Kuipfer 
constructed 40-foot by 60-foot sections with angular cuts 
to fit the windows. The total coverage was 10,000 square 
feet!”

Rigging gaffer John Hilton and the rigging electricians spent 
weeks re-wiring the entire shopping mall building so that 
the Stranger Things crew could run every fixture through the 
lighting desk. “When it came to the finale, the biggest thing 
we had to work out was our neon lights,” says Milne “Neons 
are beautiful but they’re temperamental. Especially when 
you turn them on and off frequently.”

Jess Royal, John Hilton, visual effects supervisor Paul Graff 
and Milne talked for days about how to achieve the results 
they wanted. The four key crew members spent a Saturday 
night in the mall with a camera testing different ballasts, 
Variac dimmers as well as some LED neon-style light ribbon. 
Milne desperately wanted to just use the existing fixtures but 
nothing was going to replicate them in the same way that the 
cinematographer wanted. In the end, after testing about six 
of the neons through a different ballast for eight hours without 
failure, Milne risked it and got the company who designed 
them to change over all the ballasts in the mall to new ones. It 
was a big gamble for the cinematographer, but in the end all 
the flickering you see in the season finale is ‘in camera’ and it 
really pays off.

Steve (Joe Keery) and Dustin (Gaten Matarazzo) in a scene from the third season of Netflix’s ‘Stranger Things’  
- DOP Lachlan Milne ACS
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“I had never used colour before in such a way as I did 
in Starcourt Mall,” says Milne. “Most of my work in there 
took place at night, after everyone had left for the day. 
The shops had shut down and turned off most of their 
lights. I spoke with the Duffer Brothers and we all really 
wanted to make the Mall feel like it was doing most of the 
lighting work.” Milne had a few 360-degree sky panels on 
the floor and would change the colour of them according to 
what the closest neon fixture to the actors was. “The middle 
of the atrium had a base level of super blue overheads, so 
depending on where you were, you could go from orange, to 
green, to red or to deep theatrical blue.”

When the ‘epic battle’ in the final episode actually started, 
Milne wanted things to feel overall cooler than before but 
with the same colour highlights from the neons. “We were 
planning to have fireworks go off within the mall, so I 
thought the colour contrast between them and the blue 
of the mall would look just perfect,” he says. “For the 
fireworks, we built four 20-foot high rigs of three S30 sky 
panels and put a firework colour sequence in them so that 
the visual effects team would have interaction to work with 
on both the structure and the cast. Most of the work in 
there we shot with the 50-foot Technocrane.”

This article wouldn’t do the third season of Stranger Things 

any justice without discussing one sequence. Without 
mentioning any spoilers for those who have not yet watched 
the show, for we’ll call it ‘the Neverending Story scene’. “That 
scene is so great for so many reasons,” says Milne. “It’s the 
scene that jumped off the page when I read it. It’s just so 
good. From every characters’ performance, to how it takes 
a time-out from all the action… its so fun.”

Milne had no idea what a great voice Gaten Matarazzo 
(Dustin) had until he rolled the camera. “When we shot it, 
both actors were singing at the same time, with the other 
just off-camera in another room. The on-camera actor 

was using an in-ear receiver so they could hear each other 
and match their harmonies,” he says. 

“We had the cast pre-record the song and we played it to 
the other cast members in the various other scenes, rolling 
the first time they heard it, explains Milne. “Brett Gelman’s 
(Murray) take on it was so great. When we scheduled 
shooting we had to time it so to make sense for each of the 
three groups positions within the story to make sense, and 
then through the genius of first assistant director Tudor 
Jones, we worked those moments into the strip board.”

There are many shots and sequences that Milne loves for 
different reasons. “I like the scale of the wide-angle shot 
of Billy and the monster in the flickering mall because of 
what we had to do to pull it off in-camera as much as we 
could,” Milne says. “I love the 75-foot super techno shot of 
Hopper sliding down the funhouse and running to his car as 
it then speeds away. I like the wide push in to the mall at 
the end where Joyce and Will Byers reunite with the army 
and helicopters, and the shot where Paul Reiser’s character 
steps into frame in the blown up Russian weapon room.”

“The Duffer Brothers really wanted it to look and feel like a 
‘summer blockbuster’, which I think and hope it does,” says 
Milne.

The cinematographer is currently in Oklahoma about to wrap 
on an A24 produced film about a Korean family that moves 
to Arkansas in the 1980s, before doing a Fox Searchlight film 
with Taika Waititi later this year.

Lachlan Milne ACS is a multi-award winning  

cinematographer and proud member of the ACS.

James Cunningham is the Editor  

of Australian Cinematographer Magazine.
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I AM  
HUMAN

Feature documentary I am Human follows a  

woman with Parkinson’s disease, a paraplegic  

and a blind man, for whom the restorative  

potential of implantable brain technology  

is no science-fiction daydream.

With Joel Froome ACS behind the camera,  

the film chronicles humanity’s quiet march  

down a new evolutionary path.

- by Simon Stephens



From the very beginning, Joel Froome ACS knew he didn’t 
want this to look like a normal documentary.

What it means to be human could soon be drastically 
altered with advancements in neurotechnology, leading 
to an incomprehensible cohesion between human and 
machine. Feature documentary I am Human offers a glimpse 
into what this technical evolution entails. 

Following three individuals with neurological disorders: 
one rendered tetraplegic after a bike accident, one battling 
Parkinson’s disease and one with late-onset blindness. Each 
subject undergoes experimental brain interface treatment 
which involves direct stimulation from surgically inserted 
electrodes. Progress is slow but the picture is clear; as 
disease and disabilities fuel innovation and expanded 
capabilities, the ethical quandaries of a cognitive revolution are 
imminent. 

With incredible access and thoughtful probing, 
filmmakers Taryn Southern and Elena Gaby unpack the 
complexities of this emerging field. From regulation to the 
philosophy behind our sense of self, I am Human charts real 
world possibilities of melding artificial and human intelligence.

With more than 750 million views across her online videos, 
Southern has spent the last decade at the intersection 
of emerging technology and storytelling. While Gaby is a 
Brazilian-American filmmaker and producer whose first award 
was Best Student Documentary at the 2014 Cannes Film 
Festival.

“This was my first project with Southern and Gaby,” says 
Froome. “We had a few mutual friends in the industry so 
when this project came about my name was brought up and 
we hit it off immediately.”

Southern had previously worked in many different storytelling 
mediums and Gaby had a strong documentary background. 
Froome’s background was mainly in narrative films. This 
juxtaposition of talent helped the trio marry their differing styles 
and create a unique genre blend. “Overall, we wanted a real 
science-fiction aesthetic,” says Froome. “This documentary 
has so much to do with science and technology, I felt it 
really fitted into the ‘sci-fi universe’.” 

The cinematographer, who lives in New York, graduated from 
the Australian Film Television & Radio School (AFTRS) where 
he learnt under instructors including Andrew Lesnie ACS 
ASC, John Seale ACS ASC, Jan Kenny ACS, Kim Batterham 
ACS and Anthony Dodd Mantle DFF ASC BSC to name a few.

Froome watched a variety of films in preparation for shooting 
I am Human, finding his main references were films such as 
Close Encounters of the Third Kind (1977, cinematography 
by Vilmos Zsigmond ASC) and Blade Runner (1982, 
cinematography by Jordan Cronenweth ASC), as well as the 
more modern films Arrival (2016, cinematography by Bradford 
Young) and Blade Runner 2049 (2019, cinematography by 
Roger Deakins CBE BSC ASC). 

One of the references that Froome looked at early that wasn’t 
a genre film was the Chef’s Table documentary series on 
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Netflix. “It’s a really well shot series,” explains Froome. “We 
had quite a few macro shots of various brain technology. 
The way they shoot food on that show was something we 
liked.”

Early on in pre-production there was talk about shooting  

I am Human on the Red, which Froome says can be great for 

films that want a stylistic look. However the more the team 

discussed camera options, the more they wanted to shoot 

on the ARRI Alexa Mini. “This was due in part to the nature 
of our film,” says Froome. “We really wanted our human 
subjects’ skin tones to appear as natural and warm as 
possible, which is something that ARRI cameras do out of 
the box.”

Froome knew he wanted to shoot anamorphic. Having 

recently used the Kowa anamorphic lenses he thought 

they would suit I am Human perfectly. One problem the 

cinematographer encountered was due to filming over a long 

period of time, and in so many locations, the production had 

to rent their lenses. This meant Froome would end up getting 

different lens sets for different parts of the film.

“As beautiful as they are, Kowa’s lenses can be fairly 

different in terms of softness, depending on which set you 
get,” says Froome. First assistant camera Erin Gaddi had the 
task of checking lenses and making sure I am Human used 
the most consistent lenses possible.

“Overall, we wanted a real 
science-fiction aesthetic.”

“Gaddi is fantastic,” says Froome. “He took on so much 
throughout filming.” The small crew only had a second 
assistant camera for a few shooting days, and Froome 
explains that for ninety percent of the time the crew was 
without a grip or gaffer. “Gaddi took on lots of rigging duties 
as well as data management throughout filming. He really 
did an amazing job.”

There were a few days where the crew needed to travel to Los 
Angeles, however it wasn’t feasible to bring Gaddi for just the 
one or two day shoot and Froome worked with various local 
crew.

Due to the subject of this documentary the crew worked 
with medical professionals, scientists and patients, which 
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meant production required more thoughtful planning and 

extensive research being done before each story or each 

shoot happened. From beginning to end Froome was on the 

project for almost two years, and the film’s directors began 

researching a year before that.

Filming a documentary about cutting edge neuroscience 

meant some technology would not be made public before 

the film’s release, meaning the production would be forced to 

go back to the drawing board. It was a scheduling challenge. 

Unfortunately, one of I am Human’s main subjects passed 

away during filming due to complications from his paralysis. 

The whole team was devastated. “He was such an amazing 

man,” says Froome. “Obviously this meant we had to work 

with what we had.” 

In terms of locations, Froome dealt with many facilities that 

weren’t used to having filmmakers around. Often, at medical 

research facilities or hospitals, the staff would offer the crew 

a room and the cinematographer would set about planning 

shots and organising gear. Then, on the day, the crew would 

arrive to find out the room was no longer available. Froome 

would have to come up with a plan on the spot. 

“One of the times this happened was at another one of our 

many hospital locations,” explains Froome. “We were stuck 

in a really unflattering room that had wood paneling, off-

white walls and hideous fluorescent lighting. We went out 

and got a whole bunch of black paper, completely blacked 

out the walls and then just used a couple of dedolights to 

create pools of light on our subjects. I am pretty proud of 

how that turned out; from the horrible looking room to a 

room that really fitted our sci-fi aesthetic.”

One thing that Froome says he realised during post-

production on I am Human was just how incredible the film’s 

editors Cody and Wyatt Rogowski were. “Editing a feature 

documentary of this scale with multiple storylines along with 

the amount of footage we had accumulated… they really 

did a masterful job getting it to the place it ended up,” 

says Froome. “I was grateful that I was able to be involved 

in this process as I would be sent edits for my notes and 
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thoughts which was great to be part of.”

Originally the grade was planned for New York City, where 
Froome and Gaby both reside, however both editors and the 
film’s other director, Southern, reside in California so it was 
decided the grade would take place in Los Angeles.

Froome reached out to colourist Andrew Francis, who he 
had previously worked with on short film Ritual (2018). 
Francis had just moved to Los Angeles to join Technicolor. 
“He automatically said yes,” Froome said excitedly. Francis 
worked as the colourist on major productions like Captain 

America (2011) and The Avengers (2012), as well as Terrance 
Malick’s The Tree of Life (2011) and more recently Hereditary 
(2018). “He’s truly one of the best colourists in the world. I 
was so grateful that he came on board.”

Froome travelled to Los Angeles for an initial look-setting 
process. Francis, Southern and Froome went through a 
variety of scenes, looked at different film stock LUTs and 
discussed what they thought suited I am Human. They ended 
up choosing an Agfa Film LUT. It was perfect for what they 

wanted; a good amount of blue in the shadows while keeping 
skin tones healthy and warm.

After the initial look-setting, Froome left Francis and his team 
to work on the film over a couple of weeks. He and Southern 
then went back to Technicolor to work with Francis and do the 
final grade. “We had two days with him and we needed every 
second of it,” says Froome. “Francis is a great collaborator, 
he really brought the film to life and did a fantastic job.”

Froome’s favourite sequence of I am Human is from when he 
had to film two of the film’s subjects getting surgery. “Filming 
these were some of the most memorable and challenging 
shoots I have ever done,” he says. “Our subject, Stephen, 
had eye surgery where he had electrodes inserted in his eye 
to hopefully help give him sight again. It was intense seeing 
the procedure up close.” 

Even more memorable was subject Anne’s surgery. “I needed 
to film her complicated but ground-breaking procedure, 
where surgeons drilled a hole in her skull and literally 
inserted electrodes into her brain.” Due to the nature of the 
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surgery Froome was the only one able to be present in the 
room, pulling his own focus. “The doctors would amplify the 
sound of the brain during surgery and the fact you could 
hear the brain communicating with itself was truly amazing! 
Actually hearing the brain’s electrodes communicate with 
each other was something I’ll never forget.”

Southern and Gaby knew that Froome came from the 
narrative world, and trusted the cinematographer to bring 
that aesthetic to each scene. “Obviously sometimes we had 
to film lots of verite where we couldn’t get more than one 
take or angle but we planned things out so much that it 
never strayed from our overall look,” he explains. “It was 
definitely a learning process for all of us. I believe that 
working on a documentary like this has transferred to my 
narrative work, too, in terms of problem solving and working 
fast without compromising on getting what is needed.”

Looking back, Froome thinks he achieved what he wanted 

with I am Human. After screenings at this year’s Tribeca 
Film Festival the feedback has been amazing, and besides 
a couple of gear malfunctions there isn’t much Froome 
would change about the experience… even if they’d had a 
bigger budget. “I don’t think I would have wanted to do 
things differently,” he says. “Our team became so close. I 
wouldn’t want to change that.”

Froome has just finished shooting a horror film in Nepal. “It’s 
currently in post-production,” he finishes by saying. “I’ll be 
going back out to Francis and Technicolor for that grade 
pretty soon.”

Joel Froome ACS is based out of Sydney, Australia,  

and New York City where he lives with his family.

Simon Stephens is a writer based in Canberra.
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A scene from the documentary ‘I am Human’ - DOP Joel Froome ACS

Taryn Southern, Joel Froom ACS and Elena Gaby on ‘I Am Human’ - PHOTO Erin Gaddi



First assistant camera Erin Gaddi adjusts a setup on ‘I Am Human’  
- PHOTO Joel Froome ACS



Conor Leach as Sequin in the film ‘Sequin in a Blue Room’ - DOP Jay Grant, PHOTO Supplied



SEQUIN IN A  

BLUE ROOM
High school and hook-up apps go hand-in-hand  

in provocative queer feature Sequin in a Blue Room,  
from cinematographer Jay Grant. An adventurous  

exploration of technology and young sexuality, and 

winner of the Sydney Film Festival Audience Award.

- interview by Dash Wilson



Sequin in a Blue Room is a film to remember. Produced on 

a minuscule budget and having won the Audience Award at 

the recent Sydney Film Festival, this independent feature is 

a highly-accomplished queer coming-of-age tale and a true 

breath of fresh air on the Australian film scene. 

Played by Conor Leach, in his feature film debut, Sequin is 

a precocious sixteen-year-old boy who hunts through the 

world of a hook-up app in an attempt to track down a mystery 

man. Whilst utterly fixated on this man, Sequin embarks 

on a journey of self discovery that is as dangerous as it is 

exhilarating. Co-written and directed by Samuel Van Grinsven, 

this no-holds-barred film has been building significant buzz on 

the local and international festival circuit.  

We talked to up-and-coming cinematographer Jay Grant 

about his brilliant work on the film and how this impressive 

project came about.

AC Sequin in a Blue Room has been a major success,  
 recently winning the Audience Award for Best 

Narrative Feature at the Sydney Film Festival and has just 

shown at the Melbourne International Film Festival. How 

did you get involved with this project. Had you worked 

with any of the producers or creative team previously?

JG Sam Van Grinsven (director) and I were both doing our  
 Masters in Screen Arts at AFTRS. We connected 

quickly through a shared passion of similar films and film 

language and had teamed up on multiple short films for 

course work leading up to Sequin in a Blue Room. Van 

Grinsven had mentioned early in the course that he was 

developing a feature with a friend of his from California (Jory 

Anast, co-writer) as his Masters final project and that it was 

going to be a coming-of-age thriller. By mid second semester 

I was presented with a screenplay treatment for Sequin In 

A Blue Room and was immediately drawn in by the thriller 

aesthetic. 

Nicholas Gascoine (gaffer and photographer) and I were 
mates beforehand, having worked on a few jobs together 
before the film. I was a big fan of Gascoine’s photography, 
approach to lighting, interest in storytelling and just really 
enjoyed working with him so I pretty much asked him for the 
biggest favour I’ve ever asked anyone. To come on board as 
gaffer for a no budget, independent feature film being shot 
over five weeks.

AC Was there ever a discussion on what camera and  
 lenses to shoot with? What factors did you take 

into consideration when choosing your equipment, both 
aesthetic and financial?

JG Because it was such a tight budget for a feature it  
 made sense to use AFTRS equipment where possible. 

The school had just stocked up on ARRI Amiras, Sigma 
Cinema Zooms and a Zeiss LWZ 21-100. We used the 
Sigmas and the Zeiss for a couple of reasons; the clinical look 
of these lenses felt precise for this modern story set within a 
digital age. 

Van Grinsven and I had established the majority of the film 
would be on sticks. He wanted a lot of coverage so for the 
sake of efficiency zoom lenses made sense for quicker set-
ups and not having to reposition the camera as much as we 
would if we used fixed lenses. I wanted to use a creeping 
zoom-in for particular scenes to bring subtle but tension 
building movement to a largely static visual language.

AC What was your collaboration like with the  
 production design team during pre-production? 

Can you talk about the ‘look’ you were working toward 
and what you set out to achieve? What references were 
you working from?

JG I didn’t have huge involvement with production design;  
 Anna Gardiner (production designer) and Van Grinsven 

had all of that under control. There were a few things like the 
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Conor Leach as Sequin in ‘Sequin in a Blue Room’ - DOP Jay Grant



Actor Samuel Barrie in ‘Sequin in a Blue Room’ - DOP Jay Grant, PHOTO Supplied



three of us seeking minimal and empty locations during our 
location scouts to create Sequin’s mostly clean, cold, modern 
story world as well as a substantial space for the ‘blue room’. 

Gardiner supplied me with several different thicknesses of 
plastic for a test shoot, making sure we had the right plastic 
for the blue room’s curtain maze that would work with our 
lighting set up and cast the right type of silhouettes, but still 
allow us to see some detail of the people behind the curtains. 
Gardiner, Gascoine and I also had to make sure practical 
lighting was dressed seamlessly, yet accordingly, in spaces 
like the blue room and drag queen’s apartment.

AC How much CGI and digital work were you  
 preparing for in post-production?

JG Van Grinsven had spoken a lot to me about how  
 the motion graphics would work on screen during 

pre-production, which is why the squared-off static look really 
worked for this film. We wanted to avoid the frame fighting for 
attention with the motion graphics as that’s where a majority 
of the dialogue is delivered.

AC There were many memorable scenes in this film;  
 do you have a favourite shot or sequence? Why?

JG The visual centrepiece of the film is the first time  
 Sequin (Conor Leach) visits the blue room. It is, without 

a doubt, the most complex scene or sequence I have shot to 
date and I am most proud of it. 

However I would have to say the most memorable scene 
for me is Sequin’s encounter with the character D (Damian 

de Montemas) at his apartment, and the way Damian is 
silhouetted in a close up when Sequin enters. It’s the most 
intense scene of the film and was the most simple yet 
effectively lit scene for me. Gascoine bounced an ARRI Pup off 
the mirror in the bathroom which spilled out into the hallway. 

While we started to work on lighting D, we switched off the 
lights and after a moment realised he just looked scary as 
hell in a silhouette… while simultaneously withholding from 
the audience that it was the same man who had initially lead 
Sequin into the blue room upon his arrival… until he steps 
into the bathroom light revealing himself to the audience. 
When D is finished with Sequin, Sequin is left in this glaring 
light reflecting off the bathroom mirror, heightening the sense 
of harshness and vulnerability Sequin had endured in that 
traumatic moment.

AC The subject matter of Sequin in a Blue Room is  
 quite intense and realistic in many ways, 

particularly in regards to the Australian queer and 
independent film scene.  Was this something you were 
drawn to, and what was the vibe like on set?

JG I was definitely drawn in by the subject matter. For me, 
  the greatest thing about filmmaking and as a viewer is 

the opportunity and privilege of gaining insight and a deeper 
understanding and appreciation of culture, movements and 
simply a life you will never live. One becomes curious to know 
more and in having the opportunity to vicariously experience. 
Because of the sensitive and intense nature of the film Van 
Grinsven and Sophie Hattch (producer) were thoughtful of the 
actors and it was always a closed set. 
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Cinematographer Jay Grant on location filming ‘Sequin in a Blue Room’ - PHOTO Nicholas Gascoine



AC How did you work to achieve and maintain the  
 ‘directorial vision’ of a film, while still imparting 

your own unique perspective as a cinematographer?

JG Van Grinsven presented me with films and scene  
 references from filmmakers like Greg Arraki and Xavier 

Dolan, among others. I broke the film down into sequential 
storyboards so we could reference the framing while shot-
listing. He was clear about wanting to go for a largely 
squared off, static, mid-close-up, close-up style of framing. 
I was presented with an extremely clear vision and set of 
visual guidelines from the start which I found really helpful 
throughout production. I guess the way I was able to impart 
my own vision was by using the lighting style I felt suited the 
story. Obviously signing off with the director. 

My gaffer and I had a meeting at the Art Gallery of New 
South Wales and scanned paintings for lighting references. 
He pointed out some of Rembrandt’s work and I was really 
digging the high contrast look, how the light drew my 
attention to the subject and how rich blacks embodied the 
frame creating a spotlight effect on the subject. I saw this dark 
and impactful style of lighting working well to display Sequin’s 
selfish and obsessive perspective while helping drive our 
imagery further into the thriller genre.

AC Can you speak briefly about your own crew in the  
 camera department? Had you worked with any of 

them before, and what was your working relationship with 
them like?

JG Our first assistant camera and second unit  
 cinematographer, Carina Burke, had assisted me on 

a couple of my Masters’ short films. Burke and I had a solid 
working relationship by the time we stepped onto Sequin In 
A Blue Room. Not only did she do an awesome job on focus 
but she kept the camera department running smoothly, freeing 
me up to focus on creative with Van Grinsven. It was my first 
time working with our second camera assistants and for the 

most part they were in-experienced but seriously keen to 
learn. Burke really took her time to help them out by teaching 
them tips and tricks through out the shoot. The same way 
Gascoine was teaching me about lighting throughout the 
shoot. Everyone was learning from everyone. The enthusiasm 
and support was infectious, and cool to see.

AC How involved were you in the post-production  
 process? How did you approach colour-grading? 

Were you trying to achieve a particular look?

JG I wasn’t involved in the grading process due to other  
 work commitments but I had always strived to achieve 

the look in-camera as much as possible. For instance, the 
D scene I mentioned before was shot with a tungsten light 
but I offset my white balance to 4300 instead of 3200 to 
bake a warm, almost orange look into the picture. I used this 
technique a few times throughout the film depending on light 
sources and their colour temperature. 

Another thing I was really aiming for was that ‘Rembrandt 
look’ where rich blacks embody the frame. I embraced an 
under-exposed look while shooting, particularly in Sequin’s 
bedroom and in various apartments. I relied constantly on the 
Small HD false colour throughout the shoot for exposure and 
it was pretty common for my gaffer to say “Jay, that’s a lot 

of purple.” I was always conscious of where the audience’s 
attention should be drawn to and that everything else around 
Sequin is essentially meaningless because of his constant 
obsession and engagement with his phone and his pursuit. 

AC Looking back on what you, and the director and  
 producers, had originally set out to achieve, do you 

think you succeeded? In hindsight, what might you have 

done differently?

JG I do believe we succeeded in what we set out to  
 achieve. What really blew me away was how, like many 

films, Sequin In A Blue Room found a new form of life during 

Actor Damien de Montemas on the set of ‘Sequin in a Blue Room - PHOTO Nicholas Gascoine
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Behind-the-scenes on the set of ‘Sequin in a Blue Room’ - PHOTO Louise Dietz-Hendeson



post-production. Van Grinsven and Tim Guthrie (editor) made 
some harsh but ultimately powerful decisions to let a hefty 
amount of scenes fall on the cutting room floor for a punchier 
more engaging film, and Brent Williams’ (composer) score set 
the perfect tone for this story. Looking back there’s a bunch 
of small things I would change with the cinematography, like a 
tiny bit less headroom, camera positioned another foot to the 
right et cetera. I feel that will always be the case and all I can 
do is use this knowledge for the future. 

I’m extremely proud of what we achieved with essentially 
no budget for a feature film and I think we had a simple yet 
effective approach visually - portraying Sequin’s perspective 
and story perfectly - that was achievable within our tight 
budget, schedule and the support of an insanely dedicated 
cast and crew.

Anthony Brandon Wong as Virginia in ‘Sequin in a Blue Room’ - DOP Jay Grant, PHOTO Nicholas Gascoin
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AC Finally, what are you working on next?

JG I’m currently in the early stages of pre-production for  
 a short film I’ll be shooting with my mate Sean Clancy 

Donavon (writer/director) later in the year. It’s a raw and 
hallucinatory story of moral obligation and responsibility, set in 
the Snowy Mountains. Watch this space!

Jay Grant is a freelance filmmaker based in Sydney.

Dash Wilson is a movie reviewer and  
film-lover based in Brisbane.
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DANGER CLOSE
Directed by Kriv Stenders (Red Dog) and  

shot by Ben Nott ACS (Predestination),  

Danger Close is the new Australian war  

film about the Battle of Long Tan.

- by Ben Nott ACS



Travis Fimmel as Major Harry Smith in a publicity still from ‘Danger Close’ - PHOTO Jasin Boland



Late afternoon on 18 August, 1966, in South Vietnam. For 

three-and-a-half hours, in the pouring rain, amid the mud and 

shattered trees of a rubber plantation called Long Tan, Major 

Harry Smith (Travis Fimmel) and his dispersed company of 

108 young and mostly inexperienced Australian and New 

Zealand soldiers are fighting for their lives, holding off an 

overwhelming force of two-thousand battle-hardened Viet 

Cong and North Vietnamese soldiers. With their ammunition 

running out, their casualties mounting and the enemy massing 

for a final assault each man begins to search for his own 

answer, and the strength to triumph over an uncertain future 

with honour, decency and courage.

The Battle of Long Tan is one of the most savage and decisive 

engagements in ANZAC history, earning both the United 

States and South Vietnamese Presidential Unit citations for 

gallantry along with numerous individual awards.

I have long admired Stenders’ work and was very excited to 

embark on this journey with him. And what a journey it was!

The first week of pre-production on any project can be 

daunting as key creatives begin to unpack the magnitude of 

work to be achieved, compare it to the time window available 

then measure this against money in the budget. The inequity 

of this ratio was, when applied to Danger Close, in another 

universe when compared to other projects on my resume.

Writer Stu Beattie delivered a brilliant script — it was as dense 

as a celestial Black Hole — to our first assistant director Jamie 

Leslie, who was charged with shoe horning the project into a 

meagre forty-day schedule with zero allowance for a second 

unit. 

Once Stenders had littered the production office walls with 

scene cards, we could see in a glance that we were faced 

with an absolute mountain of work. Most of it serious action 

sequences with multiple moving parts. The budget was 24 

million AUD, not the 35 million reported on IBDb. We had to 

work fast, work smart and waste nothing. Gulp. Daunting.

A further complication was that the main characters assumed 

the names and ranks of real men, many of whom thankfully 

are still with us. Stenders was in the unenviable position of 
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having to draw the line between documenting the facts and 

telling an entertaining story knowing that the scrutiny of these 

men and many in the armed forces awaited.  

“We had to work fast, work 
smart and waste nothing. 

Gulp. Daunting.”
The only way to approach Danger Close was to break it down 

into days. Complete each day and move on to the next. 

Production designer Sam Hobbs delivered all the required 

ingredients, Leslie made sure all those ingredients were 

available on the day, Stenders was very clear about what he 

needed from each of those days and I offered him as much 

coverage as possible. Everyone did their job and we achieved 

something extraordinary. 

As is the case with every film the aesthetic is heavily 

influenced by both the cinematographer and production 

designer, along with their teams. My collaboration with Hobbs 
was very rewarding. He’s an amazing creative force who 
presented a world that was authentic to the period and not 
only looked the part but had good practical work spaces. 
Hobbs’ world had many moving parts; Huey Helicopters, 
Armoured Personnel Carriers (APCs), blank firing 105 
Howitzer guns and a practical recreation of the Nui Dat 
base to name a few. Together we consulted on how best to 
orientate the spaces for light and for key action beats. 

Our key cinematic reference was Apocalypse Now (1979, 
cinematography by Vittorio Storaro ASC AIC). Not so much 
for composition, lensing or camera movement but for texture, 
contrast and hue of the images. Apocalypse Now is timeless 
in its look. The film is as relevant now as it was on release 
in 1979 and will still be in twenty years time. Danger Close 

portrays a very important part of our history and I hope it can 
also stand the test of time. 

I knew we needed to choose a robust camera system and to 
this end I could not go past the ARRI Alexa Mini. The Minis 
were a perfect fit with the Ronin 2 gimbal which proved to 

A rain-soaked scene from the film ‘Danger Close’ -DOP Ben Nott ACS
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be the go to camera support for the film. We used the Ronin 
in hand-held mode, on a rickshaw rig for low tracking, on 
cranes, cable-cam rigs, a mini-jib and on the hybrid dolly. I 
am now a massive fan of gimbals for the diverse opportunities 
they offer for relatively low cost to production.

After testing the Cooke Anamorphic Lenses I was sold. 
Because we used the entire frame to tell the story it was 
important that the lenses did not fall off at the edges as many 
of the more antique series of Anamorphic lenses tend to. The 
Cookes appeared to display the best balance between the 
distortion we all love, edge to edge sharpness and contrast. 

I should also mention that we could not have made the film 
without the generous support of Bryan Meakin at Gear Head‘s 
Brisbane office who supplied the gear.  

I should dedicate the majority of this article to my camera 
department, and the crew in general. Without this unique 
group there would be no film. Operators Darrin Keogh (A) and 
Gary Collins (B) constantly made great choices while focus 
pullers Ron Coe (A) Dan Clark (B) and Robbie MacKinnon (C) 

deserve special mention. Their work on the Cooke lenses with 

little or no rehearsal in situations that were incredibly dynamic 

was nothing less than extraordinary. Grip Billy Harmer and his 

team delivered many ingenious ways of moving the camera to 

keep the audience immersed in the action. The special effects 

team lead by Brian Cox were amazing. Every crew member 

in every department gave far more than was asked to breathe 

life into this film.    

The film was shot in South East Queensland; split between 

locations in Kingaroy, Nerang and Pimpama. We built a 

tactical operations tent set and shot on a blue screen in a 

warehouse on the Gold Coast. Gaffer Matthew Slattery and I 

had four 8x8-foot LED panels built that we used as fill lamps 

in a similar way we use 12x12-foot ultra bounces when 

shooting day exterior. 

These were great broad soft sources to use under the tree 

canopy where the natural ambience was diminished and we 

needed a little lift on the actors faces. Matt repurposed these 

panels to create a moonlight source by building a framework 
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that housed all four panels to create a large soft light that was 

light weight and had very little wind resistance. These light 

panels have variable colour temp from 2700 to 5600 degrees 

Kelvin, could be dressed with additional diffusion or egg 

crates and proved to be the corner stone of our lighting bag 

of tricks.  

“I think my favourite day 
on set was spent shooting 
the Col Joy and Little Pattie 

concert scenes.”
Making and adhering to a good plan was the only way we 

could hope to achieve what has turned out to be a wonderful 

result. We made the call to shoot ten-hour continuous days, 

French hours, because of the limited daylight in Winter. The 

crew went into triple time after ten hours so every day the 

gun was to our head to complete that call sheet. If we failed 

to complete the day’s work then it was more than likely that 

material would not make the final cut. Stenders, Leslie and 

myself spent eight weeks in pre-production planning and, 

for the most part, our plan was regimentally adhered to. I’m 

proud to report that we shot everything the director wanted in 

the time allowed and actually finished principal photography 

under budget. 

While I am not averse to using a DIT (Digital Intermediate 

Technician) for on-set colour management, nine times out of 

ten I gravitate toward choosing very few basic LUTs to keep 

the workflow simple. This was the case on Danger Close. 

Truth be told I don’t think there was ever an allowance in the 

budget for a DIT, even if I wanted one. 

Regarding visual effects, we had only the flying Helicopter 

interiors to deal with as simulated travel which we shot on 

blue screen. There is, of course, considerable visual effects 

work in the film with muzzle flashes, tracer fire, computer-

generated helicopters and jets but this work did not impact 

our shooting schedule as such. 

A scene from the film ‘Danger Close’ -DOP Ben Nott ACS
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Cinematographer Ben Nott ACS on location with ‘Danger Close’ - PHOTO Jasin Boland



The colour-grading process on the film was loads of fun! 
Unique to this project was the schedule. For various reasons 
the colour-grading was not concentrated into a couple of 
consecutive weeks, rather it was spread out over a month or 
more. Stenders and I spent a couple of days with colourist 
Ade Hauser at Cutting Edge Sydney to develop various looks 
for the film and then we let Hauser do his initial pass. We were 
then able to check back into the process over a number of 
weeks returning with fresh eyes to make adjustments that 
may not have otherwise found their way into the finished film. 

I used 81EF filters up front to bring a brown warmth to the 
images that I felt best replicated the warmth of the tropical 
light and helped sell the humid climate. The 81EF also helped 
to mute the greens.  We maintained this look for most of the 
film but notably departed for the rain sequence in favour of a 
cyan-blue pallet. We made in-shot dynamic changes to the 
hue as the rain started and then finished some fifty scenes 
later. 

Coming out of the rain we adopted a mustard yellow colour 
that was initiated and motivated by a smoke grenade of 
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the same colour.  We played on the idea that the mustard 

coloured smoke hung in the still tropical air. This look then 

gave way to a less saturated cooler look that took us to near 

the end of the film as Delta Company is almost overcome 

by the enemy. For the final scene the gods smiled on us 

providing a bleak overcast day over which we returned to the 

81EF brown and warm look.  

“The coordination between 
the cameras, the special 

effects team’s explosions 
and stunt teams with all 

their extras was incredible.”
I think my favourite day on set was spent shooting the Col 

Joy and Little Pattie concert scenes. Probably because it was 

a joyous respite to what was in the main fairly heavy subject 



A scene from the film ‘Danger Close’ -DOP Ben Nott ACS

matter. Visually I loved the five days during which we covered 
what we called ‘generic North Vietnamese Army attack’. Over 
these five days we covered most of the large explosions. 
The coordination between the cameras, the special effects 
team’s explosions and stunt teams with all the their extras was 
incredible.   

Looking back, if I were to change one thing I would have 
asked the caterer to vitamise everything, pour it into a cup so 
I could suck it up through a straw on the move. The pace was 
so relentless coupled with the ‘French hours’ thing that some 
days just didn’t let up enough to stop to eat a plated meal.

 That’s about it. I think we pretty much smashed the rest of it 
out of the park.  

Ben Nott ACS is an award-winning cinematographer  

best known for his work on Daybreakers (2009),  

Predestination (2014) and Winchester (2018).

Danger Close hit cinemas across Australia  

on 8 August this year.



THE CAVE
In 2018 a widely reported rescue successfully  

saved twelve members of a junior soccer team  

and their coach trapped in a cave  

in northern Thailand.Australian  

cinematographer Wade Muller HKSC  
joins director Tom Waller to film The Cave, the  

thrilling true story behind the daring rescue.

- by Slade Phillips



Behind the scenes, underground, on ‘The Cave’ - PHOTO Maitree Khunasutirat



Several of the real-life heroes whose actions in rescuing a 
soccer team from a flooded cave in Thailand made world 
headlines last year will play themselves in Tom Waller’s 
upcoming film The Cave.

The Cave will tell the harrowing true story of twelve young 
boys between the ages of 11-16 and their soccer coach 
who entered the Tham Luang cave in Thailand and became 
trapped after heavy rains flooded the cave. The world 
watched with bated breath for eighteen days as efforts to save 
the team proved extremely difficult. One rescuer, a former 
Thai Navy SEAL, died of asphyxiation. Thanks, however, to a 
rescue team of thirteen international cave divers and five Thai 
Navy SEALs, the boys and their coach were finally rescued.

Australian cinematographer Wade Muller HKSC had worked 
with Thai-Irish director Tom Waller previously on several other 
feature films; some of which Waller had directed, others he 
had produced. Waller called Muller during the wall-to-wall 
international coverage of the events and clearly stated with 
enthusiasm, “I have to make this film.” Waller asked the 
cinematographer if he was in. 

Muller had been following closely the events on television and 
was just as keen to make this film. By chance, Waller was in 
Ireland at the time when hero cave diver Jim Warny returned 
home to Ireland. Once the director had met with Warny and 
the diver had shared his story all the elements of The Cave 
came together extremely fast.

“We wanted this film to feature a highly realistic look,” 
explains Muller. “Something a viewer can watch and second 
guess themselves when deciding if it’s real, or not.” The 
film features some of the real cave diving heroes, while art 
direction and costumes were matched meticulously with 
iconic photos from the event. The creative team behind 

The Cave were going for a quite Barry Ackroyd BSC ‘feel’; 
something along the lines of Captain Phillips (2013) says 
Muller.

“I wanted the film to be an honest portrayal of the events 
that took place at Tham Luang cave, and decided to go 
for a more authentic approach, taking the story from 
the point of view of some of the unsung heroes who took 
part in the rescue,” says director Waller. “Like the rescue 
itself, I wanted the cast to be made up of both local and 
international characters, speaking in their own tongue.”

“Something a viewer can 
watch and second guess 

themselves when deciding 
if it’s real, or not.”

“We wanted a camera that was great in low light and paired 
with fast zooms,” says Muller. They went with a pair of ARRI 
Alexas with Sigma high-speed cine zooms. “18-35mm, 50-
100mm T2 and an Optimo 24-290mm for the occasional 
telephoto shot. In fact, the entire film was shot with 
zooms.”

Prior to filming Waller and Muller agreed on a set of 
‘cinematography style notes’. “Not only useful for us, 
but also great to better inform our producers, as well as 
B-Camera operator Ross Clarkson, so they would know 
what to expect on the first day shooting,” says Muller.

“We wanted most scenes to look like they were covered with 
three or four cameras, but we only had two cameras,” says 
Muller. “So we would play out a scene from two angles then 

Director Tom Waller (left) and Cinematographer Wade Muller HKSC checking a shot, on location in Thailand - PHOTO Fredrik Divall
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CINEMATOGRAPHY STYLE NOTES:

• No dolly, crane or Steadicam. Shoot everything  
 hand-held.

• Follow the actors and dialogue with the camera.  
 Never lead them, even after several takes when  
 you know who is about to speak.

• No marks for actors and no camera rehearsals.  
 Let actors walk freely. Don’t worry if an actor  
 blocks another actor who is delivering lines, simply  
 get the shots by moving around.

• If it’s a slow scene, the camera should float around  
 with subtle zooming. If the scene has lots of  
 activity the camera energy should be more frantic  
 with faster zooms.

• Zoom into actors at crucial moments. These can  
 be long and fast zooms, not just subtle creeping in  
 if the scene has a lot of intensity.

• If we have two cameras running, the A and B  
 camera will sometimes swap position to help give  
 it that ‘shooting the scene for the first time look’.

• Use a follow-focus on the zoom for better control.

• No car-rigs for car shots. The camera is either  
 always in the vehicle or outside on the ground  
 shooting the vehicle driving past, if we do vehicle  
 to vehicle shots we don’t use any stabilisers.

A scene recreating when the football coach tried to find an escape route by free-diving into the murky water  
- DOP Wade Muller HKSC, PHOTO Fredrik Divall
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simply pick another two angles and film it again.” Muller 
and Clarkson would often swap camera positions after a few 
takes and without any camera rehearsal they would leap right 
in for another take, this really helped to keep the raw edgy 
look throughout the film. “It also helped that Clarkson is a 
well-established cinematographer in his own right, too.”

Because he was shooting the entire film hand-held, Muller 
needed a good B-Camera operator. Muller had worked 
as Clarkson’s operator when he was shooting a film called 
Ninja: Shadow of a Tear in 2013. “I knew his style,” says 
Muller. “He even had a small role in the film! Veerachat 
Vongniyomkaset stepped in to do our deep underwater 
work and he did a brilliant job shooting through the murky 
confined underwater passages.”

“We wanted most scenes  
to look like they were  
covered with three or  
four cameras, but we  

only had two cameras.”
The real rescue divers involved in the film include Belgian 
Jim Warny, Finn Mikko Paasi, Canadian Erik Brown and 
Tan Xiaolong from China. “They were obviously highly-
experienced divers themselves, and the actors playing the 
other divers had diving experience,” says Muller. 

Much of The Cave was shot in dark caves, illuminated only 
by divers’ headlamps. “The Sigma Lenses were perfect with 
their T2 stops,” says Muller. The film was partly shot at the 
real Tham Luang cave location where the kids and coach 





Cinematographer Wade Muller HKSC behind the slate on the set of ‘The Cave’ together with the crew, on location in Thailand  
- DOP Wade Muller HKSC, PHOTO Fredrik Divall



were trapped, as well as a lot of shooting in the surrounding 

Chiang Rai province in Thailand.

“The caves themselves were very claustrophobic in parts, 
where other areas opened right up. While location scouting 
we went quite far into these water-filled cave complexes. It 
was a bit unnerving at first for me but pretty soon I started 
to feel comfortable. The water was cold and wetsuits were 
needed.”

“We actually started  
filming just two months 

after the event. That’s 
how fast the scripts and 
schedule came together,  
it was an amazing effort!”

“We had location issues in the first few weeks of shooting 
at the real cave, but in the end the Thai government finally 
gave us access,” says Muller. “In the meantime we were able 
to switch locations around, so did not lose any valuable 
days.”

“We also had a huge water-filled cave set built by 
production designer Pongnarin Jonghawklang inside an 
Olympic size swimming pool,” explains Muller. “The set had 
a labyrinth of underwater passages that we shot in for the 

more demanding underwater scenes.” The crew also shot 
scenes in Ireland, Wales, China, Japan and Hawaii. 

“It was mostly location work for four weeks with another 
week of set work,” says Muller. “We actually started filming 
just two months after the event. That’s how fast the scripts 
and schedule came together, it was an amazing effort!”

Muller oversaw the colour-grade for The Cave at White Light 
Post in Bangkok. The film is edited by Lee Chatametikool 
and graded by colorist by Chaitawat Thrisarnsri. “Because 
the film is going for a realistic look we didn’t need to do 
anything fancy with the grade,” says Muller. “We did a bit 
of work keeping some of the brighter days looking more 
overcast and cool to keep it consistent with the rainy days 
during the actual event. Other than that is was just making 
small contrast adjustments and adding a tint of colour in 
the blacks.”

“I really enjoyed shooting a feature film with a 
documentary feel,” says Muller. “Traditional films you shoot 
wide, mid, tight and reverse shots; this was not like that at 
all. We would just shoot it as it happened in front of us as if 
it was happening for the first time.”

Looking back, Muller feels he achieved the desired looks and 
feel of The Cave. In fact, the cinematographer is hoping to 
shoot another film featuring this style of filmmaking.

Wade Muller HKSC is an award-winning cinematographer  

based in Bangkok, Thailand, and Hong Kong.

Slade Phillips is a writer based in Sydney.

Filming a rescue scene in ‘The Cave’ - PHOTO Maitree Khunasutirat
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SPOTLIGHT ON BRAZIL
This year’s Cannes Jury Prize winning film Bacurau is a unique Brazilian western.  

Cinematographer Pedro Sotero talks to us about filming it – by James Cunningham

Brazilian cinematographer Pedro 

Sotero has worked as a collaborator 

with Kleber Mendonça and Juliano 

Dornelles, the co-directors of Bacurau, 

and Producer Emilie Lesclaux for 

more than ten years. He and Dornelles 

worked on almost all of Mendonça’s 

short films as well as his award-

winning features Neighboring Sounds 

(2012) and Aquarius (2016). Sotero’s 

work on Aquarius earned him Best 

Cinematography for a Feature Film 

at the Associação Brasileira de 

Cinematografia (ABC) Awards; the 

equivalent of our own National ACS 

Awards for Cinematography in Australia. 

“I had the privilege to co-photograph 
the film with Fabricio Tadeu, while 
Dornelles did production design,” says 

Sotero. “During all these years we 
developed a real friendship and a very 
personal way of making films together. 
So I didn’t have to pitch or interview 
for the job.”

The film revolves around Bacurau, a 

small town in the Brazilian sertão or 

‘outback’, which is beset by strange 

happenings following the death of its 

matriarch at the age of ninety-four.

There was not a lot of a discussion on 

film versus digital as, like in Australia, 

film labs in Brazil have all but shut down 

and are virtually non-existent in the 

country. The logistics to develop film 

in Mexico was not an option for the 

Bacurau filmmakers because of the high 

costs of sending the exposed film to 

another country. 

“Having to choose a digital camera, 
we knew that we needed a very 
reliable, strong camera and a great 
dynamic range to face the roughness 
of the Sertão,” says Sotero. “A region 
in the Northeast of Brazil with very 
harsh sunlight and high temperatures 
throughout the entire day.”

Early discussions with both directors 

saw a ‘classic cinemascope look’ 

being the way to go for Bacurau. The 

filmmakers had many of the 1970s and 

1980s classics such as Deliverance 

(1972, cinematography by Vilmos 

Zsigmond ASC), The Thing (1982 

cinematography by Dean Cundy ASC) 

and Raiders of the Lost Ark (1981, 

cinematography by Douglas Slocombe 

OBE BSC ASC) as reference for the 

look of Bacurau. 

“I decided to go with a set of 
Panavision Anamorphic C-series lenses 

that shot many of these classics, along 
with modern the 4:3 digital sensor of 
the compact and reliable ARRI Alexa 
Mini,” says the cinematographer.

“As the film title refers to the name of 
the city where the film plot evolves, 
our main challenge was to find the 
ideal city to shoot, that would appear 
‘cinematic’, have the right size for the 
story and could also serve as a studio 
for eight weeks,” says Sotero. “We 
visited more than twenty small cities 
in the Northeast countryside to find 
Barra, our perfect Bacurau.”

Sotero also conducted vast research 

into the iconography of the historical 

and modern Sertão. As the film is set 

in the near future, production design 

decided to incorporate in the costumes, 

all colors, brands and styles that people 

use today; even in the smallest and 

isolated towns, embracing a completely 

free and vivid colour pallette for the film. 

“For the landscape, we decided on a 
twist to the classic way that the Sertão 
is normally represented in literature 
and cinema,” says Sotero. “As the 
Sertão is a drought-stricken region, 
it’s always pictured with a brown and 
gray colour palette, but never in its 

Teresa (Barbara Colen) in a scene from ‘Bacurau’ - DOP Pedro Sotero
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rainy season when in a few days the 
landscape changes completely to a 
vivid and green colour palette.” This 

is one of the many striking visual details 

that make Bacurau stand apart.

The crew shot for eight weeks in the 

Sertão, for twelve hours a day. The 

city of Barra had many locations 

transformed by the art department, with 

all scenes being shot in real locations 

and no studio built. “We had a lot 
of problems with rain, and also the 
access road to the main location, 
but we managed to shoot the whole 
script,” he explains.

Sotero wanted a very warm, bright and 

harsh look for day time in the film as 

the region imposes. For the exteriors he 

used an 18k HMI with white and silver 

6x6 bounces. For the interior daylight 

locations, the cinematographer decided 

to mainly light from outside, with large, 

old and classic tungsten lights. This 

offered Sotero great light quality as 

well as leaving the location free for the 

actors and camera.

For night scenes, after Sotero ran tests, 

he decided to change all 75w sodium 

lamps of the small city of Barra (very 

dark and reddish lamps even in 1600 

ISO, he explains) to 150w ones. “We 

also decided to add some modern LED 

street lamps to give the film a little 

more modern presence in such an 

isolated place,” he says. For moonlight 

scenes, they used a cherry-picker with 

an 18k HMI using Rosco platinum gel 

and full-grid diffusion, and also a colour-

corrected tungsten 20k with full-blue gel 

to light backgrounds.

“I believe that we were blessed with a 

perfectly sized crew for this project. 

Composed of my gaffer Marcio Lima, 

who has been my right hand on the 

last six feature films I have worked on, 

and his team of four electricians,” he 

says. 

Sotero’s crew was also comprised of 

Carlos Tareco and Thiago Pereira, two 

main grips who have been collaborating 

with the cinematographer since 

Neighboring Sounds, and their team of 

four grip assistants. “My focus puller 

was the talented Nicolau Saldanha, 

who has been a collaborator on many 

others projects. The relationship of 

the whole crew was very respectful and 

smooth,” says Sotero.

Sotero was fully involved post-
production and in the colour-grading 
process. “As the film has many 
practical effects blended with digital 
effects, since pre-production we had 
many conference calls with head of 
makeup Tayce Vale and the film’s 
French visual effects team so we all 
could be in complete consonance 
during post,” explains Sotero. 

The colour-grading process was 
completed in Paris using the Academy 
Colour Encoding System (ACES) 
workflow with the “amazing eyes of 
Cristophe Bousquet as colourist,” says 
Sotero. Bousquet has coloured over 
two-hundred films in his career and had 
previously collaborated with Sotero on 
Gabriel and the Mountain (2017). 

“Mendonça and Dornelles are 
two amazing directors, who are 
always challenging me to think 
together the best way to shoot 
scenes, so it becomes very natural 
to have personality and voice as a 
cinematographer in their films,” 
says Sotero. “I also believe that the 
cinematographer has always to remind 
themselves to be loyal to the script, 
fully work toward a director’s artistic 
vision and never get lost in his own 
desires for the picture.”

Bacurau has utterly exceeded even 
the filmmaker’s expectations, with an 
outstanding reception by audience and 
critics’ reviews in Cannes Competition 
as well as Sydney Film Festival and 
Melbourne International Film Festival 
this year.

“I’m very anxious to know what the 
reception will be here in Brazil,” the 
cinematographer concludes. “As a film 
that portrays with scary accuracy the 
poisonous times which Brazil is living 
politically, with its extreme right wing 
government that is starting to destroy 
our young democracy. Troubling, with 
recent public declarations that will 
start to see censorship in our national 
cinema and in all of Brazil’s art.”

Pedro Sotero is an award-winning  

Brazilian cinematographer.

James Cunningham is the Editor of  

Australian Cinematographer Magazine.

(L-R) Video Assist Lana Lo Bianco (sitting), 2nd Assistant Maira Iabrudi - 2nd AC, 
Pedro Sotero - DP, Nicolau Saldanha - 1st AC, Ivo Lopes - 2nd Unit DP, Leandro 
Games - 2nd Unit 1st AC, Lincoln Santos (sitting) - PHOTO Victor Jucá
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DIVERSITY AND INCLUSION
Cinematographer Patrick Van Weeren reports back from the ‘Diversity and Inclusion’  

panel at METexpo in Sydney earlier this year – by Patrick Van Weeren

During METexpo (formally SMPTE) in 
Sydney this year the ACS presented 
a full-day conference schedule for 
cinematographers. 

The conference included one session, 
‘Diversity and Inclusion’ moderated by 
Erika Addis ACS, which was a broad 
panel conversation around diversity to 
include cinematographers of different 
backgrounds, On that panel were 
cinematographers Anna Howard 
ACS, Tony Luu ACS, Tania Lambert 
ACS and Lucas Tomoana. Via Skype 
the audience was connected with 
Matthew Chuang ACS in Los Angeles, 
while Allan Collins ACS brought his 
indigenous Australian roots into the mix 
of cinematographers in the room.

The panel agreed that with more 
diversity we might see other exciting 
and important stories on screen. 
Cinematographer Roger Deakins CBE 
BSC ASC has said that he got into 
documentary filmmaking because he 
was intrigued to see what the world 
would look like from somebody else’s, a 
neighbour’s, perspective. 

A number of talented cinematographers 
in Los Angeles have come from 
diverse backgrounds; James Wong 
How, Néstor Almendros ASC, Ernest 
Dickerson ASC, Bradford Young ASC, 
Emmanuel Lubezki AMC ASC and of 
course László Kovács ASC and Vilmos 
Zsigmond HSC ASC are some famous 
outsiders. 

Being able to compare two different 
viewpoints or cultures may help gain an 
extraordinary vision on a society, which 
might pleasantly surprise the audience. 
It can be hard for some to see their own 
culture after being surrounded by it for 
all one’s life. 

Cinematography has been a white 
men dominated occupation since its 
conception.

The phrase ‘hire your friends’ inhibits 

many options for outsiders in the film-
industry. The top has been mainly white 
men, so consequently the ‘friends’ 
came from the same background 
and gender. Even so, Tony Luu ACS 
emphasised that he doesn’t want to be 
hired because of his roots. He prefers 
to be hired for his skills and vision as a 
cinematographer. To him it is important 
to differentiate equity and equality. 

Some minority groups need equity 
measures to create equality. This can 
be seen throughout the industry within 
cinematographers and film crews. 
Lucas Tomoana mentioned that he has 
had to fight stereotyping to get into the 
camera department as most indigenous 
crew members worked in grip and 
electric.

“It can be hard for some 
to see their own culture 
after being surrounded 
by it for all one’s life.”

Matthew Chuang ACS mentioned 
that he feels that Los Angeles is more 
progressive than Australia when it 
comes to diversity. It was only in LA 
where he noticed multiple Asian crew 
members on the same set instead of 
being the only one.  

Lately, the #MeToo movement 
has created awareness through 
documentaries such as, among others, 
This Changes Everything (2018) 
from Director Tom Donahue. The 
documentary features insights from 
many women filmmakers including 
Cate Blanchett, Natalie Portman and 
even the film’s producer Geena Davis. 
The women at the forefront of gender 
discrimination in the 1980s grouped as 
‘the Original Six’ are quoted in the film, 
“We had one Oscar, a Fullbright and 
two Emmys but what we realised what 
we were missing was a penis.”

The need for influences from 
multicultural and opposite gender 

perspectives is essential. Art reflects 
society. Cinema, television and 
commercials have a strong influence on 
audiences when it comes to stereotypes 
and the commercial industry especially 
uses stereotypes to reach their target 
audience.

Interestingly it has been the commercial 
industry that has started using 
gender diversity rather effectively. Not 
necessarily because of equity measures 
but economical insight and customer 
data analysis made companies such 
as Nike bring these topics to the table 
in order to show the brand identity 
is aligned with the current political 
standards.

There are other ways than economic 
motivation. Australian cinematographer 
Allan Collins ACS mentioned that 
the Elders stipulated that everyone 
mattered when he started filming with 
indigenous Australian film crews. They 
created a forum which would give the 
filmmakers the chance to consider 
different perspectives within the group 
itself. Within an entirely indigenous 
production crew the perspective and 
opinion from every member of the film 
crew mattered, not just the director and 
writer.

The white Australian male has also 
been a stereotyped group. International 
cinema and television stereotyped the 
white Australian men as rough, rugged 
characters in the realm of Crocodile 
Dundee and Steve Irwin. This heavily 
stereotyped Aussie white male has been 
planted in the imagination of European 
and American audiences. 

Maybe it is time for the ‘other’ white 
Australian men to take the screen as 
well?

Patrick Van Weeren is a cinematographer 

from The Netherlands who has recently moved 

to Australia. He is a former writer for Dutch 

photography magazine Focus. 
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