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FROM THE EDITOR

G’day readers,

Welcome to the final Issue for the year, and what an issue it is!

ACS Brief is jam-packed with contributions from across the world; 
from Academy Award-nominated cinematographer Peter James ACS 
ASC talking about the restoration of his work on the acclaimed epic 
Black Robe (1991), to news cinematographer Joel Lawrence ACS 
hitting the streets of Hong Kong with his camera and a gas mask to 
film the recent democracy protests.

Our features section covers film, television and documentary. 
I’m thrilled that we can cover some of the outstanding nature 
cinematography featured in the wonderful David Attenborough’s 
Tasmania. Thanks to Peter Curtis ACS for making this one happen. 
Featuring a cast of wombats, wallabies and of course Tasmanian 
devils, the show is a landmark in nature documentary filmmaking of 
the highest calibre. The kind only Sir David puts his name on.

We take a tour behind the scenes on two very different Australian 
feature films; the excellent Animals with cinematographer Bryan 
Mason, and the outstanding Buoyancy with cinematographer Michael 
Latham. Out of the seventy-seven films I saw at this year’s Melbourne 
International Film Festival (MIFF), Buoyancy was in my top three. It is 
so good. The film has been selected as Australia’s official entry into 
the Best International Feature Film (previously called Best Foreign 
Language Film) at next year’s 92nd Academy Awards. Well done 
Michael, my fingers are crossed for you. In the meantime readers, you 
can learn all about it right here in the pages of this Issue.

We also jump on the set of two much-anticipated Australian television 
series. Secret Bridesmaids’ Business is the new six-part Seven 
Network drama and we chat to its cinematographer Tristan Milani 
about his technique stepping into the world of two-camera drama 
and bringing darkness and richness to network television. Then we 
catch up with Henry Pierce ACS and talk about the Kriv Stenders 
directed Between Two Worlds, a high-concept thriller led by actress 
Hermione Norris. I am fast running out of time to catch up on every 
new outstanding show that’s coming our way.

All that in the magazine and so much more. I love putting this 
magazine together as much as I hope you enjoy reading it. So until 
next year... peace..

James Cunningham
Editor,
Australian Cinematographer Magazine

Dear ACS members, colleagues and friends,

What does the future hold for us as a Society? My crystall ball is a 
little cloudy, but I can tell you we will remain a strong group committed 
to our goals for the benefit of our members and the industry.

Technology advances daily, but we must remain steadfast in our 
attitudes towards the ongoing role of the cinematographer. Of course 
this will continue to evolve, but the artistic and technical abilities of 
the cinematographer should never be taken for granted, no matter 
how much the advancements in cameras, chips, lenses, etc., are 
perceived to be.

Personally, I have always had an issue with the cinematographer not 
being at the final grade. It does still happen out of a lack of courtesy 
or respect, sometimes it may be based or blamed on the budget, 
or when the cinematographer may not be available. Either way it 
should be part of any discussion from the outset, given the director 
and cinematographer have worked so closely together with others to 
achieve ‘the look’ from pre-production to completion.

The role of the cinematographer has become more complicated and 
we need to stand back and realise that on most occasions it is still 
possible to ‘see the forest for the trees’; to take the time to look at 
things from a different perspective and prioritise. I urge you all to take 
the time.

Congratulations to all our Branches for the success of the 2019 
State and Territory Awards. To all those who entered, your work was 
exemplary and the competition was truly outstanding across the 
board. Simply put; fantastic work, you should all be very proud!

By now you may know that the American Society of 
Cinematographers (ASC) have decided to join the European 
Federation of Cinematographers (IMAGO) as an Associate Member. 
This announcement by ASC President, Kees van Oostrum ASC, at 
Camerimage was received enthusiastically and the ASC Board are to 
be commended.

Until next time, have a great Christmas and enjoy an extended 
moment with family and friends. I know I will.

Ron Johanson OAM ACS
National President, 
Australian Cinematographers Society

FROM THE PRESIDENT
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Cinematographer Cesar Salmeron-
Hoving and director David ‘Davros’ 
Wallin have worked together on a 
number of challenging projects and 
have developed a highly-collaborative 
workflow that has powered the engine 
for this year’s visual campaign for 
Supercheap Auto. What presented 
itself was a demanding script involving 
comedy; complex car chases across 
multiple locations, combined with 
practical stunts and all within the 
confines of a four-day shoot. 

The story follows an unsuspecting hero 
with their foot firmly on the accelerator 
in a race to deliver a mysterious suitcase 
to its rightful owner. In pre-production 
it became clear that there were a lot 
more moving parts to this shoot than 
just your standard car commercial. The 
unpredictability of the weather could 
have a huge impact on how these high-
powered vehicles would perform, whilst 
being pushed to their limits.

After going over each of the upcoming 
shooting days and trying to ensure 
maximum efficiency by planning each 
sequence, Salmeron-Hoving and Wallin 
still faced an extremely ambitious 
schedule. ‘Shooting the rehearsal’ was 
going to be part of the approach. 

With a highly-fuelled shot list, on-set 

BEST PERFORMING OILS
Melbourne-based cinematographer Cesar Salmeron-Hoving steps things up with his latest work  

on Supercheap Auto’s ‘Best Performing Oils’ campaign –  by Slade Phillips

speed was crucial, thus influencing the 
decision to shoot with two separate 
ARRI Alexa kits. One paired with 
a Fujinon 18-80mm to live permanently 
on either a Porsche Cayenne 
equipped with an ultra-arm, a Polaris 
or camera boat custom rigged with 
a black arm all lead by key grip Nic 
Karam. The second kit was armed 
with a set of Angenieux EZ Zooms that 
could easily be set up for handheld, 
slider, gripshaw or any other improvised 
gripping configurations, as flexibility 
played a huge factor in this production 
with constant changing circumstances. 

A separate set of Sigma Cinema 
Primes was added to maintain a sharp 
image but reduce the real estate of the 
camera in tight spaces, along with a 
Sony A7s when it became a squash 
and a squeeze. Jumping from one kit 
to another was extremely efficient and 
gave Salmeron-Hoving the opportunity 
to get through the shot list without 
having to wait for rig and de-rigging. 

To create a new perspective, a Racing 
Drone Team lead by Chief Pilot 
Sketch Coleman was brought in to add 
a completely new viewing experience as 
well as manoeuvrability when covering 
scenes at high velocity. 

“Because these drones were so 

nimble, it gave us the opportunity to 
put them in situations where standard 
drones wouldn’t fit or simply not 
able to keep up with the action,” 
says the cinematographer. “They 
are nearly indestructible thus upping 
the possibilities of what can be done 
in-camera.”

Apart from covering the daily schedule, 
an on-location studio was set up on the 
last day to shoot additional simulated 
travel pick-ups. Salmeron-Hoving 
communicated remotely via checking 
frame-grabs and giving lighting 
feedback to his gaffer, Teretiano Reti, 
in-between shooting daily set-ups. 

A shoot of this pace and complexity 
presents many challenges requiring 
quick response and tactical 
improvisation under rapidly changing 
circumstances. Supercheap 
Auto’s ‘Best Performing Oils’ campaign 
meets these challenges at every 
turn, and just like the high-octane 
action finale depicted, Salmeron-
Hoving ultimately delivers the goods 
winning Gold at the recent Victorian 
& Tasmanian State Awards for 
Cinematography.

Cesar Salmeron-Hoving was born in  

Amsterdam and schooled in Germany.  

He works as a local cinematographer out of 

Melbourne, Sydney and Brisbane.

Cinematographer Cesar Salmeron-Hoving with stunt coordinator Paul Phillips, first assistant camera Keith Bainton  
and second assistant camera Cameron Murchison - PHOTO Andy Green
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Black Robe stands as a highlight 
in the careers of the internationally 
acclaimed team of director Bruce 
Beresford, cinematographer Peter 
James ACS ASC and producer Sue 
Milliken. It was the first feature film to be 
produced under the Australia/Canada 
Co-Production Treaty, signed in 1990, 
and has a strong place in our global 
filmmaking history.

“The film’s creative team 
of director Beresford, Milliken and 
James is of the highest calibre,” says 
National Film and Sound Archive 
(NFSA) Senior Curator Gayle Lake. 
“The film is unique in many ways in 
its portrayal of different cultures – 
something Beresford has reflected on 
in many of his films – and its authentic 
historical representation including of 
the First Nations people of Canada.”

The Oscar-nominated cinematographer 
was first contacted by producer Milliken 
about five years ago in regard to the 
digital restoration of Black Robe, a film 
he shot in Quebec, Canada, thirty years 
prior. “The film was post-produced 
in Sydney thanks to the terms of the 
co-production,” explains James. “The 
master materials were then returned 
to Canada on completion of post-
production with just a safety inter-
negative and sound master being held 
in Australia.”

Subsequently, the Canadian production 

BLACK ROBE
Bruce Beresford’s epic Black Robe (1991), filmed by cinematographer Peter James ACS ASC,  

has been digitally restored by Australia’s National Film and Sound Archive –  by Vanessa Abbott

company Alliance Entertainment sold 
its library, including the film Black Robe. 
It took Milliken years to track down 
the new Canadian owners of the film 
who proved to be Entertainment One 
(eOne). The NFSA began negotiations 
with eOne to make the restoration 
and requested access to the master 
materials. So in 2014, the search for the 
original negative begun.

Every three months James would 
receive an update from Milliken and, 
eventually, the inter-positive was located 
at a storage facility in Toronto. The 
original negatives, however, were never 
found, and the reel four was missing. 

“This was a disaster and was 
jeopardising the project,” says James. 
NFSA team member, Heather Gill, was 
visiting North America and was flown 
to Toronto to assist in the search. Gill 
visited the storage vault and eventually 
discovered the missing reel. “Bravo 
Heather,” proclaimed James.

Once the film was located it had to be 
inspected by a laboratory to make sure 
it was okay to travel. The film had been 
sitting in a vault for twenty-five years. 
“The inter-positive, which was checked 
by our Conservation department and 
found to be in very good condition,” 
says Lake. The film was then flown 
on to the NFSA who scanned it on a 
Scanity, 4K,16bit, 35mm scanner.

The scan was then sent to Vandal, an 
NFSA restoration partner and service 
provider. Vandal digitally cleaned the 
scan frame by frame using Revival 
software, and then, alongside the NFSA 
and key creative team, restored the 
theatrical colour using Baselight grading 
software. 

Martin Thorne is head of long form films 
at Vandal. Thorne checked the film 
for any defects and found a few small 
problems. 

“The scan was digitally cleaned with 
any flaws in the image repaired, so by 
the time I got to see it, it was looking 
pretty good,” says James.

One of the key aims of the ‘NFSA 
Restores’ program is to work with 
creatives on the restoration process 
to achieve as close an outcome to 
the original film as possible. “We were 
fortunate with this project to have 
the support and input of Beresford, 
Milliken and of course James,” says 
Lake. “James was very generous with 
his time and able to work alongside 
Daniel Pardy, colourist at Vandal, for 
several days in order to bring the film 
back to its original look.”

In James’ first meeting with Pardy the 
cinematographer went through the film 
and explained ‘the look’ as well as any 
problem scenes that might need extra 
attention. “When a film is scanned it 
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A scene from the digitally restored ‘Black Robe’ - DOP Peter James ACS ASC



goes from a ‘film palette’ to a ‘digital 
palette’. These are two completely 
different colour systems,” explains 
James.

“What may look good as a film print 
doesn’t necessarily look good when 
it is scanned,” says James. “Colours 
shift and contrast can be altered. We 
were coming off inter-positive which 
has a different film base to the original 
negative and that had to be taken into 
consideration. Even though the inter-
positive was corrected by legendary 
colour-grader Arthur Cambridge, it 
was perfect for film reproduction. 
When it was scanned, we basically had 
to start again.” 

“The water and snow scenes, while 
obviously being huge challenges during 
the shoot, also presented us with issues 
in the grading suite,” says Lake.

Inter-positive has a lot more detail than 
a film print and all this extra detail was 
faithfully scanned into the 4K digital 
master. This gave James almost as 
much detail as the original negative 
would have. Both James and Pardy 
were able to dig into the shadow detail 
and also make sure that the highlights 
held. They also had complete control 
over the colour, some of which had 
shifted quite dramatically in the transfer 
process. 

“I was pleasantly surprised to see how 
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well the inter-positive had scanned,” 
says James. “I’ve only ever worked 
from the original negative. Doing such 
a major restoration using an inter-
positive was a totally unknown factor 
for me. The inter-positive is a very flat 
film copy of the original negative. I 
was very worried about this, thinking 
that I would never ever be able to 
achieve the beautiful quality that I 
remember the film having when it 
screened in cinemas.”  

After working on the first reel, James 
knew his worries were unfounded. “In 
fact,” he says, “I think the quality 
is now better than the original film 
print because we were able to extract 
so much information out of the inter-
positive.” 

The subtitles were extracted and 
timed from the post-production script 
provided by Milliken. Fonts were 
matched to the original subtitles 
and built from scratch using Flame. 
Audio 5.1 remix and remastering 
was completed by Edge Digital, 
and the Digital Cinema Package 
(DCP) premiered at the Melbourne 
International Film Festival this year to 
great acclaim.  

“The outcome is always worth it,” 
says Lake. “A high-quality, digitally 
preserved film which will be available 
far into the future for generations of 
Australians - and Canadians in this 

instance - to see.”

James goes on to say he thinks Black 
Robe is his best work. “It is so pleasing 
to see it now restored and looking 
better than ever. I want to thank Sue 
Milliken along with the team at NFSA; 
Gayle Lake, Sally Jackson, Heather 
Gill and Elena Guest to name a few, 
for their perseverance in making this 
restoration happen and inviting me to 
be a part of it,” says James.

“There is no substitute for a 
cinematographer being involved in the 
grading of their work,” he concludes 
by saying. 

“The cinematographer is the only 
one who really knows what the film is 
meant to look like and they have the 
technical ability to make that happen. 
It is so good to see this film on the big 
screen as it was originally meant to 
look like.”

NFSA has a portfolio of projects 
that they’re busily working on. In 
early 2020 they will be releasing 
the digital restoration of the silent 
classic The Sentimental Bloke (1919, 
cinematography by Arthur Embry 
Higgins ACS). 

“We’ve got a few surprises in store for 
that one,” says Lake, “so stay tuned!”

Vanessa Abbott is a writer  

based in Melbourne.

Producer Sue Millikin and cinematographer Peter James ACS ASC at the premier screening of NFSA Restores  
‘Black Robe’ at the Melbourne International Film Festival -  PHOTO Phoebe Powell
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HONG KONG PROTESTS
Australian cinematographer Joel Lawrence ACS finds himself between police and protesters,  

in the middle of Hong Kong’s recent freedom movement – by James Cunningham

Over the last six months, the peaceful 
streets of Hong Kong have turned into a 
battle zone. Every weekend thousands 
of citizens have formed leaderless 
protests against the government in 
retaliation against what they say is 
the gradual stripping away of their 
democratic freedoms. The huge 
marches and protests started largely 
peacefully, but over the weeks and 
months have escalated into violent 
battles between protestors and riot 
police. 

“I am currently based in Seoul 
working for the Aljazeera English  
network,” says Australian 
cinematographer Joel Lawrence ACS. 
“Over the past five months I have been 
sent back and forth to Hong Kong to 
cover this major, ongoing story.”

It’s a physically demanding assignment. 
“Not only is it overwhelmingly hot and 
humid, you are often marching several 
kilometres together with hundreds 
of thousands of protestors, carrying 
your complete camera kit, broadcast 

unit and safety gear,” he explains. 
“Sometimes working fifteen-hour days, 
going live almost every hour and of 
course dodging bricks, rubber bullets, 
and plenty of tear gas canisters.”

“Given the amount of unknowns on 
the street it’s tempting to pack a large 
kit, although the reality is, once you’re 
on the ground amongst the chaos, the 
absolute bare bones kit is often the 
best option.”

On a steamy Sunday afternoon in late 
July, Lawrence was deployed to march 
with a massive crowd from the central 
business district to the Beijing Liaison 
Office several kilometres away. The 
number of protestors were said to be in 
their hundreds of thousands. 

“Between myself, the correspondent 
and fixer, we carried a Sony PMW500 
camera, Canon HJ143x4.3B wide-
angle lens, Sachtler tripod, six AB 
batteries, Lapel mics, shotgun mics, 
a top light, Audio backpack, Aviwest 
Broadcast unit, tear gas masks, 

helmets and a medical kit,” says 
Lawrence. “It was a bare bones kit 
designed to get us through a long 
afternoon and night without needing 
to return to base.”

After marching with the endless crowd 
for around five hours through the 
streets, all relatively peacefully, the 
mood changed suddenly. Night fell, and 
the ‘hardcore’ element of the crowd 
seemed fired up; blocking streets, 
creating barricades and taunting police. 
“At this stage police put up warning 
signs, which means tear gas was 
imminent,” explains Lawrence. “Masks 
and helmets go on, and immediately 
protestors charge, police fire rounds of 
rubber bullets and tear gas.” 

“Shooting with a full-face gas mask 
is not the easiest thing in the world, 
especially with a full-sized, news-
gathering camera,” he says. “The 
mask protects your lungs from the gas, 
but the gas still burns any exposed 
skin. Breathless, with a narrow field 
of view, and with so many things 

Joel Lawrence ACS behind the camera (behind the mask) in Hong Kong - PHOTO Richie Fowler
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happening at once, it can become 

difficult to remain focused. Police are 

raising their guns, a protester is lying 

on the ground, another is struggling 

to breathe, and tear gas canisters are 

flying overhead. The crowd charges. 

Are my team members safe? Can I 

get a live signal from here? Do you 

prioritise an epic shot that will sum up 

the day… or your safety?” 

On this particular day, after hours of 
back and forth, the protestors eventually 
backed off and dissipated around 
midnight. “Time to take a breather, 

find our van and head back to edit,” 
says Lawrence. 

“This is just a standard day in the 

four month long coverage, and 

just one example of how the media 

covers it. My hat goes off to all the 

journalists, camera people and media 

professionals who do this week in 

and week out, and do their best to 

cover this important story fairly and 

bravely.”

Lawrence explains that news-gathering 
cameras such as his Sony PMW 500 
are not always the ideal kit for situations 
like this. Smaller cinema-style cameras, 
with cinema zooms, have multiple 
benefits in these environments. 

“Being light and nimble is a huge 
advantage; low-light capability and also 
durability are the most important features 
for this kind of coverage,” he says.

“At this stage police  
put up warning signs, 
which means tear gas 

was imminent.”

“It is hard work, but satisfying,” he 
says “There is a real feeling that the 
media is making a difference here, 
in particular video journalists and 
cinematographers, who frame these 
shots for the world to sit up and take 
notice.” 

On one occasion Lawrence found 
himself in a crush between protestors 

and police who were defending their 
police station. “I remember protestors 
trying putting a helmet on me, warning 
me of tear gas and seemingly having 
more concern over my wellbeing 
than their own,” he recalls. “A lot of 
the protestors believe if the foreign 
cameras are there, the police are 
much less likely to attack them.”

An image that Lawrence will take with 
him from the streets of Hong Kong is 
the hastily written graffiti “If we burn, 
you burn with us” scrawled onto a burnt 
Police barricade. 

“It shows that these young people 
really feel they have nothing to lose 
and will potentially give up everything 
to secure their freedom,” he says. 
“If that’s true, it probably means this 
story still has a long way to go and 
hopefully a peaceful outcome can 
eventually be reached.”

Joel Lawrence ACS is a senior cameraman  

based out of Al Jazeera’s bureau  

in Seoul, South Korea.

A scene when police storm protestors in Hong Kong - DOP Joel Lawrence ACS



DIE LIKE A SHARK
New Zealand cinematographer Steve Allanson shoots short film Die Like A Shark  

for director Nick Epstein –  by Steve Allanson

Director Nick Epstein and actor/
producer Shane Rangi wanted to kick 
off Die Like A Shark by shooting a 
sequence at a real mixed martial arts 
(MMA) event, during a break in the 
fighting. This would become the start of 
four mini-shoots we did over the course 
of a year to complete the short film.

On day one of the shoot, filming at a 
real event, was a walkout sequence 
which we shot on my Steadicam 
using a Canon C300mk2 with a set of 
Schneider FF Prime lenses. We had 
ARRI remote focus and Teradek video 
link. Epstein himself dealt with focus, 
as well as keeping his director’s eye on 
the ball. We shot the sequence, which 
formed part of the introduction to the 
film, in only twenty-minutes using the 
available arena lights. 

Quite nerve-racking, however we had 
formed a good plan and we stuck to 
it. We used a 25mm lens to get a few 
shots of the walkout, then switched to 
the 100mm lens to get a few longer 
shots from within the cage. We had 
two fight sequences to complete for 
the film; one would be after our walkout 
and the other would be at a smaller, 
independent-type venue.

For the main fight we were given access 
to the arena the night before an event. 
The company who sets up the lights 
were extremely helpful by setting up 
early so we could shoot the evening 
before the fight with all the fight lights 

set up. For this reason as well as 
budget I chose not to utilise a gaffer. 
It would have taken a decent truck to 
light the ring in the four hours we had to 
complete everything. 

Instead, the stage lighting company 
had set up five separate banks of four 
tungsten pars. Each group of four par 
cans, five in total, were on a dimmer 
board. I found an extra who said he 
wanted to help. I gave each lighting 
stand a number and during the night 
he dimmed or raised levels based on 
numbers I gave him to control various 
ratios depending on which way we 
were shooting. I knew the cutting in the 
sequence would be fast so I prioritised 
shot variations rather than finessing 
lights on a micro level. 

One of the reasons I chose the 
C300mk2 was that I wanted to keep the 
camera as light as possible, particularly 
for the fight sequences. I really wanted 
to put the viewer in the cage and be 
amongst the fight as much as possible. 
Having the camera built super light 
meant I could be extremely fluid and 
mobile. My focus puller did a great job 
in holding the right moments and not 
trying to chase the action too much.

The second fight was at an old gym. 
On this occasion we had on long bank 
of South facing windows which we 
controlled with flags. Eddie Tyrie, our 
gaffer, augmented where necessary 
using an Aladdin Panel with Chimera 

as well as a couple of different frames 
and some bounce. We had a couple of 
lingering close-ups where this came in 
use.

Apart from the fight scenes, we had 
various interior and exterior scenes 
here and there to shoot and complete 
the film. A lot of what we did was 
single source lighting with shaping 
available light and controlling what we 
had available either through bouncing, 
cutting or just pushing a little fill in where 
needed with a softened panel. 

One example of this was an exterior 
night scene where we used available 
street lighting as well as a Skypanel 
S60 which we colour matched to the 
streetlights. I pushed the C300mk2 
more than I was comfortable with for 
this scene in terms of low-light, but 
the camera handled it well. Jon Newell 
at Park Road Post did the grade and 
I think we got an extremely satisfying 
result.

Die Like A Shark has received a decent 
amount of traction at a few festivals 
and considering the shoestring budget 
we had, we are all extremely pleased 
with the result. There are so many ways 
cinematographers and directors have 
tackled the fight genre. I thought we did 
it justice.

Steve Allanson is known for his work on 

television dramas and feature films in  

New Zealand, Canada and Australia.
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A scene from ‘Die Like A Shark’ - DOP Stephen Allanson



Technicolor is a series of colour motion 
picture processes, the first version 
dating back to 1916, and followed by 
improved versions over several decades 
of cinema history. It was the second 
major colour process, after Britain’s 
Kinemacolor, and the most widely 
used colour process in Hollywood from 
1922 to 1952. Now, Technicolor works 
with creative and technology leaders 
in content creation, distribution and 
consumption to seamlessly deliver 
experiences worldwide.

Operating under the Mill Film banner, 
the South Australian visual effects studio 
has already attracted three-hundred 
creatives, well on its way to the goal of 
employing five-hundred people within 
five years. 

The studio joins a growing number of 
post-production companies in Adelaide, 
helping the South Australian capital 
emerge as a screen industry hub. Others 
include Kojo, which worked on projects 
such as Hotel Mumbai (2018) as well 
as Top End Wedding (2019), and Rising 
Sun Pictures, the visual effects producer 
behind many of the X-Men films. E. 
Bennet Walsh’s upcoming Mortal 
Kombat film will also be shot in South 
Australia by Germain McMicking ACS 
and is set to become South Australia’s 
largest ever film production.

Technicolor has recently announced it 
would build a $26 million, 3000sqm 
visual effects studio in Adelaide. 
Managing director of Mill Film, Mark 
Thorley, said he expected to reach the 
goal of five-hundred creatives in Adelaide 
much faster than the five-year timeframe 
originally forecast. “It’s been a long time 
since there’s been some new investment 
into the visual effects market in 
Australia so people are seeing it as an 
opportunity to join something new and 
exciting,” Thorley said.

The decision to locate the studio in 
South Australia followed a $6 million 
grant from the State Government’s 
Economic Investment Fund, which 
expects the project to have an 
economic benefit of more than $250 
million over a decade. 

The South Australian Government also 
offers a 10% rebate for post-production, 
digital and visual effects work, designed 
to attract international film business. 
This is on top of a similar federal 
measure, set at thirty per cent of growth 
expenditure.

Thorley said the decision to move Mill 
Film into Adelaide was also aided by 
access to talent. 

“Australia has had a rich history 
of good visual effects talent and I 

think over a number of years many 
Australians have gone offshore to 
continue their careers in visual effects, 
so this was a great opportunity to 
bring those Australians back home,” 
Thorley says.

The Technicolor Academy is also 
located in Adelaide, which focuses on 
animation, lighting and environment 
work. Technicolor Academy is a fully-
paid, intensive program which aims 
to improve artists’ skills in lighting, 
effects, compositing and animation. 
“We look for young talent who have 
had some experience, whether that 
be from an educational institution or 
just naturally talented individuals,” 
explains Thorley.

While the Adelaide studio is Mill Film’s 
only Southern Hemisphere location, 
the company has studios in Montreal, 
Los Angeles and a partnership with 
Technicolor Bangalore.

Thorley said the Adelaide studio recently 
worked with Technicolor partner MPC 
in London to deliver its first significant 
milestone: 443 shots for the Dora the 
Explorer film Dora and the Lost City of 
Gold (2019). The studio is also working 
on films for Paramount, Universal and 
Amblin.

Slade Phillips is a writer based in Sydney.
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Miranda Tapsell stars in ‘Top End Wedding’ - DOP Murray Lui, PHOTO John Platt

TECHNICOLOR
Technicolor’s new post-production studio in Adelaide, its first in the Southern Hemisphere,  

is up and running –  by Slade Phillips
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Dee Dee is overprotective of her 
daughter, Gypsy, who is trying to 
escape the toxic relationship she has 
with her mother. Gypsy’s quest for 
independence opens up a pandora’s 
box of secrets, which ultimately leads 
to murder. The stranger-than-fiction 
true-crime series is based on a 2016 
BuzzFeed News article that detailed 
the shocking 2015 crime. Academy 
Award-winner Patricia Arquette stars in 
the Hulu original series, with Arquette 
winning the Emmy for Outstanding 
Supporting Actress this year.

In August of 2018 award-winning 
Australian cinematographer Richard 
Chapelle ACS flew from Boston, 
Massachusetts, to Savannah, Georgia. 
The trip saw Chapelle meet with 
line producer Peter Meyboom and 
cinematographer Zachary Galler to 
discuss working on a limited series for 
Hulu entitled The Act. 

Meyboom and Chapelle had previously 
worked together in the rainforests 
and rivers of Far North Queensland 
on Canadian television series Peter 
Benchley’s Amazon (1999), where 
Chapelle was the Australian main unit 
cinematographer. 

After that initial meeting, Chapelle was 
brought on as the main unit camera 

THE ACT
Richard Chapelle ACS is camera operator for cinematographer by Zack Galler  

on Emmy award-winning series The Act, starring Patricia Arquette  –  by Vanessa Abbott

operator in The Act. “I found myself 
working in beautiful Savannah on an 
eighty-seven day shooting schedule,” 
Chapelle explains. 

The Act is based on a true story of 
Dee Dee Blanchard, played by Patricia 
Arquette, who forced her child Gypsy 
Rose Blanchard, played by Joey King, to 
fake an illness for the first twenty years 
of her life. On 14 June, 2015, Gypsy 
Rose and her boyfriend, stabbed Dee 
Dee twenty times leaving her dead. The 
eight-episode limited series for Hulu also 
stars Chloë Sevigny as the neighbour 
who suspects that something isn’t 
quite right with the Blanchard family, 
along with appearances by Adam Arkin, 
Margo Martindale and Juliette Lewis.

“We shot the series on ARRI Alexa 
Minis in Anamorphic 2.8K ProRes 
4444 XQ, with Panavision T-series 
Anamorphic prime lenses (28mm, 
35mm, 50mm, 60mm, 75mm, 100mm, 
135mm, 150mm, 180mm) and T- 
Series 37-85mm (T2.8) and 42-425mm 
(T4.5) Anamorphic Zooms” explains 
Chapelle. “Throughout the entire 
series, the lenses were near wide open, 
which my first assistant camera Josh 
Hancher handled with incredible 
proficiency. Our B-camera team of 
Danny Eckler on Steadicam, Warren 
Brace as first assistant camera and 

dolly grip Jeremy Wren made it a great 
crew to work with.”

Chapelle had a number of Look-Up 
Tables (LUTs) that were dialled in to 
primarily set the mood for the different 
years from the late 1990s up to 2015, 
while also utilising a variety of filters 
such as Hollywood Black Magic and 
Glimmer Glass to help differentiate 
between the decades. 

“We had a third Alexa Mini, which I 
used when I needed to operate the 
Libra Head on a Technocrane, Aurora 
Head on a Chapman Hybrid Dolly, 
alongside my trusted A-camera dolly 
grip, Adam Kogelman who proved to 
be an invaluable asset on some of the 
most challenging moves of the series,” 
says Chapelle. 

“We also had sequences which we 
filmed at the famous Wormsloe 
Plantation in Georgia with a stabilised 
head on an Electric Bike, which was 
ridden by fearless stunt rider Regis 
Harrington and set up by stabilised 
head technician, Duncan More, while 
I operated the camera on the gimbal!”

The fascinating story behind The Act 
unravels over eight episodes, only on 
streaming service Hulu.

Richard Chapelle ACS is an Australian 

cinematographer, based in the United States.

Patricia Arquette (left) and Joey King on the set of ‘The Act’, with Richard Chapelle ACS behind-the-camera - PHOTO Raymond Jones



Cinematographer Steve Munro �lming ‘The Rabbit's Foot” on location   Photo Credit: Liam Patrick
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Tyler (Alia Shawkat) and Laura (Holliday Grainger) in ‘Animals’ - DOP Bryan Mason



ANIMALS
With cinematographer Bryan Mason  

behind the camera on Sophie Hyde’s  

Animals, long-time friends and party- 

lovers Laura and Tyler navigate life  

and love in Dublin, Ireland.

- by Slade Phillips



Director Sophie Hyde and cinematographer Bryan Mason are 
long time collaborators, working alongside each other on films 
such as 2014’s hit 52 Tuesdays. “We share a vital shorthand 
and have built up a shared sense of aesthetic,” explains 
Mason. The pair have worked across multiple formats and 
lengths now; documentary, short dramas as well as drama 
series including 2017’s Fucking Adelaide and this year’s The 
Hunting. Now, Animals marks their second feature drama 
project together.

Animals is based on a book of the same name by English 
writer Emma Jane Unsworth. “After Unsworth and Hyde 
were a couple of drafts into the screenplay, Hyde came 
to me with the book and the script,” says Mason. “The 
characters were great.” The story reminded Mason of a 
much-loved film, Withnail and I (1987, cinematography by 
Peter Hannan ACS BSC).

The director’s references for the look and feel of Animals were 
quite specific and from a wide variety of sources. “Hyde 
had a great sense of the potential texture, feel and tone 
of the film from early on,” says Mason. “A lot of her early 
references were still images but, in the financing stages 
of this film, we collated a series of film references and 
cut together a mood reel. Basically a 2-3 minute edit of 
moments from features and television shows which in some 
way communicated the feel of our film as we imagined it.”

These references included Basquiat (1996, cinematography 
by Ron Fortunato ACS), Trainspotting (1996, cinematography 
by Brian Tufano BSC), Morvern Callar (2002, cinematography 
by Alwin Küchler BSC), Blue Valentine (2010, cinematography 

by Andrij Parekh ASC), On the Road (2012, cinematography 
by Éric Gautier AFC) and Wetlands (2013, cinematography by 
Jakub Bejnarowicz) as well as scenes from television shows 
such as Absolutely Fabulous, Transparent and Broad City. 
“The list really goes on,” says Mason.

“We share a vital shorthand 
and have built up a shared 

sense of aesthetic.”
The cinematographer found it a fascinating experience to 
create this reel as much to define what the film didn’t feel 
and look like as to what it did. “Ultimately it became a great 
tool and touchstone for where we were heading tonally and 
visually,” he says. “Some films were there for the humour, 
some for the friendship, some for visual reference and 
others some just for a feeling. Together they showed how 
the movie would feel and really helped us finance the film.”

Animals is an Australian, Irish co-production. The first of its 
kind. “We had a mostly Irish team and we took some key 
Australian crew members with us,” says Mason. “Renate 
Henschke was costume designer, she is Australian and 
currently Australian-based, but had spent twelve years living 
and working in Dublin, so she knew the city and the people 
well and had a strong team there.” Hyde and Mason also 
worked with Henschke on Fucking Adelaide and were excited 
to continue this great working relationship. 

“Louise Matthews was our Dublin-based production 

Alia Shawkat plays Tyler in ‘Animals’ - DOP Bryan Mason
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designer so this was a new relationship,” explains 
Mason.  Matthews, Hyde and Mason had a series of 
Skype conversations prior to pre-production to start to co-
ordinate ideas and begin to define the palette of Animals.  
These conversations continued throughout pre-production. 
“Through many location scouts and pints of Guinness we 
built a great working collaboration within the team.”

The story of the film is set around the long-term friendship of 
fledgling writer Laura (Holliday Grainger) and broad-about-
town Tyler (Alia Shawkat), a decade into the pair’s hedonistic 
swing through the bars, alleyways and men of Dublin. This 
quest for the eternal party is challenged when Laura’s younger 
sister Jean (Amy Molloy) announces she is pregnant, and 
Laura meets Jim (Fra Fee) a focussed concert pianist. The 
bubble which Laura and Tyler have been living in is strained 
and threatens to pop. 

“For the look of the film it was important for us to 
visually represent this ‘bubble’, the world of the central 
relationship,” explains Mason. “A seductive and slightly 
heightened look without being romanticised or losing touch 
with their often-grotty reality. The term we used in pre-
production which seemed to fit was ‘dilapidated glamour’. 
That is what we tried to find and create.”

A good portion of Animals is set at night; in the bars, clubs 
and alleyways of Dublin. The crew only had a 23-day schedule 
to shoot the 110-page script. “As always, the logistics of 
the shooting schedule impacted our camera and lighting 
package,” says Mason. “I was initially considering shooting 
this film anamorphic, however it became clear that this was 

not the right choice given my parameters.” What Mason 
needed was camera with a small enough camera body to 
move quickly, often in handheld mode and fast enough lenses 
to make the most of the available light in the streets of Dublin. 

“Hyde had a great sense  
of the potential texture,  
feel and tone of the film 

from early on.”
“After some testing and consideration, I rather fell for the 
look of Panavision’s P-Vintage lenses on the front of an 
ARRI Alexa Mini,” he says. “The six-lens package we got 
from Panavision Ireland was fast, with the most sluggish of 
the lenses being the 150mm at T1.5! The speed and look 
of these lenses when paired with the colour rendering of the 
Alexa gave us a look which seemed to capture the feel we 
were after.”

Mason landed in Dublin with six weeks to prep the film 
and settle in. “I was not able to bring any of my regular 
camera team from Australia, so crewing up the camera 
and lighting department were high on my list of priorities,” 
he says. “Dublin is a busy city for production. Because of 
the government’s tax rebate there are often multiple major 
productions running concurrently. As such, it was slightly 
tricky to find crew. 

However, the generosity of local cinematographers was 

Holliday Grainger plays Laura in ‘Animals’ - DOP Bryan Mason, PHOTO Tamara Hardman
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absolutely brilliant in finding our team, who came highly 

recommended even though they hadn’t worked on many big 

productions. I asked a lot of my focus puller, JJ Sullivan, 

as I was sometimes shooting at T1 flat, hand-held. Sullivan 

rose to the challenge magnificently. The camera team ended 

up being four people including myself, with a grip and a 

two-man lighting team. We weren’t many, but everyone 

leaned in, worked really hard and did a fantastic job.”

Around 85% of Animals was shot in real locations, with the 
remainder being filmed on built sets in an old school building 
that stood in for Tyler’s apartment and various other places 

in the script. “It was essentially a location because it was 

an unused, unpowered run-down building,” says Mason. 
Location hunting took a good portion of the team’s time in 
pre-production. “It is quite a challenge to land in a city 

you do not know at all with a script full of locations to 

find while carrying quite a specific vision to realise. The 

production design team did a beautiful job augmenting real 

locations where needed and realising the detail and lived in 

quality of Tyler’s apartment.”

Darragh Scott, the film’s gaffer, pitched the use of Carpetlights 
very early in conversations. Scott had been working in the 

Alia Shawkat in ‘Animals’ - DOP Bryan Mason, Bernard Walsh
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electrics department of Vikings for three seasons and was 
very familiar with the ultra-thin, flexible and very controllable 
LED Carpetlights. “We were only able to secure two lights 

1-63cm X 23cm and 1-1220cm X 630cm due to their 

popularity, and after working with them for a couple of days 

these became our go to lights for many of our set-ups,” 
says Mason. “They are light, fast and produce a beautiful 

quality of light.” 

“Philosophically, I like to light fast where possible and to 

give performers as much physical space to move and be 

free within the location,” he says. “The less set up time 

and relighting time means more shooting time and more 

performance time. It is a balance to be sure, sometimes you 

need to take the time to get the set up right, but that is the 

ideal.” To enact this Mason spends a lot of time planning. “I 

tend to do quite a detailed mud map of each location as 

it is secured and mark in where the power is coming from; 

where I will secure lights, lighting angles and gels, potential 

camera positions and a rough idea of the blocking. I 

often work through these plans with the director and of 

course things inevitably change, however I find this level of 

preparation means I have a solid plan for each location. It 

gives me a good base to work from.”
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Interestingly, Mason also worked as editor on the film. “I 
often work in both capacities on projects,” he says. “I find 
shooting and editing are great companion skills. Do I think 
like an editor while working as cinematographer? I hope so. 

“Philosophically, I like to 
light fast where possible 

and to give performers  
as much physical space  

to move and be free  
within the location.”

To a certain extent, I think it’s necessary to consider your 
coverage and how a scene might cut together as you plan 
and shoot, especially when time is limited. I also know what 
it’s like in the edit suite to not have enough coverage to be 
flexible, so I’m conscious of that. Then getting into the edit 
knowing exactly what footage you have, what you have shot 
for and what the short-comings are, what you may need 
to work harder on in the suite to make work, is invaluable. 
There are moments when doing both roles where you need 
to ‘turn off ’ the other though, for sure.”

An example on Animals happened early in the shoot. Hyde 
was very keen to shoot a series of shots where characters 
looked directly into the camera. Not scripted, just a visual 
idea. Mason’s editor brain began screaming, “These don’t 

have a place in the film!” In the end, however, the pair used 
these to good effect, and it was a blessing to have them. It 
was important that as cinematographer Mason embraced that 
idea rather than blocking it.  

Mason then worked with Marty Pepper at Kojo to do the 
grade. “He really has a great eye for colour and has 
become a trusted collaborator over the years,” says Mason. 
In pre-production, Pepper set up a series of Look Up Tables 
(LUTs) for Mason to use for his camera tests. 

“I sent the test footage back with notes and ideas. Pepper 
tweaked one LUT in particular and this became our 
shooting LUT. I loaded it onto the camera then lit and shot 
everything for that LUT, for that look. It was a pleasure to 
be lighting and shooting for something so close to the final 
look of the film. We were seeing it on set and the investors 
were seeing it in rushes, which was excellent.  It also meant 
that in the grade, what we needed to do was minimal; 
balancing and enhancing mainly.”  

There is a scene in Animals that plays out in one, two-minute 
Steadicam shot. It features a drunken Laura and Tyler arguing, 
as they disgracefully leave an incident. “This is a favourite,” 
exclaims Mason. “We wanted to shoot the scene at dusk 
so we knew planning would be key to achieving this well. 
During pre-production we organised with the council for 
the streetlights to be turned on an hour earlier than normal. 
This give us the illusion of it being later, which meant we got 
an extra two or three takes.” The crew only had two days of 
Steadicam across the whole shoot, so Mason worked closely 
with first assistant director Jules Benoiton to schedule the 

Laura (Holliday Grainger) and Jim (Fra Fre) in ‘Animals’ - DOP Bryan Mason
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Steadicam scenes and shots he wanted, onto those days. 
“Furthermore, in pre-production I sent Steadicam operator 
Roman Bugovskiy reference clips to give him an idea of the 
shots we were hoping to achieve for each scene.”

On the day, while the camera team were setting up the rig, 
Hyde was rehearsing the scene with the actors. As light fell 
and the crew were approaching the ideal shooting conditions, 
a disgruntled local parked her car in the middle of the street to 
register her protest about the circus of the film disturbing her 
quiet neighbourhood. “Perfect,” laughs Mason. 

“The locations team handled this wonderfully well and we 
only lost about two takes. We got rolling on the shot and the 
first take was a really good approximation of what we were 
going for and the performers were running hot coming out 
of a good forty-minute rehearsal.” 

Mason and his crew managed to get another two takes, then 
quickly shot two alternate versions of the scene; one from 
behind and one slightly closer and more focussed on Laura. 
“Just to give us options if we wanted to change the timing or 
if we felt like it didn’t hold for the entire two-minute take,” 
he explains. 

“In the edit, removed from the heat of the shoot, it 
turned out that the first take had the strongest overall 
performances from both cast members and the light was 
perfect. There certainly were stronger technical takes for 
focus and framing but that is a great example of where 
my role as editor wins out over my cinematographer 
preferences. As an editor you always go with what is going 
to make a stronger film.”
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Cinematographer Bryan Mason and director Sophie Hyde on the set of ‘Animals’ - PHOTO Tamara Hardman

When Mason looks back on the mood-reel they created 
very early on, it feels very true to the finished film. “I learnt 
so much shooting this film,” says Mason. “We faced a 
lot of challenges with both the schedule and being in an 
unfamiliar country. In hindsight I might have opted for 
a deeper stop a little more often to ease the stress on my 
focus puller!”, he jokes.

“It was a pleasure to be 
lighting and shooting for 

something so close to the 
final look of the film.”

Coming straight out of finishing Animals Mason worked as 
editor on Maya Newell’s feature documentary In My Blood It 
Runs, which will release in Australian cinemas early in 2020, 
then moved directly onto editing the SBS series The Hunting. 

“I also created, shot and edited, the title sequence for 
that show, which was all shot underwater, enlisting the 
help of the brilliant Malcolm Ludgate ACS for the deep 
water shots,” he finishes. “At the moment we are busy 
writing, imagining and developing the next lot of projects 
from Closer Productions. There is an exciting lot of ideas 
brewing!”

Bryan Mason’s diverse credits include the Sundance-selected 

Shut Up Little Man! (2011) and 52 Tuesdays (2013).





DAVID  
ATTENBOROUGH’S 

TASMANIA
Ancient forests, pristine rivers and a spectacular coastline.  

David Attenborough’s Tasmania sees the famed naturalist narrate  

the story of this vast island wilderness, as we interview cinematographers  
Peter Nearhos ACS, Nick Hayward and Simon Plowright.

- by Colin Rampton

Producer Matt Hamilton (L) and cinematographer Peter Nearhos ACS filming ‘David Attenborough’s Tasmania’ on location - 
PHOTO Damon Heather/Terra Mater
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Imagine crouching for hours, waiting for the perfect wildlife 
shot, when you are suddenly and painfully bitten by a Jack 
Jumper ant. At 12mm, these ferocious insects are not only 
gargantuan in ant terms, but they carry an almighty poisonous 
bite which, at best, is very painful and, at worst, can give 
you an anaphylactic shock and even kill you. Such is the 
dedication of wildlife cinematographers such as Peter Nearhos 
ACS that during the filming of the Jack Jumper sequence 
in the David Attenborough narrated documentary, a nasty 
bite became a potential occupational hazard. Fortunately, 
experience of filming the ingenious yet aggressive creatures 
had taught Nearhos the wisdom of wearing gumboots. The 
ants are not keen on rubber apparently. He still received one 
very painful bite.

Regardless of the impracticalities of the boots and the 
discomfort of joint cramps - lying down would be really asking 
for trouble - Nearhos succeeded in getting stunning footage 
as part of his contribution to this outstanding nature film. 
The cinematographer captured the summer ritual of the ants 
changing the outer stones of their nest mound from dark to 
light. The purpose of this is to reflect the rays of the sun and 
provide a cooler environment for the queen and larvae. The 
mind boggles as to how they learned such behaviour, but 
it illustrates how the natural world adapts to the changing 
seasons, and this is one of the themes of the film.

If you haven’t seen David Attenborough’s Tasmania, I highly 
recommend you do. The superb photography is perfectly 
dovetailed with Sir David Attenborough’s lilting voice to 
illustrate the beautiful, ever-changing Tasmanian landscape 
and the unique wildlife which inhabits the island.

I had the good fortune recently to interview three of the 
cinematographers responsible for the film’s success, and we 
obtain some inside knowledge of the ups and downs of being 
a wildlife cinematographer.

Nearhos, along with colleagues Nick Hayward and Simon 
Plowright, have years of experience between them. They 
were commissioned along with Damon Heather to make the 
film. Now a nonagenarian, Attenborough did not travel to 
Tasmania, but he approved field producer Matt Hamilton’s 
script and certainly he would have added his own style of 
narration. The cinematographers were full of admiration for the 
wildlife legend’s abilities, having worked with him directly on 
previous projects. 

Nearhos recalled once witnessing these skills in the studio, 
when Attenborough was able to faultlessly complete a live 
voice-over read in one take. 

Plowright expressed his pride to be the subject of 
Attenborough’s narrative in a ten-minute extra of Tasmania, 
which highlights some of the issues he faced while filming 
Tasmanian Devils. This is where the cinematographer 
articulates his knowledge and concern about the creature’s 
welfare. It was available on the Australian DVD release and 
is currently available on ABC’s iView. The title of the extra in 
which Plowright emotionally laments the Devils’ dwindling 
numbers is appropriately entitled Devil’s Advocate. 

You would expect that any wildlife film associated with Sir 
David Attenborough to contain cinematography of the highest 
calibre,and it does not disappoint. As well as the wildlife, the 
film depicts the rugged coastline of the island, as well as its 
ancient and towering forests. It also features the giant, 100 
metre tall mountain ash trees; the tallest living organisms on 
earth. 

But where does one start with the creation of an iconic wildlife 
documentary? Well, the nature of the project at least ensured 
that filming would be specific to Australia’s smallest state. 
The idea was initially conceived by Stephen Dunleavy, the 
executive producer and owner of Humblebee Films early in 

The Tasmanian Devil is a nocturnal hunter, so for the day they need a place to rest - PHOTO Matt Hamilton/Terra Mater



Juvenile Tasmanian Devils are known to climb trees - PHOTO Matt Hamilton/Terra Mater



2016, and he immediately approached Nearhos and producer 
Matt Hamilton. Some hiccups with the Tasmanian side of the 
operation caused a frustrating delay, however when Plowright 
and Hayward (co-owners of Wild Creature Films) came on 
board, the project was soon up and running, and filming 
began in earnest. 

The island we now know as Tasmania drifted away from 
mainland Australia some 12,000 years ago. The footage 
clearly shows that there are many creatures which are 
now unique to the island. Other species, whose cousins 
can be found on the mainland, have developed along very 
different lines, having adapted to the cooler climate and the 
unpredictable weather. The Tasmanian Giant Lobster for 
example weighs in at five kilos and can be up to a metre 
long, taking forty years to grow fully. The wombats, nocturnal 
elsewhere, wander freely during the day here, and the egg 
laying echidnas have hair to keep them warm, rather than the 
spines of their counterparts across the Tasman Sea. 

In the words of Attenborough’s narration, “Tasmania is 
Australia with a twist.” 

The duck-billed platypus features significantly in the film. It has 
no predators on the island, and it has consequently adapted 
to become three times the size of its mainland cousin, with 
none of the latter’s shyness. In order to keep warm in winter 
the platypus needs to eat incessantly, sometimes hunting for 
ten hours a day. A memorable sequence shows one of these 
strange creatures nonchalantly ambling across country, from 
one stream to another, in broad daylight.

The island’s extreme seasonal changes are beautifully 
photographed and the early scenes of a snow-covered 
mountainous landscape with a foraging wallaby immediately 
captures the attention of the viewing audience. 

Plowright and Hayward worked together as they filmed all the 

wild Tasmanian Devil footage, including the amazing close-up 
of a salivating animal noisily crunching bones. Relative to its 
size (as big as a medium-sized dog) the creature has the most 
powerful bite in the natural world. The cinematographers’ 
perseverance ensured the capture on film of complex mating 
rituals and touching scenes which depict the tender side of 
the marsupial females as they bond with and take care of 
their young. Such scenes rather refute the devils’ fearsome 
reputation. There are also high definition close-ups of newly 
born and under-developed devil babies suckling sightlessly.

The cat-sized Eastern Quolls, which were once widespread 
on the mainland, are now found only on the eastern side of 
the island, but as Simon and Nick’s footage of these small 
nocturnal relatives of the Devil shows, they are making a slow 
recovery. The film contains some dramatic fiercely competitive 
hunting scenes as the quolls squabble over their prey. 

Nearhos worked alongside field producer Matt Hamilton 
and he was responsible for the scenes with wallabies, Jack 
Jumping ants and Little Penguins. Film of the penguins 
leaving the water at night to avoid predatory gulls and other 
birds was challenging, but with the use of cleverly located 
LED lighting Nearhos was able to capture the male penguins 
dashing ashore on Bruny Island to bring food to the females 
and nestlings. Such is his ingenuity that he built frames for a 
couple of low wattage LED lights and erected them along the 
beach near the penguins’ path. These were able to throw a 
sidelight to provide subtle illumination as the birds anxiously 
sought the safety of their burrows. 

The LED lights are a huge development on previous lighting 
methods where the need to muffle the noise of a generator 
could be an additional hurdle to be overcome. From within 
an igloo-shaped hide, Nearhos could shoot inside a Little 
Penguin’s burrow through the entrance of man-made 
concrete burrows that are igloo shaped. These are made by 
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A Wombat on the search for food in ‘David Attenborough’s Tasmania’ - PHOTO Stephen Dunleavy/Terra Mater



Peter Nearhos ACS filming jack jumper ants at their nest for ‘David Attenborough’s Tasmania’ - PHOTO Matt Hamilton/Terra Mater



conservation groups to provide a secure nesting place for 
the birds. “All this low light penguin footage was filmed on 
the Sony A7sII which seems to have a sweet spot around 
16,000 ISO, though we often went higher,” explains 
the cinematographer. Nehros was able to throw some 
low wattage LED light beside the lens, in an unobtrusive 
way, which the penguins happily ignored. The film shows 
some excellent footage of penguin chicks peering from the 
sanctuary of the soft feathers between their parents’ feet.

The white wallabies were less problematic and as they also 
have no natural predators on the island, their numbers are 
growing. Nearhos was able to drive around until he saw 
groups from a distance and then with the stealth and patience 
of an experienced wildlife photographer, he was able to get 
up close enough to film them. Producer Hamilton is also an 
experienced cinematographer and he filmed many of the time-
lapse scenes.

Nearhos would agree that there is no substitute for 
experience, and Hayward put this succinctly, “Knowledge of 
the locations and the techniques for filming these critters in 
the wild has been built up over the years.”

The production was put together within a few months after 
the initial false start. Apart from researching the best locations, 
getting the necessary permission when filming was to be on 
private land, and ensuring the equipment was fully functioning, 
preparation was kept to a minimum and work in the field 
maximised. 

I wondered if it becomes tedious waiting for the perfect shot, 
but all three photographers refuted this. They clearly love 
their work, “If you are engaged with your subject it rarely 
gets boring,” says Nearhos, with Plowright adding, “When 
I sit in a hide or wait in the forest it gives me nothing but 
pleasure.” Hayward also adding, “One of the great joys of 

wildlife filmmaking is to sit quietly in the bush and absorb 
the environment.”

On the technical side, I asked about the equipment used 
to get the best shots. Nearhos mainly used a Sony F55 
with Canon EF glass and a RED Epic for the forest scenic 
shots. He also used Sony A7sIl for low light scenes. Other 
equipment in his field bag included a Nikon macro glass, 
a Bosher straightscope kit and a Sachtler Video 25 tripod. 
He improvised with a home-made slider dolly and he also 
constructed his own low-wattage light frames.

For this project, Plowright and Hayward sometimes had three 
cameras rolling once the lighting was in place. They used 
two Sony FS7s and an action camera near the animals. They 
explained that the FS7 is a good choice for filming nocturnal 
creatures as the native 2000 ISO works well. They are 
planning to change to Panasonic Varicams in the future as the 
native ISO of 5000 will enhance the detail even further. 

To echo Nearhos’ enthusiasm, Plowright and Hayward are 
also big fans of LED lighting. They used several Fresnel lights 
and panels which were all battery powered. Plowright recalled 
previous shoots where lengthy cables were needed to ensure 
the generator was as far away as possible in order to minimise 
the chances of startling the wildlife. Hayward pointed out that 
the cables needed to be elevated to prevent the Tasmanian 
Devils from chewing through them. 

Neither cinematographer miss the days when the only 
option was to dig and roof a pit for the generator in order 
to muffle its constant buzz. The pair have collaborated on 
many productions over the years and specialise in lighting 
the wild animals cinematically, where possible using camera 
movement to create sequences which have a bold narrative 
feel.

Plowright also explained that wild animals need time to get 
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Sunset at Bruny Island, Tasmania, from ‘David Attenborough’s Tasmania  - PHOTO Matt Hamilton/Terra Mater
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used to the lights and that it is important to be able to control 
the lighting set up with DMX and all lights must be capable of 
dimming from 0 -100 percent. As the animals wander near to 
the chosen spot, they are potentially very nervous, and you 
must be able to raise the lighting very slowly from the filming 
hide to a point when exposure is possible. Experience, again, 
is invaluable here.

There are specific techniques which are invaluable when 
filming insects and other small creatures. Nearhos enjoys 
macro filming them and he appreciates the predictability of the 
insects’ behaviour. “You put the characters in - the hunter 
and the prey or the male and female – and they do their 
stuff without worrying about the big lumbering humans 
around,” he explains.

For these detailed shots, Nearhos previously filmed on S16 or 
HD with 2/3inch sensors where there was significant depth of 
field, but then 35mm sensors were used, then 4K, 5K and 6K, 
with the result that the depth of field was lost. He got around 
this by using different lenses, and by follow-focus rings instead 
of adjusting the lens barrel by hand. In some circumstances it 
was necessary to use the frame crop to 2K on the F55, or just 
3K on the RED. In this way you can get greater magnification 
and consequently overcome the depth of field problems or the 
limited frame coverage on those older macro lenses that were 
made for the S16.

As with all the work with which Sir David Attenborough 
is associated, this documentary has an ecological and 
conservation message. Plowright has been filming Tasmanian 
Devils in the wild for thirty years and over that time it has 
got progressively more difficult. Previously there was an 
abundance of the animals which meant there were ample 
opportunities for interesting shots. Now it is much more 
restrictive, and the lower population has resulted in the 
animals being more nervous around humans. In past times the 

greater numbers meant the devils had to be more competitive 
with food and space and more likely to ignore an unobtrusive 
cameraman.

One of the reasons for the rapidly declining numbers is the 
recent and devastating epidemic of facial tumour disease. 
Plowright also explained that environmental changes have 
also reduced the population. “In the area where I worked 
with devils for years, the population has been decimated by 
a new road and a dramatic increase in traffic levels due to 
new developments in the area.”

Plowright appears in front of the camera in Devil’s Advocate. 
He highlights the animal’s decline and there is some upsetting 
footage of devils with the fatal tumours. The cinematographer 
comes across as a dedicated outdoorsman who has 
championed the creatures over many years. At one point, 
when talking about their dilemma, he found it hard to control 
his emotions. He is anxious to raise awareness and now 
spends a lot of his time taking enthusiasts on night treks to 
observe the animals, to significant acclaim. 

One trekker remarked: “This is as good as anything I have 
ever seen on the planet.”

It would be a tragedy if the devils’ fate mirrored its distant 
cousin the thylacine (or Tasmanian Tiger) which was ruthlessly 
hunted to extinction by early settlers. The thylacine was an 
even larger carnivorous marsupial with distinctive stripes on its 
lower back. The film shows black and white footage from the 
1930s of the last of the species, filmed at Hobart Zoo. That 
individual died in 1936. 

On a more positive note, there has been a vaccination 
programme for the Tasmanian Devils and there seem to be 
individuals who are immune to the facial tumour disease. As 
these individuals interbreed there is likely to be a generation 

Aurora Australis flickers over a Tasmanian night sky in ‘David Attenborough’s Tasmania’ - PHOTO Matt Hamilton/Terra Mater



who have a natural resistance to it. The Eastern Quolls are 
also slowly increasing in numbers on the island. 

When I asked about the theme of David Attenborough’s 
Tasmania, Nearhos was able to refer to producer Matt 
Hamilton’s talents. Hamilton had in fact just completed a 
rainforest film in South East Asia and he knew the value 
of having lots of pleasing to the eye atmospheric forest 
footage. The use of a smoke machine and a slider were thus 
utilised. The drifting, lyrical atmospheric forest shots are used 
throughout to link the animal behaviour footage and enhance 
the film’s appeal to show the uniqueness of the island, both 
flora and fauna. 

There is some special footage in the film of the Southern 
Lights or ‘Aurora Australis’. It is rare to see this, but Nearhos 
and Hamilton witnessed it one night off Bruny Island and used 
the time lapse setting on the Sony A7 to capture it. Although 
the breath-taking yellow/green phenomenon is visible in the 
night sky to the naked eye, the A7 discerns a lot more and the 
resulting shots are amazing. 

Ever willing to improve his work Nearhos has already decided 
that if the opportunity presents itself again, he would use the 
ISO on the A7 to make a shorter exposure and interval to give 
more frames and thus a longer sequence.

Of course, when you are a wildlife cinematographer you must 
be philosophical about your work. Sometimes the shots that 
you become most excited about disappoint, and of course 
the editor has the final say about what is and what is not 
included in the final product. There was an exciting shearwater 
night sequence which Nearhos filmed, but only so much can 
be squeezed into an hour’s viewing, and sadly it hit the cutting 
room floor.

Nearhos and Hamilton filmed much of the footage together, 

as did Plowright and Hayward and all agreed that being 
able to bounce ideas off one another is advantageous to 
making optimum use of shooting time. Certainly, each has an 
excellent reputation within the wildlife cinematography field 
and producers know where to go for quality work. As Nearhos 
says, “Once you do a good job on an animal people ask 
you to do them again and again.”

Hayward’s Lyrebird sequence shot for David Attenborough’s 
Life of Birds (1998) was once voted by the British public as 
their ‘favourite Attenborough moment’.

Peter Nearhos ACS, Simon Plowright and Nick Hayward 
are examples of folk who have rejected a nine-to-five city 
existence in favour of something they love. Being out in the 
field in wild locations, waiting patiently to capture a perfect 
moment to tell a true story as it happens is, for these guys, as 
good as it gets.

Hayward recalls,“On the northwest coast we filmed the Cape 
Barren geese flying out to the offshore island to roost. 
Flying across the ocean at sunset, the scene was like a 
beautiful Japanese oil painting all captured on the film.”

Plowright remembers sitting quietly for several weeks outside 
a remote den waiting to film the first steps of baby Tasmanian 
Devils with their mother. “During the time when they weren’t 
out, which were very long hours, I had all sorts of wildlife 
playing around me. Several species landed on me or walked 
over me. I cherish those moments so much.”

And although Nearhos may not exactly love the Jack Jumper 
ants, his curiosity and enthusiasm for his work is infectious 
and almost compensates for the occasional painful bite.

Colin Rampton is a freelance writer and former teacher. He recently 

returned to England after more than twenty five years living in Hong Kong.  

Rampton is passionate about natural history and environmental issues.
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Peter Nearhos ACS films a White Wallaby for ‘David Attenborough’s Tasmania’ - PHOTO Matt Hamilton/Terra Mater
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Peter Nearhos ACS behind the camera in the Tasmanian wilderness - PHOTO Damon Heather/Terra Mater



BUOYANCY
Inspired by the real-life plight of workers sold into  

Southeast Asia’s fishing industry and featuring a  

powerful performance from its first-time star,  

Buoyancy is a gripping high seas drama shot by  

Australian cinematographer Michael Latham.

- by Michael Latham



Chakra (Sarm Heng) in a scene from ‘Buoyancy’ - DOP Michael Latham, PHOTO Rafael Winer



Director Rodd Rathjen and I have known each other for over 
ten years. We met at film school when we were studying 
together. We had talked about the concept of the script prior 
to him writing it as I strangely have a close connection to 
that world. I was born in Bangkok, and I have parents that 
are indirectly involved in anti-human trafficking advocacy in 
the region. Coming from that background I knew how brutal 
modern slavery can be and how important it is to tell that 
story.

From a technical point of view we both knew from the 
conception that a film set on water was going to be a 
challenge, however when Rathjen and I went to Thailand for 
development and to document the Thai fishing industry we 
realised it was going to be even harder than we first thought. 
It was a dangerous world with a lot to hide and so there was 
very little access.

It was clear early on that it was important to Rathjen that 
the film didn’t feel like a documentary. Trying to find that 
balance was what most of our conversations were about. In 
the end we found a mutual reference in the Steve McQueen 
film Hunger (2008, cinematography by Sean Bobbitt BSC). It 
was realistic without the documentary feel. The problem with 
that reference was that Hunger is beautifully lit in a controlled 
environment. I knew I wouldn’t have that luxury with our time 
and budget constraints so I was trying to figure out how to 
achieve a separation from realism when basically shooting in 
a documentary environment. In the end I decided to push to 
shoot anamorphic as a way to create that separation in the 
look and feel.

Unusually I am more involved in the design, costuming and 
coverage of a film but this one was a little different. Rathjen 
was very clear about what he wanted down to the point of 
storyboarding the film in almost its entirety. This became a 
huge asset later on as logistically shooting on a boat is a 
nightmare. Every little detail effected our schedule, from which 
side of the boat we were shooting to if there were fish on the 
deck to if nets were in the water and so on. A lot of my pre-
production was just pure logistics; how we were going to be 
able to achieve everything as efficiently and cost effectively as 
possible.

“Coming from that 
background I knew how 
brutal modern slavery  

can be and how important  
it is to tell that story.”

The camera package was the ARRI Alexa Mini. Of course I 
would have loved to shoot film but it wasn’t practical. The 
Mini has been my preferred package as it has the ‘ARRI 
look’ at half the weight which I think is important in keeping 
things moving as quickly as possible. It requires less rigging 
and camera support as well as enabling us to get into tighter 
spaces. In keeping with speed and flexibility I was pretty 
adamant in making sure everything was wireless, along with 
the fact that a boat with a full crew is a surprisingly tight space 
and anything extra to trip on around water is not where I 
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Chakra (Sarm Heng) in ‘Buoyancy’ - DOP Michael Latham, PHOTO Rafael Winer



Director Rodd Rathjen and actor Sarm Heng (Chakra) filming ‘Buoyancy on location - PHOTO Rafael Winer



wanted to be.

The lenses we chose were Kowa Anamorphic for their 
character and also supporting that idea of separating the film 
from a documentary aesthetic. I wanted to steer clear of the 
shiny commercial character that some of the more modern 
anamorphic lenses have. The world of Buoyancy is warm 
and I wanted the image to reflect that. All of this was good, in 
theory, but it took our poor producer Sam Jennings the better 
part of two weeks to source and negotiate a set of lenses 
in Asia. Luckily for me she persisted and fought to get a set 
flown in, but it was definitely a thorn in her side. 

“Ultimately shooting on 
water is about adapting  

and problem solving.”
Shooting on the water was a huge conversation. We 
discussed just about every option on how to achieve it from 
dry docking the boat right through to building a bridge into the 
middle of the ocean. In the end we ended up with a support 
barge that we would dock alongside our boat which appears 
in the film. It gave us more flexibility as we could keep crew 
and supplies on there. 

Knowing this was the plan we had to know which direction we 
were looking, as to where the boat had to be attached to the 
barge. If we were shooting up the front of the boat we would 
need to be docked from the back as so on. Minimising these 
moves was vital as it was a half-an-hour process. This is when 

Rathjen’s storyboards became vital. I mapped out every shot 
into floor plans to understand our field-of-view and where 
we needed to be docked. I would then sun track all of those 
floor plans and write what time of each day I thought could 
work for each scene, and that would get accounted for when 
possible into the schedule.

The main issue with shooting out on open water is it costs 
a lot of time and money to get far enough out to where you 
can’t see land. Your only real option is to shoot close to the 
coast and use the 180-degree view out to the water. But 
that is easier said than done because it’s rare that a coast is 
straight and there is an island or headlands in the way. The 
other issue for us was in Cambodia the sun rose from the land 
side so in the morning everything was horribly front-lit. 

During location reconnaissance I had a spot picked out 
that gave me almost a 210-degree clean view of the water 
allowing me the best chance at angling the boat for the sun, 
but we only ended up shooting there one day. The seas were 
too rough that day and it was smashing the boat against 
the barge. We couldn’t risk the safety of the crew and we 
were loosing a lot of time so we had to shoot a lot of the film 
in more sheltered areas. This made it very difficult to avoid 
seeing any land whilst trying to adjust for light. My 210-degree 
view turned into a 90-degree view and keeping the boat 
straight is neigh impossible as currents push it around 
constantly even with two anchors. We would sometimes start 
a take and by the end a headland had crept into shot. 

Simple coverage like a reverse shot scene becomes so much 
more complicated as the reverse might have land in it and 
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Rom Ran (Thanawut Kasro) in a scene from ‘Buoyancy’ - DOP Michael Latham, PHOTO Rafael Winer



Rom Ran (Thanawut Kasro) in the film ‘Buoyancy’ - DOP Michael Latham, PHOTO Rafael Winer



you can’t just flip the boat because it throws your lighting 
continuity out with the sun. There was a lot of angling the 
boat into a position just past the right angle then hoping it will 
drift into the correct position through the take. For some of 
the more complicated scenes we would venture out past the 
bay or into deeper water but for the most part we played this 
juggling act. 

Once you go into night you have the same problem but a 
new one arises; you are still trying to avoid land but the only 
way to light the ocean is to backlight it because of its angle 
of reflectance. We were brainstorming all sorts of ideas like 
rigging off the boat to balloon lights out in the middle of the 
ocean on a smaller boat. That idea was pretty quickly shut 
down as it turned out Cambodia didn’t have a huge supply of 
helium and so we would basically need the whole country’s 
supply. Importing turned out to be too difficult and expensive 
so we ended up moving locations and shot with a pier deep in 
the background on which we put lighting up on a crane.

Ultimately shooting on water is about adapting and problem 
solving. There was always a variable that came up and we 
just had to try and make it work. It was definitely character 
building.

I had a full Cambodian crew; camera, light and gripping. 
They were awesome and all worked hard at getting me what 
I needed. They kept me and the rest of the crew safe in an 
unpredictable environment and toughed out the shoot with no 
complaints, which is saying something when you’re in tropical 
heat with no shade on a rocking boat with the smell of fish.

Rathjen’s inspiration for certain scenes had come from stories 

from real slavery fishermen finding decomposing body parts 
in fishing nets. The stories you hear are sometime so crazy 
they are hard to believe, but every now and then you would 
get reminded of the reality of the situation. We were doing a 
scene where a dead body floats past our boat and Rathjen 
was directing the actor to posture himself correctly. One of 
our other actors, who was himself a survivor of a slavery 
fishing boat, pointed out how when he saw dead bodies they 
would float a certain way depending on their size and state of 
decay. It is shocking to think that someone might have seen 
one victim floating in an ocean let alone so many. It was these 
glimpses of their ordeals that were so humbling.

“Shooting on water was  
a huge conversation.”

Sadly I missed the grade. I had another shoot in Brazil and 
the timing was really specific on both projects so we couldn’t 
make it work. Rathjen knows what he wants so I didn’t feel 
worried about it. Our colourist would send stills and I would 
give notes. It’s always challenging not being in the room so 
you have to trust that you are doing what is appropriate for 
the story.

I always find it hard to separate my work and the inner 
criticism. I think there is something to be proud of in the 
achievement of completing a film on an independent budget 
in a tough environment and about such an important topic. 
The credit goes to the whole cast and crew for pulling through 
to make it happen.
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The trawler at sunset in a scene from the film ‘Buoyancy’ - DOP Michael Latham, PHOTO Rafael Winer



I think we set out to make a film that shines a light on 
modern-day slavery through the journey of our main character. 
Hopefully we made something that carries a story, engages 
an audience, makes them feel something and ideally makes 
a little bit of a difference in the world. If we have achieved that 
then to me that is success.

I think within context of the restrictions there is not much that 
could have been done differently. Of course there are the little 
things that you would change but do they make a difference 

Cinematographer Michael Latham shooting ‘Buoyancy’ on location - PHOTO Rafael Winer

Cinematographer Michael Latham shooting a scene from ‘Buoyancy’ - DOP Michael Latham, PHOTO Rafael Winer
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to the final film? Probably not. When you are at the mercy of 
the elements so many of the challenges were unique to the 
day depending on the ocean, the weather and the action 
in the scene. I wish there was a silver bullet to shooting on 
water but I have a feeling even people that spend a life time 
capturing that environment are still at its mercy.

Michael Latham is an award-winning cinematographer known for his work  

on Island of the Hungry Ghosts (2018) and Strange Colours (2018).



SECRET 
BRIDESMAIDS’ 

BUSINESS
Shot by Tristan Milani ACS and the  

first high-end drama from production company  

Seven Studios, Secret Bridesmaids’ Business  
is a suspenseful thriller series that sets a 

new standard for Australian network television.

- by Calum Riddell



Georgina Haig as Olivia in ‘Secret Bridesmaids’ Business’ - DOP Tristan Milani ACS



Seven Studio’s new nail-biting romantic thriller, Secret 
Bridesmaids’ Business, represents a shift in the current trend 
of Australian television towards authentic, character driven 
stories that speak to a more modern audience. 

The cinematography of Secret Bridesmaids’ Business 
juxtaposes intense dark visuals of the thriller genre with a 
naturalistic beauty that allows space for story and character; 
a more sophisticated and cinematic approach to commercial 
television.  

The series follows three best friends, Melanie, Saskia, and 
Olivia, in the months leading up to a wedding. Shown in 

disjointed, intriguing flash-forwards that hint at danger 
and tragedy. The tensions rise as secrets are revealed, 
a dangerous stranger forces his way into their lives, and 
Melanie, Saskia, and Olivia turn to each other in order to 
survive. The six-part thriller series premiered on Channel 
Seven from 29 September, and is available to stream free on 
7Plus.

The set-up director Tori Garrett (episodes 1-3) and director 
Jennifer Perrot (episodes 3-6), had a challenge ahead of 
them. The characters in Secret Bridesmaids’ Business are 
placed in three incredibly different worlds. From seemingly 
idyllic Bayside suburbia, to the vast vineyards and horizons of 
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the Mornington Peninsula, intercut with the city of Melbourne’s 
high-rise skyscrapers and dynamic bars and restaurants. 

Tristan Milani ACS is well known in the the industry having 
shot films such as Rowan Wood’s excellent The Boys (1998), 
as well as both Balibo (2009) and Paper Planes (2014) for 
director/producer Robert Connolly. The cinematographer was 
tasked with bringing these worlds together and creating a 
visual style that would carry a series through tonal shifts; from 
romance to high-stakes thriller. 

Secret Bridesmaids’ Business marks Milani’s first time back 
to television in Australia for a number of years and may be the 
driving reason that his approach to this show was so singular. 
Taking time away from the fast schedules and sleepless nights 
of the Australian television world, Milani has been focusing 
on feature films and commercials. Coming back to Australian 
television, he approached the series as “six one-hour 
movies,” demonstrated in the sweeping approach to building 
each location and the careful approach to character.

The show itself utilises darkness, contrast and powerfully 
still frames to allow the audience to observe the characters 
as they each have moments where their world falls apart. 
Traditionally, our network television has been bright and 
constantly-moving to stimulate a traditional television audience 
and create ‘sticky drama’ that keeps viewers from changing 
the channel. 

However, as streaming services rise and the content game 
grows ever competitive, audiences are looking for premium, 
complex drama that they will watch how and when they 
want. A modern audience requires a modern approach to 
cinematography, with the support of the network, Milani 
was trusted to let the visuals echo the dark and suspenseful 
undertones of the story.

The outstanding result of this complementary approach is the 
product of Milani and Garrett’s long history working together. 
“Garrett is wonderfully responsive to visual ideas on the 
run,” Milani says. “She is really responsive and respectful. 
Hence the quality of the show we have got.” The two have 
worked together for close to fifteen years, harking back to 
shooting commercials in Asia. This succinct, experienced 
and concise shorthand can be observed by anyone in pre-
production or on set as they approach every story beat as a 
team, and let the story influence every frame.

“The whole approach was 
simple and unpretentious.”

Milani had four weeks pre-production prior to a ten week 
shoot, mostly in Melbourne, with two regional stints down on 
the Mornington Pensinula. 

Secret Bridesmaid’s Business was shot on Panavision 
PVintage lenses, aided by two Primo Zooms from Panavision, 
17.5-75mm and 24-275mm. The camera package included 
two ARRI Alexa Minis for A and B Camera, with an Alexa XT 
for the C camera that would occasionally be brought out. 
The PVintage lenses were suggested by director Tori Garret, 
so Milani brought his daughter Gigi Milani to Panavision in 
Sydney for some key light tests.

In pre-production, camera tests were shot on the Primo 
Lenses, Noir Primo No.3’s and Ultra Speeds, and screened 
at Blue Post in Melbourne for the producers, director, and 
colourist to see. The approach to the show became about the 
faces and how they resolve on camera. Tristan’s approach to 
the visuals was all around audience empathy. 

“To make the show successful, I have to make the audience 

Abbie Cornish plays Melanie in ‘Secret Bridesmaids’ Business’ - DOP Tristan Milani ACS
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love these girls,” explains Milani. “So, I have to light soft. 
Even though they don’t always make the right choices… you 
still have to love them.” 

With the fast, twenty-five day per block schedule and the 
complicated locations, there was a need for speed and natural 
beauty. This informed many of the creative decisions such 
as the soft aesthetic that echoes the seasonal, overcast drift 
from autumn to winter that motivated and aided the dramatic 
turning of the show.  

The lenses and the testing that was done became very 
important as the schedule grew tighter. The production 
needed a lens that could carry the show on sometimes natural 
light only, resolving and sculpting faces with a soft glow and 
character that kept skin tones very grounded in the real world. 
Following the tests, the PVintage lenses were selected as they 
seemed to soak up the light and resolved softer due to their 
older glass and lack of coating. 

The one small issue became the colour shift in the set due to 
their age. The wider lenses were warm, red and soft whereas 
the longer lenses, particularly the 50mm, 75mm and 100mm 
were sharper and cooler. This was to be fixed in post, by 
talented colourist Marcus Smith whom Tristan consulted with 
regularly during pre-production.

Milani’s filmic approach to cinematography with his use of 
in-camera filtering and film-style lighting resulted in pushing 
the ALEV III sensor to its limits. “The thing with Australian 
television is that we normally can’t use the best technology 
available to us. We wanted it to be natural and use the 
great technology we have, go with it, trust it and understand 
it,” he says. This embracement of what is possible with 
modern technology is what grants the show its elegance and 
simplicity. Allowing for a minimal lighting approach and equally 

restrained camera movement became the building blocks of 
the show’s style. “When in doubt, go wide.”

The cinematographer is the self-proclaimed master of the 
wide shot, believing it allows for symbolic representation of the 
character and allows space for the actors to play and become 
part of their own world. Secret Bridesmaids’ Business defies 
the modern approach to television of using the camera to 
force or push moments on the audience and instead hold still 
to let the action play within the frame.

“Director Peter Weir  
taught me that I need an 
A list and a B list when it 

comes to coverage.”
There is also a significant use of the 35mm close-up, to bring 
the audience not only close to the characters but to their 
world as well. This style of close-up is a modern approach to 
storytelling that has been embraced by shows such as HBO’s 
mini-series Sharp Objects (2018, cinematography by Ronald 
Plante CSC and Yves Bélanger CSC) and Netflix’s Russian 
Doll (2019, series cinematography by Chris Teague). Both 
strong visual references for Milani and Garrett. “You have to 
see the girl’s eyes,” says Milani. “We wanted to avoid close-
ups on 100mm lenses, we wanted to be there with them.” 

Milani and Garrett wanted to avoid the look of the actors’ 
heads floating in front of a bokeh filled background, 
disconnecting the audience from the character. This 
philosophy allows for a stonier form of storytelling, slowing 
down the camera and having the confidence in the set design 
and the actors to play. All the worlds of Secret Bridesmaids’ 
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Business were designed with care and precision by 
production designer Ben Bangay, and Milani’s frames allowed 
these worlds to exist authentically, grounded and connected 
to character. 

“The whole approach was simple and unpretentious,” 
explains Milani. During production there were a few instances 
where the cinematographer’s advocation for modern 
technology and the utilisation of as much natural lighting as 
possible landed him in a bit of trouble and forced him to put 
his money where his mouth is. 

On the 84th floor of the Eureka Tower in Melbourne was the 
set for Saskia’s office. “We had to pull the blinds down and 
play to the sun; the schedule made this very hard,” he says. 

Due to the size of the floor to ceiling windows, NDing them 
would be near to impossible with the time frame they had so 
they had to just make it work. While the light made the space 
daunting and restrictive, Milani and Garrett worked closely 
with gaffer Laurie Fish and key grip John Regan, and blocked 
the cast precisely so they could gain the coverage that they 
needed and not lose any natural beauty or performance. 

“Director Peter Weir taught me that I need an A list and 
a B list when it comes to coverage,” the cinematographer 
muses. “The A list is the must get and the B list is 
everything else that is nice to have. It’s a great thing to 
teach. It’s all about what you can get done in a ten-hour 
day.”

The scenes shot at Olivia’s home among her vineyards 
encompasses the style and elegance of the visuals within 
Secret Bridesmaids’ Business. This was shot with an ARRI 
Alexa Mini at 4500K with a 50mm Panavision PVintage lens 
that is hardly graded, and no artificial lights were used. It 
utilises the natural beauty of the location at the right time of 

day, allowing the actor and set design to triumph in frame. 
Milani starts every conversation with where the key natural 
light belongs, and lets everything else fall into place. 

The cinematographer praises the producers Maryanne Carroll 
and Amanda Crittenden for their embracing of story and 
fighting for the vision of the director, “We chose locations to 
suit the characters and the producers were so good, they 
somehow just got them!”

The show’s incredible setting is one of the most captivating 
characters within the story. The use of locations, palettes and 
tones that so accurately represent the world they inhabit is 
what allows the audience to love and engage with these three 
authentic women. It is a real merit to the work of the design 
team, lead by production designer Ben Bengay and costume 
designer Penny Dickinson.

“I wasn’t going to rely on 
post-production to give me 

the look I wanted.”
For a cinematographer, this challenge of the division and 
integration of three words into a larger narrative is both 
daunting and exciting as it allows for so many possibilities and 
techniques to differentiate the worlds. Milani’s filmic approach 
to his craft can be seen as an example in his world building.

“I went all filmy and brought in-camera filtering back,” he 
explains. “I wasn’t going to rely on post-production to give 
me the look I wanted. I would never ask for the look of a 
Chocolate 1 filter on an image. In my experience it never 
looks right.”

When testing Melanie’s house, Milani added a Chocolate 1 

Olivia (Georgina Haig) in ‘Secret Bridesmaids’ Business’ - DOP Tristan Milani ACS
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filter that made the whites warmer and ultimately made the 
house feel older and more run down. This is to reflect the 
characters dichotomy of the two worlds that she inhabits. The 
warm home with her two kids and loving husband, which is 
beautiful but crumbling under the surface; compared to the 
cooler, sleek display home village where she is harbouring a 
secret. 

“It’s all about what you can 
get done in a ten-hour day.”

This frame is lit with a 4K par through the window coupled 
with the cinematographer’s favourite light sources in the 
bedroom on the left, the source 5 and source 6 pattern 
projectors. This one in particular is an out of focus gobo 
projected at 3200K on the bedroom wall to provide depth and 
separation. 

As a result of the naturalistic approach, the lighting philosophy 
was to embrace the lack of backlight and use lighting walls 
and practicals as a way to add depth and separation to the 
image. This was not only due to time constraints but was 
about building the environment and creating a real space for 
the characters to inhabit. For Milani, it was always about “the 
faces” and also simply “what can you get done in a ten-hour 
day?”

“The rise of the streaming companies has had a very 
positive effect on the production values we need to bring to 
television production in this country,” Milani believes. The 
high-end nature and production value of streaming content 
has forced television to push the boundaries and take more 
risks with visual storytelling. Ultimately allowing the approach 
to television to be done from a more filmic and cinematic 
style, opening the door to the possibilities of the cinematic 
language.

The minimalistic beauty of Tristan Milani ACS’ work on Secret 
Bridesmaids’ Business highlights the changing nature of our 
industry and also shows what can be done with a united 
creative team, and trust and support from a network. This 
show is an example of premium drama in Australia that 
continues to encourage intelligent cinematic storytelling that 
pushes the boundaries of traditional commercial television.

Tristan Milani ACS has shot ten feature films, one IMAX film  

(Solamax in 2000) and over forty short films. He has been nominated  

for seven AFI/AACTA awards for cinematography and won  

eleven Australian Cinematographers Society Awards.

Calum Riddell is a Scottish cinematographer based in Sydney.  

He has worked on a number of award winning short films,  

music videos and filmed commercials both here  

in Australia and overseas.
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(L-R) A-Cam Operator Cameron Morley, B-Cam 2nd AC Jason Morling, Video Split Ryan Payne, B-Cam 1st AC Corydon 
Anderson, B-Cam Operator Kevin Campbell, Additional AC Marco Mitchell, A-Cam 1st AC Matt Dobson, A-Cam 2nd AC 
Aidan Heller and Cinematographer Tristan Milani ACS - PHOTO Supplied
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BETWEEN 
TWO WORLDS

BETWEEN 
TWO WORLDS
From one of Australia’s most prolific writers Bevan Lee  

(Packed to the Rafters, A Place to Call Home, All Saints)  

comes an intense, high-concept drama series.

Between Two Worlds sees two-time AACTA nominee 

 for ‘Best Cinematography in Television’ Henry Pierce ACS  

(A Place to Call Home) behind the camera.

- interview by Simon Stephens

Hermione Norris plays Cate Walford in ‘Between Two Worlds’ - DOP Henry Pierce ACS, PHOTO Nicholas Wilson



AC Can you describe this project a little, in your own  
 words?

HP Between Two Worlds is a contemporary drama set in  
 Sydney. It follows the life of a super rich family and 

also a widowed mother and her family from the suburbs. The 
story has many twists and turns and high drama about these 
two families or ‘worlds’. The scripts are real page turners and 
beautifully written by Bevan Lee.

AC How did you initially get involved on Between Two  
 Worlds? Had you worked with any of the producers 

or creative team previously? 

HP The show was produced by Julie McGauran, Chris  
 Martin-Jones, and Lesley Parker. I had worked with 

this team on A Place to Call Home and also McGauran on 
many other projects as well. They asked me to come onboard 
last year. I had no hesitation as I have always had great 
experiences with this team previously.

AC Was there ever a discussion on what to shoot with,  
 and how involved where you in those discussions? 

What factors did you take into consideration when 
choosing what cameras to shoot with, both aesthetic and 
financial?

HP One of the great things about working with these  
 producers is they provide for creative freedom. It 

was totally up to me as to what camera and lenses to shoot 
Between Two Worlds. 

I had been to Panavision last year when they had a workshop 

showcasing the new Millennium DXL2 at their office in Lane 
Cove and was very impressed with that system, along with 
the beautiful Artiste Lenses. I really feel this camera is a game 
changer and couldn’t wait to use it on my next show. My 
other consideration was the Sony Venice, but after testing 
both cameras together the Venice did not even come close. 
I had used the Sony F65 on A Place to Call Home before 
and loved it’s look, but I have to say I feel the Venice is not as 
good as the F65. 

“I really feel this camera 
is a game changer and 
couldn’t wait to use it  

on my next show.”
Panavision’s DXL2 with its full-frame sensor, combined 
with the Artiste lenses, is just magnificent. As always there 
are budget considerations, but we were able to do the 
deal thanks to Paul Jackson and his very helpful team at 
Panavision Australia. The DXL2 gives me a real cinematic look 
which is something we talked about with the producers at the 
beginning, along with director Kriv Stenders.

AC Can you talk about that ‘cinematic look’ you’re  
 talking about? What references were you 

working from? What was your collaboration like with the 
production design team?
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Cinematographer Henry Pierce ACS and director Kriv Stenders consult on a shot, on location with ‘Between Two Worlds’ - PHO-
TO Brook Rushton



HP I am so pleased to be working again with production  
 designer Fiona Donovan, and have a great working 

relationship with her. Along with Stenders, we referenced 
Netflix’s House of Cards as a style. 

Along with the wonderful cinematic look of the DXL2, we are 
shooting in 2:1 format which I feel adds to this look. Framing 
wise, we want classic symmetrical frames for the actors to 
work in. Using elegant tracking shots and very much using 
the architecture of the locations. The colour palette is slightly 
muted with cool skin tones. It is a very exciting project to work 
on, especially having such creative freedom and support from 
the producers. 

AC Who were you working with in the camera  
 department?

HP I try and keep the same crew as much as possible.  
 I like a relaxed, happy atmosphere on set but also very 

professional. The operators and the first assistants camera 
are the people right in front of the actors, so it’s important the 
actors feel comfortable with them and are in a very supportive 
atmosphere. I had Geoff Owen on A-camera and Steadicam, 
with Pim Kulk and Roberto Tarrats as my first assistants 
camera. They certainly deliver in every aspect.

AC What was your shooting schedule like? Were you  
 shooting mostly location work? Did everything go 

as planned?

HP The entire job was shot on location. This presented  
 many challenges as we had nowhere to run when the 

weather turned bad. For me, planning and pre-production 

are vitally important. With the usual tight television schedule 
you need to know where all your major lighting is going well in 
advance so on the day you are just enhancing. Also, working 
ahead with the gaffer, so when you’ve lit one scene you are 
already thinking about the next. Every day is so busy for a 
cinematographer on these shows as you go from one scene 
to the next, day in and day out. 

“About three weeks into 
the shoot I go to a grading 
session with the first cut 
scenes and that’s when  
we really refine the look  

of the show.”
We were, however, very lucky with the weather. Our locations 
were simply fantastic; one being a very expensive penthouse 
right in the middle of the City, another a magnificent mansion 
on the water at Newport, and the weather really turned it on 
when we needed. I think the major locations we had made a 
huge impact on the look of the show, and I must give great 
thanks to Phillip Roope, our location manager, who did an 
amazing job in securing these locations for us.

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

Between Two Worlds? 

Cinematographer Henry Pierce ACS checking the frame on ‘Between Two Worlds’, with A-camera and Steadicam operator  
Geoff Owen and dolly grip Dave Shaw - PHOTO Brook Rushton
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HP During pre-production I do as much as I can alongside  
 the post-production facilities regarding the look, 

Look-Up Table (LUT) setup, how the rushes are seen and in 
what quality. Every job I insist that I am present at the colour 
grade which I never have any trouble with. I hear from other 
cinematographers that sometimes they are not involved with 
the grade, which I don’t understand as it is so important. 

About three weeks into the shoot I go to a grading session 
with the first cut scenes and that’s when we really refine the 
look of the show. I like the LUT to be as close as possible to 
the final look, which it generally is, but after that early grading 
session sometimes I’ll tweak it a little. It’s very important from 
day one that everyone sees fairly closely what the look will 
be so people in the wardrobe, hair and make-up and the 
art departments know how the colours they are using come 
up on screen. Equally, the producers need to see and feel 
confident in how it will eventually look.

AC Do you have a favourite shot or sequence in  
 Between Two Worlds? Why?

HP Probably my favourite sequence is the opening of  
 episode three. It starts with a very moody sex scene 

followed by a [Spoiler Alert] very dramatic murder scene. 
The first scene is highly -stylised at night, against windows. 
Lots of rim light and dark shadows. The murder scene is 
an interior day scene, again against windows, so more rim 
light opportunities. They are both beautifully directed; one by 
Stenders and the other by Lynn Hegarty. The actors did a 
fantastic job. 

AC On a show like this, how do you work to achieve  
 the ‘overall vision’ while still imparting your own 

unique perspective as cinematographer?

HP I had the blessing of great creative freedom on this  
 show but filming is a collaborative process. Stenders, 

Donovan and I really work very closely together during pre-
production to sort out the tone and style, then present it to the 
producers for their approval and input. 

“You need the best camera 
for the job and the right 

filters, but lighting is 
everything.”

For me, as a cinematographer, it eventually comes down to 
the lighting on set. I get great freedom there and luckily they 
like what I do. Lighting and composing a scene is still such a 
great joy for me and that is where the cinematographer really 
stamps his or her look on a show. You need the best camera 
for the job and the right filters, but lighting is everything. 

AC Looking back on what you had originally set out to  
 achieve making Between Two Worlds, do you think 

you succeeded? With the benefit of hindsight, what might 
you have done differently?

HP I think we are all very happy with the way the Between  
 Two Worlds turned out. We certainly had great 

Cinematographer Henry Pierce ACS behind viewfinder, with first assistant camera Pim Kulk in the background, on location with 
‘Between Two Worlds’ - PHOTO Brook Rushton
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Cinematographer Henry Pierce ACS with A-camera and Steadicam operator Geoff Owen - PHOTO Brook Rushton
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directors, weather, locations and a wonderful cast. From my 
point of view I am very happy with the look and can’t think of 
anything I would change. The DXL2 certainly exceeded my 
expectations. I did a lot of tests with the camera, but when I 
started putting it through its paces on location I was amazed 
with its incredible range and the beautiful quality of the lenses. 

I can’t wait to use the DXL2 again! 

Henry Pierce ACS started shooting television commercials in the early  

1980s for all the major advertising agencies in Australia. He has recently 

completed filming of Call The Midwife in London, airing on BBC1.

Clockwise, Key grip Paul Micallef (kneeling) and first assitant camera Pim Kulk behind the camera with cinematographer  
Henry Pierce ACS  - PHOTO Brook Rushton



58 /  NEW GEAR

NEW GEAR
Panasonic launches their dynamic new camera, the S1H, at an exclusive event in Sydney – by Clinton Harn

The perfect camera doesn’t exist. As 
I’ve said time and time again, there is no 
silver bullet. 

Cinematography and photography are a 
holistic art forms. While technology and 
specifications enables the acquisition 
stage more efficiently, working within 
and knowing gear limitations in a tech 
centric day and age inevitably forces 
you to create skill sets. By identifying 
what these limitations are, your 
expectations become realistic. 

Welcome to another instalment of New 
Gear. I have been on hiatus for a while 
with travel and work commitments, 
but it’s great to be back. In this article, 
I’m going through my thoughts on 
Panasonic’s newly released S1H. 

Full disclosure: I was supplied a pre-
production camera by Panasonic 
Australia and was also involved in the 
national launch. I have owned and 
gone through Sony, Canon and Fuji 
Mirrorless cameras, so it provided a 
terrific barometer and reference. In that 
time, I’ve done various jobs and utilised 
the camera in various settings. So, while 
I will provide some generic specs, easily 

found on a dozen online camera blog 
sites, the aim here is to provide an idea 
of how the S1H might apply itself in 
various scenarios.

“The perfect camera 
doesn’t exist.”

It’s a new release and I’ve done some 
decent hours on the camera. My initial 
thought was that this is a unit I wished 
I had a long time ago. The features and 
options available in a product this size 
is simply astounding. Truth be told, I’ve 
been using the EVA1, GH5 and GH5s 
for a lot of commercial work, and while 
the S1H may seem like a mirrorless on 
steroids or a baby version of the EVA1, 
there’s no denying that the main appeal 
is its full frame spec’d sensor, plus in-
body stabilisation. A bit more on that 
later.

For size, the camera is what you would 
expect when featured packed. The 
footprint is larger than the GH series 
and almost identical to the S1 and S1R. 

To a non-Panasonic user, this provides 
no clarity, so think the size of a full frame 

DSLR. It’s weighted well, feels chunky 
and robust in the hand, and sports an 
air vent for the internal fan, which makes 
the real estate slightly larger. Unlike the 
S1 and S1R, the S1H now incorporates 
an articulated screen, with a lower latch 
that allows you to orientate the screen 
away from the side ports, thus allowing 
for easier port access.

The physical body is littered with 
function and programmable buttons. 
Including the shutter button, the two 
additional red coloured coded video 
buttons allows users to button on 
record front and back in the event when 
the camera is positioned on a gimbal, 
jib, high or low.

Like all cameras these days, 
connectivity is a breeze, and almost a 
basic requirement with all your smart 
devices. While their GH series have 
been communicating with Image App, 
the S1H uses Panasonic’s Lumix Sync, 
which gives you everything from remote 
operation to setting and parameter 
changes. 

The S1H sports a 24-mega pixel sensor 
with an optical low pass filter that will 

Clinton Harn demonstrating the Panasonic LUMIX at a launch event in Sydney - PHOTO Supplied
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help with moiré and aliasing, while 
Panasonic claim, will provide a more 
filmic look to curb the ‘video’ look. As 
for read out speeds, the sensor will 
do 6K (5.9) at 24 in full-frame and only 
do 4K 60 in APS-C and not the full 
sensor width. Also, the colour matrix 
has been remapped to better match the 
Panasonic Varicam line. 

At the time of the worldwide launch, 
there were reports of some clipping in 
the blue channel spectrum. During my 
experience lighting and shooting three 
different sets at the local launch, I didn’t 
encounter any of these issues. 

Since then, Panasonic have released 
firmware updates addressing colour 
or sensor anomalies that may have 
been evident. Remember, a lot of these 
cameras were pre-production units.

For media, Panasonic have opted with 
two SD card slots rather than the XQD 
and SD combo slots on the S1 and 
S1R. I feel the reason Panasonic have 
done this is to entice the consumer 
market and aspiring filmmakers. SD 
cards are more affordable and less 
convoluted, albeit, sacrificing data 

transfer rates and speed.

In terms of technology, there are 
recognisable similarities between the 
GH5 series cameras and the S1H. 
However, The S1H is a full-frame 24.2 
Mega Pixel CMOS sensor, records up 
to 6K 24p in a 3:2 aspect at 4.2.0 10 
Bit. We also have 5.9K at 30p in 16:9 
and 5.4K in 3:2, finishing with 4K DCI & 
UHD 10-bit at 60p.

“My initial thought  
was this is a unit  
I wished I had a  
long time ago.”

If the amount of resolution and 
recording combos confuse you, the 
camera has a terrific filtering option 
that lets you enter in the frame rates, 
resolution, codec, VFR and Log 
Gammas and it automatically filters out 
what results are available from the 26 
options available in camera. 

This function is a great process of 
elimination and cuts down time in 
having to scroll through options. Once 

you select the preferred option, you can 
save these to a list. This will also quickly 
indicate if you can use the full sensor 
width or crop to an S35mm read out. 
Great especially if you don’t want to be 
scrolling menus and sub menus.

The menu system is definitely more 
intuitive compared to other brands. 
Like on many professional cameras, 
the quick select menu allows for rapid 
selection of various parameters; frames-
per-second, shutter speeds, IRIS, 
resolution, timecode, card slots, mic 
levels, audio limiting, ISO, colour profiles 
and white balance, are all accessible via 
touch screen with the simple press of 
the display button! 

The best way to utilise this is in tandem 
with a on camera monitor or external 
electronic viewfinder. Having this 
quick select menu will speed up your 
operating time drastically.

We often hear how this type of 
technology is created for the average 
consumer and not professionals, but 
this kind of attitude strikes me as 
arrogant and complacent. The benefits 
far outweigh the negative connotations. 

Clinton Harn demonstrating the Panasonic LUMIX at a launch event in Sydney - PHOTO Supplied
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To have a full-frame sensor with in-
body internal stabilisation is few and far 
between. 

The results mean you are able to get 
shots handheld with an aesthetic 
movement never possible before. The 
IBIS is also extremely important when 
using ‘passive’ manual or cinema lenses 
with no electronic stabilisation.

The system offers tremendous benefits 
to manual and more esoteric lenses. 
One of my favourite features, previously 
offered in the GH series, is the ability to 
dial in stabilisation for whatever focal 
length lens is mounted to the camera. 
This meant I could use my old manual 
Russian Helios 58mm 44-2 and still 
achieve some decent stabilised shots.

Panasonic’s image stabilisation also 
wears other hats. The Boost IS is 
incredibly useful when you need to 
‘lock off’ a shot, and, the anamorphic 
IS modes caters up to five aspect ratios 
from 1.30, 1.33, 1.5, 1.8 and 2.0 x 
squeeze! Impressive!

And on the topic of anamorphic 
shooting, the S1H takes all the features 
in inherent in their Lumix GH5 and 
GH5s, and provides a ton of options 
conducive to shooting, monitoring and 
playback. Anamorphic modes start at 
super 35mm, 3328x2496 (4:3) aspect, 

from 100Mbps to 200 Mbps, from 25 to 
50p in both ALL-I and LongGOP, with 
VFR and Hyper Log Gamma options.

Speaking of Anamorphic and lenses in 
general, the L-mount lens ecosystem 
may deter many prospective and 
potential users. But with the alliance 
forged between Leica, Sigma and 
Panasonic, the roadmap and selection 
of upcoming lenses soon to be released 
is impressive. I had concerns to start 
with, but with Sigma’s MC-21 and MC-
11 adapter, I was able to adapt EF and 
PL lenses. In fact, there are so many 
third party companies offering adapter 
solutions, it won’t be long before you 
could use any lens mount on the S1H. 

“Cinematography and 
photography are  

holistic art forms.”

Like the GH5 and GH5s, I’m glad 
Panasonic kept their focus transitions 
feature for this full-frame beast. With 
any native electronic lens, this option 
allows you to program in focus marks 
from three transition points, includes 
five transition speeds from super-slow 
to super-high, three memory banks and 
two transition wait times.

Now obviously for any serious focus 

puller, you can raise eyebrows all 
you want but for the purpose of any 
production requirement, shooting 
low-profile or using this function as a 
B-camera or ‘automated’ camera isn’t 
such a bad idea.

On the topic of focus, Panasonic 
have copped a lot of criticism for their 
autofocus. Frankly, I don’t know what 
all the fuss is about. If you are using 
this camera on a low budget film as an 
A-camera or as a B-Camera on a high-
end feature, chances of using autofocus 
is minimal. 

Unless you are shooting run and gun, 
or operating as a single camera in 
a documentary style scenario, yes, 
autofocus could optimise your shooting 
experience significantly. If there are 
misappropriated gripes users have, it’s 
this whole autofocus thing. People, this 
is where the consumer convenience 
ideal is creeping into what justified and 
prioritised camera functions and feature 
sets should really be. Having uber 
fast autofocus is truly the least of my 
worries.

Panasonic have done extremely well 
with their Dual Native ISO technology on 
their Varicam line of professional camera 
and then adopting it to their Lumix line 
of consumer cameras. It’s not surprising 

Clinton Harn shooting a scene, demonstrating the Panasonic LUMIX - PHOTO Supplied
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that they have implemented the same 
options on the S1H. 

I’m surprised that despite the inclusion 
of this, the higher native ISOs still 
portray some notable amount of 
noise in their images. I’m hoping this 
will be fixed in some later firmware 
updates, however let’s be fair here 
folks. Personally, I feel shooting LOG or 
having a camera overheat will always 
induce some level of noise. I think the 
notion of having high ISO capacity and 
performing cameras have increased 
expectations that we can all just crank 
the ‘dial’ in low light and get stunning 
bright images. Seriously, until one 
camera brand started brandishing the 
ISO ‘revolution’, we all started getting 
lazy; users forget a camera’s limitations 
and the majority of us just forget how 
to light!

I find people pick on one shortcoming 
and then write the whole camera off. 
On the Panasonic EVA1 it was the 
proprietary electronic viewfinder, now on 
the S1H, it’s the noise. Regardless, as I 
said, there’s no silver bullet. The guiltiest 
perpetrators will tell you it’s the not the 
camera but what you do with it. Which 
brings me to my final thoughts on this 
camera.

For what it is, the S1H is a camera 

that other brand fan boys would love 
to hate. It’s certainly not perfect but 
when you consider what we all wanted 
in camera this size, this unit packs 
a punch. For me, the actual useful 
features embedded in this camera is 
compelling, and is incredibly bang for 
your buck. 

Also, now with 
the RAW output 
compatibility of 
the camera and 
Atomos external 
recorders, it’s 
just one of many 
reasons why it 
might just be a 
one stop shop for 
Panasonic. Not 
forgetting that 
the S1H has now 
made the list as a 
Netflix approved 
camera, bravo 
Panasonic, bravo! 

If looks and client 
expectations 
don’t matter 
much, and you 
need something 
small just to get 
the job done, 
this might be a 

The scene as shot on the day - DOP Clinton Harn 

wonderful head start, a solid B-camera 
or a terrific transition to bigger things.

Clinton Harn is a cinematographer, filmmaker, 

producer and ongoing contributor to  

Australian Cinematographer Magazine.
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FORMAT AT LARGE
ARRI brings the president of the American Society of Cinematographers (ASC) to  

Australia and New Zealand for a series of two-day masterclasses – by Patrick van Weeren

Giving the launch of the Alexa Mini 
LF and the full range of Signature 
Primes a creative edge. Aimed to 
educate and inspire both the innovators 
and early adopters in the crowd of 
cinematographers.

Kees van Oostrum ASC shot more 
than sixty feature film, both anamorphic 
and spherical. He made recent 
headlines with his open letter to the 
Academy of Motion Picture Arts and 
Sciences, which successfully avoided 
the cancellation of the live broadcast 
showing the Academy Award for Best 
Cinematography last March.

“The large format is sensational,” 
Kees explains in Auckland. “It’s a new 
experience because the depth of field 
is matching anamorphic, except you’re 
not ‘anamorphising’. It gives me a 
2.40 format that is very calm and 
architecturally correct. I know that we 
all like anamorphic artefacts on screen 
but some of the aberrations I don’t 
like at all.”

With film it was important to maintain 
as much contrast in the negative so the 
print versions would still obtain sufficient 
detail and depth. If an original negative 

could render a definition equal to 6K in 
digital, the print in the theatre (third or 
fourth generation) would barely reach 
the equivalent of 1K. 

Sharp and contrasty lenses are great 
for combining with a film emulsion 
but combined with the (early) digital 
sensors, sharp and contrasty were the 
last things we needed. 

The ‘escape’ to old glass to calm down 
the digital sensors was the first logical 
response from cinematographers. 
Going back in history to find older 
lenses which weren’t as contrasty made 
sense. Cinematographers and directors 
love this vintage look and embraced all 
the artefacts that came with it. 

Some of the more unwanted artefacts 
such as focus breathing and ramping 
(light loss) have been completely 
eliminated with the new lenses. Focus-
breathing is an extra challenge for 
special effects and compositing work 
while the slight ‘zoom-effect’ of an 
image could also work against the 
creative storytelling of the moment.

According to ARRI’s optical systems 
product manager Thorsten Meywald, 
the current move to HDR makes the 

performance of contrasty glass a bigger 
issue, “What [contrast] looks right in 
SDR with old glass doesn’t look nice 
on HDR.” We are dealing with a more 
precise rendition of contrast with the 
new sensors.

Kees van Oostrum ASC mentions his 
experience with these lenses, “When 
I look at the human face it renders 
very nice, very even. Because we are 
shooting a lot of faces in movies it is 
an important thing to look at. The 
human face has a lot of reflections, we 
are shiny, we reflect a lot of things, it 
is not just a very even surface. It’s a 
new way of looking at optics. It’s up 
to you whether you like it or not and I 
encourage you to try this yourself.”

“We started working with the digital 
cameras about ten years ago,” 
Oostrum explains. “The new lenses, 
which were designed for digital, didn’t 
start coming into the market until the 
last couple of years. When you work 
with the new lenses you get a lot of 
detail back without losing the whole 
reason for choosing a certain style.”

The second day of the Masterclass 
we matched and graded test footage 

Kees van Oostrum ASC lines up a testshot with the Alexa LF and Mini LF during a Masterclass in Sydney - PHOTO Patrick van Weeren
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between a variety of S35 lenses and 
the new Signature primes. What was 
interesting (especially for producers) 
was that we used about eleven 
adjustments/power windows to correct 
contrast and aberration issues to ‘clean 
up’ some of the older anamorphic 
glass and only a few masks and power 
windows for the new spherical lenses to 
get closer to the ‘Anamorphic look’.

It is hard to calculate the extra time 
and cost to balance on set lighting 
adjustments for contrast issues and 
corrections in post-production when 
hiring a set of lenses. We never really 
have different glass on the same filmset. 
The Masterclass gave us the chance to 
see the effect side-by-side and was an 
easy reminder of how we developed our 
preferred looks based on history.

The new lenses can be detuned by 
the cinematographer. Different type of 
convex and concave lenses can fit the 
magnetic rear element holders. The size 
of the rear element holder is familiar 
for the high street optician and you 
can actually ask them to adapt lenses 
for your own look or needs. Meywald 
brought some detune and diffusion 
optics, nets, stockings and we even 

made our own with bubble wrap.

We set up different rear elements on set 
and left some artefacts to be done in 
the grading suite in an effort to match 
the beloved look of the classic lenses 
but created with the safety and contrast 
of modern glass. 

“I had a lens with me from 1919 that 
I used for a commercial once and 
the interesting revelation is that this 
lens is just as sharp as any other lens, 
it’s just uncoated, very flare sensitive 
and therefore gets to be very soft and 
creamy,” says Oostrum. “So, optically 
what has changed over the years is not 
so much the sharpness, except maybe 
increasing the values in the edges. 
What they did over the years; they 
made very contrasty lenses.” 

It will be interesting to see how 
cinematographers deal with the age-
old definition of what a 35mm lens 
means for a portrait versus an 85mm, 
for example. How close will we be to 
the subject in large-format compared 
to S35? What will become ‘your’ new 
portrait lens? Just the equivalent focal 
length or will we move closer to the 
object as we maintain a certain historic 

preconception of mix between bokeh 
and subject and we stick to our old 
focal length? Time and story will tell.

During the Masterclasses, ARRI 
Australia’s Sean Dooley explained more 
about the technical changes, “The Mini 
LF isn’t just a change from S35 to 
Large Format. It is a 2.0 of the very 
successful Alexa Mini.”  

First thing an operator notices is the 
new viewfinder. This has been a major 
upgrade. Although one of the new 
features - switching it left and right side 
of the camera - reminds me of the film 
cameras such as the 416 and 16SRIII. 
Even though we had a pre-production 
model, the menu seemed to be a lot 
faster than the Amira/Mini interface. 
Screens are bigger and brighter which 
is always nice. The viewfinder cable 
has a new connector which can be 
plugged in with no rotational alignment 
(there’s no need to find the red dot on 
the top) making it faster to plug in. The 
other advantage of the plug is that it 
just seems a lot more solid and better 
positioned. 

The viewfinder cable comes in multiple 
lengths, giving you the option to place 

Lenses lined up for comparison - PHOTO Patrick van Weeren
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the viewfinder up to ten meters from the 
camera. Easy for remote operating. To 
make it easier when operating remotely 
it also includes a headset audio output. 
Talking about audio, the camera body 
has two scratch microphones. Switched 
off by default in case you gossip about 
the crew. To make sound recording 
easier there is a new six-pin audio 
connector giving the chance to power a 
wireless video receiver directly from the 
same audio-plug.

The card slot has been moved to the 
operator’s side of the camera, creating 
easier access when the camera is fully 
rigged up with cables and batteries.

The media it records on has changed 
from CFast cards (write speed max 450 
MB/s) to Codex drives (write speed 
max 1000 MB/s). ARRI and Codex 
have also created a nifty workaround 
to minimise file size of ARRIRAW with 
the HDE encoding. It acts similar to 
a ZIP file which gives you smaller file 
sizes with lossless compression. It 
reduces the ARRIRAW file size by 40% 
making it easier and cheaper to choose 
ARRIRAW and opening up flexibility in 
the grading suite. The ProRes option is 
now available in industry standard .MXF 
instead of the .MOV container.

The new large-format cameras have 

twice the amount of photo-sites (the 
same size) and therefore less noise 
compared to the previous Alexas. 
Boosting the signal to noise ratio. The 
cinematographer has the ability to up 
his ISO resulting in similar signal to 
noise result at 1600 ISO with the LF 
sensor compared to the Alexa SXT/Mini 
sensor rated at its native 800.

One of the advantages of ProRes is 
that it already has some noise reduction 
in the compression process. Making it 
an instant pleaser but unfortunately it 
doesn’t have the flexibility and precision 
that you can add in the grade.

The camera is equipped with an 
updated, build-in noise reduction. This 
is switched off by default but available 
when needed. Most cinematographers, 
including van Oostrum, prefer noise 
reduction in post with ARRIRAW. The 
colourist can work with more precision 
- separate noise reduction by colour 
and density - from the same camera 
compared to a global automated in-
camera noise reduction tool.

My own job at the Masterclass was 
to show how electronic stabilisation 
integrated in the analogue world of 
camera movement with ARRI’s Trinity. 

Having been a Steadicam-operator 

for twenty-three years, I looked at the 
recent rise of gimbals with a reluctant 
eye. Having had control of all axes in 
any speed and combination you like, 
with the instant feedback called muscle 
memory, made the step to gimbals feel 
like a step back. I had to struggle with 
different acceleration speeds for all axes 
of camera movement. 

This is now the closest the German’s 
ever came to inventing the Swiss 
Army knife of camera movement. It is 
a remote head. You can use it stand 
alone as a two axes gimbal and operate 
it with joystick or wheels. It is a classic 
mechanical stabiliser and it is a jib-
arm. Combined with the operator’s 
movement you can even see it as a 
portable telescoping crane. Basically, 
the equivalent of a small grip truck.

With the Trinity/Artemis configuration 
you can have a short or long post, 
giving you the boom range of 2.5 
meters. The Trinity created a smooth 
addition to the mobile camera and for 
me the first intuitive use of a brushless 
gimbal.

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.

ARRI Australia’s Kiran Menon assisting the cinematographers Masterclass - PHOTO Supplied



The second day of the Masterclass inside the grading suite, matching the ‘look’ of lenses such as Superspeed MarkIII,  
Kowa Anamorphic, Cooke Anamorphic Ultraprimes and Master primes with the modular Signature primes. The set up required 

both optical ‘de-tuning’ and adjustments in the grading suite - PHOTO Supplied
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AUSTRALIAN SHORTS
Set in a post-apocalyptic future, Carl Robertson ACS talks about shooting  
short film Ascendant for director Josh Zammit – by Carl Robertson ACS

Ascendant is essentially a story set in a 
post-apocalyptic future where a doctor 
relives his former love of greyhound 
racing and explores an old abandoned 
greyhound track. As he ventures 
throughout the facility he uncovers a 
biological engineering program where 
dogs had once been surgically enhanced 
and mutated to race.

Josh Zammit who co-wrote the film with 
Sam Loveridge and also directed the 
film, he had been talking with me about 
filming this particular story for a while 
and I was drawn immediately to it as 
there is no dialogue in the film and its 
completely atmospheric. There are a lot 
of questions behind this story and I liked 
that as we have to communicate those 
ideas through just being visual and sound 
effects with no dialogue. It’s challenging 
to create subtext from a simple shot for 
instance but when all the key elements 
are on that same endeavour or trajectory 
in a creative process your questioning 
and reasoning gives you the right choice 
from that moment in time. The processes 
I am subconsciously deliberating when 
shooting this way relies more on my 
instinct and my documentary background 
and its the way I like to work as there is 
greater creative freedom. 

The decision to shoot black and white 
was an easy one as it lent itself to the the 
film’s abstract theme, nihilistic tone and 
post-apocalyptic setting. Zammit and I 
had been looking to do a black and white 
project together for some time and it was 
always seen at its inception that black and 
white was the obvious choice to create 

this story. Personally we felt black and 
white places the audience in a different 
mindset and allows you to bring realism to 
the elements of abstraction in a film. Black 
and white draws you in subconsciously 
to accept it as a tangible experience even 
though its hypnotic and not how we see 
the natural world. 

We looked at a lot of black and white 
photographs of the 1950s of greyhound 
racing generally and I guess the tone 
of the story was influenced by a lot of 
Tarkovsky’s work but we didn’t draw 
visually from any particular film. I get a lot 
of my visual approach instinctually from 
talking through the story in depth with 
the director and spending time in the 
locations, feeling the space. I prefer the 
look to evolve from discussions rather than 
being influenced by a direct image. There 
is so much visual reference readily material 
available now that you can easily lose 
sight of your own identity and your own 
innate sense for creating an image. I feel 
muted by looking at other films particularly. 
We spent a lot of time talking through the 
story in great depth and then allowed the 
look and imagery come from that. Sharing 
music and photos that carry thematic and 
aesthetic resonance is how Zammit and I 
prefer to communicate ideas. 

We opted to shoot anamorphic as we 
wanted our protagonist to use the full 
width of the frame and allow him to 
discover and explore the facility. Choosing 
to let the character lead us to the edges of 
the wide frame and allowing him to react 
before we see what he is seeing built an 
element of suspense. The width of the 

anamorphic frame allowed us to exploit 
the unknown. We really stripped back the 
subjective view of this world and we kept 
allowing the frames to breathe and hold 
for as comfortably possible. 

We used E-Series anamorphic lenses 
from Panavision and these have quite a 
nostalgic feel being lenses from the 1970s. 
I also tend to gravitate towards these 
lenses as they are practical being a T2 
lens and their focus fall off is more gradual 
which suited this story. The choice of lens 
or camera format didn’t have as much 
impact as the choice of black and white, 
but remained important. We shot on an 
ARRI Alexa Plus and I tested a lot of props 
and did location set tests to work out 
the grey scale values I wanted in the final 
image for shooting black and white. I used 
colour in my lighting so I could control the 
greyscale values I wanted on the set or 
props. If you viewed the image in colour 
you would have seen a miss match of 
different hues of lighting everywhere in the 
frame it looked like a dog’s breakfast, but it 
was the best approach that worked for me 
so I could control what I wanted in camera 
shooting black and white digitally rather 
than rely completely on post. 

The lighting got more spartan the deeper 
we got into the characters journey where 
our protagonist was leading us into this 
hidden society which eventually revealed 
the horror of these mutated dogs. My 
lighting approach to the film was quite 
simple keying with single sources and 
changing the angle of the key as we 
delved deeper into the film. I used a 
lot of practicals on the interiors and 

A scene from ‘Ascendant’ - DOP Carl Robertson ACS
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supplemented them to create the shape but 
also to feel more natural.  

For the exteriors I was able to access the 
control of each light on the race track in 
the far distance and then used various 
HMIs and Sky panels for the large stadium 
areas and parts of the foreground of the 
track. The way I sculpted light didn’t 
change for me when shooting black 
and white digitally, but using colour to 
manipulate the way a set, prop or skin-
tone appeared did change and I used 
colour to achieve the desired look did. 

The nature of working on short film is 
there isn’t often much money, if any at 
all. The crew that came onboard where 
giving time for a token fee and some just 
came onboard to gain more experience 
in a particular role or connections. I 
didn’t get the same crew for the entire 
shoot because of the budget, but It’s a 
great way to meet new crew and work 
with people you may not have been 
aware about before. I worked with two 
different gaffers over different days for 
the larger set-ups where I required more 
infrastructure on other days I had a smaller 
kit which I just worked myself. I had 
worked with both gaffers before Andrew 
Robertson, Mat Wilson and with grips 
Joe and Christian Bruneteau. It was the 
first time I had worked with first assistant 
camera Jeffery Troung and he was always 
on his a-game. I was shooting wide open 
often and he was doing everything by 
eye, old school style, rather than reacting 
from a monitor. He gathered a great team 
together for me as well. 

We shot for a total of seven days, split 

over a period of more than a year, due to 
our main location pulling out due to the 
government scrutiny of the New South 
Wales greyhound industry at the time. We 
had to wait a year after the initial half of the 
shoot before the track would allow us to 
gain access to the facility again and even 
then we were only allowed to shoot for a 
short period time each night for around 
four hours. Our producer Sam Loveridge 
did an amazing job even getting access 
to the location considering what had 
transpired, it took a lot of negotiating by 
him to finish the bulk of the film. 

I was lucky to have colourist Dwaine Hyde 
from Cutting Edge come onboard and 
help us out. He has an amazing tuned 
eye and because we have been working 
together for many years he understands 
my approach so the process is easy and 
I always get the results I want. We did a 
bit of testing initially so I could work out 
the lighting hue values I needed to light 
the set with so I could establish the grey 
tones that I wanted in camera. I wanted 
a more low contrast black and white look 
with the blacks having their own identity 
and remaining slightly creamy. We were 
able to establish the final look from my 
initial lighting and set tests. Most of the 
work was done in camera after that point 
so once we got to the grade it was pretty 
easy going and fast during that process. 

I try to give each frame equal weight 
in the montage of images that builds 
the entire scene and story. My favourite 
scene, however, is when our protagonist 
discovers that something is still lurking 
in the facility inside the banquet room. It 
looks like whoever was in there abruptly 

left midway through a celebration and the 
environment has now taken on an element 
of decay and formed as a character that is 
rundown. Abandonment was the central 
to the theme in the film so I thought that 
worked well. I like this scene because it’s 
so simple in every way from the lighting 
that penetrates through the windows to 
the industrial landscape that highlight 
the protagonist’s hesitation as he senses 
something that is not quite right. I enjoyed 
being able to create compositions that 
hold unusually long. We had a lot of 
fun creating mystery and subjectivity by 
obscuring perspective through the decay 
in the foreground. Everything marries 
together in its simplest and purest form 
and I guess I love that in visual story 
telling. 

The many discussions and ideas that I 
had with director Josh Zammit ultimately 
ended up on screen and worked for us 
as a storytelling device. Through our use 
of lighting movement and holding shots 
to cover entire scenes, forcing at times a 
very unsettling mood, helped us create 
the tone of the film. It was also one of 
the most under resourced short films I’ve 
been involved with and forced me to work 
a certain way and challenged me to be 
very instinctual.  

At the moment I’m finishing shooting a 
documentary in regional New South Wales 
and will start pre-production in December 
on a fantasy-action film that is slated to 
shoot early next year. 

Carl Robertson ACS is known for his work  

on Infini (2015) and Skinford (2017).
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LOST - Lost was one of those 
television shows that became a 
worldwide phenomenon. 

Unless you lived under a very large rock, 
you had either seen or heard about the 
show. Much like Twin Peaks before it, 
Lost became the must binge watch 
series and was arguably one of the 

most interesting shows of the last two 
decades.

Created by J.J Abrams, Jeffrey Lieber 
and Damon Lindelof and with an all-star 
cast including Matthew Fox and Terry 
O’Quinn, Lost was essentially a story 
about a group of plane crash survivors 
and the mysterious island they find 

themselves on.

“Shot on the islands of 
Hawaii, the vast majority 
of the episodes were 
filmed by cinematographer 
John Bartley ACS CSC 
(The X-Files).”

Shot on the islands of Hawaii, the vast 
majority of the episodes were filmed 
by cinematographer John Bartley ACS 
CSC (The X-Files). Airing on the ABC in 
the United States, each episode was 
shot like a feature length film - high 
production values and large casts - 
which before Lost, hadn’t really been 
done before. Especially not on network 
television. From astonishing acting to 
non-stop action and intriguing storylines 
Lost quite simply had it all and finally 
proved just how good television could 
be.

BREAKING BAD - Breaking 
Bad changed television. Vince Gilligan’s 
layered, slow-burn story about a school 
teacher who is diagnosed with cancer 
went from a show that was nearly 
cancelled after season one to one of the 

most watched and beloved shows of all 
time by the end of its five season run.

Starring Bryan Cranston as Walter White 
and Aaron Paul as Jesse Pinkman, 
Breaking Bad was set in New Mexico, 
USA. Using this sparse and bleak 

landscape to full effect, cinematographer 
Michael Slovis (Game of Thrones) 
created a world that got under viewers 
skin and wanted to return to week after 
week. Winning numerous Emmys and 
Golden Globes this show created a 
blueprint of what dramatic television 
could be.

“Michael Slovis  
(Game of Thrones) 

created a world that got 
under viewers skins and 

wanted to return to  
week after week.”

Arguably one of the best television 
series of all time, what Breaking Bad 
proved is that a series could not only 
be highly believable but also incredibly 
intelligent, poignant, darkly funny and 
most importantly, concluded exactly 
when and how it should.

A scene from the television series ‘Lost’ - DOP John Bartley ASC CSC

A scene from the television series ‘Breaking Bad’ - DOP Michael Slovis
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LOVE MY WAY - I still remember 
watching Love My Way the first time. 
It affect ed me in a way that few things 
ever had. Love My Way is a raw and 
honest exploration of the love that binds 
us, the relationships that define us and 
the choices that ultimately make us who 
we are.

Originally airing on Foxtel, Love My 
Way was one of those shows that 
not that many people watched at the 
time or airing but slowly and surly, it 
has become a beloved classic. These 
were flawed human beings in every 
way and yet each one of them was 
relatable. Claudia Karvan, Asher Keddie, 

Dan Wyllie and Brendan Cowell all did 
career-defining work and paired with 
cinematography from the late Louis 
Irving ACS, the show created a beauty 
and atheistic that was as real as it was 
moving.

“Importantly too, it was 
something that Australian 

television had never  
seen before.”

Irving was a veteran television 
cinematographer having worked on 
shows such as Water Rats, All Saints, 
Packed to the Rafters and The Doctor 
Blake Mysteries.

While Love My Way only ran for three 
short seasons and won pretty much 
every industry award there is, there is 
one particular episode from season 
one that people stil talk about today. It 
is something that really has to be seen 
to be believed. Importantly too, it was 
something that Australian television had 
never seen before.

HOMELAND - Much content 
has been produced in response to the 
political climate in the United States. 
No series however, has ever looked at 
it like Homeland. About to air its eighth 
and final season, Claire Danes stars 

as Carrie Matheson, a bi-polar CIA 
operative who is as remarkable as she 
is unpredictable.

Whilst the first two seasons were 
critically lauded, it has since sat under 
the radar for tis remaining seasons 

quietly achieving what most series never 
do - continued quality. Written and 
directed by Alex Gansa and Howard 
Gordson, and memorably shot by 
David Klein ASC and others, Homeland 
wasn’t pro-America and it showed a 
side of their political system that simply 
wouldn’t have been allowed twenty 
years earlier. Homeland is a series that 
could essentially re-invent itself every 
year and still retain its core identity.

“Homeland is a series that 
could essentially re-invent 
itself every year and still 
retain its core identity.”

With standout performances 
- particularly Mandi Patinkin - 
globetrotting sets and intense plot 
twists, this was and still is super-smart 
television that really hit the mark from 
the very first episode.

A scene from the television series ‘Love My Way’ - DOP Louis Irving ACS

A scene from the television series ‘Homeland’ - DOP Nelson Cragg
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CRAZY EX-GIRLFRIEND - 
Winner of the Golden Globe for Best 
Actress in its initial season, Rachael 
Bloom and Aline Brosh Mckenna’s 
Crazy Ex-Girlfriend is a hidden classic. 
Particularly its first and second seasons, 
this comedy series was so self-aware 
that it struck a cord with the few people 

that actually watched it.

Crazy Ex-Girlfriend told the story of 
Rebecca Bunch (a brilliant Rachael 
Bloom), a young woman who leaves her 
law firm life in New York in an attempt to 
find happiness in the small Californian 
town of West Covina. With memorable 
musical numbers such as ‘Sex with a 

Stranger’ and ‘The Sexy Getting Ready 
Song’, Crazy Ex-Girlfriend wasn’t afraid 
to be brutally honest but did it in such 
an original and self-referential way that 
there really wasn’t a subject matter 
that was out of out of bounds. With the 
majority of episodes shot by Todd Dos 
Reis ACS (Longmire), this small budget 
show had more passion and heart than 
most things currently on air and most 
importantly it had something to say.

“...that hasn’t  
been seen on the  

small screen before.”

Whilst the third and fourth seasons felt 
repetitive and less addictive, they should 
be mentioned in that they portrayed 
mental illness in an admirably honest 
way and suggested that whilst having 
a crazy ex-girlfriend is funny, it is also 
deeply sad - and when you think about 
it that hasn’t been seen on the small 
screen before.

THE HANDMAID’S TALE 
- The very first streaming series to 
win best drama at the Emmys, The 
Handmaid’s Tale is motion picture 
television of the highest quality. Based 
on Margaret Atwood’s dystopian novel 
published in 1985, and created by Bruce 

Miller, The Handmaids Tale is as bleak 
as it is unforgettable.

Starring Elizabeth Moss as June 
Osborne, this is a series that got people 
talking again. Whether it was for the 
brutal theocratic dictatorship of Gilead 

or its alarming parallels to society as 
we know it today, The Handmaid’s Tale 
knew what it wanted to be from the very 
first shot and it succeeded in a way that 
has rarely been seen before.

Garnering near universal acclaim for 
its first season, it is a season that is 
honestly hard to fault. 

Shot and lit to perfection by primary 
cinematographer Colin Watkinson ACS 
and others including Australia’s own Zoë 
White ACS (see our interview with White 
in Issue 78), The Handmaid’s Tale is a 
creatives dream. It is beautifully crafted, 
deeply affecting drama that continues 
to create a conversation that is chillingly 
close to home. 

Now, if that isn’t defining television, then 
I don’t know what is.

Dash Wilson is a film lover based in  

Brisbane and an ongoing contributor to  

Australian Cinematographer Magazine.

A scene from television series ‘Crazy Ex-Girlfriend’  - DOP Todd Dos Reis ASC

A scene from Television Series ‘The Handmaid’s Tale - DOP Zoë White ACS
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