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FROM THE EDITOR

Dear readers,

Hopefully the first issue of 2020 was worth the wait.

For those who have seen True History of the Kelly Gang, on Stan, 
may have recognised it from our cover. You may also have a number 
of questions for the filmmakers. It’s a modern, visual feast for the 
eyes. We’re going to try to unpack the film, featuring interviews with 
director Justin Kurzel alongside the film’s cinematographer Ari Wegner 
ACS. Our recommendation; see the film first, then read the article.

We’ve also done a great interview with Academy Award-nominated 
cinematographer Grieg Fraser ACS ASC (who has just come off Denis 
Velleneuve’s Dune, and is currently working on The Batman). He talks 
to us about his work on the new Star War series The Mandalorian for 
Disney+. We dive deep into The Mandalorian in this issue.

How does one shoot an invisible man? The answers are now here. 
Stefan Duscio ACS has been busy shooting The Invisible Man, starring 
Elizabeth Moss, for Universal. In addition to that, the loveliest Bonnie 
Elliott ACS chats to us about shooting the landmark ABC series 
Stateless, executive produced by Cate Blanchett AC among others.

It’s not all big-budget focused. We’ve got great stories about 
Australian cinematographers behind some award-winning music 
videos. We team up with the Melbourne Queer Film Festival and look 
at all the Australian short films in competition. We report back from 
Camerimage. Travel, again, to South America for our ‘Spotlight on 
Brazil’ section. Visit the ASC in Los Angeles. And I go surfing with a 
new camera. Sort of.

Finally, a plea. It’s the advertisers in the pages of the this magazine 
which allow us to bring all this content and more to our readers. 
It’s the advertising that allows us to showcase the talent and skill 
of Australian cinematographers to the world. You, the readers 
of the magazine, have the power to promote us, Australian 
Cinematographer Magazine, to businesses, suppliers, post-
production houses, film festivals and more. Advertising space in this 
magazine reaches directly the core demographic they want to reach. 
So think about how you can help us, help you.

I hope your start to 2020 and the new decade has been bright. Until 
next time.

James Cunningham
Editor,
Australian Cinematographer Magazine

Greetings to you all,

There is so much to share with you this issue, including the potential 
sale of our National Headquarters due to the fact the building is being 
considered for re-development. Obviously I will keep you all updated 
as things progress.

The Society has commissioned an important survey dealing primarily 
with why there is a huge fall off among women pursuing their careers 
in the camera department and then dropping out at a certain level; 
along with the all-important issue of mental health within our industry. 
The survey will be carried out by respected professionals including, 
Professor Deb Verhoeven, Research Chair in Gender and Cultural 
Informatics at the University of Alberta, and Dr Amanda Coles, 
Lecturer in the Department of Management at Deakin Business 
School. Dr Coles’ other areas of expertise include Arts and Cultural 
Management and Employment Relations, examining the political 
economy of labour markets and workforce development in the cultural 
economy with a focus on public policy, collective representation and 
gender. This is the first time that a survey of this kind, relating directly 
to the camera department, has been carried out and we should have 
results by the end of September.

March will see me attending IMAGO International Awards for 
Cinematography in Brussels along with the Annual General Assembly 
and Board meeting. The Assembly this year will vote for a new IMAGO 
President as the current leader, Paul Rene Roestad FNF has decided 
not to seek re-election. He has done a fantastic job, has shown great 
dedication to the world of Imago and will be missed. Congratulations 
to Denson Baker ACS NZCS who has been nominated for “Victoria” 
in the TV Drama category of the IMAGO Awards.

Being active members of IMAGO demonstrates our commitment 
to the camaraderie with our colleagues around the globe. To have 
the access to so many fine cinematographers is indeed a blessing 
and allows us the opportunity to converse, exchange ideas and 
information, learn about the culture and language of other countries 
and enjoy the bond of friendship. I encourage you to reach out at 
any opportunity to talk to our Imago friends, they are a joy and the 
conversations are extremely fulfilling.

Before I close I ask you all to be aware of the warning signs and 
impacts of mental health issues, check in on colleagues whose 
wellbeing may be at risk. Don’t be afraid to reach out and ask the 
questions, quietly and respectfully. It will be appreciated and in many 
respects may help to lift a burden that can weigh people down.

Until next time.

Ron Johanson OAM ACS

National President, 

Australian Cinematographers Society

FROM THE PRESIDENT
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In October 2019 I was fortunate enough 
to attend the ASC Masterclass with 
support from the ACS John Leake OAM 
ACS Emerging Cinematographer Award 
and Screen Australia. 

The Masterclass is a five-day in-depth 
course in Hollywood, Los Angeles. The 
class of only twenty-five participants 
spent the bulk of the time at the 
ARRI Creative Space, in Burbank. 
We enjoyed full-day workshops, 
from lighting and shooting a drama 
scene with six-time Oscar nominated 
cinematographer Caleb Deschanel 
ASC (Don’t Look Away, The Lion King) 
exploring lo-fi lighting techniques and 
pushing the Alexa Large Format sensor 
with Shelly Johnson ASC (Captain 
America, The Wolfman), learning the 
secrets to lighting cars with Bill Bennet 
ASC, delving deep inside visual effects 
cinematography with David Stump 
ASC and had our minds blown learning 
about the Academy Colour Encoding 
System (ACES) and HDR with Curtis 
Clark ASC.

At the end of every day we would go 
to different show rooms to hear from 
sponsors Zeiss, Sony and Panavision 
about their latest technology. What I 
can say is make sure you arrive rested 

ASC MASTERCLASS
John Leake OAM ACS Emerging Cinematographer Award recipient attends masterclass  

with the American Society of Cinematographers (ASC) –  by Claire Bishop

and ready for the twelve-hour days 
of workshops and discussions. The 
course was intensive but thoroughly 
enjoyable. The awesome nature of the 
course, although structured, meant 
we could chat informally with our 
instructors and Johnson gave us free 
reign to look inside his lighting plans 
for Captain America which read like a 
glossary of every light under the sun. 
The way he notes and plans his shoots 
is meticulous. 

The week closed off with a dinner and 
presentations. I was touched to hear 
Bennet talk emotionally to us about 
the spirit and community of the ASC. 
He spoke about how all of us now 
are part of the ASC family and every 
ASC member has walked through the 
clubhouse doors and been where we 
are today in our careers. The community 
and camaraderie of the ASC resembling 
that of the ACS is such an encouraging 
and supportive community. I’m thankful 
to be a part of it. 

My advice to anyone going to a 
Masterclass with the ASC would be ask 
questions and get to know everyone. 
The staff at the clubhouse were 
amazing, I dropped in a week before 
to plan my route to the clubhouse 

and I ended up staying for a couple 
hours. I met the crew setting up for the 
ASC podcast who were interviewing 
Lawrence Sher ASC (Joker), another 
right place right time moment. But 
above all, be open and receptive. The 
course is dense, I think at the end 
of the Friday we had gone through a 
colour grading session with Deschanel, 
Bennet, Stump and Johnson, then it 
was followed by several discussions 
about colour science, HDR and ACES. 
I felt my brain was about to explode. 
But we had another opportunity to chat 
one on one with our instructors. It was 
crazy to me, we could pick the brains 
of people who shot our all time favourite 
films, learn how they started, their ethos 
and share all the same worries you have 
early in your career. 

If I hadn’t been supported by the ACS 
with this award and Screen Australia I 
wouldn’t have been able to finance this 
learning experience. The Masterclass 
has given me the tools to take my 
career further, learn from the best and 
keep my mind open curious.

Claire Bishop won the John Leake OAM ACS 

Emerging Cinematographer Award in 2019.

Caleb Deschanel ASC at the ASC Masterclass - PHOTO Claire Bishop
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The first of two jobs working with 
Australian singer-songwriter Tones and 
I came through a recommendation from 
special effects and prosthetics make-
up artist Danielle Ruth at WowFX. Ruth 
was already involved with the make-up 
and then the project was pitched to 
my regular collaborator, director Nick 
Kozakis.

For Dance Monkey, Tones and I already 
had her vision of doing something 
light-hearted and fun, based around a 
Grandpa played by herself in make-up, 
getting up to shenanigans with mates 
on a golf course. The video for her song 
Never Seen The Rain was an open brief, 
but the main focus was to encapsulate 
the song’s lyrics which was to focus 
on the moment of clarity in everyday 
peoples struggles.

Due to our constraints of shooting 
Dance Monkey in one ten-hour day, I 
gravitated to Red as I’m most familiar 
with that camera. From there, I wanted 
to use the Atlas Orion Anamorphic Lens 

TONES AND I
Cinematographer Carl Allison shoots two music videos for Australian artist Tones and I,  

with Dance Monkey receiving an ARIA nomination for Best Music Video –  by Carl Allison

because I like the look they achieved 
on some music videos and test footage 
I had seen. We were lucky enough to 
have Anthony Littlechild from Creative 
Head Rental travel back and forth from 
Sydney the day before the shoot to 
provide them for us.

I’ve been working with Kozakis and 
director Liam Kelly for years, so there’s 
a great shorthand in the way we 
communicate on set. It all happened 
really quickly and was very collaborative. 
The team at Lemon Tree Music, and 
her manager Jackson from Artists Only 
Agency, were really supportive and 
understanding; along with Tones herself; 
she has a clear vision and knows what 
she likes, which enabled us to work very 
efficiently.

We watched both Caddyshack (1980, 
cinematography by Steven Larner) and 
Happy Gilmore (1996, cinematography 
by Arthur Albert) as visual references for 
Dance Monkey. I wanted to establish 
the video in the nursing home as bleak 

and moody then introduce a brighter 
and more colourful look after the 
escape, working with a red and green 
palette.

For Never Seen the Rain, it was nice 
to be able to lean into moody and 
dramatic visuals for a pop song; Tones 
was really keen on making it feel gritty 
and real. I created a mood board 
that used a lot of references of still 
photography, and screenshots from 
drama and crime films as this followed 
more of a narrative style. Each character 
was given a different colour palate so 
their stories were distinguishable from 
one another.

On the Dance Monkey video we had 
Dillon Pearce as assistant camera and 
gaffer, and on Never Seen the Rain we 
had Scott Pope. They’re both really 
efficient and resourceful. Besides 
Pearce, it was the first time working 
with those in the camera and lighting 
teams. I shot and pulled focus myself 
for both projects, but was supported by 
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On location with ‘Dance Monkey’ (Carl Allison behind the camera) - PHOTO Filip Konikowski



a really good production team. Notably 
the Visible Studios crew; Directors Nick 
Kozakis and Liam Kelly, and producers 
Fab Weiner and Timothy Whiting.

I lean into looks that are more moody 
and stylised, but are still based in reality. I 
also like to play with colour and schemes 
which comes from a background in 
graphic design. Both projects were 
shot completely on location. Although 
having different looks, both clips used 
relatable approaches with similar lighting 
packages; the exteriors were shot with a 
10x10 Ultrabounce and a bit of negative 
fill floating around to try and give the 
faces a bit of shape. The interiors were 
covered by punching an M18 through 
some diffusion in the windows and a 
300D bounced for a bit of fill. We also 
used a golf buggy as a tracking vehicle 
which was a lot of fun to hoon around on.

Our colourist was Timothy Whiting 
from Visible Studios who I work with 
regularly. We wanted Dance Monkey 
to look bright and poppy. Although I 
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wasn’t available to sit in for the grade 
for Dance Monkey, Whiting knew my 
sensibilities and was able to send 
through screenshots before submission. 
The shoot day for Dance Monkey was 
an overcast Melbourne winter day 
but as they wanted a bright summer 
look, sky replacement was used for all 
exteriors. For Never Seen the Rain I was 
able to sit in on the grade and we could 
fine tune each story, making sure each 
vignette was getting its own look.

“We watched both 
Caddyshack and  

Happy Gilmore as visual 
references for  

Dance Monkey.”

You can say looking back that you could 
change something on every project, but 
I’m really happy with what the team was 
able to achieve. Anything I would have 
done differently just goes into trying to 
make future projects stronger.

The success of Dance Monkey has 
spawned more projects for music 
videos that we’re currently in pre-
production for. I have a variety of 
projects coming up that range from 
documentaries, a comedy series, 
television commercials and possibly a 
feature. I’m really excited for the year 
ahead to be able to work on such a 
variety of projects with such talented 
collaborators.

Dance Monkey definitely stands out as it 
was a really fun shoot and the outcome 
of the video has surpassed everyone’s 
expectations. To flash-forward several 
months and have the video playing in 
Times Square, New York, nominated for 
an Aria Award, sitting on half-a-billion 
views, several weeks #1 trending on 
YouTube globally and spawn several 
parody videos is nothing short of surreal 
and a huge testament to the talent of 
the artist.

Carl Allison is a freelance cinematographer  

based in Melbourne.

A scene from the video for ‘Dance Monkey’ - DOP Carl Allison
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CAMERIMAGE
The Drew Llewellyn ACS Camerimage Scholarship sends  

cinematographer Simon Woods to Poland – by Simon Woods

Camerimage continues to be the ‘Mecca’ 
for cinematographers around the world 
and it has been a lifelong goal of mine 
to attend. Thanks to the generous 
scholarship provided by the Llewelyn 
family through the ACS, this became a 
reality. Camerimage is a multi-faceted 
beast; a film festival, a conference of 
sorts and a trade show displaying the 
latest tech from most of the major 
camera and lighting companies. It is 
also an annual gathering of so many of 
the world’s great cinematographers who 
many will know only from the credits of 
their favourite films or from the pages of 
cinematography journals like this one. 
This year saw the return of the festival 
to its home city of Torun where it all 
began twenty-seven years ago. Torun 
is a gorgeous medieval village bathed in 
melancholic, moody light and has endless 
charm and character, not to mention the 
amazing food in its many restaurants.

Returning to Torun, and therefore 
ensuring the survival of Camerimage, 
made opening night extra special this 
year launched with a screening of 
Roman Polanski’s new film An Officer 
and a Spy (cinematography by Paweł 
Edelman PSC). This was followed 
by a relentless week of screenings, 
workshops, and seminars so I can 

only mention a few highlights. Having 
basically grown up in a television station 
and seen the industry warts and all from 
an early age I’m not prone to being 
star struck but it was hard not to feel 
some awe when Vittorio Storaro ASC 
AIC walked in. For almost two hours he 
bounced between Bertolucci and Plato, 
Coppola to Woody Allen as he told the 
story of his career. 

Other highlights included a detailed 
colour science session with Kino Flo 
founder Frieder Hochheim on how 
different camera sensors respond 
to light, Harbor Studios on grading 
Scorsese’s The Irishman, and Zeiss’s 
launch of the new Radiance lens 
series featuring Rodrigo Prieto AMC 
ASC with a short film he had made to 
showcase the lens’ characteristics. 
Of course it wouldn’t be Camerimage 
without an appearance by the mercurial 
Chris Doyle HKSC in tandem with Ed 
Lachman ACS talking on a broad and 
free-flowing range of topics. Another 
highlight was an audio-visual installation 
presented alongside the festival by 
British director Peter Greenaway, 
who was also receiving a Lifetime 
Achievement Award for Directing.

From the avant-garde to the fully 
mainstream. Terminator: Dark Fate 

was a gigantic production filmed in 
several countries and was discussed 
by cinematographer Ken Seng. Filming 
mostly in Origo Studios in Budapest, 
they had up to twenty-one camera 
packages on set. This was contrasted 
by the many Q&As from filmmakers of 
much smaller projects, across all genres; 
art house, documentary and music 
videos, including a screening and Q&A of 
Seberg shot by Rachel Morrison ASC for 
Australian director Benedict Andrews. 

The winner of the prestigious Gold Frog 
went to Larry Sher ASC for Joker as 
part of the four-hour closing ceremony. 
This event also included appearances 
by Quentin Tarantino and his regular 
cinematographer Robert Richardson ASC.

Once again Camerimage delivered 
its magical combination; both a 
celebration and a study of the art of 
cinematography catering to all levels 
from student to expert. Congratulations, 
too, to Marek Żydowicz and his team 
who were able to announce the 
construction of a new International Film 
Centre in Torun that will become the 
home of Camerimage in future years.

Simon Woods is director and 
 cinematographer based in Brisbane. 

Arriving at Camerimage - PHOTO Simon Woods
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When Polaris first sent over the lyrics 
and meaning of the song Masochist I 
ended up being so inspired that I sent 
over three unique treatments for them 
to choose between.

We ended up collaborating on the 
concept and merged two of my 
treatments into one, taking the best 
parts of each. The newly defined 
concept became a representation 
of something I tend to find recurring 
all the time in the creative industry: 
perfectionism. The desire to do better, 
and how that feeling of never being 
100% happy with any finished piece 
of work can both elevate us and 
sometimes destroy us.

With this renewed concept in the bag, I 
really wanted to find the perfect talent to 
help breathe life into the main character 
of this story. I ended up reaching out 
to Zach Britt, vocalist from the band 
Dream On, Dreamer. I had previously 
worked on a music video with Dream 
On, Dreamer and I vividly remembered 
being impressed with Britt’s raw 
performance and relentless energy on 
set when filming. In ways, he reminded 
me of the late Heath Ledger. Britt had 
this untapped spark that I was looking 
to bring further to light.

It all fell into place knowing that Britt is 
an artist himself, which enabled me to 
further expand on parts of the narrative 
so that we were actually able to have 
him create a painting from scratch, and 
even use some of his original paintings 
for our art department to dress the set. 
It was truly amazing to see him work 
from a blank canvas in real-time. It really 
created a palpable buzz on set that 
lasted the entire day.

As I both directed and shot this music 
video, it was vital for me to have a solid 
crew that I trusted around me, to help 
bring the vision to life. I called on board 
Anthony Littlechild as my B-camera 
operator to capture the raw energy 
on set. We could only paint once and 
destroy once; there were no resets. 
Having that extra angle was pivotal in 
creating a raw experience.

For the entirety of the clip we only shot in 
the one room, with an exception to the 
opening sequence. Speaking beforehand 
with my gaffer, Scott Pope, we decided 
on utilising the beautiful floor to ceiling 
windows and implementing a host of 
ARRI HMIs to create a continuity to the 
natural daylight coming through. We 
strategically diffused the light with layers of 
thin painter’s plastics that was part of our 

overall set design. After we had our lighting 
in position our main goal throughout the 
day was to bring in negative fill to control 
the light in close-ups.

For the look of the clip, I decided to opt 
for the Lomo round front anamorphic 
lenses. This came down to their lovely 
flaws that I’ve grown to adore over time. 
This translated nicely into the artists 
brush strokes; full of colour, character 
and quirks.

Over recent times I’ve been 
deconstructing the one-man-band 
approach and have delegated work 
amongst a larger crew. However, 
heading into this project I knew that I 
wanted to dedicate a large portion of 
the budget for our set design, which 
had me take on the reigns of editor and 
colourist once again!

With the concepts darker undertones 
and perfectionist nature being 
something that can relate back to 
personal works, especially after having 
put so much of myself into the project, 
I definitely am proud of the efforts of my 
crew in creating our final product.

Ed Reiss is a cinematographer from 
Melbourne with over seventy music videos  

and counting in his arsenal of work.

On the set of the ‘Masochist’ video shoot - PHOTO Lizzie Skyllas

MASOCHIST
Cinematographer Ed Reiss teams with Australian band Polaris to shoot  

the music video for their track Masochist –  by Ed Reiss



MOVING PICTURES
New documentary Moving Pictures takes audiences on a rare journey  

exploring the people behind the world’s cinematic treasures –  by Slade Phillips

Moving Pictures: Filmmakers and the 

Art of Cinematography, from director An 
Tran, features fascinating and inspiring 
stories from some of our most revered 
and accomplished cinematographers 
and directors. This unique, feature-
length documentary goes beyond 
technology to discover the hearts and 
minds of some of the most original 
voices in visual storytelling. 

Intimate, insightful conversations from 
the greatest filmmakers of our time are 
featured with cinematographers Roger 
Deakins CBE ASC BSC, Vittorio Storaro 
ASC AIC, Ang Lee, Rachel Morrison 
ASC, Francis Ford Coppola, Christopher 
Doyle HKSC, Wim Wenders, Rodrigo 
Prieto ASC AMC, Matthew Libatique 
ASC, Ed Lachman ASC, Darius Khondji 
ASC AFC and many more. 

The project was a major undertaking; 
production spanned multiple continents, 
crews and languages. Joining the 
effort were also director and executive 
producer Henning Radlein as well as 
director and supervising editor Sophie 
Kill. Cinematographer Tom Fahrmann 
BVK developed the black-and-white 
visual design and lighting approach for 

the interviews. Filmed with both ARRI 
and Fujinon lenses, the project saw 
multiple camerapersons behind multiple 
cameras

For Tran, her goal was to bring out the 
personality of each interview subject 
along with showcasing a diverse 
array of filmmakers from different 
backgrounds and generations. “We 
know these filmmakers and work; being 
able to share their unique experiences 
will inspire current film lovers and the 
storytellers of tomorrow”, says the 
director.

“The project was a 
major undertaking; 
production spanned 
multiple continents, 

crews and languages.”

Tran is a director and producer based 
in Los Angeles and Vietnam known for 
bringing out personalities in interviews 
to create dynamic portraits with an artful 
eye. Her background as a journalist 
still fuels her curiosity to connect 
people through stories, while bringing 

authenticity to screens big and small.

Produced by ARRI, Moving Pictures 
is not a sales pitch, but rather an 
appreciation of those who strive to 
create the images that inspire our 
imagination. ARRI’s intention is to 
make Moving Pictures available 
as an educational piece for film 
festivals, film schools, and the various 
industry associations for directors, 
editors, gaffers, and, of course, 
cinematographers. 

There isn’t one path that every 
filmmaker takes to become successful. 
These passionate craftspeople reveal 
their early influences, what moves and 
motivates them, plus the magic of 
legendary partnerships with directors 
such as Jim Jarmusch, Clint Eastwood, 
Martin Scorsese, Bernardo Bertolucci, 
Darren Aronofsky, David Lynch, Stanley 
Kubrick and more. 

Moving Pictures aims to spur creativity 
and the spirit of collaboration for viewers 
all over the world. 

Slade Phillips is a writer based in Sydney.
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Occurring only every three years, the 
Australian Scouts Jamboree welcomes 
more than 10,000 Scouts from across 
Australia who challenge themselves in 
a series of activities across technology, 
trade, sport, entertainment and 
recreation.

Previously, experiencing the Jamboree 
was restricted to those in attendance, 
due to a lack of resources to operate 
broadcast equipment and capture the 
many activities held each day. This year, 
with the support of Assistant Scout 
Leader Robert Zamora and Panasonic, 
the event saw the implementation of a 
temporary, fully functioning radio studio 
equipped with a network of Panasonic 
ProPTZ cameras, controllers and 
monitors.

Scouts and Scout leaders were able 
to seamlessly record audio and video 
content from the event’s two stages and 
one studio, while basing themselves in 
the central radio station’s master control 
room. The ability to set up and remotely 
operate the cameras considerably 
reduced the resources required and 
allowed all present to contribute to the 

creative output. Through a fibre cable 
network, cameras could be controlled 
from all sides of the Jamboree and 
streamed online using the Panasonic 
controller. 

“The new equipment 
allowed Scouts Australia 
to put cameras in places 

where they couldn’t 
normally in the past.”

“With cameras set up at two stages 
and in the studio, we were able to 
capture the entertainment at each 
location across ten days and stream 
it live,” said assistant Scout leader 
Robert Zamora. “We had 35,000 
people tune in for the opening 
ceremony alone!”

Scouts Australia had been constrained 
by resource and time in capturing 
promotional material, however the ease 
of set up and operation offered by PTZs 
has greatly contributed to their ability to 
not only support live streaming, but also 
capture an impressive bank of content 
for future promotion.

The new equipment allowed Scouts 
Australia to put cameras in places 
where they couldn’t normally in the 
past. 

The crew could put the small PTZ 
cameras around the site and control all 
of the equipment through a central hub 
to ensure they were capturing the best 
content at any given time, with no time 
wasted running between areas.

With Jamborees often hosted in remote 
areas, Scouts Australia must build the 
event from the dirt up, erecting multiple 
demountable stages, studios, halls and 
accommodation. With the sheer scale 
of the event, the build was a significant 
undertaking.

“Using the Panasonic equipment 
allowed us to provide a positive 
learning environment, with less people 
and less stress,” says Zamora. “It’s 
extremely rewarding to see Scouts 
go on to get industry jobs, where 
they are working with the exact same 
equipment.”

Slade Phillips is a writer based in Sydney.
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Monitoring the feed from the Control Room - PHOTO Supplied

SCOUTS AUSTRALIA
Scouts Australia livestreams the 25th Australian Scouts Jamboree  

using a network of eight Panasonic ProPTZ broadcast cameras –  by Slade Phillips



TRUE HISTORY OF  
THE KELLY GANG

An exploration of bushranger Ned Kelly and  

his gang as they attempt to evade authorities  

during the 1870s, filmed by award-winning  

cinematographer Ari Wegner ACS.

- by James Cunningham

Kelly makes his last stand in ‘True History of the Kelly Gang’ - DOP Ari Wegner ACS, PHOTO Ben King





When Peter Carey’s Booker Prize-winning novel True History 

of the Kelly Gang arrived in 2000 it exploded the myth behind 

Australia’s most celebrated bushranger and forced a country 

to stare back into its own vicious past. Never has a piece of 

writing come close to revealing the raw, powerful truth of Ned 

Kelly, and now through Justin Kurzel’s visionary eye, we see 

a film which refuses to be familiar or sentimental but instead 

throws you into the world of this extraordinary outlaw and his 

tragic descent into the heart of darkness.

This is a punk story for our times; a journey from the 

innocence of a boy wanting nothing more than to protect and 

provide for his family, to the iron clad terrorist who builds an 

army to destroy everything in front of him to free his mother. 

Shot by award-winning cinematographer Ari Wegner ACS 

(The Kettering Incident), the film focuses on the tender and 

volatile relationship between Kelly and his mother, Ellen Kelly 

(Essie Davis), spanning both the younger years of Ned Kelly 

(Orlando Shwerdt), to the time leading up to his death, played 

by 1917’s George MacKay.

Ellen is a matriarch, whose own loneliness controls the destiny 

of her eldest son; feeding him with love and affection when 

she feels him drifting away, guilt and shame when he reaches 

for a better life. Haunted by the maddening decline of his 

tortured father Red Kelly (Ben Corbett); groomed and nurtured 

by the infamous bushranger Harry Power (Academy Award-

winner Russell Crowe); hounded and hunted by the forces 

of the law like Sergeant O’Neill (Charlie Hunnam), Ned Kelly 

is a man desperately trying to carve out his own true history 

through the tip of a pen and the barrel of a gun.

Along with Ned’s brother Dan Jelly (Earl Cave) and friends, 
Joe (Sean Keenan) and Steve (Louis Hewison), they become 
the Kelly Gang, driven to rage by circumstance, fuelled by 
youth and the blurred boundaries between the law and those 
classed as outlaws. Kelly’s rage, but also curiosity, will be 
directed toward Constable Fitzpatrick (Nicholas Hoult) and 
the search for connection in the barren landscape. The true 
motivation and truth will lie in the bond between a mother and 
a son and the lengths sought to reconcile it.

In 2011 Hal Vogel, producer at Daybreak Pictures was in a 
meeting with author Peter Carey’s agent. Vogel, an admirer of 
Carey’s work noted the True History of the Kelly Gang sitting 
on the agent’s desk. Having been previously optioned, the 
rights had reverted back to Carey.

Describing the book as ‘extraordinary’ work, Vogel set 
about seeking finance. He had a few knockbacks but then 
came a screening of Justin Kurzel’s film Snowtown, shot by 
cinematographer Adam Arkapaw ACS ASC, at the London 
Film Festival in 2012 and that all changed. “I was blown 
away by the filmmaking,” Vogel says of Snowtown. “It’s 
an incredible piece of cinema. But there’s also a lot of 
resonances in the themes in Snowtown with Peter’s book 
and a sensibility that I thought would really be interesting 
in terms of discussing True History of the Kelly Gang with 
Kurzel.”

Vogel points to Kurzel’s involvement as the catalyst to getting 
the film made. “It was really Justin coming onboard that 
made the real difference and shifted how people perceive 
what one might do with that story,” says Vogel. The idea 
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George MacKay plays Ned Kelly in ‘True History of the Kelly Gang’ - DOP Ari Wegner ACS, PHOTO Ben King



of True History of the Kelly Gang in the hands of a director 
like Kurzel suddenly becomes a very different and very clear 
proposition.

Cinematographer Ari Wegner ACS joined the crew. “I knew 
Justin socially from VCA and and we had done one charity 
commercial together,” says Wegner. Screen Australia and 
Film Victoria boarded the project, joining Film4 to continue 
the development of the screenplay and support early pre-
production work and location scouting in Victoria. Locations 
secured included Melbourne Gaol, the State Library, 
Wangarratta, Dandengong Ranges, Marysville, Glenrowan 
and a beautiful old homestead called Mintaro. While this is 
the heart of traditional Kelly country, just as in Carey’s story, 
Kurzel and the filmmakers sought to harness landscapes that 
serviced the essence of the True History of the Kelly Gang.

“Kurzel told me about his vision for the film when I first 
met with him,” explains the cinematographer. “Ned Kelly 
with a punk approach. Not just in the storytelling but in 
the making of a film as well. We knew that our vision was 
going to be ambitious for the budget and we wanted to 
embrace that ‘reach’, to find a punk solution to a problem 
when a traditional one wasn’t within our budget. We wanted 
to capture the spirit of the Kelly in Carey’s writing, which 
doesn’t follow grammatical rules or convention. In the back 
of my mind, I was hoping to make a film that the Kelly 
Gang would have enjoyed.”

An incredible piece of landscape called the Winton Wetlands 
was utilised for what the filmmakers describe as the 
‘playground for Kelly’. Culturally, the location holds huge 

importance for Indigenous communities, and elders took the 
production around, explaining that it was a meeting site where 
hundreds of Aboriginal peoples have met and that in Kelly’s 
time it would have been a supermarket, providing shelter, food 
and water. It has a varied history environmentally, having been 
damned, then dried up and subsequently all the trees started 
dying, although it is now also an amazing habitat for flora and 
fauna. While currently under restoration, it presented a gothic 
and scarred backdrop for the Kellys’ home.

On shooting True History of the Kelly Gang, Wegner talks 
about her choice of equipment. “I love the Zeiss Super 
Speeds for a lens that doesn’t necessarily draw attention 
to itself, it’s a beauty which is very understated,” she says. 
“They are also super compact, light, fast and have great 
close focus, which are very practical factors but make them 
super versatile. Camera wise, when shooting digitally, the 
Alexa sensor is pretty much all I know, and when embarking 
on a big project with a lot of unknowns, ‘known’ is a huge 
drawcard.”

Production designer Karen Murphy and costume designer 
Alice Babidge spent a lot of time in pre-production working 
with the cinematographer, honing in on some core ideas. 
“Our hope was to make the film visually contemporary and 
exciting in its risk,” says Wegner. “Several themes emerged: 
the dramatic juxtaposition of black and white with splashes 
of red, avoiding browns and sepias which felt too much like 
traditional period dramas.”

There’s also a strong visual theme surrounding ships, 
specifically warships, they are an obsession of Kelly’s and 
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A scene from ‘True History of the Kelly Gang’ - DOP Ari Wegner ACS, PHOTO Ben King



A scene from Justin Kurzel’s ‘True History of the Kelly Gang’ - DOP Ari Wegner ACS, PHOTO Ben King





the filmmakers wanted to carry that though into the design of 

the sets, especially the Kelly House which features a ship-like 

shape. For Wegner, that also involved portals, one of which 

is Kelly’s iconic helmet. This helmet slit shape is a reoccurring 

theme, going all the way to the aspect ratio which slowly 

slides from 1.85 to 2.40 over the course of the film as Kelly’s 

world view and obsessions narrow.

“I was fascinated with the monitor and iron and metal and 
I guess that aperture that Ned Kelly eventually kind of 
becomes,” says Kurzel. “The whole idea of the film coming 
down to two eyes looking out was something we thought 
would be amazing as a premonition throughout the whole 
film, if there were little framings and little ideas that made 
you feel that aperture.”

The landscapes the characters go through are incredibly 

varied in the film. On shooting at the Marysville location, 

one notes the rarity of snow in Australian cinema in general. 

There is something about seeing rural Victoria under snowfall. 

Shooting in Marysville - the actual Kelly Gang would’ve ridden 

through here - the landscape is extraordinary now after the 

fires, and there is a tragedy about that place and a beauty 

about it, that seemed to encapsulate this kind of story.

“Our major sets were builds on location,” says Wegner. 

“Murphy has my utmost respect for such beautiful work, 
they were a pleasure to shoot in. It was very important to 
us to have the elements feel present and be able to see the 
landscape from inside. The Kelly House, the police station 
and Harry Powers’ bunker in the snow were the locations 
that Murphy designed from scratch, the other locations we 

scouted and adapted. Felt very lucky to be able to shoot the 
final scene in the old Melbourne gaol.”

Encapsulating the poetry of the story also flowed through 
to those final images at Glenrowan, Kurzel saying “I didn’t 
want it to be a kind of wooden-inn, I wanted Glenrowan to 
represent the football club rooms my Dad would take me to 
as a kid. Everyone would write their names on the walls and 
I loved that idea, especially because it’s Kelly writing his 
own history and of past travellers marking their names and 
statements. It was about not being so caught up in what was 
true at the time but what felt psychologically right for the 
characters and the story.”

Wegner wanted to thank all the crew, too many to mention 
here, but specifically gaffer Ruru Reedy, key grip Glen 
Arrowsmith, first assistant camera Ron Coe and all their 
teams. “We we out in the elements literally every day of the 
shoot, children, animals, snow, blazing sun. Their endless 
energy and positivity is the reason this film looks as great as 
it does,” says Wegner.

Servicing this story meant not being bound by rules of time 
and place, which was a through line for all the visuals in 
the film. Kurzel pointed out that Peter Carey had created a 
timeless world in the novel, noting that the cultural vibe of 
the characters makes them feel very present day and this 
subsequently shone through in the costuming.

“What I think is really important is silhouette and the 
silhouette that I saw in Australia in the 1970s and 1980s, 
especially on men, was really similar to the silhouette in 
the 1870s,” said Kurzel. “It was taking my favourite period 

Ned Kelly (George MacKay) in a scene from ‘True History of the Kelly Gang’ - DOP Ari Wegner ACS, PHOTO Ben King
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in Australian music, and art, and fashion and combining it 
with the 1870s and seeing where that sweet spot hit. The 
aim was to create a timeless feel and look at each character 
in a really specific way - I was fascinated by colour, I was 
fascinated by the attitude of the costume - there being a 
sexuality about it. For example I was determined that Ellen 
Kelly be in pants and boots as opposed to big frocks and 
corsets, referencing Patti Smith.”

True History of the Kelly Gang saw Olivier Fontenay as 
colourist, who Wegner had worked with on Ruin (2013) and 
The Kettering Incident (2016) and who the cinematographer 
loves to work with. It was Wegner’s first experience with the 
Academy Colour Encoding System (ACES) and that was very 
positive. “Our approach was that as the film has some very 
distinct and different chapters and even at times different 
genres we were liberated from creating one ‘look’ for the 
whole film. There is a storybook feel to the first section of 
the film, a kind of social realism to the middle section and a 
nightmarish ending so each was able to have its own palette 
and tone.”

“I am really really happy with the Glenrowan sequence 
in the film,” says Wegner. “We really went out on a limb 
visually and conceptually with it and it achieves the exact 
effect I had hoped for; overwhelming and nauseating.” 
Wegner wanted the audience to feel trapped in the nightmare 
that Kelly was and create a physical experience for the viewer. 
“It’s quite an assault on the senses at times, in a cinema 
especially suddenly the whole room is pulsating. I have 
to thank Ruru Reedy and his lighting team for supporting 
wholeheartedly the unconventional approach, when I first 

mentioned strobe lighting on a period film, he didn’t even 
flinch.”

Wegner says the overall vision of a director and the unique 
perspective of a cinematographer are one and the same. 
“Perhaps in early pre-production we all arrive with ideas, 
but by the time it comes to shooting we’ve narrowed it down 
to the absolute key ones and lost sense completely from 
where each idea originated,” says Wegner. “On this project 
especially it was a collaboration of the truest kind, a totally 
open forum to share ideas and then the slow distillation 
down to the ones that best served the story and let a viewer 
gain an insight into a character’s mindset.”

In summing up, True History of the Kelly Gang spans the 
younger years of Kelly’s life to the time leading up to his death. 
The film explores the blurred boundaries between what is bad 
and what is good, and the motivations for the demise of its 
hero. Youth and tragedy collide in the Kelly Gang, and at the 
beating heart of this tale is the fractured and powerful love 
story between a mother and a son.

Wegner is currently shooting The Power of the Dog for 
director Jane Campion DNZM.

Ari Wegner ACS has won multiple awards for her cinematography, including 

a British Independent Film Award for her work on Lady Macbeth (2016)

James Cunningham is the Editor of Australian Cinematographer Magazine.

Images copyright Punk Spirit Holdings Pty. Ltd.

A scene from ‘True History of the Kelly Gang’ - DOP Ari Wegner ACS, PHOTO Ben King

TRUE HISTORY OF THE KELLY GANG  /         23





George MacKay as Ned Kelly in ‘True History of the Kelly Gang’ - DOP Ari Wegner ACS, PHOTO Ben King



On the set of series ‘The Mandalorian’ - PHOTO François Duhamel



THE MANDALORIAN
Cinematographer Greig Fraser ACS ASC  

steps into the unknown on The Mandalorian.

- by David Heuring
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Cinematographer Greig Fraser ACS ASC behind the camera, filming ‘The Mandalorian’ - PHOTO Melinda Sue Gordon

Greig Fraser ACS ASC burst on the scene in 2011 with Bright 

Star, which helped bring him ACS Cinematographer of the 

Year honors. In 2012, he demonstrated impressive range 

with Snow White and the Huntsman and Zero Dark Thirty, 

and since then he has added more diversity with Foxcatcher, 

Mary Magdalene and Rogue One: A Star Wars Story. In 2017, 

he earned an Oscar nomination along with an ASC Award 

and the Camerimage Gold Frog for Lion - another complete 

departure in terms of tone and subject matter.

Now Fraser’s path has led to The Mandalorian, the first live-

action web television series in the Star Wars universe. Created 

by Jon Favreau and co-shot by Barry Idoine, the Disney+ 
series, sometimes termed a ‘space western’, depicts a lone 
bounty hunter who operates far from any authority.

Favreau often works at the limits of technology (The Jungle 
Book, The Lion King) and The Mandalorian was no exception. 
He insisted on a game-changing approach. The LED-screen 
backdrops that Emmanuel Lubezki AMC ASC used to cast 
interactive light on Sandra Bullock in Gravity (2013) had 
advanced to the point where they could be used for entire on-
camera environments, as seen in The Lion King (2019). The 
virtual production techniques depended on a 2.8 millimeter 
pixel pitch, up from the 9-mm pitch used on Rogue One, 

Behind the scenes on ‘The Mandalorian’ - PHOTO Melinda Sue Gordon



Pedro Pascal is the Mandalorian in a scene from ‘The Mandalorian’ - DOP Greig Fraser ACS ASC



A scene from the first epidode of ‘The Mandalorian’ - DOP Grieg Fraser ACS ASC
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where the backgrounds were later replaced with higher-

resolution imagery. Here, visual effects company Industrial 

Ligh & Magic (ILM) worked with Epic Games to adapt their 

Unreal Engine to enable real-time display at resolutions 

sufficient to make replacement unnecessary. Interestingly, 

some of ILM’s original assets were brought out of the library 

and used, making a visual link to the earlier Star Wars imagery.

Fraser says that these decisions affected every aspect of the 

shoot, beginning on day one of pre-production. “Early on, it 

occurred to me that we were making forty or fifty decisions 

every day that were brand new and groundbreaking.” 

he says. “Of course you still have the standard general 

decisions that have worked their way through a century 

of filmmaking: What direction are we shooting? How do 

we stage this? But I was learning so much about the LED 

screen process, the manufacture, indoor versus outdoor, 

output, bit rates, dimming. The LEDs were merely one 

aspect. There are hundreds of factors that we were 

navigating daily. As adults, it’s rare that we are learning on 

such an intense scale. It’s a fantastic feeling. But this was 

extreme. Every day when I went home, my head literally 
hurt! We were essentially inventing a new process of 
shooting.”

The technology juggernaut behind today’s high-end 

filmmaking can be overwhelming. But an important part of 

the cinematographer’s job is to make sure that the tools don’t 

become an end in themselves.

“If you base your decision on the technology side of things, 
that’s the tail wagging the dog,” says Fraser. “The techology 
is purely there to serve us as filmmakers. So these tools 
often have to go through a process of adaptation. I want 
to be able to move the camera. I want to choose where the 
camera goes on the day - even in the moment that we’re 
shooting. Perhaps an actor does something different, and 
I do a little tracking to save the shot - and that becomes 
the magic part of the scene. So we can’t run it like a robot. 
It’s not just committing a storyboard to film. It’s an organic 
process; that’s the exciting part.”

Fraser says that a Star Wars tale was a perfect candidate 
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for this treatment, in part because of its essential nature. 

“What we all responded to in the original Star Wars was the 

simplicity of storytelling,” he says. “Favreau, writer-director 

Dave Filoni and I love classic filmmaking. Favreau was also 

referring to classic Westerns and samurai movies,” says 

Fraser. “Often those were made with big, bulky cameras that 

were tricky to move. So when they did move, it made a very 

big impact on the audience.”

“Early on, it occurred to me that 
we were making forty or fifty 

decisions every day that were 
brand new and groundbreaking.”
Fraser says there are multiple ways to move a camera, 

of course, but he thinks where A New Hope (1977, 

cinematography by Gilbert Taylor BSC) and particurlarly 

The Empire Strikes Back (1980, cinematography by Peter 

Suschitzky BSC ASC) got it very right is that they came at 

the tail end of a decade of incredibly mature filmmaking, the 

1970s.

“George Lucas and the other people who were working in 
that era had learned their craft by watching movies made 
in the 1960s and earlier, and they created a really strong 
and cinematic storytelling base built on concise, well-
constructed, simply told stories. That creates a bigger buzz 
than something that is overly complex. They found the right 
balance.” says Fraser.

In choosing lenses, Fraser wanted to ensure that 

backgrounds fell out of focus quickly. He knew he wouldn’t be 

able to control moiré by hanging thin diffusion, as he had done 

on Rogue One.

“That meant we had to stage people far enough from the 
screen so that the lens did not pick up any moiré,” he says. 

“We had to choose a format that was as large as possible 
that was also anamorphic; because to all of us, the look 
of Star Wars is anamorphic. The Ultra Vistas were lenses 
that Panavision had just come out with. I didn’t know about 
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Behind the scenes on series ‘The Mandalorian’ - PHOTO Melinda Sue Gordon
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them until they were suggested during testing. I thought 
they were amazing. It’s a beautiful, creamy lens that falls 
off nicely and produces pretty skin tones.” Fraser went on to 
use them again on Denis Villenevue’s Dune.

The Ultra Vista lenses use a 1.65x squeeze. Paired with the 
ARRI Alexa LF sensor, they produce a 2.35:1 widescreen 
aspect ratio. “On the Alexa 65 with a 1.3x squeeze, you’re 
cropping left and right,” Fraser explains. “In the end it’s a 
wash in terms of resolution. The 1.65x and the LF was the 
right combination.”

“We had to choose a format that 
was as large as possible that 

was also anamorphic; because 
to all of us, the look of  

Star Wars is anamorphic.”
Working with the LED volume brings control back into the 
hands of the cinematographer, according to Fraser. Since the 
dawn of the digital revolution, it seems, each step forward 
diluted the control directors of photography exercised over 
the image. Here, Fraser was able to work very closely with 
production designer Andrew Jones on every aspect of the 
backgrounds, not least the angle, intensity and quality of the 
light.

“The worst thing about being a cinematographer on a blue 
screen set is that you have literally no control over what 
goes on that blue screen,” he says. “You have to trust the 

visual effects supervisor and the director, and in most cases, 
of course, you do. But maybe somebody doesn’t understand 
framing, and they put a light post right behind the main 
actor’s head. You may not have shot something in a certain 
way if you had known what the background was going to 
be. But the LED volume restores visual power back to the 
cinematographer and the director, on their own set. To me, 
that’s the most powerful part of this.”

“It’s why I was so passionate about working with ILM on 
this, because it’s been brewing for a number of years. We 
did all the testing on Rogue One, and it was very much a 
conversation, could we do this with a real environment, and 
not just with ships in space? The answer was ‘not quite yet.’ 
We had moiré and other issues. Now it’s five years later. 
It was like a meeting of the minds. Jon was willing to risk 
writing the show based on the premise that we could shoot 
almost anything on the LED volume. It was a big step, and 
everyone put their reputations on the line. I can tell you it 
was one of the most beautifully stressful shows that I’ve ever 
worked on, because we were walking into the unknown.”

Although Fraser and Idoine are credited with specific 
episodes, there are plenty of examples where they worked 
across episodes. Season two is planned for October 2020, 
and both Favreau and Disney’s Robert Iger have hinted that 
there are spin-offs being considered.

Since wrapping season one of The Mandalorian, Fraser 
turned his attentions to Dune, a feature directed by Denis 
Villaneuve, and The Batman, which he is shooting for director 
Matt Reeves. That film is expected in June 2021.

David Heuring is a writer, known for his book Advanced Filmmaking (2014).
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STATELESS
Inspired by true events; a woman escaping a cult, 

 a refugee fleeing with his family, a father trapped in a  

dead-end job, and a bureaucrat on the verge of a  

national scandal find their lives intertwined,  

caught up in migrant detention.

Stateless was created and executive produced by Cate Blanchett,  

and Tony Ayres, directed by Emma Freeman and Jocelyn Moorhouse,  

and shot by cinematographer Bonnie Elliott ACS.

- by Bonnie Elliott ACS



Executive producer Cate Blanchett also stars in ‘Stateless’ - DOP Bonnie Elliott ACS, PHOTO Ben King



Stateless is a six-part series that looks at the complexity of 
our refugee and detention policies, and the human costs of 
the systems created by them. Drawing on true events we 
follow four central characters, Sofie (Yvonne Strahovski), an 
airline hostess on the run from a strange cult. Ameer (Fayssal 
Bassi), an Afghan refugee running towards a new life with his 
wife and two children. Cam (Jai Courtenay), a father of three, 
struggling to make ends meet, who finds a new job at an 
Immigration Detention Centre. And Claire (Asher Keddie) an 
ambitious bureaucrat who is running out of time to contain a 
national scandal.

What impressed me about the scripts was how intriguing and 
emotionally gripping they were. The first episode opens with 
the juxtaposition of three of our four characters; Sofie striding 
confidently through an airport, Ameer and his family in transit 
on a cramped bus in Indonesia, Cam finishing up his shift at 
a car wrecking yard and trying to get home to his family, all 
set to Cole Porter’s ‘Accentuate the Positive’. Oh yes, and it’s 
Christmas. This was not how you might imagine a show on this 
subject matter beginning. Their various journeys bring them to 
an immigration detention centre in the middle of the Australian 
desert, where their stories collide, overlap and explode.

I thought this multi-protagonist structure gave such interesting 
insights to the world it was exploring, by seeing many 
facets and perspectives of it. The ‘human flow’ of refugees 
(as Ai Weiwei’s documentary called it) is a hugely complex 
issue facing Australia and the world. The way we deal with 
displaced people reveals so much about us as a society and 
our humanity and I felt really excited at the chance to make 
something on this subject, as I feel these issues can so easily 
fall into the background, now that off shore detention is the 
current policy. 

The visual language of Stateless begun as it often does for 
me, by creating a few mood boards to begin my conversations 
with the creators of the show Cate Blanchett, Tony Ayres 
and Elise McCredie and Emma Freeman the set-up director. 

I always find this helps to refine my ideas, and of course, 
helps with communicating to others. From the outset I felt the 
show needed to have colour and energy, to create a vitality 
to the story world, that would help pull our audience into the 
humanity of this difficult place. Capturing an elemental feeling 
also felt important, the heat and dust of the desert around the 
detention centre, the precarious journey across water of the 
refugees, I wanted the images to feel alive and visceral.

My first conversation with Emma Freeman felt like the 
beginning of a beautiful friendship. She had made a website 
where she had collected all her own reference images, and 
grouped them in themes; truths, desert, water, suburbia, 
texture/palette, point of view and detail, entrapment or 
isolation, the double self, night colour. As I looked through 
these images I saw many that I had in my own collections, 
and such a clear and distinct vision for the show also, and 
that chimed with my own instincts.

Once we started talking we discovered a shared love of the 
film Moonlight (2016, cinematography by James Laxton ASC), 
and how the emotional calibration of the camera felt like a 
revelatory approach. Freeman talked about her theory for the 
Stateless of ‘chaos and control’, and that the story, characters 
and camera oscillated between these two poles. We both 
wanted the storytelling to be subjective, and guided by the 
emotional states of our characters.

Not long after this discussion and coming onboard the show 
I saw Capernaum (2018, cinematography by Christopher 
Aoun), which is a powerfully emotional story of a young boy 
in Lebanon who leaves his dirt poor family in the slums of 
Beirut and befriends an Ethiopian woman and her baby boy, 
both illegal immigrants. The camera in the film moves with 
the characters, sometimes roughly, but always with a raw 
energy that responded to performance. This film also became 
a touchstone for us, and we organised a screening of the film 
during pre for everyone to come and see it.

Cinematographer Bonnie Elliott ACS with Steadicam and B-camera operator Tim Walsh and set-up director Emma Freeman  
- PHOTO Ben King
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Director Rodd Rathjen and actor Sarm Heng (Chakra) filming ‘Buoyancy on location - PHOTO Rafael Winer

As we started pre our aesthetic conversations opened up 
to include production designer Melinda Doring, costume 
designer Mariot Kerr and Hair & Makeup Designer Shane 
Thomas, all brilliant collaborators. The central world of the 
story was the Barton detention centre and we started defining 
that first. Doring had a huge project on her hands as she had 
to build part of a detention centre compound. There was a 
site we found at Port Augusta, down the road from Baxter 
Detention Centre that had some buildings we could build our 
compound out from, with demountables and fencing. Doring 
and Freeman had been fortunate to visit Baxter on a research 
trip and had a huge bank of knowledge to draw upon, as 
well as images of other detention centres at Woomera and 
Villawood, and immigration facilities around the globe. The art 
department built a scale model of what they were planning to 
build that we could move pieces of around, which was very 
helpful in our endless conversations about fences, and how 
many we could afford to build.

Having worked with Doring before I know she is absolutely 
meticulous in her research, and prepares a wealth of reference 
material to explain her thinking. She based the design of 
our compound on Baxter and one of the most extraordinary 
parts of filming Stateless was that many of our refugee extras 
were people who had spent time in the real place. They were 
so impressed by our set, and how authentic it felt. I was 
surprised at how happy they were to be with us, re-enacting 
scenes that were similar to their personal experiences, sharing 
their knowledge with us. They clearly felt empowered by the 
opportunity to be a part of telling their story, and one of my 
most moving moments during the shoot was filming their 
reactions to a scene of a father and daughter saying goodbye 
to each other.

Kerr’s costumes would bring colour and relief to the monotony 
of the detention centre environment in the clothes of the 
refugees, and Thomas’ makeup would make us feel the heat, 
embracing sweat and dirt, and we agreed that everything 

would have a lived in, worn down feeling. During camera 
testing we looked at Antique Suede filters, which I had used 
previously on These Final Hours (2013), and we all responded 
to what they were doing to skin tones, and a general feeling of 
oppressive intensity. So we built some look-up tables (LUTs) 
based on the filter tests that I could dial into the camera 
selectively a Suede 1 or 2, and that would be sent through 
to post and be applied to rushes. In the past I haven’t shied 
away from using filters in front of the lens, as I did on These 
Final Hours, but I knew I would often be shooting into the sun 
to turn up the temperature and wanted to preserve the flare 
characteristics of my lenses. The best thing about having a 
camera with internal filters is that you can have the light flare 
the lens without layers of glass that can bounce around in 
ways you don’t always want.

Away from the detention centre, another key world within 
the show is the self-help cult Growing One’s Potential 
Achievement (GOPA) that Sofie is involved with before she 
ends up in Barton. The contrast of this, and the way her 
journey to Barton plays out in flashbacks we all agreed 
needed a distinctly different look. As we had decided on 
warmth for the detention centre, a cooler feeling felt right, with 
less saturated colours, more pastels. This contrasts again 
with Ameer and his family and their journey from Indonesia. 
We knew from location reconnaisssance of Lombok in the 
beginning of pre-production that the palette there leaned into 
the greens of the tropics, super-saturated pops of colour in 
clothes and buildings, the harsh glare of exposed bulbs on 
street stalls at night, the textures of monsoonal dilapidation, 
and the constant movement of traffic and street life, a very 
distinct visual environment.

I created another bunch of mood boards to express these 
ideas and contrasts in the story worlds, ones for each 
character, key locations, day and night lighting, I think there 
were about twenty in the end, more than I have ever done 
before for one project. These all ended up on Freeman’s 
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Stateless website, along with our location reconnaisssance 
photos, and this became an invaluable tool of communication 
between the heads-of-department and the creators, 
producers, the ABC, and eventually the crew. I think it is a 
terrific way to keep everyone clear on the vision of a project 
and what we are all setting out to make together. 

My go-to camera for some time has been the ARRI Alexa 
Mini, for its lovely sensor and versatility of configuration. I 
knew the show would be a mix of hand held and Steadicam, 
leaning towards ‘chaos’, and tracks and sliders in ‘control’ 
mode. I wanted to be able to move between them quickly 
and easily. My favourite lenses are Zeiss Super Speeds 
which I chose again for Stateless as I feel they have enough 
character to take the image away from something clean and 
digital, and imbue it with humanity and warmth, without ever 
becoming romantic. I have recently embraced using zooms 
more, and had just had a great experience on The Hunting 
(2019) working with the Angeniuex short zooms, which give 
you speed and flexibility, and above all momentum. Freeman 
is a performance oriented director, she will often want to shoot 
close-ups first, and I thought she would be happy not to 
wait for a lens change, or re-balance of the Steadicam rig, to 
stay in it with the actors. I mostly used them for day exterior 
scenes, as I tended to favour the Super Speeds for night work 
and interiors, as I love the way they flare, and our set had so 
many wonderful sodium vapour lights that did just that.

Panavision supplied all our equipment and were incredibly 
supportive as always, sending tech wiz Peter Lorz over to 
Adelaide to investigate when we had Teradek issues. We have 
all come to rely so profoundly on wireless systems and for 
focus pullers in particular, when you have a kinetic shooting 
style, it’s vital it works. The new Teradek 3000s were very 
reliable once we switched over to them.

Kitty May Allwood was my focus puller on A-camera, and 
we have previously worked together on Undertow (2018) 
and The Hunting. She is a brilliant technician, and has an 

uncanny ability to get in sync with actors, often with little or 
no rehearsal. Partly her skills and experience and I suspect 
because she is an emotionally intuitive person! And because 
of this she also runs the camera department with generosity 
and kindness. I am always grateful for the tone she sets, of 
positivity and calmness. 

The rest of my camera department were all people of similar 
qualities, Steadicam and B-camera operator Tim Walsh, 
B-camera first assistant camera Murray Johnston, second 
assistants camera Claire Bishop and Rebekah Hawkey and 
video-split Chris Daniels. Having the right crew around the 
camera really affects the actors and rest of the on set crew. I 
am very careful to work with people who have the right sort 
of energy. I am also conscious to have a gender balanced 
camera team, which not only helps create a great atmosphere 
on set, but is also my own way of trying to make changes to 
what continues to be a male dominated field.

This was my first project working with Walsh, and from the 
beginning this felt like another beautiful friendship as his 
dramatic instincts as an operator are so strong and his sense 
of compositions very closely aligned with my own. It was 
a real collaboration, and I encouraged Walsh to be in the 
moment as shots played out and see where the characters 
and emotions of the scene took him.

My lighting team was led by the Buddha of South Australian 
lighting, Graeme Shelton, whose experience and grace under 
pressure helped me to navigate a demanding schedule, and 
realise my ambitions for the show, which were never small. 
We had excellent support from electrics Chris Walsingham, 
Peter Giuliani and Tane Lees. Having previously collaborated 
with Shelton and his crew on The Hunting, we had begun 
to develop a shared language, and an understanding of my 
tastes in fixtures. Although I was delighted to be introduced 
to the ‘Parachilna Bounce’ on Stateless, a vintage 12x12 
ultra bounce imbued with the red dust of many of Shelton’s 
previous adventures.

Fayssal Bazzi in a scene from ‘Stateless’ - DOP Bonnie Elliott ACS
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Having already worked with grip Matt Richardson on The 
Hunting, and been impressed by his resourcefulness and 
good humour, I signed him and his excellent team of Matan 
Tatarko, Django Nou and Chris Lever up for another dance. 
I also encouraged Richardson to buy a Grip Factory Munich 
six-foot slider for the job. Something he has now come to love 
as much as I do.

Stateless was a large undertaking, filming for almost 
three months in Adelaide, Port Augusta and Timor. Our 
hilarious and brilliant first assistant director Peter McLennan 
somehow wrangled the complex cast availabilities and art 
department requirements into submission, and was a huge 
support to freeman and myself. The time in Port Augusta 
in the compound set built by the art department had some 
ambitious sequences that encompass many smaller scenes, 
involving large numbers of cast, parallel action and multiple 
points of view. Freeman likes to tackle these with what she 
calls a ‘mega block’ where we take the time to work through 
all the elements with the cast, so everyone understands where 
they are and what is going on for them, and we can plan 
coverage, and maximise what we can get out of each set up. 

For some of these sequences we used three cameras, which 
proved to be very efficient with a set as big as our compound, 
and with additional operators as talented as Sky Davies and 
Maxx Corkindale I could trust that all cameras were working 
effectively. I always work with a monitor that has the B-camera 
shot displayed so I can check lighting and framing, but when 
we went into chaos mode with Corkindale filming from a 
chopper as a ‘news camera’ and Walsh and myself at ground 
level, cast and extras moving in all directions, it’s about 
trusting that you have the right people working with you.

The lighting of the compound at night was one of my biggest 
challenges in pre-production, as I wanted to give freedom 
to the characters, and the camera, so the set needed to 
basically self illuminate, to facilitate 360-degree filming. Doing 
my research on actual detention centre lighting I found that 

fluorescent tubes and industrial fixtures of mercury and 
sodium were the main lighting used. I love the orange intensity 
of sodiums, and felt that favouring them would play into the 
feeling of heat, and also the richness of colour we wanted for 
the show. Contrasting this with cool white fluorescents gave 
us an interesting balance of dirty warmth and greenish cyan 
hues, broken up by the occasional daylight tube, which add a 
dash of lavender here and there. 

All actual fixtures were built into the set, and one happy 
accident was some of the demountables turned up with small 
yellow fluorescent tubes mounted to their exterior. When I saw 
them in the mix I embraced them too, adding another colour 
accent.  One of my real joys on the show was shooting in the 
compound at night, it was such a thrill when it got dark to turn 
it all on with the flick of a switch and say “we’re lit, let’s shoot!” 

Aside from twisting out a few tubes or turning off a sodium that 
was creating camera shadows or flattening things out, it really 
was a self-saucing pudding. It was so efficient and gave us 
huge flexibility and I only wish we could have shot more scenes 
at night. I kept asking the show runner if we could change 
some day scenes to night, as our winter schedule meant our 
days were very short, and sometimes the mornings would 
be slow to start as we waited for the actors breath to stop 
fogging, not quite right for our hot and dusty show. Shooting in 
winter sun is a blessing of course, and our cast were incredibly 
good sports about being constantly spritzed and sweated 
up under their armpits, which really sold the temperature, 
although I think they may have groaned quietly inside every 
time I asked the makeup and standby team for more.

Freeman set up the show very strongly, directing the first three 
episodes, and the clarity of her vision was apparent from the 
moment I saw the website she created. She followed this 
through with a deep level of preparation, which allowed her to 
follow her instincts on the day and work really collaboratively 
with the cast. Her focus on performance is well known, and she 
is much loved by actors for creating a set that is open to their 
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instincts, and focused on their needs. In some circumstances 
Freeman prefers to shoot the closeups first, to capture the 
performances when they are fresh and surprising, and not 
waste that alchemical energy on wider shots and warming up 
into the scene. I haven’t worked this way much before and 
I found the results quite revelatory at times. My approach to 
lighting is about illuminating a space, not the individual shots, 
so this allowed me to reverse engineer back to wide shots 
without too much difficulty. You just have to think it through 
carefully, so you don’t paint yourself into any corners.

Freeman also likes to cross shoot in certain scenarios, which can 
really work for actors as they can overlap and feel free to change 
continuity, be in the moment and see where the scene takes 
them. I think this can work very well in some lighting situations, 
and when it doesn’t I would offer up another two camera 
scenario which would allow both actors to be on camera. What 
I loved about working with Freeman is the respect she has for 
her cast and collaborators, and through her clear and decisive 
leadership, takes us down a path that we all believe in.

Changing directors is always a gear change for the cast and 
crew of any series, as no two directors are alike, and yet the 
show must feel like one seamless whole, one of the biggest 
challenges of shooting television drama. In the first days of 
Moorhouse’s block we had a huge protest sequence to shoot, 
with masses of extras, vehicles, three cameras, plus a drone; 
probably one of the biggest action sequences in the series. 
It was straight to the deep end of the pool, and full ‘chaos’ 
mode to welcome Moorhouse to Stateless.

Fortunately Moorehouse was very collaborative, and open to 
listening to the cast and myself, understanding how deeply 
immersed we were in the characters and story world. The 
last three episodes see the mental health of Sofie decline, 
and so the visual language evolves to respond to that shift, 
with Moorhouse looking to find ways to heighten the emotion 
through camera and performance, as the show builds to an 
intense conclusion.

The first episode sees Ameer and his family on their journey 
from Indonesia to Australia, and at the beginning of pre we 
traveled to Lombok to scout locations. After much negotiating 
our permit did not eventuate, and we found ourselves looking 
for an alternative quite late in the shoot. We were fortunate to 
travel to Timor to film these important sequences, and they 
were incredibly welcoming of our project and crew. However 
we now had to find all new locations, and fast. Freeman, 
Doring and I drove all over Dili and the coastline one hour on 
either side locking them in over three days, so that we could 
tech scout and start filming the following week.

Timor has a very small film industry, but fortunately John 
Maynard the producer of Balibo (2009) had introduced us 
to a fixer, Michael Stone who helped us find local crew, and 
smoothed the way forward. It felt so important to show this 
journey that so many refugees take with as much authenticity 
as possible, and I don’t think we could ever have pulled off 
what we did in Dili in some of the other countries that were 
talked about when Indonesia fell through. The people of Dili 
were curious to see our crew working, and un-phased by 
the cameras, seeming happy to appear in shots incidentally, 
or featured quite closely. Filming in the central market was 
another day of chaos theory as Faysal Bassi improvised 
scenes with locals, begging for food, with our cameras in 
amongst it, dodging people and carts, as the life of the market 
swirled around us.

We also found an incredible black sand beach to shoot our 
boat departure scene. Scripted as a night scene, there was 
no way we could light this with the resources available in 
Timor, so I had to embrace shooting at dusk. As long as it 
looked like they were leaving under the cover of darkness I 
knew our story could work, even if it felt like very early pre 
dawn light. On the day we shot the scene the clouds rolled in, 
giving us an extra forty five minutes of light to film in. Shoes 
off, up to my knees in water, I smiled and thanked Timor from 
the bottom of my heart.

A scene from ‘Stateless’ - DOP Bonnie Elliott ACS, PHOTO Supplied



                     STATELESS  / 43

I was fortunate that the producers were able to accommodate 
a long overseas trip I had planned straight after we wrapped, 
so that I could attend the grade of Stateless. They also agreed 
to a more generous schedule than I have had on previous 
series, so we had a few days to establish looks across the 
show, and then four days grading per episode. Given the 
pace at which we shoot television drama, I really think it is 
money well spent not rushing the grade, and I appreciated 
that the producers concurred! Having a proper amount of time 
to crystallise the different story worlds and finesse transitions, 
and also allow time for reviews and addressing notes really 
makes all the difference.

Colourist Brett Manson and I have a long collaboration that 
started on These Final Hours, and more recently includes 
H is for Happiness (2018) and Slam (2019). It is a true 
delight to grade with someone that you share an aesthetic 
understanding, and who knows your taste already. We started 
off by referring back to all my original mood boards, which 
Manson keeps at close hand when working with me, as we 
sometimes come back to them as we go along. 

We had a few LUTs already built that we had used on the 
shoot, the Antique Suede filter replication, and one that swung 
the cool white fluorescent into a more cyan place, away from 
yellow. These proved a good foundation to build on as we 
worked together to accentuate and define the different worlds 
our characters start in, whilst maintaining a cohesive overall 
feeling of contrast and colour density. 

I think my favourite sequence is the GOPA Eisteddfod in 
episode one. Who doesn’t love a song and dance routine? 
Filming Cate Blanchett singing ‘Let’s get away from it all’ 
onstage in a sparkling Rita Hayworth style gown designed by 
Kerr, in makeup that had just a touch of the John Waters, as 
Yvonne Strahovski danced in front of her in a killer red satin 
dress is an experience I will always remember fondly. During 
the sequence Sofie starts to lose confidence and freak out. A 
scene that had started in control mode with dolly moves, fluid 

Steadicam, and an overhead Busby Berkeley geometry shot 
changes gears into handheld. I got in amongst the dancers 
on a shift and tilt lens, pulling focus myself in a jagged and 
destabilised way. I then employed a fractal filter for a few 
specials in front of a 50mm Super Speed, as Freeman had 
wanted to create a sort of kaleidoscopic distortion effect. I 
had ordered these filters online from the United States and 
they finally arrived in the post the very day we shot the scene 
we needed them for, much to my relief and amazement.

A dramatic handheld confrontation in the glare of a follow 
spot unfolds with the leader of the cult (Dominic West) before 
Sofie flees, with Walsh doing an extraordinary running shot 
down the street leading her with an unbalanced Steadicam 
rig, to create a hand held feel, that fully situates the audience 
inside the trauma of her experience. I feel this sequence 
encapsulates what Freeman and I were going for with 
the different camera modes of ‘chaos and control’. I was 
particularly proud that we filmed the Eisteddfod part of the 
sequence in the first week of the shoot. It was a hugely 
ambitious day, but so wonderful seeing all the design, camera, 
performance and choreography elements come together, and 
I knew from then that we might just pull off the whole series.

As I get ready to fly to Berlin for the premiere of Stateless at 
that city’s film festival, I feel proud that the real commitment 
and hard work we all put into this series shines so brightly. 
Tech checking the DCP with some distance from the grade, 
and with the sound and music all mixed, I felt deeply affected 
by what I saw. I think we all felt the pressure of honouring the 
subject matter, and the need to make something engaging, 
that is so compelling you don’t want to look away. I know it 
has been a long road for the creators to get Stateless made, 
so I hope everyone who watches as it goes to air in Australia 
is as thoroughly absorbed as I was.

Bonnie Elliott ACS is an award-winning cinematographer who  

works across drama, documentary, commercials and video art.
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THE INVISIBLE MAN
Emmy Award-winner Elisabeth Moss  

(The Handmaid’s Tale) stars in a terrifying  

modern tale of obsession inspired by  

Universal’s classic monster character.

Cinematographer Stefan Duscio ACS  

(Jungle) chats to us about shooting  

The Invisible Man for Australian 

 director Leigh Whannell (Saw).

- by James Cunningham
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Trapped in a violent, controlling relationship with a wealthy and 
brilliant scientist, Cecilia (Elisabeth Moss) escapes in the dead 
of night and disappears into hiding. But when Cecilia’s abusive 
ex (Oliver Jackson-Cohen) commits suicide and leaves her 
a generous portion of his vast fortune, Cecilia suspects his 
death was a hoax. 

In Blumhouse Productions latest thriller The Invisible Man, 

based on the 1897 novel by H.G. Wells, a series of eerie 
coincidences turns lethal, threatening the lives of those she 
loves. Cecilia’s sanity begins to unravel as she desperately 
tries to prove that she is being hunted by someone nobody 
can see. Jason Blum, a current-day master of the horror 
genre, produces The Invisible Man for Blumhouse. The 

Invisible Man is written, directed and executive produced by 
Leigh Whannell, one of the original conceivers of the Saw 
franchise and shot by the multi award-winning Stefan Duscio 
ACS.

Duscio worked with Whannell on his last film Upgrade 
(2018) which the pair shot in Melbourne in 2017. “We had a 
great time working together and really enjoyed creating a 
unique visual language for that film,” says Duscio. The pair 
employed a great amount of in-camera motion tracking to the 
lead actor during action sequences in Upgrade, and Whannell 
was interested in evolving that for The Invisible Man, which 
obviously features a character you can’t see. 

“Our initial discussions focused on the problem of making 
a suspenseful film centred around a person being pursued 
by someone who may or may not be there,” says Duscio. 
Together, the pair watched films that they thought might be 
stylistically relevant including Prisoners (2013, cinematography 
by Roger Deakins CBE BSC ASC), Personal Shopper (2016, 
cinematography by Yorick Le Saux) and A Ghost Story 

(2017, cinematography by Andrew Droz Palermo). Also films 
that the pair thought were masterfully made such as The 

Exorcist (1973, cinematography by Owen Roizman ASC) and 
Hereditary (2018, cinematography by Pawel Pogorzelski). 

“Collaborating with the director and the art department on 
The Invisible Man was very thorough and intensive,” says 

Duscio. “I was booked for more pre-production than I’ve 
ever done on a movie, about ten weeks. We had time to do a 
lot of location scouting and workshopping sets together. We 
all wanted to make a clean, contemporary thriller. Using art 
direction and lighting, we were able to give Adrian’s house 
(Cecilia’s ex-boyfriend) a cool steeliness, and contrast that 
with James’ house (her adopted dwelling), which was warm, 
familial and comforting.”

“Our initial discussions  
focused on the problem of 
making a suspenseful film 

centred around a person being 
pursued by someone who may  

or may not be there.”
Duscio was very excited to be using the ARRI Alexa (LF) 
Large Format and Signature Primes on The Invisible Man. 
“I’d used this combination on a few commercials and after 
reading the script, I felt it really suited a modern thriller,” 
he says. “I’m a huge fan of what Roger Deakins and Denis 
Villeneuve achieved on Prisoners and Sicario. I felt this film 
needed a similar approach in both clarity and naturalism.”

“We were very interested in Cecilia’s highly paranoid point-
of-view, and suggestively filmed empty spaces, letting the 
camera hauntingly linger on mundane corners of a room,” 
explains Duscio. “We also framed characters in an unusual 
way that would suggest someone else could be inhabiting 
the negative space in the frame. Focus might push past a 
foreground character, into an unlikely area of the frame.”

Some of these techniques might feel ‘wrong’ or unusually 
composed to a cinematic eye, but Duscio’s aim was to create 
unease and tension. He also hoped it would engage the 
audience, and encourage them to search the edges of his 
frame for any movement or hint of our lurking predator. “It 
was very challenging to design coverage for these scenes,” 
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he says, “and required a lot of imagination on behalf of 

our cast and crew to trust that these sequences would be 

suspenseful.”

Duscio was lucky enough to work with many of his frequent 

collaborators on this production, in Sydney. “I shoot most 

of my commercial work there, so I have close working 

relationships with many crew there,” he says. Matt Hoile 

was the cinematographer’s gaffer and Mick Leslie was grip. 

“I have frequently worked with them as a team over the 

last ten years. We’ve shot everything from fashion and car 

commercials to music videos and short films. There’s a 

wonderful short hand with them. Their professionalism and 

ease on set can be a very calming influence on me when 

things become stressful. I feel like anything I ask of them is 

achievable, and hopefully they’ll have been through worse 

situations.” Similarly, the camera department consisted 

of many old friends who Duscio had worked with. Simon 

Williams, Jani Hakli and Sally Eccleston were first assistants 

camera, with Andrew Johnson, Justin Besser and Pete Barta 

shared Steadicam and B-Camera duties. 

Adrian’s house was a mix of three real locations that the 

filmmakers combined to make one. The character’s home 

needed scale and wealth, and the audience needed to believe 

it belonged to a tech millionaire. For this reason, Duscio and 

the filmmakers extensively searched to find an austere space 

that could feel threatening and cinematic. “Floor to ceiling 

glass windows were both beautiful and challenging, as it 

meant they were giant mirrors when filming night interiors, 

and made hiding crew and lighting difficult,” says Duscio. 

“We also tried to film many dusk for night interiors, to try 

and take advantage of the beautiful ocean vista out the 

windows. The challenge was to darken those dusk skies in 

post-production to make it feel believably night.”

“We were very interested 
in Cecilia’s highly paranoid 

point-of-view, and suggestively 
filmed empty spaces, letting 

the camera hauntingly linger on 
mundane corners of a room.”

Early in pre-production the decision was made to build 

James’ house on stage, as there were many complex 

scenes and stunt work to achieve. Also, with the ability to 

remove ceiling pieces and walls, this gave Duscio freedom 

for lighting and camera work. “My gaffer Matt Hoile and I 

are big fans of ARRI Skypanels,” says Duscio. “We created 

several soft boxes above key rooms. Surrounding windows 

were illuminated with a mix of space lights and traditional 

tungsten fixtures. I tried to motivate as much of the lighting 

for day interiors from the windows as possible, and tried to 

use the interior soft boxes very sparingly, to try and avoid 

that ‘studio’ feeling. I often tried to ask myself how we 

would have lit a room on a practical location, and not rely 

on too many studio luxuries.” 

To limit his use of greenscreen, Duscio worked with 4K video 

A scene from ‘The Invisible Man’ - DOP Stefan Duscio ACS
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rear-projection and Rosco soft drops out the windows. This 
gave the cinematographer more freedom to compose frames 
without worrying about excessive green screen coverage. It 
also meant he could capture the look in camera. “A lot of 
my favourite filmmakers are using rear projection and LED 
walls on much bigger productions, so I was excited we were 
able to dip our toes into that world,” says Duscio.

Whannell has been a wonderful collaborator for Duscio 
and continues to involve the cinematographer in the post-
production process, which he really loves. In addition, he 
has shot four feature films with editor Andy Canny, so Duscio 
enjoys a close working relationship with him also. “I always 
trust his wise advice,” says Duscio. 

“I am currently working with Company 3 colourist Tom 
Poole on the final digital intermediate (DI) of the film 
which has been a real pleasure. Poole has a very instinctual 
and natural approach to colour, and we’re imbuing the film 
with a cool silvery patina. We’re also embracing a film print 
look, meaning we’re playing with very smooth roll offs in the 
shadows and highlights.” 

Universal Pictures, the film’s distributor, have been very 
supportive of The Invisible Man, and this means the 
filmmakers get to master the film in Dolby Vision and IMAX 
formats as well. “It’s very fortunate we shot in 4.5K on the 
Alexa Large Format to support these deliverables,” says 
Duscio.

“My favourite sequence in the film is an action sequence 
where Cecilia is escaping an institute in the rain,” explains 

Duscio. “It was very challenging to light and shoot, as it 
involved multiple rain machines, long Steadicam setups, 
gunfire and motion control. It’s a stark mix of sodium 
vapour and minty fluorescents, and both Whannell and I 
are proud of how this particular sequence has turned out. 
Shooting scenes like this rely on a crew’s full concentration, 
creatively and logistically, to achieve as there are so many 
moving parts to get right.” 

“My biggest regret was not having a full-time second camera 
crew throughout the whole production,” says Duscio. “I 
underestimated the scale of this film, and thought we could 
get away with a more single camera approach, with limited 
second camera work, given how singular the point-of-view of 
our protagonist was. The film ended up being more complex 
than that, and we needed many inserts, pickups, second unit 
work, as well as regular B-Camera work. Lesson learned!”

Having said that, while Duscio had many tough days on The 
Invisible Man and much to achieve within the schedule, he is 
ecstatic with how the film has turned out. “Whannell wrote 
a fantastic script,” he concludes. “We all pushed hard to 
make the film both cinematic, and thrilling.”

Stefan Duscio ACS is a cinematographer with a love of visual arts.  

He’s known for his work on commercials, music videos,  

short films as well as feature films Backtrack (2015),  

Jungle (2017) and recently Judy & Punch (2019).

James Cunningham is the Editor of  

Australian Cinematographer Magazine.

Elizabeth Moss in a  scene from ‘The Invisible Man’ - DOP Stefan Duscio ACS



NEVER TOO LATE
Cinematographer Peter Falk ACS finds himself  

breaking out in style on Never Too Late,  
a riotously funny story of four heroic  

Vietnam veterans attempting to break  

out of their retirement home.

- by Peter Falk ACS

James Cromwell and Jackie Weaver in ‘Never Too Late’ - DOP Peter Falk ACS





“I don’t know if I have a style,” cinematographer 
Vilmos Zsigmond ASC HSC says in the book ‘Filmcraft: 
Cinematography’. “If I had the same style on every movie, it 
wouldn’t be interesting. My style is to tell the story the right 
way each time.” 

There I was last summer, hosing the garden in the late 
afternoon, enjoying the peacefulness as the sun gently 
eased towards the fence line. The phone rings and the caller 
wants to talk about style. It is Producer David Lightfoot and 
he begins by asking if I’d be interested in shooting a feature 
film set to star internationals James Cromwell and Dennis 
Waterman and local legends Jacki Weaver, Jack Thompson 
and Shane Jacobson. The fabulous Roy Billing joins the cast 
later on. Well, that wakes me out of my reverie! Then it is 
explained that the actual shooting budget will be small, with 
limited crew and equipment and it would be preferred if I lit the 
thing using only LED panels and battery lights. Well, there’s a 
challenge! 

The film is tentatively called The Chainbreakers and is a gentle 
comedy about an aging group of Vietnam War veterans, 
famous for having broken out of a prisoner-of-war camp, who 
find themselves staging another breakout – this time from a 
nursing home – to fulfill their life ambitions. 

A month later the title will become Never Too Late, but that is 
all that will change. Resources are still limited. It is apparent 
to me that for the film to have a unique ‘look’, this will be the 
product of lenses, composition and what’s in the frame, rather 
than creative lighting.

The director Mark Lamprell (A Few Less Men, My Mother 
Frank) gets the discussion rolling by stating an interest in 
a colour palette suggested by the film The Great Escape 

(1963, cinematography by Daniel L. Fapp ASC), which 
he has watched because Never Too Late is about, well, a 
great escape. The palette is shades of orange, brown, dark 
green, grey and blue, and seems appropriate for our veteran 
protagonists. 

“It is apparent to me that for  
the film to have a unique ‘look’, 

this will be the product of 
lenses, composition and what’s 

in the frame, rather  
than creative lighting.”

The idea sticks and is keenly taken up by the production 
designer Tony Cronin and the wardrobe designer Oriana 
Merullo. To have a more contemporary reference, I cite the 
James Bond film Spectre (2015, cinematography Hoyte Van 
Hoytema FSF NSC ASC), which has the same limited range of 
colours. Whilst the Spectre reference played for the duration 
of filming, when we came to the final colour grade it was 
agreed that it was too de-saturated and, without veering too 
far from the plan, Never Too Late took on a different look.

So, what would we do with the camera that would give 
Never Too Late a unique style appropriate to its content? 
Like Lamprell, I’m fond of using other films as a source of 
references and so my mind turned to films with a ‘caper’ or 
‘mission’ element and a strong visual sense. 

The two films that played on my mind the most were the very 
British spy film The Ipcress File (1965, cinematography by 
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Otto Heller BSC) and the similarly British, but more frivolous, 

The Man From U.N.C.L.E. (2015, cinematography by John 

Mathieson BSC). The American (2010, cinematography by 

Martin Ruhe), a contemplative film about a burnt out assassin, 

was also there for its colour palette, its mix of theatricality and 

naturalness and for how it dealt with moments of quiet and 

stillness. 

The Ipcress File provided the inspiration for the key visual 

motif of Never Too Late… the Dutch tilt. Mostly used subtly, 

the Dutch tilts create an off kilter and vaguely threatening 

atmosphere appropriate to the run down nursing home 

scenes in Never Too Late and energize the action scenes. 

This is contrasted with scenes in a more orderly and upmarket 

nursing home where the camera remains strictly level. The 

Ipcress File often combined the Dutch tilts with extreme low 

angles, giving the viewer an unusual and fresh vantage point. 

Another appealing aspect of that film’s visual language is that 

exterior scenes were often shot through or past other objects. 

Most famously, a fight scene on a broad flight of steps, filmed 

entirely from the point of view of a camera positioned inside a 

red telephone booth.

The Man From U.N.C.L.E. originally came to mind because I 
thought it nicely balanced its mixture of action and comedy, 
had great energy and charm and its cast was presented well. 
Also, I thought that its flippant tone could be applied to certain 
scenes in Never Too Late. Visually, it demonstrated the power 
of the clean close-up, versus the over-shoulder shot. A clean 
close-up is much more striking. Even more so if it is shot from 
just under the eye-line. 

“Visually, it demonstrated the 
power of the clean close-up, 

versus the over shoulder shot.”
A latecomer to the discussion was Alfonso Cuarón’s Roma 
(2019), which acted primarily as a checker that Lamprell and 
I were on the same page as to framing. Compositions which 
favoured space around the characters and large wide shots 
that allowed the locations to always be present. Lamprell and I 
also noted Roma’s blocking of actors and camera movement.

Armed with these inspirations underpinning a clear plan 
for a visual approach, and an ARRI Mini and a set of Ultra 

Jack Thompson and Roy Billing in a scene from ‘Never Too Late’ - DOP Peter Falk ACS
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Jacki Weaver in a scene from ‘Never Too Late’ - DOP Peter Falk ACS



Primes, we headed into production. As to be expected, not 
all of the ideas survived the experience. We had originally 
planned to incorporate into Never Too Late the use of crash 
zooms during action sequences, also seen in The Man From 
U.N.C.L.E., but they were dropped as it was felt that the 
visual language of the film was becoming too busy. Another 
idea that wasn’t followed through with was the use of the 
‘Vertigo effect’ (dolly in, zoom out) for when each individual 
character was introduced. I had referenced its use on actor 
Roy Scheider in Jaws (1975, cinematography by Bill Butler 
ASC). It just felt too much like drawing attention to the camera 
being present. Lamprell also wanted to use this effect on the 
aerial establishers, but the locations didn’t suit it. And as it 

James Cromwell in a scene from ‘Never Too Late’ - DOP Peter Falk ACS

turned out, a combination of time and the open nature of the 
Adelaide exteriors didn’t lend themselves to The Ipcress File 
idea of shooting through foreground objects, although there 
are a couple of attempts seen in the finished film. 

“It is an unconciously applied 
reflection of one’s taste and 
sensibility. When I go to the 

movies. I want to see a different 
world. If I want realism,  

I can look out the window.”
The ideas that stayed the distance are distinctive and 
effective. The camera Dutch tilts madly, plays low, dives 
into slow motion and prowls the corridors of the nursing 
homes obsessively. Long focal length lenses were deemed 
inappropriate, although the space constrictions of the location 
interiors and the widely varied heights of our cast dictated 
the use of wide lenses (spherical, cropped to 2.39:1) anyway, 
and I used filters to soften the digital edge. My thanks to the 
enthusiastic and extremely able camera, grip and lighting 
teams who executed all of this, lead by Andrew Horton, Matt 
Richardson and Marcus Bosisto respectively. And of course 
my gratitude to colourist Brett Manson, who patiently brought 
it all together in the grade.

So, Never Too Late reveals again my preference for a slightly 
theatrical style. Despite Mr Zsigmond’s protestations, many 
cinematographers do have a subtle signature look. I would 
argue that he did too. It is an unconsciously applied reflection 
of one’s taste and sensibility. When I go to the movies, I want 
to see a different world. If I want realism, I can look out the 
window.

Never Too Late, directed by Mark Lamprell and Produced 
by Antony I. Ginnane and David Lightfoot, opens in cinemas 
around Australia on April 23. 

Peter Falk ACS is a freelance cinematographer based in Melbourne, and 

recipient of nineteen Australian Cinematographers Society awards.
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THE 
COMMONS

Earle Dresner ACS tackles extreme weather, 

a refugee crisis and pandemics in this 

human story about a very near future 

and the challenges it may bring.

- by Darcy Yuille



It’s clear from the first shots that The Commons is something 

special; a high concept Australian television series that rivals 

On the Beach (1959, cinematography by Giuseppe Rotunno 

AIC ASC) for bleak storylines and large set pieces. Produced 

by Playmaker Media for Stan, it’s also the most expensive 

Australian television series produced to date. 

Exploring a world on the brink of destruction that could 

be tomorrow or next year, the show features catastrophic 

weather events, a climate refugee crisis and the technological 

advances of super cities. On one hand, a logistical nightmare 

in the making, on the other, the budget and scope to use all 

the toys. What initially drew cinematographer Earle Dresner 

ACS to the series was the human story of a family trying to 

survive and grow in a world with an uncertain future.  

“The premise of the show is set in the near future,” says 

Dresner. “Kind of like five to ten years in the future. I 
describe it as on the news and in political commentary, if we 
don’t do something by 2030, then we’re in serious trouble. 
In the show, it’s already 2030 and we didn’t do anything. 
This is the result.” 

Dresner’s first encounter with the production came from 

a brief meeting with the producers where he was invited 

to submit his ideas. A highly-experienced commercial 

cinematographer, Dresner created a ‘look book’ that served 

to communicate key elements he believed would work to tell 

the story. The key features of this document covered ways 

the cinematographer could build the look of the world through 

treating the technology, the oppressive environment and 

characters. 

One element that came to him early was the choice of 

Panavision C Series Anamorphic lenses. The show called for 

a large number of interior scenes; the characters in the story 

take refuge from the outside world, the heat is oppressive and 

the rain dangerous. As such, the idea that the heat was ever 

present and trying to find a way inside each location informed 

his use of the C Series lenses. A simple and cost effective 

way to create the sense of heat in the world, Dresner tested 

different Anamorphic and spherical lenses with lighting just on 

the edge and sometimes even in frame, creating an organic 

flare to give a sense of an always bright and hot world. 

“I think with every camera you’ve 
got to know what it’s really good 
at, and what it’s not as good at, 

and keep that in mind.”
“I conducted an extensive camera and lens test, which 
I always try to before filming anything,” explains the 

cinematographer. “There were four lens types that we 
presented. I put together a video which tested Cooke 
Anamorphic lenses, the Panavision C Series, Leica 
Summicron and Primo Artiste Spherical. The C Series fall 
apart on the edges, and degradation, a key element of the 
story, comes through. The flares say the environment is 
ready to crack. It’s popular and trendy, but I’m not a fan 
of the sharp blue flares, we didn’t want to make a modern 
science fiction show, this needed to be a grounded show 
that could be tomorrow or next year.” 

Cinematographer Earle Dresner ACS on location with ‘The Commons’ - PHOTO John Platt
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Set up director Jeffrey Walker and the producers bought into 

this look early on, which was important for Dresner on a show 

of this size. Decisions had to be made in pre-production, the 

show was moving so quickly and they had a tight turnaround. 

Production started in June 2019 and they needed to wrap by 

early October to deliver for Boxing Day. 

With 4K acquisition the standard for SVOD’s, Dresner tested 

the Sony Venice, Panavision DXL2 and ARRI Alexa LF with 

the Alexa a clear favourite. However the size and dimensions 

of many of the practical locations would have made it 

impractical, and the Mini LF hadn’t yet been released in 

Australia. The Sony Venice seemed to tick most of the boxes. 

Dual ISO at 500 or 2500 as base sensitivity was tested in 

pre-production at bracketed exposures. Daylight scenes 

were shot at 500 as much as possible, with a push to 800 on 

occasion, and for night scenes Dresner would set to a base of 

2500, but then set the camera to 1600, which helped to pull 

the noise back and provide the cinematographer with a clean 

image. This allowed Dresner to make the nights more natural 

without the need for a massive source lighting up and down 

an entire street, and also to add to the existing environment 

rather than creating an artificial space. 

“I think with every camera you’ve got to know what it’s 
really good at, and what it’s not as good at, and keep that 
in mind,” says Dresner. “There were certain things I had 
to adjust to, but overall I was really happy with the image. 
As an example, and it’s quite a technical thing, but the 
underexposed areas become quite saturated. If you grade 
down your highlights and mid-tones, which are sitting 

at a certain saturation, it brings in a lot of saturation, 
particularly in the reds. You need to be aware of it with 
your lighting, and aware of it with certain skin tones.”

“We were shooting actors Joanne Frogatt, who’s like 
porcelain, and David Lyons, who’s quite tanned. When you 
have two of them in the room you have to be aware that 
Lyons’ skin tones can go quite red very quickly. Ultimately, 
I mainly dealt with this in the grade, pulling out saturation 
in the shadow areas. One doesn’t want to give them each 
a separate light or make it look too lit, and time is against 
you. Sometimes it’s a case of giving the actor a bit more fill 
to get the skin tone right, but by the same token, we were 
looking to make a show that was quite intense and had 
some nice darkness to it. You don’t want to have something 
like that influence the way you shoot, especially now when 
you can do so much in post-production.”

Dresner credits the production team and the crew as a big 

part of their success in creating the world of The Commons. 

He aimed to get the best camera department possible and 

was able to entice a crack team of Simon Harding as his 

A-camera and Steadicam operator, with David Elmes and 

Jack Mayo as his first assistants camera; highly experienced 

crew more commonly found on international features. 

“Harding makes everything so much better,” says Dresner. 

“He had a great relationship with the director so they could 
discuss shots if I was doing lighting, and more often than 
not we would share an idea before Harding would take it 
two steps further. I’ve known Elmes for a long time. He 
takes a really difficult job, and makes it look ridiculously 

Cooke Anamorphic

Leica Sumichron Spherical

Panavision C Series Anamorphic

Primo Artiste Spherical
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easy. It allowed us to shoot anamorphic, to move the 

camera all over the place, and shoot close to wide open 

whenever I wanted to.”

Ross Allsop, line producer in The Commons, was a great 

supporter of getting the right resources for the best series 

possible. Dresner had the experience of Steve ‘Peaches’ 

Daley as gaffer and Adam ‘Skull’ Kuiper as key grip. The 

lighting package consisted of a lot of large fixtures, Skypanels, 

M90s and 18Ks to create the large outside sources, and 

an abundance of LED fixtures were worked into the sets to 

integrate the lighting with the world. As much as possible in 

pre-production, Dresner would scout a set or location and 

then discuss with the art department how and where they 

might incorporate fixtures. 

The ‘Sensory Lab’ was a location where lead character Eadie 

(Joanne Froggatt) works as a neuropsychologist, helping to 

heal trauma victims from their post-traumatic stress disorder 

(PTSD) symptoms. “A big hemispherical room; you go in, 

you sit in a chair and it takes you back into the traumatic 

memory,” explains Dresner. “Tim Ferrier our amazing 

production designer, built this room. We rigged it with 

LEDs so they were part of the set. You can see them in 

the shot, the tubes and LED ribbon, and Daley had it all 

controlled from an iPad. He could set colour and intensity, 

and he could set it to the camera so we found this amber, 
beer colour. We could literally say, ok, we’re looking this 
way, turn those off, turn these ones on, set the colour and 
intensity.”

The class divide between the ‘haves’ and the ‘have nots’ is 
a central theme of The Commons. The lighting of these two 
areas was delineated by the colour and the quality of the light. 
In the poorer areas there were a lot of sodium vapour tones 
used with some green to create a gritty and dirty space. Night 
scenes had an element of this, but in the wealthier areas 
populated by the rich and privileged, the tones are cooler and 
closer to white, cleaner. 

Dresner usually set lighting fixtures to do cool 6500 to 7000k 
for moonlight, and then set the camera at around 4000k. 
He always went for a higher colour temperatue in camera 
than traditionally, so warm locations look warmer and cool 
scenes look more cool as well as using more variations than 
usual, pushing the cool cooler and the warm warmer than the 
cinematographer would have done in the past. 

The camera department ran two cameras where possible, but 
did have the luxury of running single camera for a large portion 
of the show. Many of the scenes were devised to be covered 
with elaborate shots that started wide and moved around to 
closer frames. A mixture of Steadicam, Ronin on a crane, dolly 
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and track were used, with a Techno crane for a few days. The 

movement wasn’t so much about the impetus of the story, 

but rather it gave us a sense of action and a style that made 

everything feel urgent, and they definitely set out to make 

something that was intimate but also felt epic. 

“We had the ‘Green Cathedral’, which was a big forest the 

art department built inside the office space,” says Dresner. 

“The Rural Fire Service had an enormous monitor screen 

left over from their previous fit out that must have been 

twelve meters by twelve meters, made up of about fifty 

screens. We found this room and we built the cathedral 

there. They built this four story high tree, with a whole 

bunch of real and fake greens around, and it sits in the 

hospital in the show and it serves as a place of calm and a 

reminder of what the world used to be like. We shot a lot 

of emotional scenes here. We even got the screen working 

and set up a big waterfall. It really served as the location 

that was the emotional heart of the show. We did a lot of 

coverage with a techno crane. All of the work we shot in 

there was so beautiful.”

Due to the production pace and complexity of the schedule, 

a second unit under Damian Wyvill ACS also operated. On 

set stills were important references as well as a detailed 

spreadsheet set up by second assistant camera Naomi Sharp 

that covered ratings, exposure and colour temperatures for 

each set and location to share with the whole team. Without a 

digital imaging technician (DIT) on set, Dresner made sure to 

get all the monitors calibrated in pre-production, and created 

a look-up table (LUT) to use across the cameras so the 

producers could see a strong representation of how the final 

image would look on the set monitors and in rushes.

“I definitely felt the administration role of the 

cinematographer kick in a lot more than I had in the 

past,” explains Dresner. “Most of the time you do your 

preparation, then you turn up on set and you are directing 

the camera, lighting and gripping departments, but on 

this show, with the help of the crew, I had to be prepared 

for what main unit was shooting as well as coordinating a 

second unit, a drone unit and pick-ups for previous blocks.” 

“I definitely felt the 
administration role of the 

cinematographer kick in a lot 
more that I had in the past.”

Planning was best illustrated in a story Earle shared about a 

pivotal scene that closes the first episode of the show. It’s an 

Cinematographer Earle Dresner (behind the camera) with cast and crew on location with ‘The Commons’ - PHOTO John Platt  
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important moment for any series, the impetus needs to be 
driven home to the audience, and anticipation needs to be 
built. Director Jeffrey Walker came to Dresner with a request, 
to shoot the scene at dusk, for real. 

“In the first block there was a scene between Eadie and 
Shay (Ryan Corr), Eadie was asking Shay to help her with a 
dodgy IVF process,” says Dresner. “The director came to 
me and said ‘I’d love to shoot this at dusk’. It was a three 
minute dialogue scene; heavy stuff. Usually you would look 
to cover yourself, shoot over a few hours and try to make 
it look dusky. I love watching stuff that looks like it’s been 
shot three minutes after sunset, so I said ‘Ok, we can do 
this, but we need three cameras, and we are going to do the 
tight shots first, over shoulders and two shots, and you will 
get three or four takes of that, and then we’ll have a dolly 
and track set up already, and when I go right, it’s time, we 
have to throw the camera on the dolly and shoot the wide 

www.camerahire.com.au

w w w . c a m e r a h i r e . c o m . a u

+61 2 8065 8195 info@camerahire.com.au

Zeiss Supreme Primes
ARRI Signature Primes
Cooke Panchro/i Classics
P&S KOWA 2x Anamorphic
Atlas Orion 2x Anamorphic
ARRI Super / Standard Speeds
Zeiss CP2 / CP3’s
Tokina Vista Primes
Canon CN-E Primes & Zooms
Angenieux & Fujinon Zooms
...

NEW Sydney City location
NOW OPEN

Canon C500 mark II Sony PXW-FX9
available now available now

Australian Cinematographer Ad Feb2020.pdf   1   5/2/20   3:25 pm

Cinematographer Earle Dresner ACS operating A-cam on ‘The Commons’ - PHOTO John Platt

and then that’s it, it’s done. The whole scene will take forty-
five minutes maximum, and you have to be cool with it and 
not change, and the actors have to be cool with it.” 

“He did talk to the actors, and they were cool with it,” says 
Dresner. “It was so fantastic. Nerve wracking. But fantastic. 
You set it all up, rehearse, and then you jump in. After four 
takes, you’re flicking the ISO up, and you get this great 
scene, and it has a feeling and tone to it generated by the 
environment. Lights are coming on in the background, it’s 
the final scene of the first episode, and… it really brings it 
home.”

Earle Dresner ACS is an award-winning cinematographer who won two  

Gold Awards at the Australian Cinematographers Society  

Awards for his work on Sisters and Glitch.

Darcy Yuille is experienced in all facets of film production,  

from loading to directing and everything in between.  

He runs a production company in Melbourne, Australia
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BACKING UP BILITIS -  

Seventeen-year-old closeted Jane (Jana 

Zvedeniuk) creates an underground 

event in the the basement of her 

suburban home, all on the brink 

of Melbourne’s fist gay liberation 

movement. 

Backing Up Bilitis was shot on Super 

16mm film which gives the short film 

a wonderfully 1970s aethetic, while 

costumes and props help build a 

snapshot into the past. Clearly, the 

most challenging and most enjoyable 

part of making Backing Up Bilitis 

was re-creating this authentic 1970s 

Australia on screen. Cinematographer 

Hazal Alakus, along with the film’s 

production designer Amelia Childs, have 

succeeded in beatifully crafting this 

world.

“We weren’t just trying to achieve 

a 1970s nostalgia,” says the film’s 

director Abbie Pobjoy. “We wanted 
to be able to make the film look like 
it was dug out of a time capsule and 
put through a projector, we had to 
create a feeling rather than just an 
aesthetic.”.

“Costumes and props 
help build a snapshot 

into the past.”

Alakus, a Melbourne-based 
cinematographer and camera 
assistant, approaches her practice with 
experimental modus. 

Working primarily in cinematography 
and within the lighting department, her 
work explores an element of eccentric 
abstraction, drawing focus to the 
relationship of shadow and light. 

Overall, the integral component of her 
practice is the process of creating 
emotion, rather than a spectacle.

BLACK LIPS - A lonely abalone 
trader is awakened by a longing he’s 
never explored before.

Hong (Jason Chong), a Chinese 
immigrant, sells black market abalone 
at inflated prices and avoids connecting 
with people through a life of solitary 
ritual. He ventures to a remote part of 
the New South Wales coast to track 

down his supplier where he meets Cain 
(Adam Marks), a lonely gay man in a 
troubled relationship. With Cain’s help, 
Hong makes his way back to the city - 
and to a new understanding of his life. 

“I wanted to explore themes of 
masculinity from two very different 
cultural viewpoints,” says the film’s 
director, Adrian Chiarella.

Chiarella tapped cinematographer 
James L. Brown ACS (Matar A Jes´us) 
to shoot Black Lips. 

Brown recently received accreditation 
from the Australian Cinematographers 
Society (ACS), acknowledging his wide 
and acclaimed body of work across 
feature films, documentaries, music 
videos and commercials.

“Brown’s 
cinematography is 

deft. Unobtrusive but 
spectacular when 

needed.”

Brown’s cinematography is deft. 
Unobtrusive but spectacular when 
needed. There are numerous shots 
in the film which are truly beautiful. In 
fact, Black Lips is filled with beautiful 
cinematography.

‘Backing Up Bilitis - DOP Hazal Alakus

AUSTRALIAN SHORTS
In this issue we look at the eight Australian short films selected in competition at  

this year’s Melbourne Queer Film Festival (MQFF) – by Aaron Marsh

‘Black Lips’ - DOP James L. Brown
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KIDS ON FIRE - A tomboy is 

forced to destroy her identity to prove 

her faith.

In a small town, a group of kids gather 

outside an adult shop and pray. A 

nine-year-old closeted evangelical is 

peer-pressured into vandalising an 

GLBTQ+ sex shop. Director Tommy 

Hart (Great Again) returns to examine 

community, empathy and queer identity. 

Jesse Gohier-Fleet is a cinematographer 

based in Melbourne. Together, Hart and 
Jesse Gohier-Fleet have created a very 
smart and slick film. 

Cleverly and subtly, the sex-shop emits 
an ambient glow that washes over the 
children, like the impending hell that 
they fear. The film is shot hand-held, 
which adds to the film’s tension.

Performance are flawless. The camera 
lurks, and peers around shoulders, 
as if to make the audience feel like 

their a helpless witness to the cult of 
evangelical peer-pressure.

“Together, Hart and 
Jesse Gohier-Fleet have 

created a very smart  
and slick film.”

Re-watching Kids on Fire pays 
dividends in terms of the filming as well 
as exploring the story. You look into 
the protagonists’s eyes. You consider 
the unnerving here, and the ordeal of 
anxiety. You then write about why you 
chose that rating.

It is rare for a short film to succeed 
on almost every level, where each 
character, scene, and shot make the 
film worth repeated viewings.

One wonders if the premise of this film 
could be expanded into a feature? Only 
time will tell for the filmmakers.

THE FALL - The Fall is a poetic and 
reflective short film about the strength 
and vulnerability required in both boxing 
and in relationships. 

The film, guided by the voice and 
memory of Aydin (John Brumpton), 
explores a time in his teens when 
a controversial relationship blooms 
with his boxing trainer. Spanning 
three decades and introducing trans 
male actor Sebastian Torero, The Fall 

explores gendered expectations of 
strength, poeticism, and love, with 
Aydin represented as a boy, teen and 
older man.

Nyssa Mitchell’s cinematography is 
almost dream-like at times, but very 
much grounded in reality. Flashbacks 
are mostly painted in a sepia palette 
whilst warm light pours through 
windows. Flashbacks are also hand-
held. In particular there is one beautifully 

shot frame in a lecture hall; the 
protagonists head shot from behind 
with a great ball of light haloing above 
his head.

“Nyssa Mitchell’s 
cinematography is 

almost dream-like at 
times, but very much 
grounded in reality.”

The montage-like story of the two main 
character’s love story is well done. Sex 
scenes; closeups of skin. Intimate, but 
not gratuitous. And while we might have 
seen this story before, The Fall feels 
fresh and exciting.

There’s a danger of sentimentality here. 
The filmmakers avoid this, and the film 
is all the more profound for the restraint.

With their juxtaposition of sex and 
violence they pick out exactly the right 
course avoiding the rocks of eroticism, 
comedy or documentary.

‘Kids On Fire’ - DOP Jesse Gohier-Fleet

‘The Fall’ - DOP Nyssa Mitchell



HOOK UP - Written and directed 

by Laura Nagy, Hook Up stars Jillian 

Nguyen as Lucy and Kirsty Marillier as 

Alice, two teenage girls go on a double 

date with two older guys they met 

online, played by Joshua McElroy and 

Travis Jeffery. 

The film tracks what starts as an 

innocent night, but gradually becomes 

dangerous for the girls, as Lucy must 

find the courage to protect her best 

friend, while processing deeper feelings 

she has for her.

Hook Up was made with the assitance 

from Melbourne Queer Film Festival 

after Nagy and producer Sarah Christie 

won the festival’s inaugural pitch 

competition, Pitch Please, last year.

“In the wake of #metoo, I wanted 
to bring a queer perspective into the 
conversation,” says Nagy. “I was 
particularly interested in exploring 

how technology can impact young 
people exploring their sexuality. How 
do you keep safe when phones can be 
weaponised?”

“Shots are skilfully  
setup and executed with 

visual compexity and 
substance over style.”

The film is complimented by the 
beautiful cinematography of Emma 
Paine (Cherry Season). Paine earned a 
Gold Tripod at the National ACS Awards 
for Cinematography in 2016 for her work 
on We Will, and her first feature film 
Zelos was in competition for the 2017 
AACTA awards. Make no mistake, Paine 
may be an up-and-comer but her work 
belies years of experience. Shots are 
skilfully setup and executed with visual 
complexity and substance over style.

Little touches lift the film. Acting and 
direction are understated throughout, 
setting an appropriately melancholy. 

WE’RE NOT HERE - 
Somewhere on a secluded beach in 
the Mediterranean, a discovery is made 
that threatens to unravel it all. A secret 
rendezvous takes a turn when two 
lovers realise they’re not alone.

From the opening, establishing shots in 
Bonnie Moir’s short film We’re Not Here 
there is a sense that cinematographer 

Alex Cardy knows exactly what she is 
doing. Grand, landscape scenes are 
subtly hand-held before crashing into an 
extreme close-up. The film is drenched 
in sunlight and shadow, sprinkled with 
unabashed nudity, and layered with muted 
tones that evoke the films dark themes.

Underwater shots are incredibly well-
executed. Light plays beneath the 

surface. Perhaps the quiet safety of 
a submerged camera makes one feel 
safer than the anxiety and fear of what’s 
above.

“Perhaps the quiet 
safety of a submerged 
camera makes one feel 
safer thatn the anxiety 

and fear of what’s 
above.”

Equally, a campfire scene is skilfully lit, 
adding an unnerving warmth as the film 
unfurls like a leaf. Coupled with Cardy’s 
liberal use of focus, We’re Not Here is 
absolutely of the highest calibre. 

Easily one of the best films playing at 
this year’s festival. Look out for our 
interviews with cinematographer Alex 
Cardy in the next issue of the magazine 
when we chat about the short film 
Bender.

‘Hook Up’ - DOP Emma Paine

‘We’re Not Here’ - DOP Alex Cardy
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STRANGERS - Jamieson Pearce’s 
Strangers is an emotional exploration of 
the complexities of ageing. 

Adrienne (Angie Miliken) and Stewart 
(Jo Turner) must care for their ailing 
mother in the face of an apparent sexual 
awakening and a strict nursing home 
policy.

Shot by Alex Serafini, Strangers is a 
thought-provoking look into the sadly 
neglected area of physical intimacy 

in old age. The film feels intimate, like 
a personal story that we’re privileged 
to learn about. It feels difficult when it 
needs to be, without distancing. 

It’s the same-sex attraction in the film 
which heightens the discomfort felt by 
care staff and relatives. This forces the 
audience to reflect on how we might 
react in similar circumstances.

What really helps the films significant 
message carry its weight is its multiple, 

outstanding performances. This eye-
opening short film is well produced 
and shot with care and precision, it 
encourages us not to look directly at 
aged care, but more at our inability to 
take responsbility for our own values 
and beliefts. Strangers deserves to 
be viewed by all thos caring for older 
people and managing this care.

“What really helps the 
films significant message 

carry its weight is its 
multiple, outstanding 

performances.”

Turner and Miliken’s performances 
would carry Strangers even if the script 
wasn’t so good. A mid-film scene in 
particular, where the camera loves 
watching their faces. 

Strangers deserves to be viewed by 
all thos caring for older people and 
managing this care.

THIS PERFECT DAY - Jules 
(Michelle Keating) walks into a music 
store. This could be the day that 
changes their life.

Cinematographer Alice Stephens shoots 
The Perfect Day with a skilfull hand-held 
approach. Both cinematography and 
production design in the music store are 
exemplary. You really do get the feeling 
of coldness, both literal and figurative, 

through Stephens’ camerawork. All 

the more effective when the sun bursts 

through a car window after a scene 

change.

It is clear that Stephens is a 

cinematographer with a great passion 

for telling stories. Her gentle and 

quiet nature behind the camera helps 

narratives form in a raw, unfiltered way. 

This Perfect Day is a very human piece-

of-work and one that is rather touching 
in how it portrays strength, dedication 
and resolve. 

Stephens’ work on the film creates 
a distinctive and hand-crafted feel 
perfect for the personal story being 
told. The editing is smooth, and the 
setting uses Stephens very authentic 
cinematography to great effect.

“All the more effective 
when the sun bursts 

through a car window 
after a scene change.”

Solid writing, great performances and 
very high production values made this 
an excellent piece of short film that was 
very easy to watch and enjoy. 

‘Strangers’ - DOP Alex Serafini

‘This Perfect Day’ - DOP Alice Stephens
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SPOTLIGHT ON BRAZIL
In our ongoing ‘Spotlight on Brazil’ section, cinematographer Edu Rabin frames striking,  
independent feature film Lane 4 for director Emiliano Cunha – by James Cunningham

Amanda, a twelve-year-old swimming 
athlete, only finds comfort underneath 
the water. Lacking her parents’ attention; 
swimming is the only thing she has. 
When the star of her swimming team 
becomes an opponent, in life and in the 
pool, a subtle power struggle begins.

In 2015, director Emiliano Cunha and 
producer Davi de Oliveira Pinheiro 
received a small grant for their short 
film Under Clear and Innocent Waters 
(2016). Pinheiro and cinematographer 
Edu Rabin have worked together in the 
past, so presented Rabin to Cunha. 
“The short went very well. I got my 
first cinematographer award for it,” 
says Rabin. “We found similarities 
in our way to visually think the 
narrative.” Two years later Pinheiro 
invited Rabin again to shoot Lane 4.” 

“I use to say that I felt like a movie 
star when I first read the script. There 
were so many beautiful images and 
so many possibilities that I thought 
that he had written the script for me, 
a wonderful present for my debut in 
feature films. Now, remembering the 

feeling of reading it for the first time, 
it’s interesting to realize that many of 
the potent images that we’ve created 
were already there.”

In Porto Alegre, a small yet beautiful 
city in southern Brazil, the crew found 
themselves with limited camera options 
and the production couldn’t afford to 
bring all the equipment from São Paulo. 
Rabin knew there were in town only 
a set of Zeiss High Speed lenses, a 
set of Cooke S4 lenses, an Angenieux 
Optimo 24-290, one ARRI Alexa Mini 
and two Red cameras. “Although my 
intent was to give a sharper look to 
the image, with doubts in my heart I 
asked for the Cooke lenses,” says the 
cinematographer. 

“A month before shooting the head of 
our camera rental, Beto Picasso from 
Filmes do Bem, asked if I wanted to 
try the Zeiss Master Primes. I thought 
it was a joke. I said: ‘I don’t know 
how, but you’ve read my mind’”. For 
the camera, Rabin’s first choice was 
the Mini. The combination of lightness 
and great imagery, besides being the 

perfect equipment for the underwater 
sequences, provided a fast pace 
between shots.

After their first reading, Rabin 
immediately begun talking with 
production designers Valéria Verba and 
Sheila Marafon about color, and how it 
would show on water. “We discussed 
how the first sequence was in sense 
a synthesis of the whole picture,” 
explains Rabin. The pair came up with 
the color red for Amanda’s swimsuit 
and how it would represent coming 
of age for the character. Rabin then 
asked production to schedule tests 
in a swimming pool; “Get me any 
camera with interchangeable lens and 
underwater housing you can could 
find.” Rabin got a Canon 7D with a 
plastic zoom lens and with some pieces 
of fabric he shot the tests. “The results 
were great and showed us that with a 
better camera we could get where we 
wanted to. I think our creative process 
happened as a team, listening and 
respecting each other’s points of view.”

Except from the data manager Pedro 

Bridia Moni, who plays Amanda, and cinematographer Edu Rabin between takes on ‘Lane 4’ - PHOTO Tuane Eggers



Gossler, the rest of Rabin’s camera 
crew was new to him. Four months 
prior to pre-production, executive 
producer Pedro Guindani presented the 
cinematographer with the first assistant 
camera he was to work with for the film, 
Flávio Chacal Geromel. 

“Any cinematographer would get 
furious,” he says, “but since Gossler 
and I were good friends I decided to 
play along.” It turned out Rabin was 
very pleased with Gossler’s choice. 
“Chacal is not just a wonderful focus 
puller, he is an amazing fellow. He 
brought along Lucas Kato ‘Piu’, his 
trusted second assistant camera, a very 
good technician. For video assistant we 
got Caio Rodrigues, a fast learner.”

As Rabin likes to operate the camera 
himself, he was concerned the crew 
wouldn’t run as smoothly as he needed 
it to. “Everything went amazingly well 
and sometimes even relaxed,” he 
says. “For underwater sequences, we 
had on our side Roberto Faissal, an 
experienced camera operator and a 
pioneer in his field here in Brazil.”

Ninety-nine percent of Lane 4 was shot 
on location. Generally speaking, Rabin 
tried to study how natural light behaves 
in every location and then modulate it 
or enhance it. On very few occasions, 
he creates something entirely from his 
own imagination. “Our main location, 
the training swimming pool, was built 
in the 1970’s following a modernist 
architectural style called Brutalism 
with simple and block-like form, huge 
in size and with windows covering 
360° degrees of the building,” says 
Rabin. “My main goal was to maintain 
the overall look being subject to an 
internal meets external situation, 
where I had a constant overall light 
and bright backgrounds. We were, 
literally, inside an aquarium.” 

The production didn’t have budget 
to put cranes with large light sources 
outside, so Rabin studied how the sun 
lit his backgrounds and used it to his 
favor. “Most of the time, I put the 
Arrimax 18k and a Cine Gear 12K on 
tripods through double or triple layers 
of diffusion to give me a better key 
and negative fill light on the other side 
to enhance the contrast,” he explains. 

The only scenes filmed on a sound stage 
were two night sequences inside a bus. 
In one of them, director Emiliano Cunha 

wanted a dolly shot that would start in 
the first row of seats and slowly pushing 
backward, finding Amanda refusing a 
kiss from her friend. Rabin created what 
he called a ‘mood of false expectancy’, 
leaving everything on a gloomy blue light 
and having just the car’s lights passing 
through the windows. 

Underwater photography became a 
huge consideration in Rabin’s work on 
Lane 4. The cinematographer divided 
the underwater sequences into three 
‘types’. First, the competition or training 
scenes which he calls the ‘olympic 
sequences’. “Our main reference was 
how swimming competition had been 
depicted on television,” says Rabin. 
“We discussed a lot about how to 
block those scenes in order to get the 
right feeling.” Rabin decided for dolly 
tracks alongside the pool, getting as 
close as he could to the water. Shooting 
one swimmer at a time allowed editor 
Vicente Moreno great freedom to work.

The second type was of Amanda 
holding her breath, alone at the bottom 
of the pool. These were designed to 
reflect the character’s solitude; an inner 
struggle represented by the struggle to 
breath. “The camera floats with her 
very close or very far,” says Rabin. “In 
one of the shots, we could even see a 
vein popping on her face. On another 
we put the camera high up on a crane 
and framed her as a small body in a 
vast environment.”

The script itself suggested how to shoot 
the third type of underwater sequence. 
“From the beginning I imagined it 
with a very dark background, lit from 
the top and with very little or no fill 
at all,” says Rabin. For the film’s very 
first shot, Cunha asked for a travelling 
camera but Rabin knew it could not be 
operated from underwater. Key grip, 
Leandro Rosa, designed a dolly made 
with aluminum tubes to be operated 
from outside the pool, using ropes. “We 
had a six-meter long track, two thirds 
of a full-size swimming pool covered 
with black cloth, an ARRI M40 for the 
top light and a 50x50cm LED fixture 
beneath the water for fill.” All the 
underwater shots were filmed at 36fps, 
a frame rate Rabin felt to be more 
natural for the medium.

When grading the film, Rabin had his 
work cut out for him. “As I mentioned 
earlier, it all started with the ‘right’ 
red,” he says. “Red for blood, doubts 

and early sexual interest. But also 
a blood-red that wasn’t realistic; 
belonging to the horror film aesthetic 
that contaminates the whole picture.” 
The story is set in the Brazillian summer, 
so our senior colorist Daniel Dode 
worked with Rabin on skin tones to 
accentuate the actors tanned skin. “We 
also worked hard to find the right tone 
for the water. I wanted it to look clear 
without the excess of blue that usually 
comes with it.”

One scene sees Amanda watching a 
movie at the cinema. The sequence on 
the cinema screen starts with a woman 
killing someone with a piece of glass, 
and blood spilling all over her. A horror 
film inside Lane 4. The camera starts 
traveling outside the unnamed film on 
the screen and continues, in the same 
movement and pace, in Lane 4. “Dode 
and his team did an amazing job, 
working the composition between the 
two shots beautifully, reproducing the 
screen’s flicker and setting the mood 
the sequence needed,” says Rabin.

“Working with Emiliano Cunha is a 
real pleasure, because we share the 
taste for strong imagery, rather than 
rational explanation, so I feel very 
comfortable to be instinctive and 
spontaneous,” explains Rabin. “Each 
project and each director has its own 
singularity and I don’t think I have 
a more broad vision outside those 
limits. I like to feel that the director, 
production designer, producer and 
me are part of the same experience, 
same vision. For me it is the bond 
that creates all the rest. Because 
when defenses are low you’re allowed 
to make mistakes, to say anything 
that comes to your mind, to walk on 
the edge. Then, when you’re on set 
lighting or framing it’s not just you 
out there, the whole crew is with you. 
Everybody is everywhere.”

From every film Rabin tries to learn 
from things he feels he didn’t do well, 
or achieve what he imagined. However 
Rabin believe that everything is part 
of the process of making a movie or 
growing up as an artist. “If you start 
to think backwards,” he finishes by 
saying, “you may build a barrier for 
your instincts.” 

Edu Rabin is a Brazilian cinematographer.

Spotlight on Brazil is an initiative between 

Australian Cinematographer Magazine and the 

Associação Brasileira de Cinematografia (ABC).
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NEW GEAR
The smallest, most economical Netflix-approved 6K camera, the Panasonic Lumix S1H – by James Cunningham

Sometimes the worst thing about 
getting to review a camera is having to 
return it.

Panasonic’s Lumix range are among 
cinematographers’ favourite video 
cameras, and the Lumix S1H has 
taken it up a notch by putting a lot of 
thought into this camera. The Lumix 
S1H is a full-frame mirrorless camera 
for film production, scaled to a hand-
held design without compromising 
professional-level standards. It offers 
extensive recording modes and 
cinematic image quality to meet the high 
demands of today’s creators. 

We decided to take it surfing. Well, sort 
of. Urbnsurf Melbourne is Australia’s first 
surf park. Surf perfect waves, day and 
night. The aim wasn’t to get the camera 
wet, but to use this as an opportunity 
to test the 200mm lens, along with the 
camera’s high-speed, sport-shooting 
capabilities. Using both the camera’s 
stills and video capabilities in this 
environment.

The Panasonic Lumix S1H could 
easily look like a video version of its 
24-megapixel Lumix S1 mirrorless 
camera, and in the past it has been 
pretty difficult sometimes to unravel 
the different video credentials of 
Panasonic’s Lumix cameras. This time, 
the difference is clear – the Lumix S1 

is a stills camera that’s pretty good at 
video; the S1H is most definitely a video 
camera that also happens to be pretty 
useful for stills.

The Panasonic S1H has been approved 
by Netflix for use as an ‘A’ (primary) 
camera for filming Netflix Original 
productions on the platform. It is both 
the first mirrorless camera and the 
cheapest camera to join the list of 
approved cameras, mixing with far more 
expensive rivals like the ARRI Alexa 65, 
Red One and Sony Venice.

“I didn’t really want to 
return this camera”

When taking stills, High Resolution 
mode will be welcomed by studio 
photographers who want to produce 
enormous billboard-sized prints without 
losing detail. It captures and combines 
eight consecutive images in-camera for 
outstanding results. Hybrid-Log Gamma 
(HLG) Photos can also be produced as 
a Hardware Service Pack (HSP) file with 
compressed high-brightness signals in 
full resolution of 5,888 x 3,312 in 16:9.

Panasonic has achieved high-
speed auto-focus with its advanced 
control technology incorporating 
the major devices; lens, sensor and 
imaging engine. The lens and sensor 
communicate at a maximum 480 

frames-per-second. The high-precision 
shutter unit operates at a maximum 
1/8000 second. The results were 
amazing.

By maximising the use of the pixels in 
the full-frame image sensor, the LUMIX 
S1H has achieved 6K/24p (3:2 aspect 
ratio) or 5.9K 24p/25p/30p (16:9 aspect 
ratio) video recording for the first time in 
the world. 

It is also the world’s first full-frame digital 
interchangeable lens system camera to 
enable 10-bit 60p 4K/C4K HEVC video 
recording when using the image area 
equivalent to Super 35mm.

It also features V-Log/V-Gamut with 
a wide dynamic range of 14+ stops, 
in line with the dynamic range of the 
Panasonic VariCam, to precisely capture 
everything from dark to bright areas. 
Subtle gradations such as skin tones 
are faithfully reproduced.

The camera was so good, that two 
weeks and a surf trip didn’t do it justice. 
Its possibilities were endless. I should 
like to have planned to shoot a short 
film in the time that I had it. Quite 
frankly, I didn’t really want to return this 
camera.

James Cunningham is the editor of  

Australian Cinematographer Magazine.

Surf’s up at Urbnsurf Melbourne - PHOTO James Cunningham








