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FROM THE EDITOR

Greetings from Rio de Janeiro,

I am currently travelling through the beautiful nation of Brazil 
for a month, but that hasn’t stopped production of another 
issue of Australian Cinematographer Magazine.

This quarter we cover the gender equality summit which the 
Media Entertainment & Arts Alliance produced recently in 
Melbourne, as well as hearing about David Stratton AM new 
documentary project (check out the jacket Stratton is wearing 
on page 8!). We bring you a terrific tale of a young Australian 
student doing wonderful things with VR, and chat to the 
cinematographer behind the band Caravâna Sun’s latest 
music video.

We lead our features with a story on Australia’s first ever one-
take feature film, Watch the Sunset. A feat of technological 
and creative efforts. Also our cover.

The magazine chats to Nigel Bluck ACS about a number 
of projects, including his work on the second series of True 
Detective, as well as Academy Award-winner Dean Semler 
AM ACS ASC (Dances With Wolves) about a career that has 
spanned decades. One of our writers checks in with Murray 
Lui, the cinematographer behind the hit ABC television show 
Rosehaven, and we hear from our friend Kieran Fowler on his 
latest feature film, Skinford.

Along with our regular Australian Shorts pages by Vanessa 
Abbott and New Gear section from Clinton Harn, the 
magazine would like to welcome our new resident film 
reviewer, Dash Wilson. For his first issue we’ve tasked Wilson 
with reviewing all five nominees for the Academy Award for 
Best Cinematography, including Australia’s own Greig Fraser 
ACS ASC... congratulations on the nomination again Greig!

Finally, if you’ve got interesting projects coming up, please do 
get in touch. We’d love to hear from you and cover your story 
in the magazine, after all, it’s what we do!.

Peace.

James Cunningham 
National Editor,  
Australian Cinematographer Magazine

Greetings my ACS colleagues and friends,

On behalf of us all I want to congratulate Greig Fraser ACS ASC 
on not only his Oscar nomination, but his ASC Award for Lion. We 
are so fortunate that Greig and many other ACS members working 
internationally never forget where it all started, something that 
will always earn them the respect and admiration of their fellow 
cinematographers.

I was fortunate to attend the recent BSC Expo followed by the 
IMAGO Board meeting over two days. The Expo was really a sensory 
overload. There were many highlights, including the fantastic Q&A 
Seminar featuring Bradford Young ASC, Rob Hardy BSC, Christopher 
Ross BSC and Ula Pantikos BSC. Moderator, former BSC President 
John de Borman, guided the panel through a very informative session 
on ‘Shots that Challenged Us’ that lasted just under 2 hours. Of 
course ‘kit’, as our British colleagues call it, was the main game 
at the BSC Expo, and there was plenty of it. Drones, drones and 
more drones. Mini helicopters, jet-ski rigs and so many new and 
wonderful lenses along with lighting units from Fresnels to LED’s 
with so many colour combinations it would drive a gaffer to drink. So 
much equipment and so many ways to move and mount the camera, 
all to make our lives easier and any shot possible. Kodak were very 
visible, with many Producers under the guidance of both Directors 
and Cinematographers wanting to shoot film from 8mm to 65mm. 
What about the labs? Well there are plenty, all ready and geared up to 
process any volume of film you may have. Film is most certainly not 
dead outside of Australia!

The IMAGO Board meeting was a robust, enthusiastic gathering with 
discussions ranging from Working Conditions to Authorship Rights, 
along with that vexing question, ‘are Cinematographers co-authors 
of a film?’ to the inaugural IMAGO INTERNATIONAL AWARDS for 
CINEMATOGRAPHY to be held in Helsinki, Finland, on 28 October.

The IMAGO Awards will be open to every member country of IMAGO, 
of which there are currently forty-nine, and will recognise the following 
categories: Feature Films, TV Drama and Documentaries. Also, 
there will be ‘Special Categories’ including Technical Achievement 
Award, Lifetime Contribution Award, Special Honorary Recognition 
Awards and an Award for Extraordinary Contribution to the art of 
Cinematography. Full details will be available soon, but keep in mind in 
this instance it is the responsibility of the member Society to enter on 
behalf of the cinematographer. There can be two nominations in the 
Feature category and one each in TV Drama and Documentary. See 
you in Helsinki?

The Society is a true fraternity and on behalf of all members I want 
to express our best wishes to Kim Batterham ACS and Ron Windon 
ACS and to our old mate Phil Balsdon who continues his recovery, 
always in good spirits.

Until next time.

Ron Johanson OAM ACS 
National President, 
Australian Cinematographers Society

FROM THE PRESIDENT



Now it’s easy to add professional monitoring along with HD and 
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Produced for the ABC by Stranger Than 
Fiction’s Jo-Anne McGowan (Art+Soul) 
with support from Screen Australia, 
Screen NSW, Adelaide Film Festival and 
Transmission, and shot by the award-
winning Kevin Scott, David Stratton 
AM describes the project as “very 
personal”.

“Without wanting to sound too 
pretentious about it, it’s sort of my 
journey coming to Australia from 
England, running the Sydney Film 
Festival for eighteen years, fighting 
censorship, [and] being at the Sydney 
Film Festival just as the Australian 
New Wave was happening with the 
Peter Weirs and the Gillian Armstrongs 
and the Fred Schepisis.”

Stratton describes the selection of films 
as idiosyncratic, and says the series will 
“bounce around” according to theme 
rather than chronologically.

“Episode one is about game changers. 
Australian films that changed things. 
So it has things like Strictly Ballroom, 
Shine, Samson and Delilah, Jedda, 
and My Brilliant Career. Those key 
films. And then episode two is about 
outsiders. So it has more on aboriginal 

AT THE MOVIES
David Stratton: A Cinematic Life is set to premiere on the ABC this month,  

to be followed by a theatrical cut distributed by Transmission Films – by Harry Windsor

films. It has Walkabout. People who 
came from overseas and made films 
in Australia like Nicolas Roeg and 
Ted Kotcheff who did Wake In Fright. 
Because I was an outsider, obviously, 
coming to Australia.”

As well as filmmakers, Stratton also 
chats to industry figures such as THR’s 
chief critic Todd McCarthy (Stratton’s 
former colleague at Variety), who talks 
about the impact of Strictly Ballroom 
when it was shown in Cannes.

“We’ve got the longest 
interviews with just 

about everyone you can 
think of.” 

The series was directed by Sally 
Aitken (Getting Frank Gehry), while the 
feature version is being put together by 
Sherpa’s Jen Peedom.

Stratton is happy not to be sitting in 
the cutting room, sifting through what 
he describes as “hours and hours and 
hours of stuff”.

“We’ve got the longest interviews with 
just about everyone you can think of. 
Just before Paul Cox died we were 

with him for four hours. We’ve got long 
interviews with George Miller, with 
Bruce Beresford, Fred Schepisi, and 
Gillian Armstrong.”

A standout absentee is Peter Weir, who 
“wouldn’t do it,” according to Stratton.

 “Peter’s a good personal friend. We 
have lunch together from time to 
time, he comes up to my place in the 
mountains, but I couldn’t persuade 
him to do it. He hates that sort of stuff 
and I respect the fact that he hates 
it. So we’ve got him back in the day. 
Because we’re talking about Picnic at 
Hanging Rock obviously. And we’ve 
got a contemporary grab with him 
talking about it.”

Stratton is also mourning the omission 
of “wonderful” recent films such as 
Simon Stone’s The Daughter and 
Rachel Ward’s Beautiful Kate, “you 
have to make so many compromises”.

If David Stratton: A Cinematic Life hits 
and Transmission can successfully tap 
into the audience still mourning At The 
Movies, there should be plenty of room 
for a sequel.

Harry Windsor is the Editor of IF Magazine.

David Stratton AM wearing an ACS windbreaker in ‘David Stratton: A Cinematic Life’ - DOP Kevin Scott
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THE EQUITY SUMMIT
The Australian Cinematographers Society was represented recently at an  

Equity Diversity Summit in Melbourne – by Warwick Field ACS

My report is primarily on the structure 
and methods of the summit and my 
thoughts on the state of equality in the 
industry. 

Before I make any further observations 
about the revelations and findings from 
the summit, it is probably prudent to 
point out that whilst the event was 
called “Gender On The Agenda” it really 
reached far beyond gender equity in 
almost all the discussions. 

Diversity in personnel can range from 
gender to race, culture, ethnicity, 
religion, sexual preference, socio-
economic status, gender identity, native 
language, people of colour, people with 
disability and so on. The conference 
delegates and speakers tended to 
agree that it is not only in gender that 
greater opportunity can be offered 
but also to all people who may be 
disadvantaged in some way by biases. 

In order for gender equality and 
representation in story telling on 
screen, we do better when the voice 
comes equally from men and women 
behind the camera. Directors, writers, 
cinematographers, everyone. Katie 
Milwright ACS (see report on the next 

page) and I attended the summit to 
learn primarily how gender inequity 
might impact upon females working as 
cinematographers, and in the camera 
department as a whole, and how it 
might impact upon females trying to get 
started in the camera department. 

For me, the questions to raise among 
our cinematographic community are 
these: To what degree is there gender 
inequity in cinematography in Australia? 
Are we moving closer to parity? What 
steps can the ACS take to further 
ensure the opportunity for females 
to work in camera is unhindered? Is 
the film set a place where females 
feel like they belong and are safe 
and comfortable? If not, what should 
we do to improve it? What are the 
responsibilities of the cinematographer 
on set addressing issues relating 
to sexism, racism and general 
discrimination in the crew? 

As cinematographers, most of us 
are not qualified to find the practical 
solutions to improving the gap in 
gender equity. I am certainly not. But 
we can assess our own industry and 
look around our own sets, do some 
counting and make evaluations as to 

how we are doing. It’s then we can 
say, “Ok. What can I do about this?” 
Perhaps we make unconcious choices 
in crewing that can be more equitable. 
The task of increasing the number of 
female cinematographers is a goal for 
all of us but perhaps also largely a focus 
for producers and directors as they 
are instrumental in the choices of key 
personnel.

“When we achieve 
equality we will have as 
many mediocre women 

directors as men.” 

- Gillian Armstrong AM

The take home from this is that there 
is a wealth of female talent in Australia 
that are not being given an opportunity. 
Women are not asking for a leg up but a 
foot in. They simply need the chance to 
prove themselves equally.

Warwick Field ACS is the Victorian President of 

the Australian Cinematographers Society.

Visit the ACS website to read  

Warwick’s report in full.  

Director Gillian Armstrong AM speaking during a panel on Female Filmmakers on the Frontline  
- PHOTO Adam Hollingworth / MEAA
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GENDER ON THE AGENDA
The Australian Cinematographers Society was represented recently at an  

Equity Diversity Summit in Melbourne – by Katie Milwright ACS

I was very happy to join Warwick Field 
on behalf of the ACS to attend the 
Gender Equity Summit in Melbourne. 
The significance to us is the lack of 
female stories and key creatives, 
notably of course cinematographers.

Numbers and statistics reveal how 
out of whack things are and I have 
a real problem with this because it 
has a real impact on creativity and 
cultural production. Creating work so 
disproportionately from only one pool 
of talent means we are missing out on 
so many rich perspectives that better 
reflect our audiences. The practical 
corollary being work that appeals to 
bigger audiences, and for all of us as 
cinematographers, more jobs.

Media messages matter, also, as they 
do have an impact on us. Particularly 
children who are learning their place 
in the world from film and television 
stories. Madeleine Di Nonno spoke 
at the summit of this idea ”...if she 
can see it, she can be it...” using an 
example that there has been a 105% 
uptake of Women’s Archery in the 
United States since The Hunger Games 
film franchise. Women are influenced 
by the images they see on screen both 

positively and negatively so we should 
all be concerned about how unbalanced 
those images are.

As cinematographers what can we do 
to affect a positive change? As a society 
whose membership is predominantly 
male, a conversation about gender 
equity need not feel threatening; 
diversity creates jobs, it does not take 
them away. So what can we do to 
facilitate change?

As a head of department, whether 
you like it or not, people look to 
you as a guide for their behaviour; 
whether that is about using your 
phone on set during a working day 
or being courteous to others, you 
set the bar. As cinematographers we 
should set an example of inclusivity 
and respectfulness. Inappropriate 
disrespectful chatter should be called 
out. We work long hours together and 
sometimes basic courtesies can fall 
away in order to get on with the job, but 
this should never be at the expense of 
respectfulness.

When I went to film school, now twenty 
years ago, I was in a class of nine 
women and seven men. We had some 

amazing men and women as lecturers 
and guest speakers, I felt like I could do 
anything when I left. It was sobering to 
find myself in the real world, where there 
are very few women running the show.

As an aspiring cinematographer I was 
lucky enough to find myself some terrific 
mentors in Mandy Walker ACS ASC and 
Kath Chambers. Also some incredible 
1st ACs like Trish Keating, Rosie Class 
and Jude Lovatt.

What I have always found to be true 
of the Australian Cinematographers 
Society is there is an open door. We 
are comrades that help each other and 
talk honestly to each other about our 
work. In doing so we encourage one 
another to be the best we can be and 
as a result our work becomes better. 
I’m excited to see what the work begins 
to look like when we integrate a diverse 
pool of talent. 

Katie Milwright ACS is an award-winning 

cinematographer working across film,  

television and documentary.

Visit the ACS website to read  

Katie’s report in full.

Day one of the Equity Summit at the Malthouse Theatre in Melbourne - PHOTO Adam Hollingworth / MEAA
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TIME TO SHINE
Virtual reality film, A Grandmother’s Love, shot in Guatemala by Brisbane-based Jessie Hughes,  

premiered this year at the Sundance Film Festival in Utah –  by Amanda Weaver

Made by Queensland University of 
Technology (QUT) graduate Jessie 
Hughes as part of the Oculus/Facebook 
‘VR for Good Program’ at Sundance, 
which helps nonprofits and rising 
filmmakers bring a variety of social 
missions to life.

Jessie Hughes and the other filmmakers 
were chosen from hundreds of 
applicants to highlight the work of the 
Global Brightlight Foundation (GBL) 
which aims to brings solar energy to 
the 1.3 billion people worldwide who 
live without power. As part of the 
program Oculus provided educational 
opportunities, funding, equipment, post 
production support, and one-on-one 
mentorship with industry veterans.

At twenty-two years old, Ms Hughes 
was the youngest filmmaker and the 
only Australian chosen. She was flown 
to Facebook Headquarters in California 
for one-on-one mentorship from 
industry veterans and then paired with 
GBL who she joined on a trip into Latin 
America.

“I’ve been fortunate enough to 

accompany GBL on two incredible 
trips to Guatemala, first to scout, 
second to shoot. The communities we 
travelled to and worked with were so 
full of happiness and energy, it made 
the whole process very special,” said 
Ms Hughes.

A Grandmother’s Love, shot with a 
VR camera for full-spherical 360 x 180 
degrees coverage, offers an insight into 
a life without light, raising awareness 
to the one in seven people in the world 
living without access to electricity.

“I’ve become so emotionally invested 
in these two families that the success 
of our film is incredibly important to 
me,” explained Ms Hughes. “I really 
support the idea of using VR as a tool 
to drive critical social change, truly 
being able to portray reality like never 
before. I’m very excited to see how 
developments in technology will shape 
social change over the coming years.”

Sundance is the largest independent 
film festival in the United States. The 
‘VR for Good Program’ films, including 
the one made by Ms Hughes, are being 

premiered concurrently at Oculus House 
in Utah and will be viewed by millions on 
Facebook following the release.

Benjamin Bunker of GBL, said the video 
was filmed in a small community near 
the town of Tac Tic, Alta Verapaz in 
the northern highlands of Guatemala. 
“Many people in this community 
do not have access to electricity 
and those that do are subject to 
constant blackouts. This makes it 
almost impossible to perform every 
day activities after dark like studying, 
cooking, or spending time with 
family,” Mr Bunker said. 

“With virtual reality technology, 
viewers will be able to truly experience 
how solar energy transforms the lives 
of families living without electricity.”

A Grandmother’s Love will be released 
online over the coming months. The film 
can then be viewed as a 360 video on a 
smartphone or in a VR headset for the 
true immersive experience.  

Amanda Weaver is Media Officer at the 

Queensland University of Technology.

Jessie Hughes on locationin Guatemala - PHOTO Supplied





AC How did get involved with  
 Caravãna Sun? Had you 

worked with any of the band or 

production team previously?

SW When the guys from the band  
 approached me to work with 

them on a film clip for Eye of the Storm 

initially, it turned out we had a bunch of 

good mutual friends and had all spent 

our time growing up around the beach. 

I think they actually first saw my work 

through one of the surf magazines, my 

background is in surfing/underwater 

type work. 

GREAT SOUTHERN LAND
Cinematographer Steve Wall shoots Open Up, a terrific music video for the band Caravâna Sun  

– interview by James Cunningham

AC What was the initial concept  
 behind the video for Open Up? 

What did you initially envisage when 
you first heard the song?

SW With Open Up the guys came  
 round to my place and showed 

me the new track, from the first time I 
heard it, the idea of connection to the 
Australian landscape and it’s people 
was immediately apparent. I knew that 
there was going to be an opportunity 
to shoot up on the Dampier Peninsula 
in WA’s north-west. Never having been 
up there myself, the imagination was 
running wild thinking about the stark 

contrast in the desert landscapes. 
Deep reds and earthy tones contrasting 
against the vivid blues of the ocean. A 
harsh and rugged beauty. 

AC What factors did you take into  
 consideration when choosing 

what cameras to shoot with?

SW Considering the nature of this  
 project was always going to be 

run and gun, the Sony FS7 was our 
logical choice, and the best fit given the 
time, budget and also the fact I was a 
one man band on this one. Over the 3-4 
days we spent up north, many of the 
best shots came from times where had 
I been dealing with a more elaborate 
camera rig, I may well have missed the 
moment.

AC It was just you and the band  
 on the shoot?

SW I’d worked with the band on a  
 previous clip for  a couple of 

months prior, but this time round we 
had sound guru Adam Haynes (and 
trayback gimbal holder) onboard. These 
guys spend the best part of the year 
together on the road, so they’re a super 
tight unit. I think we have a great mutual 
respect for each other’s work, and 
collectively we all just get very excited 
at the prospect of getting creative and 

14 / ACS BRIEF

Caravãna Sun ‘Open Up’ - DOP Steve Wall

Caravãna Sun ‘Open Up’ - DOP Steve Wall



producing something great.

AC Can you talk about the ‘look’  
 you were working toward on 

Open Up and what you set out to 
achieve?

SW I’ve always loved the rich colours  
 of the Australian desert, and the 

extreme contrasts presented within. I 
only really wanted to shoot at sunrise 
and sunset, to accentuate this. Given 
we had so little idea where we would 
actually be, every day would just be 
a case of reassessing what we had 
managed to achieve already, and how 
to build on that to try and capture the 
full scope of exploring the Dampier 
Peninsula.

AC Do you have a favourite shot in  
 the video? 

SW My favourite shots from the clip  
 are the shots of the band and 

our local friends all walking down to the 
water together, and hanging out as a 
group around the fire afterwards. 

AC On a music video, how do you  
 work to achieve the band’s 

vision while still imparting your 
own unique perspective as a 
cinematographer?

SW I think that it comes down to  
 ensuring that everybody is on 

the same page from the beginning, and 
as a cinematographer I think it’s super 
important to do your best to understand 
where the band is coming from with the 
track, and try to translate those ideas 
and feelings into beautiful and evocative 
imagery. 

AC How involved were you in the  
 post-production process? How 

did you approach colour-grading?

SW With post production, it was  
 my project from start to finish, 

so I did all of the post and colour. 
It was important with the grade to 
bring out those scorched, earthy 
tones and highlight the range of 
different environments the guys found 
themselves amongst on the journey.

AC Looking back on what you  
 (and the band) had originally 

set out to achieve, do you think you 
succeeded? In hindsight, what might 
you have done differently?

SW  I feel like when you approach a  
 project like this with a 

documentary style, there’s always going 
to be things that happen in the heat 
of the action you wish you had looked 
at in a different way. I wish I had shot 
more of the incredible stars up there in 
particular! When I watch the edit again 
now, I do see little things with colour 
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and shot selection that I would have 
looked at differently. But overall we 
were proud of the end result and feel 
it captures the strong connection the 
guys have with this special part of our 
country.

AC Finally, what are you working  
 on next?

SW Heading overseas to get  
 amongst some of the extremes 

of our natural environment. After 
a few years of focusing purely on 
photography, moving into motion over 
the previous years has been an amazing 
challenge, and I am excited to keep 
learning and creating.

Steve Wall is a freelance photographer  

and videographer based on the  

Northern Beaches of Sydney.
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ONE TAKE 
WONDER

In Australia’s first single-take feature film, Watch the Sunset,  
a man comes to grips with the power of his past when his  

estranged family becomes entangled in its web.

The film’s Cinematographer and Co-Producer, Damien Lipp,  
discusses the film with Australian Cinematographer.

- by James Cunningham



A scene from ‘Watch the Sunset’ - DOP Damien Lipp

Watch the Sunset owns its underlying theme about the 

effects of crystal meth and ice, a very real contemporary 

Australian issue. The story centres on Danny Biaro (Tristan 

Barr), an outlaw bikie member who wants to change his ways 

and start a new life with his estranged family. But his past 

quickly catches up to him and he is compelled to make a 

decision that will affect his life forever. The journey follows him 

rushing against the clock in order to save his family.

The one-take concept of Watch the Sunset allows the 

viewer to observe the harsh reality of this regional problem 

while cleverly keeping up the frenetic pace of a frantic story. 

Beneath the surface of the film we discover both a story 

of love as well as an unrelenting quest for redemption. The 

film was shot on location in the beautiful country town of 

Kerang, Victoria, with cast and crew able to follow the action 

through eight different locations. Using actors amongst a real 

community to bring true sincerity, honesty and immersion to 

Australia’s first single-take feature film.

Watch the Sunset is from BarrLipp Productions, which is 

made up of Tristan Barr (Co-Director, Writer and Lead Actor) 

and Damien Lipp (Cinematographer and Co-Producer). 

The duo have been creating work together for the last four 

years. “We do corporate work to supplement our creative 
ventures,” says Lipp. 

Barr had written a scene based on two underprivileged young 

adults who had found hard times in a remote country town. 

During some monotonous jobs, the pair kept fantasising about 

shooting a feature film using Kerang, where Lipp is from. The 

story emerged as they went deeper into writing the characters, 

“This is a story which we felt needed to be told.” 

The film depicts raw and astonishing visuals with genuine 

emotion, and the audience is left to feel as though they are 

right there in the middle of the action.

Barr and Lipp decided to shoot Watch the Sunset in a single 

take to give the audience a very intimate experience, “not 

giving them the chance to turn away from the film, making 
them and sometimes forcing them to feel a part of every 
scene.” They had big desires to shoot the film with the Red 
Epic, or even the Arri on the Movi system, but the size of the 
camera and the rig would not work due to the technicalities 
of the shoot getting in and out of cars and onto cranes. The 
results of this would point them to a much smaller system, 
being the Came 7800 gimbal with a Panasonic GH4, which 
“was a great little rig and still a challenge to carry for the 
duration of the film.” 

“The film was actually shot in my home town Kerang,” says 
Lipp. This gave the cinematographer a greater understanding 
of the locations where they would be shooting. Both Lipp and 
the production team wanted to keep the town as authentic as 
possible. For them, it wasn’t a matter of dressing the locations 
but sourcing the correct location, particularly logistically 
workable within the one take framework. 

“We went to Kerang as much as we could to work out the 
flow of locations. We came to know the town intimately, 
particularly with Jesse Gohier-Fleet (Assistant Camera) as 
the movements had to be choreographed precisely.” 

Gohier-Fleet had worked with Barr prior to working on Watch 

the Sunset, one thing led to another, and Lipp really liked his 
thoughts on how things may have become achievable when 
shooting.  

Although Lipp had seen Alexander Sokurov’s 99 minute one-
take Russian Ark (2002), it was a very different concept and 
so, “wasn’t actually on our radar.” They had also settled 
on the idea to shoot Watch the Sunset in one take before 
Sebastian Schipper’s Victoria (2015) was released, also a 
one-take feature film. “I managed to see Victoria at the 
Melbourne International Film Festival just after we shot 
Watch the Sunset,” says Lipp. “Although it was too late to 
take influence from it, it did reassure me that you can make 
a one-take feature film, carry a good story and continue to 
keep the audience engaged.” 
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Lipp says that he probably had the most inspiration from 
season one of the television series True Detective (shot by 
Australia’s Adam Arkapaw ACS) which features a highly 
intense six-minute single-take scene in episode four, as well 
as the Australian feature film Boxing Day (2007) directed and 
shot by Kriv Stenders. 

The rehearsal period started with Lipp and Barr going out into 
a park and doing tests with the gimbal and the cameras. “It 
was a good three weeks before we came to the conclusion 
that we would be able to do the one take,” said Lipp. “We 
first thought it might be individual scene. After we had a 
solid idea of camera movements, the next challenge was 
light.” 

Lipp says they needed to keep in mind where the sun would 
be at the certain time to ward off any shadows that may creep 
into shot, as well as lighting the characters to assist with the 
story. The crew had five weeks of rehearsals before the shoot, 
and had not had a full run through with all actors until the 

first take. “It was quite the experiment”, explains the young 

cinematographer.

Working alongside Lipp was Jesse Gohier-Fleet (AC) as well 

as Lachlan Wright (Sound Recordist). “I had never met these 
guys before and spent a majority of the shoot in my AC’s lap 
as we both had to travel in the car with the actors, so you 
could say we had to get along pretty well.” 

“There were times when I would have to hand the gimbal to 
my AC so I could get out of the car and have the continuous 
dolly tracking shot through the interior of the car.” There 

are a lot of ‘trick shots’ in the film and Lipp says that without 

having Gohier-Fleet beside him the whole way there is no way 

that he could have accomplished what they did. 

Wright, on the other hand, had to wrangle eleven 

microphones which were set up in different locations plus 

lapels on every actor and a boom pole in his hands. “He 
would follow the lead car everywhere and get out according 

A scene from ‘Watch the Sunset’  
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to the scene.” Lipp says that Wright really delivered on Watch 
the Sunset and pushed beyond, “I definitely think we will 
continue making films together after this experience.”

Lipp had originally said he wasn’t happy with the abundance 
of interior shots that the film relied on and that he felt they 
needed to get an external of the car. This would require 
logistics get out of the car, and then have a mode of transport 
to have a tracking shot of a moving car. “When there is a 
will there is a way,” Lipp explains. “I had a van pull up 
beside the main actors’ car and with the van’s side door 
open I would transition inside, get strapped in and hang on 
for dear life whilst holding the gimbal one arm outside the 
vehicle.”

“The acting from our team was phenomenal,” Lipp says. As 
was, he explains, the vision and understanding from all parties 
concerned in regards to camera movements. “Being a one 
take film you strive for perfection but there is a knowingness 

that you won’t get everything right all the time. If someone 
does let me know.”

BarrLipp Productions are in the final stretch of post-
production on Watch the Sunset. “Once again I have been 
there every day with the film so it takes some endurance,” 
says Lipp. Music composition on Watch the Sunset is by 
Richard Labrooy and Lipp says it has been imperative to the 
story and the journey of the audience, “We have found the 
film could be received in many different ways just by his 
choices.”

“Our CGI was done by Neil Rowe in London, I won’t spoil 
too much,” Lipp says, and the grading on the film was 
completed by Jesse Gohier-Fleet also. Lipp explains that the 
grade was a hard feat for Gohier-Fleet as lighting changed 
quite a lot throughout the film. “We were able to pass on 
notes, but after spending the past few months working with 
him, we left a lot of the responsibility to him.”
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Before shooting the film, the team closely examined how the 
colours of each location in the film would feel as the audience 
travelled through. The school was a bright but also daunting 
area as the camera would be at an uncomfortable level giving 
a more claustrophobic feel. The church was dark and lit by 
natural light and stained glass window, the park turned grey 
and overcast which was a blessing as the scene unfolds. 
And as for the final shot,  “I wont spoil it but it opened 
up beautifully leaving the audience with an uneasy, yet 
satisfied ending.”

Lipp says he is very happy with how Watch the Sunset has 
turned out. “If I was to change anything it would be to 
shoot it in a bigger car so that I could use bigger cameras 
and a bigger operating system. That is probably the only 
thing I would change.” Apart from that he is pretty positive 
about the work that the crew did and the feat that they pulled 
off. 

Watch the Sunset delivers in spades. Cinematography-wise, 
also, the film cleverly manages to shift perspectives within 
its 82 minutes. Although unedited, it feels seamlessly edited 
and runs instinctively. Along with a brilliantly constructed 
screenplay Watch the Sunset is a thrilling and enjoyable film 
all round and the fact that it was shot in one take is not only 
a bonus for the audience but a demonstration of the highest 
skills of modern filmmaking.

Lipp is currently in post-production for a documentary on 
mental health within the entertainment industry called The 
Show Must Go On, and also in pre-production for BarrLipp’s 
next feature, Evo, a post apocalyptic film shooting this year. 
“Think Mad Max meets Children of Men,” says Lipp.

Damien Lipp is a cinematographer known for his work on  

Beckoning the Butcher (2014) and Nokturnal Bliss (2017).

James Cunningham is the Editor of  

Australian Cinematographer Magazine.
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NIGEL BLUCK
From shooting Stickmen in New Zealand in 2000, winning the AFI Award 

for Best Cinematography for Home Song Stories in 2007, and lensing 
the second season of HBO’s True Detective in 2015, Nigel Bluck talks to 

Australian Cinematographer about his body of work.

- interview by Lindsay Coleman



AC Do you feel growing up in New Zealand gives you a  
 particular eye?

NB There is a clarity and brightness in New Zealand. There  
 is an awareness of that. I don’t know if that’s because 

I am a photographer or because I’m a kiwi. The objective 
eye sees every place in a new way. It is why there are 
about about three American cinematographers working in 
Hollywood. Directors and producers often want an objective 
eye to come in. A foreign eye, rather than a kiwi eye, is what is 
significant.

AC Your first feature film Stickmen (2001) was a pretty  
 bold debut…

NB Yes, it was also Hamish Rothwell’s first feature  
 film. Rothwell and I were shooting a lot of television 

commercials together, we were doing everything together. It 
was a very collaborative experience. We did a bold thing, for 
the time, in bleach bypassing the film during the ‘interneg’ 
stage. 

The New Zealand Film Commission insisted I have a type 
of ‘chaperone’ because I was so young at the time, so Alun 
Bollinger MNZM (Cinematographer, Heavenly Creatures) 
became our A-cam Operator. It was so great, Bollinger talking 
me through it, and then also having such freedom. It was a 
privilege to work so closely with him on my first feature, he is a 
great collaborator and teacher.

AC What would you say your learned from Bollinger?

NB To be a really good cameraman you also have to be  
 a great operator. Good hand-held operating is really an 

art from. It is such an important chord to know how to play 
well. Even if it is just one shot. Knowing when to use it is the 
most human and poignant point of view.

AC Was the bleach bypass you used on Stickmen 
a major priority for you, or more a result of the 

conditions of the production?

NB We did not have a lot of lights, money or time. We shot  
 it fairly naturalistic, then found a way to apply 

something to elevate the whole thing in a way to create its 

own visual world.  So we applied bleach bypass across the 

board and worked with extreme contrast.  Sometimes it 

would help us give pretty bland locations a real bite. 

I haven’t done it since. It was such an enjoyable process. I 

miss those days. We committed to a look, and then went 

ahead with it. Now, the look can change at almost every point.  

In pre-production, thinking about the image, has changed a 

lot in the last decade.  

AC Remembering New Zealand’s films from that  
 period, which had a more naturalistic look than 

Stickmen, it is interesting to see how you moved away 

from that prevailing aesthetic…  

NB It was less a matter of trying to go against that  
 naturalism, it was more about us asking “what do we 

need to do to create the right look for this film?” Rothwell is 

very smart at working within the populist vein, so that is very 

much what he wanted to make.

AC You have got a very distinct visual language  
 throughout Stickmen. Were all of the shots 

designed, going in?  

NB It was all about keeping the game of billiards visually  
 interesting. I think it worked. People accused us of 

ripping off Lock, Stock and Two Smoking Barrels (1998), 

but that wasn’t really a part of our conversation in terms of 

influences, it was just the style at the time. 

The shootout scene from ‘True Detective’ - DOP Nigel Bluck 
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AC You made some very unique choices on Stickmen,  
 such as shooting a sex scene through bottles of 

water. Were you using enlarged props for the billiard 

balls?

NB Oh sure, bowling ball-sized billiard balls! It was quite  
 naïve in a way. We wanted to make things exciting. It 

was very challenging. I was more tired on that film than any 
other production which was such a mark of how hard we 
were pushing what we knew.

AC Did you have to significantly adjust your lighting to  
 that change in scale?

NB Yes, we did. But we wanted it all to be, very much, in  
 camera. Lord of the Rings: The Fellowship of the Ring 

(2001) was being shot in the background in town, and that 
was ‘in camera’. It was very much the way of New Zealand 
filmmaking at the time.

AC Would you agree that you have a reputation for  
 having a strong personality and strong opinions?

NB That is partly true. It is a reputation that came I think  
 from being very young and very passionate about the 

work. I have very much changed my approach as a result. It 
comes from having a series of very close relationships with 
directors where we could work that way, to moving outside 
of those relationships. It’s not quite as comfortable for some 
people.  

A cinematographer should be a collaborator, and should be 
there to more than just photograph the film. They are there to 
get inside the director’s head and help them bring a vision to 
life with images. They are there to help and guide the director 
on what the best way forward is visually. I really believe that. I 
have softened over the years, every project has a new set of 
personalities therefore the approach needs to change in sync 

with that every time. You need to figure out that early, and 

figure out how to go forward in the right way for the greater 

sake of the film at hand.

“ A cinematographer should  
be a collaborator… “

AC How do you determine that?

NB Meet the the personalities involved. Get to know  
 them before you take a stance. I have learned to 

tread more carefully. When you see films that are considered 

great visual cinema, I know it starts from a passion for the 

image. Some directors have a pure vision, and that should not 

be messed with. Other people will need guidance. It is about 

negotiating those egos. People come to making great films 

from all sorts of backgrounds, look at directors like Tom Ford 

(Nocturnal Animals). I expect it to be different every time. 

AC Watching Son of Gun (2014), would you say that  
 you have a signature approach to lighting rooms?

NB My mantra is to build the lighting around the  
 architecture of the room. I also always want to pre-

empt the block, to a point. And to keep out of the way of the 

actors. Let them completely commit to their performances. I 

want to be able to pan wherever I need to, to be able to 

control the windows as much as is possible, to basically be 

able to adapt quickly as the blocking unfolds. That’s definitely 

my goal.

AC You’re okay to have a signature?

Rachel McAdams and Colin Farrell in a scene from ‘True Detective’ - DOP Nigel Bluck, PHOTO Lacey Terrell
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NB I don’t want to be known for one thing, but I do want  
 to be known for good work.

AC Framing during the sex scenes in Home Song  
 Stories (2007) gave the scenes a quite voyeuristic 

feel. Was that in line with the story being from the young 
boy’s perspective?

NB Tony Ayres (Director) spoke very clearly from the  
 beginning of making this film from the boy’s point of 

view. I took this on very seriously but was always trying to find 
ways of implying this point of view non-literally, for example, 
not just putting the camera where the boy is in the scene 
but thinking about how he would see the scene in his head. 
Even if he is not physically present in the scene. In relation to 
the sex scene in the car I think you are referring to we kept 
the lenses long and stayed outside the car and ended up in 
a high angle ‘god’s eye’ straight down shot. I was playing 
with the idea of what the boy might see if he was there and 
what the boy might see if he imagined the scene so mixing 
observational points of view with an impossible, mind’s eye 
point of view with the end high angle shot.

AC Again, you seem to have lit rooms to give maximum  
 freedom to the actors. What would you say is the 

best way to achieve this without sliding into ‘television 
lighting’?

NB I feel like using the real or practical lighting footprint  
 of the location is a really good way to stay away from 

the dictates of television or three point lighting in that the 
practicals or the windows in real life are rarely set up in a 
three-point relationship to the subject in the room. The best 
way to render an unrealistic or ‘lit‘ feeling image is to imply 
three-point lighting to a situation where… it doesn’t exist! 

AC How often did Ayres relate to you a personal  
 memory or sensation and ask you to approximate it 

in your photography?

NB I cannot recall him saying it looked like this or that  
 in his memory of the events but I do recall him talking 

about how it felt. That was my springboard or roadmap to the 

lighting direction. 

I have though encountered exactly this on films where the 

director remembers the quality, the colour, the direction of 

the light in a scene that is a recreation of real events they 

partook in. That is always a challenge, but greatly satisfying 

when you can get it to a place they are happy with. There is 

that and then there is the affectation of memory and how their 

recollection of the event differs from what was actually there, 

which is just human, the trick is when they recall something 

from memory and you try and recreate it but it is physically 

impossible. 

AC Certain shots have an edge of glamour, set against  
 the more parochial suburban setting. How did you 

come up with the ideal balance?

NB I was heavily into the Wong Car Wai / Chris Doyle  
 collaboration at the time - they are masters at this - so 

there was a lot of that channelling going on. Part of it was 

that the beauty of anamorphic lenses and how they lend 

themselves so well to creating a filmic or cinematic image 

where a spherical lens shooting the same frame would not. 

There is a sort of magic ‘layer‘ there in the anamorphic world 

that layer is perhaps the edge of glamour your referring to. 

I was also lighting Joan Chen ‘up’ a lot, in a very traditional 

beauty way. Often trying to find ways of designing a ‘special’, 

a beauty light for Chen, into the lighting plan.

AC Would you describe the second season of True  
 Detective (2015) as having almost a romantic look?

A scene from ‘True Detective’ - DOP Nigel Bluck 
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NB The initial conversation was about how to do  
 something distinct from the first season (lensed by 

fellow Australian Cinematographer Adam Arkapaw ACS) but 
always specifically correct to season two. We were influenced 
by noir films of the 1970s and the early 1980s. It had to have 
a silent cinematic quality. We wanted it observed, very formal, 
a version of cinematic naturalism. I wanted to keep the image 
‘square’ when possible, to not tilt the camera up or down, 
creating prosceniums as the likes of Kurosawa did, and that 
was hard to maintain. 

You have all of these different directors coming in every 
episode and they all have a lot of things to bring to the table 
as they should. They would say, “let’s put the camera on the 

ground” and I find myself explaining “well we can’t really put 

the camera down there because we have a visual manifesto 

to uphold.” That was really interesting, the whole thing of 
learning about the role of the cinematographer in television. It 
was very tricky at times as there is a conflict of interest before 
we even start. 

I would set up the look of the show with the show creator, the 
designer, the first director (Justin Lin) and the producer of the 
series, then try to maintain it as the directors came and went 
from episode to episode. It is tough for directors in television, 
especially those who pick up from where a pilot started. You 
need to make them feel a part of the overall constructs of the 
style, yet also stick to a mantra of  “this is the construct we 

are going with because we’ve got to stick to that to keep the 

language of the entire series consistent and seamless”. 

I feel this is a very important distinction between television 
and cinema, one that we need to find a way of keeping closer. 
The seamless, silent hand of the storyteller in cinema is largely 
possible because it comes from one voice. When there are 
several voices taking turns, as it were, that seamlessness and 
silence is much harder to maintain.

AC While filming the first season of True Detective,  
 creator/producer Nic Pizzolatto had a quite tense 

relationship with the series director, Cary Joji Fukunaga. 
Did that influence the production’s approach of the 
second season?

NB I am sure that was an influence on how things were  
 done, and in Pizzolatto’s defence I believe he was 

just trying to create a better ‘creative space’ on the second 
season. 

AC Was Pizzolatto leaning more heavily on you, from  
 episode to episode?

NB Yes, it’s true. I was spending as much time doing what  
 I do, as figuring out how to do what I do, how 

to navigate all of the personalities. It’s tough for the 
directors. The actors would walk past the directors and head 
directly to Pizzolatto for instruction on their performance. I 
felt for them. But the good ones figured out how to adapt to 
that. For the experienced filmmakers it was good, for the less 
experienced ones it was tough.  

AC What was your approach to saturation on the  
 series?  

NB I tried to let the saturation go where the locations we  
 shot in were taking it. It if was a lush green forest, let it 

be a lush green forest. Why desaturate that? If it is a colourful 
bar interior, full of Hispanic spot colours, then that is what it 
is. It should be celebrated. I really enjoy photography which is 
true to the location. Putting a palette or look over everything 
begs the question why even go to a location? If you go to a 
location you need to be true to that location, and represent 
that photographically. Don’t over saturate it, don’t under 
saturate it. Work in the ballpark of what that location is and 
find the way to highlight or single out the parts of the location 
that speak to the story.  

Colin Farrell as Detective Velcoro in ‘True Detective’ - DOP Nigel Bluck, PHOTO Lacey Terrell
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AC Your framing is very oppressive on True Detective… 

NB True Detective was shot anamorphic. It was an  
 interesting choice for television I think, because we 

were never going to use the framing of anamorphic. There 
is nothing for me which compares to anamorphic in terms 
of the options it gives you for storytelling. To be able to work 
between extreme deep and shallow focus, to use the whole 
sensor or negative, to use the whole field of view of the lens 
and therefore all its aberrations… it just offers you so many 
options! 

Anamorphic framing, however, is very ‘vertically 

challenged’. That really worked for us, because it became 

all about claustrophobia. About twenty-million people being 

jammed into this space, Los Angeles is very low-rise, but 

also incredibly dense. That was a good starting place. Being 

able to create this claustrophobia in a general sense then 

squashing our characters in there and being able to go inside 

those characters’ heads and find a way to be truly ‘with‘ 

them, that is what it was all about. 

It was also about working with digital, yet also giving it a 

timeless feeling. I find especially older generation anamorphic 

lenses to be such a good companion to the digital format, 

softening the harshness of the sensors and deconstructing 

A scene from ‘True Detective’ - DOP Nigel Bluck
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the image somewhat. Adding a randomness to an equation 

that is becoming increasingly predictable in its makeup.

Remember the first season was shot film and that was never 

really an option for us so it was also about finding a happy 

transitional format for everyone involved. It’s a contemporary 

script which we were also trying to reflect in a timeless way 

and some retrospective modifications were in order, I think.

AC In the last two episodes the feeling was one  
 entirely of oppression. I think that people really 

underrated the series.

“I love film, I miss it every day.”

NB What happened was that people were comparing the  
 second season always to the first season. Avoiding 

that expectancy was impossible. I do not know if we 

could have avoided it. It is one of the issues with the 

anthology format which we faced. It’s really interesting over 

here. Television is blowing up. The television format is trying 

to find its feet. Is it a continuation of film or is it reinventing 

everything? I hope that it becomes a continuation of cinema.

AC Would you agree that it is more similar to a ten- 
 hour film?

NB I would totally agree. But it suffered editorially, it  
 suffered from not having a single filmmaking voice. 

Pizzolatto is trying to work out how to have the feeling of a 

singularity of voice, much like the work of an auteur does, but 

still work with other people as well. It’s a learning process and 

in some ways a moving experiment.  

AC In one scene in True Detective, Officer Paul  
 Woodrugh (Taylor Kitsch) speeds down a highway 

on his bike in pitch black darkness. 

NB Yeah. I was reading the script and he’s riding his 
motorcycle at night when he turns the bike’s lights off. I 

thought, “oh, here we go.” That’s a challenge! You’ve got to 

work it out. I think “if I was the guy on the bike, I’d see the 

lines, I’d see the speedometer.” I’ve got to then figure out a 

way to see that with the camera.  

AC What did you do?

NB The close stuff we shot in a studio. It was somewhat  
 successful. On the road I put a light on the arm car 

trailer, almost like a flash style, so you could see what the bike 

sees but it was silent or sourceless. I put in a little bit of road 

lighting here and there. I also shot everything at 1600 ASA in 

fact the whole show was at 1600 ASA. As much to give the 

focus a chance at the fast pace we were shooting.  

AC He was going pretty fast on his bike. Could you  
 always keep up?

NB We had it rigged or we had a quick arm car at our  
 disposal. I always want to enhance the reality of 

whatever it is that we’re filming. I’m always pushing for reality 

in action settings, especially in the gunfights. Whether it 

is a gun or a speeding bike, I want it to be as close to the 

extremes described in the script. Plus, even if you just get a 

few shots this way, you can still remember the light, the feel, 

when you were pushing the bike to those speeds or when the 

gun was that close to the lens.

AC Which is why you are grateful for digital?

NB Absolutely. I embrace digital. I love film, I miss it every  
 day. But digital offers more opportunities with lenses, 

and to me it is all about the lenses. I bolt the camera onto the 

lenses, not the other way around.  

A scene from ‘True Detective’ - DOP Nigel Bluck 
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AC What about the big shootout in the subway, toward  
 the end of the season?

NB I used some basic fluorescents to show a base security  
 lighting or ‘safe light’ as it were. We had slightly 

brighter torches, but all off the shelf stuff. Then carefully 

placed Sputniks (LED lights which I both own and love) rigged 

and active that gave us a lot of mileage. 

AC Was the choreography of lighting and action  
 difficult?

NB It’s about adding a bit here, a bit there. It’s about being  
 well prepared for the last 30 seconds before we 

roll. That is the most important time, even with all the planning 

in the world, to figure out how to make a shot work really well 

it is only in the last 30-60 seconds that you finally have all the 

pieces in play, hopefully you got it right and you don’t need 

to change a thing but if you don’t have it right better to have 

preempted what might happen and have answers for that at 

hand and have your people briefed as to what needs to be 

done. 

AC Was blocking and marks particularly important?

NB There were marks, but people had a lot of  
 freedom. Focus pulling has changed now with digital 

cameras. Most focus pullers work off monitors almost 

exclusively now. It’s not laziness, that is basically how they 

have to work these days as the tolerances get tougher. The 

days of working only with marks, that is changing. Digital is 

very very unforgiving and even when on a mark there are no 

guarantees. That and the dusting off of every old lens under 

the sun which is great. But the marks on them often do not 

correlate and those lenses like good instruments of any kind 

change over the course of a day, a week or a month. They 

need to be constantly ‘played’ or ‘tuned’ in a way.

AC On True Detective you’ve got three movie stars  
 in the one shot. How do you deal with that? Are 

you having three conversations with each of them?

NB Your job, as a cinematographer, is to figure out what  
 they need, what they want out of the scene emotionally 

and physically, in concert with what the director wants to 

show. Your job is to make them comfortable on set, to really 

get a sense of what they need individually, and understand 

that they are working together at the same time. They all need 

to be treated differently. 

Vince Vaughn, for instance, can’t do a scene without a master 

shot first. I come to him and say “I’d like to start with a close-

up today.” He’d go, “what are you talking about Nigel?” What 

he’s saying is “I work it out on the wide shot, then I know what 

I’m going to do in the close-up.” That is his process. I cannot 

mess with that. He naturally dictates what his needs are. I 

shouldn’t turn around and say “we need the closeup first.” 

Then, I go to Colin Farrell and he just says “yeah, whatever.” 

You have to work all that out, give them what they want all the 

time. You have to be such a chameleon for those guys. That 

is part of the job. You can’t operate in a way that goes against 

or gets in the way of their process. 

AC John Woo talks about different frame rates working  
 better for certain actors. You shot Rachel 

McAdams as an action heroine. Did you test things like 

that with her?

NB A little bit, yes. For example, I had a concept of using  
very wide lenses, very close, for her and our characters 

at key moments in the film. In pre-production I tested that 

out, and it was pretty clear she was not comfortable with 

that. Physically, she did not want the camera to be that close 

Joan Chen in ‘Home Song Stories’ - DOP Nigel Bluck, PHOTO Michael McMahon
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as it was throwing her off. Dan Sasaki (Vice President of 
Optical Engineering at Panavision) made a 65mm lens that 
had some wide lens characteristics. That didn’t work either! 
Finally Sasaki came up with a very famous and precious 
65mm close-up lens that was just right. Just right for getting 
into the character’s head and allowed me to be close enough 
to her to be intimate but not too close to be inside her 
boundary of personal space.

AC You’ve had some real success with True Detective,  
 and with some of your recent films.  What are your 

long-term ambitions?

NB My dream and ambition is to make great populist  
 cinema. That is why I live in Hollywood. This is where 

the conversation happens. The films I watch are not that. I am 

trying to understand popular cinema, and what the audience 
wants. I am also trying to understand ‘high cinema’. I am 
trying to understand the high form of this art, and bring it 
together with the popular cinema. That is where things have 
the greatest relevance, the greatest worth. As a working 
cinematographer I want to work on things which an audience 
is going to see, to appreciate. I don’t want to make tiny films 
no one will ever see. I appreciate those film, love those films, 
but I want to be generous and bring that aesthetic to a wide, 
popular audience.

Lindsay Coleman is a writer, film academic and  

ongoing contributor to Australian Cinematographer.

A scene from ‘Home Song Stories’ - DOP Nigel Bluck, PHOTO Michael McMahon
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The cast of ‘The Family Law’ - DOP Murray Lui, PHOTO Courtesy SBS



CULTURALLY APPROPRIATE
Born on Thursday Island and raised in the Torres Strait, Murray Lui is 

recognised as the first professional Torres Strait Islander cinematographer.  
He has worked with the ABC and SBS on programs including The Family 
Law, Rosehaven and Jacob, which won him an ACS Gold Tripod in 2009.  

Australian Cinematographer sits down to talk with Lui in Townsville.

- interview by Corey Hague
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AC I’ve just watched the first few episodes of  
 Family Rules...

ML Oh yeah, that was a bit of fun, doing an observational- 
 documentary series about an indigenous family. It was 

pretty crazy with nine women in the house.

AC How did you keep everything under control?

ML It was like chucking rocks into a pond. You then see  
 what happens and how it evolves. I grew up shooting 

documentaries so, I kind of like that approach. There were 

two director/shooters and myself, we would coordinate it all 

together on site with the producers. On any day that we were 

shooting they had an idea or a storyline that we wanted to 

follow.

Originally there was an idea that the narration could come 

from the actual activities on shot material. After shooting it 

for a few weeks it was clear that there was no way we could 

do that. We needed interviews with good sound to link it all, 

because we shot over six months.

AC The interviews really help tie it together. They also  
 look very lush…

ML That’s because I was allowed to light it! The interviews  
 were shot over months, so we had to maintain a look 

to it all. If you cut back to an interview, an audience should 

be able to follow it. So we had the chance to light it, all studio 

based with classic three-point lighting.

Our version of the observational-documentary can be 

draining visually, because the camera is so busy with so many 

characters and there is a lot of movement, so you needed a 

break essentially. A visual break. We shot everything on the 

Sony FS5 and that was nice.

AC How did you find the FS5 for ‘run and gun’ type  
 shooting?

ML Well because it was new rig, I had never had a go with  
 one, and because the initial shooter/director was new, 

they wanted to give her a camera where there wasn’t too 

much for her to look after. The camera is pretty decent with 

automatic functions. It was enough for what we needed.

On my FS5 I was using a Metabones adapter with Canon 

EF lenses, so I had slightly better lensing than the other 

operators. But I liked it, you get to do stuff with the LUTs and I 

had enough batteries to shoot all day. The only issue was time 

coding, so we ended up using this gadget called a Tentacle 

Sync, which created audio timecode which was perfect. The 

Tentacle Sync just helped unify sound and pictures in post 

quicker. We were shooting without it for the first month or so 

and the Assistant Editor Vincent Lange was going crazy. It 

saved our backsides basically, and we all ended up buying 

one of those kits.

AC How did you find working with other camera  
 operators?

ML One of the directors was very new to the role, so there  
 was a bit of mentoring and training going on which 

is interesting. But I like doing that. I like the challenge of it, it 

keeps you fresh if you have people who are passionate about 

projects and are excited to be a part of it, even if they are not 

complete masters. It was a new thing for NITV too, they are 

The cast of ‘Rosehaven’ - PHOTO Ben King
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branching out from a lot of the broadcast stuff which they’ve 

done in the past. I enjoyed it.

AC It is a format that we have seen, but it’s a fresh  
 perspective. Even seeing Perth on the television is 

a bit different…

ML I think so. As an East-coaster I had a different view  
 of Perth, particularly because we were shooting an 

indigenous family in Perth. East Midlands is one of the lower 

socio-economic areas of Perth.

I was excited about trying to do something different, and all 

the production executives and producers were women, and 

it was a very female based story. I am from a family of girls so 

it was something I enjoyed. It got a little crazy at times, but it 

was like I was around my sisters.

AC How useful was your documentary background for  
 reality television?

ML Coming from documentaries, the sound department,  
 nine times out of ten, tends to save my ass. Sound 

connects you, you never really stop hearing, even when you 

are asleep.

When I shoot, sometimes it’s about what I am hearing rather 

than what I am seeing. I prefer operators who are good 

listeners, who follow dialogue because you can feel the 

rhythms in the way people talk. You want to be able to follow 

dialogue and let the camera be sympathetic to it.

AC And in the middle of Family Rules you were called  
 away to Rosehaven. Was that a completely different 

approach?

ML Yes, I started Family Rules when it was summer time  
 in Perth and stinking hot, and then I went to Tasmania 

for Rosehaven just as winter was starting. Completely different 
scenarios, completely different light.

I had worked with the director on The Family Law, John 
Brough. He is precise, methodical and very prepared. So 
coming from an observational-documentary to a shoot to 
where he was always prepared and very knowledgeable about 
craft, it was a complete jump. Plus we were shooting with 
ARRI Alexas, so it was like chalk and cheese really.

AC Comedy is not an easy thing to shoot…

“...I was allowed to light it!”

ML No, but I think it is all in the scripts, which the writers  
 and stars were across. Luke McGregor and Celia 

Pacquola understand rhythms of comedy, and Brough has 
done a lot of comedy too. They all just understand that 
rhythm. All I had to do was take care of that visual stuff and 
watch them at work.

AC The shots were left to play out, were there many  
 two-shots?

ML Yes, I mean they are our characters so you have  
 to allow them room. If you are cutting between those 

conversations, it would be very ‘cutty’. So you hold them in a 
two shot. The coverage on Rosehaven was quite simple, we 
had the odd slider to correct if we needed to, but for the most 
part they just did what they did.

We were framing in 2.20:1, which is a slightly different frame 

Murray Lui (DOP) and Simon Riera NZCS (Camera Operator) filming on 
location with ‘Rosehaven’ - PHOTO Duncan Scott



format. Brough started doing that on The Family Law to give 
it a slightly more cinematic look and it worked out nice. Group 
shots, twos and threes and the odd single with lots of room.

AC Does something like an aspect ratio influence your  
 camera choice?

ML Yes and no. I think now I just like Alexas and we knew  
 we were shooting into winter so we needed something 

that could be really flexible.

My biggest concern was shooting McGregor because he is so 
beautifully pale. I had to push a little warmth into him. A lot of 
my fill sources were Kinos through muslin. It wasn’t filtration, 
we just had to build a little warmth into the rooms… and I 
don’t mean that in a bad way.

AC Were you working with LUTs on set?

ML I set up an ARRI LUT in the software, just a basic kind  
 of thing that we stuck on everything, and for monitoring 

while we were there. It was really simple just to give Brough 
and everyone a ball park idea. Plus we would always ask for 
rushes in the best resolution so I could watch everything. Just 
so I could see it and monitor what was going on, for my own 
brain. I had a couple of LUTs for interior and exterior. I don’t 

try and complicate that stuff.

Because you’ve got video village there as well, if you’ve got 

upstairs people you don’t want them to get too shocked 

whether you’re over exposing something for a purpose 

or you’re under exposing something for a reason, it’s all 

reasonably safe. It’s a rough idea. Then you just try and 

expose as well as you can.

If you’ve done your homework while you are on the concept 

stuff, by the time you are lighting it should just be free forming 

and creative.

AC What is your approach to pre-production?

ML I have got in the habit of providing a little concept  
 board, about how the show could look based on the 

scripts. We looked at films beforehand. The director’s big one 

was Local Hero (1983). Another one was Lars and the Real 

Girl (2007), so we were going for warm interiors and cool blue 

light outside.

I do enjoy pre-production, to really get stuff sorted in your 

head so there are no real surprises. It gives you more flexibility 

and if something does go sideways you can skip around it.

Celia Pacquola in a scene from ‘Rosehaven’ - DOP Murray Lui
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AC I was really impressed with the night exteriors,  
 they looked fantastic…

ML Thank you. That is the Alexa doing what the Alexa  
 does. We had very little time really, particularly in 

Tasmania as it’s coming towards winter. You don’t have a 
ten-hour shooting day, you have a six hour shooting day in 
terms of light. The light changes and goes so quickly. Some 
of the night exterior stuff is well into the dark, and because 
Tasmanian light can sometimes hold to that twilight a little bit 
longer, it allowed to us to get what we needed.

For that stuff it was really simple three point lighting, we had a 
big source at the back, and I think it was a 4K, and then just 
front-y, side fill. That was kind of that, while the Alexa did the 
rest.

On a couple of those nights it rained in the afternoon, so there 
was still moisture on the vegetation, it was the classic thing 
that you put a backlight behind some trees with some rain on 
it, and it kind of glows and gives you beautiful separation and 
depth. On those fast turnaround shows, you have to have a 
plan in place to be quick, to get all that stuff working And have 
a bit of luck!

That, combined with Brough, who is a great director that 
understands craft and coverage and how to manipulate 
actors to stand where we need them to make all that work. 
McGregor and Pacquola are fantastic also. Whatever we 
needed the team just helped to make it all work.

AC It was shot on real locations?

ML Yes, because we did not have the budget! Emma  
 Fletcher, our Production Designer is fantastic. That 

whole office space was literally a big gutted room with 
this huge counter at the front. She built all that and I used 
whatever electrical systems was available to light parts of the 
room. It was such a deep room I couldn’t get anything in from 
the outside without seeing it, so I had to use a lot of practicals 
to get that far into the room with lighting.

It was great using actual locations, because you can see 
outside, and see the hills.

AC You are busy with network television these days.  
 How did you get started?

ML I graduated from AFTRS in 2000, and then I went into  
 documentaries for about five or six years. Then I got a 

job on a television show called Remote Area Nurse which was 
produced by Penny Chapman out of Sydney. Remote Area 
Nurse was shot in the Torres Strait, and someone I went to 
film school with let them know that I actually am a Torres Strait 
Islander. So, you know, I was culturally appropriate. 

Ian Jones was my boss, and he is a fantastic old school, 
tough cameraman. I was kind of foisted on him, but he took 
me on board, which I am always thankful for. That sort of 
started my television experience.

AC You mentioned being culturally appropriate.  
 How important is that?

ML It is important to me. Particularly very early on and  
 with documentary work because a lot of them were 

about indigenous storytelling. I first started doing stuff in my 
own community, doing things with BRACS (Broadcasting 
for Remote Aboriginal Communities Scheme). That was my 
original interest, although I had an interest in stills too, thanks 
to my grandfather. Although I never thought it could actually 
be a career.

“So, you know,  
I was culturally appropriate.”

With the indigenous storytelling stuff, there was a real push in 
the early 1990s to get more practitioners involved; directors 
and to a lesser extent technical people like camera people. 
They would often ask for a black cameraman because there 
are protocols and there is a subtleness that exists in these 
communities. I understand or at least have a familiarity of 
those protocols and I can behave appropriately.

In the past there had been non-indigenous crews who - while 
they didn’t behave badly, they were just unaware of certain 
things. Then when other people came in to try and make 
stories it became harder. People in communities had justifiably 
become defensive about it.

I was just happy enough to be caught up in all that stuff and 
that is why documentary became the market that I cornered 
myself in. I had gained a lot of experience shooting in some 
really remote areas around this country.

I remember early on when I first went to some of these remote 
places, how new it was. You had a traditional owner showing 
you the place, but you would see it in a completely different 
way. There was a lot of respect, and I come from the outside 
in. I’m not visiting so I have an understanding. It helps.

AC Do you watch your work when it’s screening on  
 television?

ML I kind of put it behind me. All I see is what I did wrong,  
 you know? It’s great to be a part of it, but I think what 

I try and get into at the end of it was ‘what did I learn from 
this?’ I’m always asking that question. The older I get, the 
more I try and save it up for the next one to try out, and see if I 
can fit it into that project.

I am pretty happy with where I am at the moment. My work 
has been quite interesting and it’s interesting to me. We all 
yearn for good yarns to be a part of. This business is the 
ultimate team sport, but you wouldn’t do it otherwise.

Corey Hauge is a digital content creator, now working freelance  

after half a decade with the ABC. 
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A TOUCH OF 
IMMORTALITY

The award-winning Kieran Fowler takes us behind the scenes on his latest 
feature film, Skinford, a story about a British con-artist who uncovers the 

opportunity of a life-time whilst digging his own grave.

- by Kieran Fowler
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Skinford, which is about to be released internationally with 

theatrical release in Australia, is very unique in its format. 

Initially conceived as a web series it was later cut into a 

feature film.

Jimmy Skinford’s fortunes turn when a push of his shovel 

unearths the opportunity of a life time; a woman, buried but 

still breathing, who just can’t seem to die. Her mysterious gift 

extends to others through touch and in her company Skinny 

launches head first into a scheme of unparalleled mayhem.

The film is set amongst a dark conceptual world featuring 

larger then life characters with a lot of the our director Nik 

Kacevski’s inspiration taken from comic books. I was given the 

opportunity to be bold with my choices as a cinematographer, 

embracing the darkness and unusual urban colours that 

makes the look of the film a character in itself. The production 

involved a lot of stunt work and challenging location work. 

This was my first time working with many of the key 

production team and my first time working with Kacevski. By 

the time I came on board they had already filmed the pilot 

episode months before, shot by Carl Roberston ACS (Infini). 

Kacevski had seen some of my work and sent me the scripts, 

I absolutely loved the characters and story and saw it as a real 

opportunity to make something very unique. 

Nik Kacevski and I had great first conversations about how we 

envisioned Skinford, we both shared a very similar ideology 

and were able to see eye-to-eye on the approach. We wanted 

to spend time to light and design each frame at the expense 

of our coverage being more minimalistic, I’m a big fan of 

directors who are able can conceive scenes in in minimal 

coverage and longer takes. I would definitely be happy to 

work with this team again. Everyone got on very well and 

made the whole process very smooth and enjoyable.

Skinford is set entirely at night over the course of two days in 

terms of script time, however we skip over most of the day 

part of the two days and the characters spend most of their 

time in the shadows of night. Kacevski and I really wanted 

to spend longer on the lighting and designing of our frames 

which meant our coverage had to be simplified in order to 

be achievable in the twenty-day schedule. I guess there is 

a general stigma surrounding web series, mainly due to the 

low budgets, consequently meaning you have less time to 

light and finesse and tend to approach coverage in a more 

conventional way. 

With Skinford this was different, we held on wides for longer 

and so tended to spend less time worrying about getting the 

over the shoulders and close ups in exchange for designing 

the frames more thoroughly. We were fortunate to have 

talented actors who were able to deliver great performances 

in the very little takes we gave them. 

Behind the scenes on ‘Skinford’ - PHOTO Dan Berghofer
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Particularly with a project like this you’re relying on locations 

that offer you a good amount of ambience so you have to do 

less background lighting and you can focus on keeping the 

talent and immediate backgrounds shaped, something I loved 

from reading Robert Elswit’s approach on Nightcrawler (2014). 

However, it was hard finding locations in Sydney that offered 

us the right look without having to spend days dressing it, 

logistics and also offer a good amount of light ambience, so 

we ended up having to do a lot more lighting work to achieve 

the textured world Nik and I wanted to create. We both love 

classic films like Bladerunner (1982) and Fight Club (1999) 

where you have these frames with infinite depth and we 

really wanted to use wides as a key part of our coverage so I 

wanted to spend time lighting deep into the background. 

To work with a director who could understand this and 

really want to spend time on the lighting was quite amazing, 

especially on such a tight schedule. In the end I think it really 

paid off, as it really elevates the world that these larger than 

life characters inhabit. 

I had to keep a consistency between the work that Robertson 

had done and what I was going to do. So there wasn’t much 

of a discussion with Kacevski in terms of the camera we were 

going to use, but that was fine as I prefer the ARRI cameras, 

especially for low light work and I agreed that anamorphic was 

the perfect choice in capturing the stylistic world. 

We used the same camera package, going with the ARRI 

Alexa XT with a set of Panavision E-series lenses and for a 

car chase scene at night I opted to shoot spherical with the 

faster PVinatge primes and do a post crop in order to take 

advantage of the natural light. For underwater work I used 

a RED Epic with the Dragon sensor and low light OLPF with 

Lee Kelly’s set of Nikonos underwater lenses. Panavision 

were very supportive in providing the production the gear for 

Skinford and so there were few financial considerations by the 

time I was on board the project. 

“I’m a big fan of directors who 
are able can conceive scenes 

in minimal coverage and longer 
takes. I would definitely be 

happy to work with this  
team again.”

I came on board Skinford with a little less than four weeks 

until principal photography so a lot of this time was spent with 

Kacevski or on location reconnaissance. I would have loved 



to have spent more time going through the script with the 

production designer, however this wasn’t the case. We were 

fortunate in the fact that we had great locations that didn’t 

require much dressing. 

I was able to get some testing time in with some of the 

production design elements including practical lights like 

various fluorescent tubes, bulkhead ship lights, streetlights, 

lengths of opaque plastics and other elements. It’s always one 

thing to see the production designer’s (Tel Montgomery) ideas/

props in person but testing it in the context of the story on 

camera is always revealing and I always push to do this before 

any project.

We were watching films like Old Boy (2003) and Let Me In 

(2010) and pulling frames from music videos and other places. 

We loved how each of these films embraced the darkness 

and the colour palettes they presented in the night work. 

There are also a few street photographers I follow who have 

a great eye for colour and are a constant inspiration such as 

Marylyn Mugot and William Eggleston. 

Skinford is a world where danger is always around the corner 

and with the characters spending a lot of their time on the run 

we wanted the darkness to add an element of tension, like 

you don’t quite know who’s lurking in the shadows. 

Somehow I have managed to have worked on a lot of projects 

and with directors previously who love experimenting with 

colour and usually at night, so I go through phases of serious 

Vitamin-D deficiency! I’ve built up a real understanding for 

what I think works in terms of colours and approach, although 

this is an ever evolving part of me and always subjective to the 

story.  

“I’ve built up a real 
understanding for what I think 
works in terms of colours and 
approach, although this is an 
ever evolving part of me and 

always subjective to the story.”
I have built up a recipe book over my experience of gel 

combinations that work well together and represent in a 

natural way practical sources like fluoros, sodium and mercury 

and an understanding of how far I can push more extreme 

A scene from ‘Skinford’ - DOP Kieran Fowler
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hues on particular cameras. With Skinford and a lot of my 

night work I strive to keep my sources natural and motivated 

and I am a fan of achieving the look in camera, so I tend to 

get a little obsessive in my gel combinations and colours. 

It was fortunate to have such an amazing crew on Skinford, 

especially to endure a month of night shoots in some fairly 

crazy locations. By the time I had joined the production there 

had been many decisions made by Robertson and some of 

the crew roles had been filled on his accord and so I was 

working with some new crew, but they were excellent and 

really came on board at 150 per cent. Without their passion 

and expertise this film would definitely not be the same.

Kacevski and myself went back to the location plenty of times 

to try and figure out a plan of attack. It was very helpful to get 

the actors in on one of our prep days so he and I could very 

roughly shoot the entire chase scene on my Sony A7 camera. 

He edited the footage into a sequence and we quickly learnt 

what additional shots we needed or what did and didn’t work. 

The production involved a lot of stunt work as well as 

challenging location work like a chase through the corridors and 

engine room of an old ship. When it came time to shoot this 

scene I really had to be smart in the way I lit things as I didn’t 

have the time tweak too much. I ended up asking for a three 

hour pre-light where I had the production design team and 
gaffer basically light the space, rather than particular angles. 

This involved placing practical lights in clever places that could 
light the characters faces as they ran through the space in 
some shots but also add depth in the background of other 
shots if we were shooting towards them. Additional to a whole 
heap of fluorescent tube practicals, 2’ Kino’s hidden, bare 
tungsten bulbs and bulk head lights I used these custom high 
CRI 1’x1’ LED flexible light mats a local supplier made for me 
that I could contort into tight spaces and hide to produce soft 
pools of light. 

I wanted to create a visual identity for each level of the ship 
as the characters descended lower into the engine room, to 
help the audience understand the geography of where the 
characters were throughout the sequence. For the first floor 
corridor I wanted a more classic warm feel and made sure all 
the practical lights in the corridor had 40W tungsten globes 
supplemented by tungsten 2’ Kinos in the roof. As they 
descended to the first floor of the engine room I wanted it to 
be a harsher orange and so my sources were tungsten based 
with an additional full CT straw to exaggerate the grit and 
texture of the space and when we see the lower floors it’s a 
cooler blue/green fluorescent colour, using daylight fluorescent 
or Kino’s gel’d with ¼ CTB and ¼ plus green. This was 



definitely one of the trickiest sequences of the film and one of 

those fun challenges I learnt a lot from. 

I was only involved in the colour grade phase of post-

production. There are quite a few VFX shots in Skinford 

including a few graphic shots like a head removal, people 

exploding and other compositing work like wire and rig 

removal for the stunts. I really strive to capture the look of 

the image as much as I can in camera. I tend to try and keep 

things simple in the grade. 

The bulk of what we did was retain a natural skin tone for 

the actors through all the coloured lighting, natural in the 

context of the conditions and spaces they were lit for and so 

sometimes this required keying to isolate the skin tone. Our 

colourist, Matt Fezz, is brilliant. He and I have worked together 

on many projects and he has a technique of mixing film stock 

LUTs into the image in subtle ways and I found this a nice way 

of shifting some of the hues into a more filmic zone and less in 

the electric digital spectrum you can sometimes get. 

We ended up using 4K 35mm grain scans and overlaying it in 

a method that’s natural to how film grain works, more grain in 

the shadows and less in the highlights, to add more texture 

and grit to the image. This along with some subtle sharpening 

to the Alexa image seems to render an image more akin to 

negative film. It’s a very beautiful combination of shooting 

digital to capture the latitude in the lower light spectrum while 

using post processing to give it a more analogue feel.

My favourite moment in the film is the end dialogue sequence 

between Skinny and his father. The intensity of the acting 

and how it’s conveyed through our coverage makes for such 

an emotional and intense scene and wrap up. I’ve got to 

hand it to the actors who were able to deliver such amazing 

performances at 3:00am in the sub-degree temperatures with 

barely any clothes on. 

There is also a shot we referred to as the ‘meat fireworks shot’ 

which was fairly spectacular. It’s a single long tracking shot 

at 50fps that sees these escaping characters with remotely 

triggered explosives planted in them one-by-one explode as 

the camera tracks across them. 

At one-point half way through the first week of principal I was 

looking at the rushes and got a little concerned that I was 

underexposing the image too much, so I asked Kacevski what 

he thought and he was loving it, he didn’t want to sit on the 

fence and was encouraging to always go darker and bolder. 

A lot of the important discussions I had with the director 

were in pre-production and early on in the process I like to 

do more listening initially, to understand the vision that’s in 

Behind the scenes on ‘Skinford’ - PHOTO Dan Berghofer
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the director’s head as they’ve been involved in the script for 
a lot longer than I have but by the time principal photography 
comes around we have a blueprint made up of both of our 
combined minds. Although I find a lot of personal ‘style’ as a 
cinematographer comes through my approach, once I have 
an idea of what we want to do it’s up to me to interpret that. 

For me in Skinford, I had a particular taste for how I exposed 
and lit the faces, what lights and quality of light I love and 
how I interpret the colours of the night scape lighting that are 
decisions the director wasn’t necessarily involved in or aware 
of as much. 

“I really strive to capture the 
look of the image as much as I 
can in camera I tend to try and 

keep things simple in the grade.”
We set out to make a bold film that was engaging and 
constantly moving at fast pace and I believe we did. I am very 
proud that we stuck to a certain approach and throughout the 
film even in the face of crazy schedules and days. I always find 

it hard to look back on projects as you’re constantly critiquing 
your work and battling with the, ‘I should have done this’ or 
‘gone a little darker with the lighting in that scene’. Looking 
back on it there are certain days I believe the schedule was 
way too unachievable and I wish I had pushed the production 
more to amend this, but it’s a constant battle we fight, time 
and money. 

Skinford was funded by a French distribution company, 
Rockzeline as well as Screen Australia.

I’ve just come back from Vietnam off another feature film 
that I have to say was the toughest challenge I’ve had as a 
cinematographer to date. I’m just staying local for the near 
future working on commercials, music videos and other short 
form work at this stage. 

There is talk of other films shooting this year that I might be 
involved in and in particular an indie drama with a really nice 
script and characters being shot in Australia later in the year, 
but nothing set in stone at this stage. 

Kieran Fowler is an international award-winning cinematographer of  

feature films, music videos, documentary and commercial work.



Ashleigh Cummings in ‘Hounds of Love’ - DOP Michael McDermott, PHOTO Jean-Paul Horre



GO WEST
In the summer of 1987, Vicki Maloney (Ashleigh Cummings) is abducted 
by serial killer couple John and Evelyn White (Stephen Curry and Emma 

Booth). With escape seeming impossible, she attempts to drive a 
wedge between them in an effort to survive. Cinematographer Michael 

McDermott lenses Hounds of Love in Western Australia.

- by Michael McDermott



Hounds of Love is a work of fiction from Writer/Director Ben 

Young. It has its roots in a number of serial killer male/female 

partnerships and imagines the frail psychologies of those 

relationships. It’s a dark exploration of their lives during a 

period of heinous activity and one victim’s experience at their 

hands. It’s not very nice subject matter. 

Young and I were put together by the talented producer 

of television commercials Maggie Speak quite a few years 

ago when I had returned to Perth after ten years in Sydney. 

We clicked immediately and began working together on 

commercials and music videos. Young already had a rich 

history in music videos and short films and we were both 

committed to the idea of a long form future. Young had 

penned a number of features and was continually trying to get 

one up through the traditional funding bodies. He had some 

success but Hounds of Love was the first one to really see the 

light of day. 

Factor 30 Films’ Producer Melissa Kelly saw the potential of 

Young and the Hounds of Love script and together they were 

able to secure funding for the project through ScreenWest and 

Screen Australia. I knew Kelly prior to this film and it was a 

very neat and natural fit. Perth is a pretty small town and even 

smaller industry-wise, so everyone kind of knows everyone. 

We have something quite unique here that’s been seen by 

the success of some of our filmmakers and film technicians, 

musicians, actors, writers and artists. Also our surfers, 

skaters, motor sport drivers, cricket and footy teams do well. 

It is across the board really. I had worked with a large majority 

of the team at some time. Hounds of Love was almost totally 

crewed by committed, talented, local Western Australians. 

We probably talked about every component at some point 

and camera/lens choice was in there for sure. Young and I 

had a strong visual connection by the time Hounds of Love 

went to funding. He and I would spend days in the car 

from time to time, well before we had the money. Driving 

the suburbs and rural environments. We talk about every 
aspect of the project while we looked for suitable areas and 
possible locations. We would drive and conjure how we 
might construct scenes to best serve the story. It was a great 
incubator for the project. We were in lock step with the vision 
and execution and we had decided, perhaps a little naively, 
that there was no way this film could not happen. Talk about 
the power of positive visualisation. 

We discussed lots of lens options both spherical and 
anamorphic and went with the preferred Cooke S4s. We love 
the 2.40:1 aspect ratio though but did not want anything 
photographically too distracting to the story. So the 2.40 
frame lines were switched on and that became our frame. 
I think the camera choice was pretty clear. I love operating 
and hold composition and movement very close. The ARRI 
Alexa balances beautifully and has an ergonomic substance. 
The Alexa Mini is heaven-sent for hand-held, Steadicam, rigs, 
drone and tight places. The work flow has been well navigated 
and is cost effective for the smaller budgets and the sensor 
does a great job of being film-like. I’ve never heard anyone 
say, “I don’t really like Alexa.” 

We shot with an Alexa Plus, an Alexa Mini and had a Phantom 
Flex4k for a few scenes. All lenses were Cooke S4s except 
on the drone where we used a Compact Prime due to weight. 
All camera equipment performed flawlessly and was again 
supplied locally, by Cinemachine. 

We were lucky to have Production Designer Clayton Jauncey 
(Looking for Grace, Last Cab to Darwin). I have a long working 
relationship with Jauncey, we communicate well and it is 
always an easy and enjoyable experience. Together with Art 
Director Louise Brady and the entire Art Department, they 
provided all the authenticity required to keep us firmly in the 
late eighties. It is easy to let little things go with a period film 
but Jauncey worked hard to keep us honest. 

The house we used for a large portion of the film was a pretty 

Director Ben Young and Cinematographer Michael McDermott on location filming ‘Hounds of Love’ - PHOTO Supplied
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good start but after Jauncey and team had finished with it, 
it was perfect. Their design gave us valuable detail insights 
into the psychologies of Stephen Curry’s and Emma Booth’s 
characters, John and Evelyn. Curry completely got where the 
director and I were coming from. 

There was talk on tone and palette and Jauncey has a terrific 
sense of camera and light. We wanted to have a sense of 
asepticism that goes largely unnoticed but quietly gets under 
your skin. We wanted an understated style that completely 
supported and placed the story without drawing attention to 
itself. I guess we were going for an unsettling, natural look, 
with a muted sophistication anchored in a base reality. Is that 
a look? I don’t know…

References can be tricky things sometimes. We talked about 
a few films but really only as a serving suggestion, whether for 
tone, a visual style or execution. Animal Kingdom (2010) and 
No Country for Old Men (2007) were good for some scenes, 
as was American Beauty (1999) and Snowtown (2011). But 
they were really just motivational tools. We did not want and 
knew it was never going to look like any of those films. We 
wanted to encourage Hounds of Love to have its own visual 
life, again, with story being the master. 

In my department I was fortunate to have a very supportive, 
dedicated and capable camera department headed up by 1st 
AC Melissa Ozich. The department included 2nd AC Andrew 

McKenzie and Sam Winzar managing dallies and data. 

I had worked with Ozich a lot before this film and Winzar too. 
They are both always assets. As was McKenzie, who really 
got a taste for the circus. We shot in February, which gets 
pretty hot but everyone took it in stride. I have to say, every 
department really gave so much to the film and we had such 
great camaraderie under sometimes trying conditions. Grips 
Department, headed up by Greg Stirling with Clint Lawrence, 
were, as usual, outstanding and brought so much to the 
picture. As did Gaffer Perry Sandow who came with a lifetime 
of experience with Best Daniel Spriggs. All those people 
always deliver. The entire crew delivered. 

I wasn’t really involved at all in post except for the grade. I 
had had my ride with Young and Hounds of Love for the time 
being and now it was post-production’s turn. I would catch 
up with Young during the stages and check in on the edit 
from time-to-time. That was in the extremely capable hands of 
Merlin Eden at Siamese and I thoroughly enjoyed seeing the 
way things were going. Sandbox Post Production were totally 
committed to supporting Young and stopped at nothing to 
clean up any sniff of a post late 1980s Perth. 

Ian Hale from Backlot Studios in Perth provided the amazing 
venue for the grade in their state of art cinema and it was 
an absolute pleasure with Colourist Billy Wychgel. He has 
complete respect for the efforts we go to on set. Wychgel 

John (Stephen Curry) in a scene from ‘Hounds of Love’ - DOP Michael McDermott

Evelyn in a scene from the film ‘Hounds of Love’ - DOP Michael McDermott
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had graded a couple of John Butler music videos I had shot 
and he was always on the money with how we wanted things 
to look. With Hounds of Love, we didn’t want anything too 
treated, that would distract. He could see what we wanted 
to achieve and why and then brought something to the table 
with his skills. 

There are some scenes that I like more than others but not 
much more. The performances are so brave and strong that I 
end up watching that more than anything. I liked the way we 
moved the camera and the subtle, non invasive approach to 
lighting. The images were always meant to have that base 
reality and I think we achieved that. 

Achieving the director’s vision for Hounds of Love came 
pretty naturally. We felt very much the same look wise. I was 
obviously very keen to get how he saw it in his head on to a 
screen and he’s such a good communicator so it made it fairly 
easy. We would block out the scene as we had discussed 
mostly then Young would work with the actors. When the shot 
was ready for him to see, he would say, “...yeah, that’s exactly 
how I saw it!” Young had such an intimacy with the story 
by having written it that his vision was very clear. The whole 
process went extremely smoothly. 

It’s a very confronting film, hopefully made more so by the 
images. It was sometimes difficult to resist leaning towards an 

aesthetic but that would not of helped the film at all. Despite 
that, I feel it does have a beauty in its honesty. It also made 
composition more of an anchor and I am very happy with 
where our frames settled. It’s almost exactly how we hoped it 
would turn out. In many ways, its exceeded our expectations. 

Ashleigh Cummings, Emma Booth and Steve Curry gave it 
their all and the performances continually blew me away. It 
was a real treat to photograph Hounds of Love and witness 
their commitment to the film and its characters. The entire 
cast were great to work with. We were surrounded by such 
amazing people all round. 1st AD Andrew Power authored 
and navigated us through a pretty tight schedule with such 
care, grace and good humour. While we knew we had a bit 
to do in a twenty-day shoot schedule, a measured approach 
by all was crucial. I cannot really think of anything that did not 
work. If there was, we must have been able to fix it quickly. I 
think we had an hour of overtime for the entire film. 

I have a few things that might hopefully go my way now. One 
is a US film with Young and there are a couple of Australian 
projects forming too. We will see what happens. 

Michael McDermott has over eighteen years experience as a 

cinematographer, and is based in Sydney and Perth.

Hounds of Love is released in cinemas on 31 March.

Stephen Curry plays serial killer John in a scene from ‘Hounds of Love’ - DOP Michael McDermott

John and Evelyn in a scene from ‘Hounds of Love’ - DOP Michael McDermott
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L-R: Michael McDermott (DOP), Greg Stirling (Key Grip), Ben Young (Director), Andrew Power (1st AD)  - PHOTO Supplied





THE ARTIST
With over seventy-five feature films to his name, countless awards  

from both the ACS (including induction into our Hall of Fame)  
and the ASC (including their Lifetime Achievement Award) and an Oscar... 

we speak with the Academy Award-winning cinematographer  
Dean Semler AM ACS ASC to learn about what inspires him  

and how he taps into his abundant creativity.

- interview by Elizabeth Bonney

Semler attends the 63rd Annual Academy Awards on March 25, 1991, winning the  
Oscar for Best Cinematography for ‘Dances With Wolves’ - PHOTO AMPAS



AC When did you discover your passion for  
 photography? Did you realise at a young age that 

you would devote your life to film photography? 

DS I was the youngest of three children, our family lived  
 in Renmark, a small country town nestled on the banks 

of the mighty River Murray in South Australia. Absolutely 

beautiful countryside, edging on semi-desert, vast wheat and 

sheep farms stretching endlessly to the horizon. White puffy 

clouds on a clear blue sky most of the year and thousands of 

acres of lush irrigated fruit properties; grapes, citrus, peaches 

and so on. I still can buy oranges in American supermarkets 

proudly labelled ‘Grown in the Riverland Australia’.

Growing up I really enjoyed this special part of our great 

country, and would often ride my bike a few miles out of town 

to experience the beauty, the vastness, the tranquility, but not 

for a moment thinking of photography until I was given a small 

stills camera when I was about fourteen-years-old. It was a 

small ‘Coronet’ camera, with a flash that would open like a 

shiny flower, all of a sudden I had a new hobby. Rolls of film 

were fairly expensive but I worked in a pharmacy after school. 

Now and then I could afford to buy a roll of black and white 

negative and have it developed where I worked.

I had applied for a position as a props boy at NWS Channel 9 

in Adelaide, one of Rupert Murdoch’s first television stations. 

Not thinking I had a hope in hell of getting it, but for some 

unknown reason I got the job, and so out of the blue began a 

fantastic and exciting new career.

Promotions came pretty quickly in these embryonic days of 

television, and after a short stint as a props boy and also a 

floor manager, I was operating a studio camera on mostly 

‘live’ television. I was only seventeen-years-old and took to 

this new position like a duck to water.

I had saved enough money to buy a small super 8mm 

camera, shooting little films on the weekends, but now I was 

hungry and wanted to reach for something more. I wanted 

to be a film cameraman. I had watched with envy the news 

cameramen walk through the studio every afternoon, carrying 

their 16mm cameras with light meters hanging around their 

necks. I was nineteen-years-old when I got the position as a 

news cameraman and found an immediate love, telling stories 

on film.

With no formal education in either photography or film making 

I nervously headed off on my first assignment with the words 

of the news editor ringing in my ears “don’t worry mate, you’ll 

get the hang of it!” Every day brought new experiences, 

interviews with politicians and rock stars, accidents and 

tragedies, life was never dull. On one occasion I was covering 

a bush fire when I crashed and rolled over in my small news 

van. A group of firemen helped me back on the road and I 

drove back to the station making the six o’clock news. 

AC You are lucky to discover your life’s purpose at  
 such a young age. How have you maintained your 

motivation for filmmaking over the years? 

DS You say I am lucky and how right you are.  
 Cinematography has got to be the greatest occupation 

on the planet. I consider myself so lucky to have fallen 

unexpectedly into this unlikely position.

Semler on location filming ‘Apocalypto 2019’ in 2005 - PHOTO Andrew Cooper
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One of my earliest assignments as a news cameraman was 

to cover The Beatles visit to South Australia. I elbowed my 

way through the thousands of people jamming the streets, 

covered the press conference with ‘the fab four’ and then their 

amazing concert that night … just imagine how excited and 

how bloody lucky I was!

My motivation is the same today as it was fifty-five years 

ago. Starting every day with a love of my work and allowing 

my enthusiasm to rub off onto my crew, many of whom are 

kids half a century younger than me. I try to keep a sense of 

harmony on the set and also maintain a good sense of humour. 

Collaboration is so important, to be aware of every other 

department’s responsibilities and feelings, none more so than 

the actors who often can be nervous and sometimes totally in 

character. There are one or two actors, no names, who won’t 

allow any crew to make eye contact with them, some have 

been fired for doing so, but its pretty rare. There are always 

tensions on a movie set but I never allow them to affect me. I 

can become a Buddhist very easily, keeping the calm around 

me, while on some occasions all hell is breaking loose…

AC Your catalogue of films demonstrate that you are  
 a wizard with a camera and also a true artist when 

it comes to lighting and creating breathtaking scenes. 

Can you talk about your creative process?

DS I don’t claim to have a particular style, every movie is  
 different. In my early days in Australia I was recognised 

as an action man after the gut tearing photography in the 

Mad Max movies. However the genre was new to me and 

everyday became an exciting learning process, learning from 

the creator and Director of those films, the great George 

Miller AO. The constant advice I would get from him was 

“Dino… just be bold!”  He wanted a cinematographer who 

had not only mastered lighting, but also had a good eye for 

widescreen compositions and one who was prepared to take 

risks, photographically.

“ As I was looking through the 
lens and operating, the camera 
was jolting, shaking and almost 

coming off the tripod. “
Understanding that in a fast and wild action movie, when 

the chase begins, no-one would ever care or be aware of 

the change in light direction, or if it was in sun or cloud, early 

morning or middle of the day. The other hugely important 

factor was the camera movement, and if you watch Mad 

Max 2 (1981) you will feel the energy level go through the roof 

because of the fast, unsteady, shaking and sometimes violent 

camera movement. As I was looking through the lens and 

operating, the camera was jolting, shaking and almost coming 

off the tripod. It was just Miller wanting to stir things up a bit 

and give it extra adrenalin. So after those two films I became 

the ‘action guy’.

I shot several very different types of movies in Australia; Kitty 

and the Bagman (1983) a gangster film set in the 1920s, 

The Coca-Cola Kid (1985) with Eric Roberts as an eccentric 

American marketing guru, and The Lighthorsemen (1987) A 

Semler on location in Whistler, Canada, while filming ‘Eye See You’ in 2001 - PHOTO Supplied
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WWI drama with a spectacular and dangerous cavalry charge.

Undercover (1984) was perhaps my favourite ‘beautiful’ movie 

where I used soft diffusion and soft lighting throughout. Once 

again set in the 1920s, a comedy revolving around a woman’s 

bra manufacturer with several really gorgeous musical 

numbers, were shot on stage in Sydney. 

Then there was Dead Calm (1989), the film that launched 

Nicole Kidman into super stardom and into Tom Cruise’s 

arms. Filming on water comes with its own set of challenges 

and generally takes more time than shooting on land, because 

of all the unpredictable conditions: winds, tides, currents 

and just simply positioning the boats on their marks. Lots of 

patience and a good test of tempers. I learned a lot on this 

film that I would put into practice years later on in Waterworld 

(1995) which we filmed in Hawaii. 

So now for another style, Westerns. I became the western 

specialist, shooting five westerns in the space of just a few 

years, and boy did I love it! A kid in a candy store; cowboys, 

Native Americans, fantastic horsemen and always on 

absolutely spectacular locations, generally in the high-desert 

plateaus of New Mexico. Fulfilling my love for big vistas in that 

giant widescreen cinema frame.

“Fulfilling my love for big  
vistas in that giant widescreen 

cinema frame.”
I haven’t ever been asked to shoot a horror film, which in 

itself requires a totally different set of rules. I’ve done pretty 

much every other type of movie: action, drama, westerns and 

some Hollywood films that just have to look glossy, and many 

comedies where generally the studios like the films to be a bit 

brighter, more flat overall light, not so challenging but fun to be 

on a set where laughter rules. So as you can see I don’t have 

any particular style and have shot all varieties of movies, each 

one dictating its own ‘look’.
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AC Can you share your thoughts around  
 the relationship between the Director and 

Cinematographer?

DS Directors can spend many years getting their  
 pet project approved and financed, whereas 

cinematographers can come in only a few weeks before 
shooting. Only after the director has worked with the 
production designer in selecting locations and set design, 
including wardrobe for style and colour choices. As every film 
is different, so will be the director. There are those with very 
strong ideas and plans, with the whole movie blocked out in 
their head, the story boards, pre-vis video or animatics who 
don’t require as much idea sharing, but only a guidance to 
fulfil their vision. All directors watch rehearsals on set with the 
actors before they totally commit to the coverage of a scene. 
An actor may want to do a scene standing on his head, who 
knows, that changes everything. I have worked with several 
first-time directors and love to be there to share ideas and 
guide them through where, never wanting to take over but 
sometimes it’s just a whispering of an idea in their ear.

I loved the relationship I had with both Kevin Costner on 

Dances with Wolves (1990) and with Angelina Jolie on In The 

Land of Blood and Honey (2011). As first time Directors they 

both had a very strong vision of their movie but would be 

open to any ideas I might suggest. It was especially tough on 

Costner as he not only directed but also produced and acted 

in it! He did a hero’s job. On Apocalypto (2006) Mel Gibson 

was a truly great leader with a strong vision but always open 

to anyone’s ideas that might improve his movie. He would 

listen to ideas from anyone and everyone. As with Costner 

and Jolie, every day he graciously shared his vast experience 

as an actor with the cast. A great director, a great leader with 

a great sense of humour.

Shooting a movie is a tough job, working long days or nights, 

normally finishing the day in twelve hours but often running 

into fourteen or sixteen hour days and beyond. Especially 

gruelling on locations in extreme weather conditions: 

scorching deserts and steamy jungles or filming in howling 

blizzards.

A scene from ‘Appaloosa’ (2008) shot on Kodak Film with Panavision Primo Lenses (2) - DOP Dean Demler AM ACS ASC
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No matter how tough it may be for the crew, consider the 
director who has a huge responsibility, not only during the 
shooting day but also spending hours at night making phone 
calls to studios or actors and answering endless questions, as 
well as planning the next day’s shoot. Good directors normally 
surround themselves with a crew who are not are not only 
good craftsmen but it’s especially important that they are true 
collaborators. I directed a couple of times and before I started, 
one director friend of mine said to me “Directing a movie is 
like being pecked to death by a thousand penguins.” He 
was right, having tried it I fully understand and have great 
respect for them all… well, most of them.

AC Having watched the progression of cinematography 
 over the years, can you share your thoughts from 

your first work with film, through to digital and 3D? How 

do you see the future of cinematography?

DS Back at NWS Channel 9 in 1962, I would shoot 16mm  
 black and white reversal film where it would come off 

the rollers as a positive not a negative, so it could be edited 
immediately and be ready to go to air. To keep the costs down 
we were asked to shoot as little footage as possible so with 
a 100 foot roll of film running about two and a half minutes I 
accepted the challenge and mastered the art of fitting three 
news stories onto one roll. Each news story going to air 
running 30-40 seconds on average.

I moved to the ABC in Sydney and the head office and 
was lucky enough to land one of the very first colour 
documentaries. It retraced the steps of Captain James Cook 
and the job took me to Hawaii, Samoa, Fiji, Tahiti, Tonga, 
Canada and England… quite a trip! But all the time getting to 

know and understand this new colour film.

In 1970 I was lucky enough to land a job at the 

Commonwealth Film Unit (CFU) where they still made short 

films promoting Australia, to be shown on the big screen 

in cinemas before the main feature. This meant 35mm film, 

bigger cameras and fabulous widescreen images. I loved it. 

Prior to this all my films were only seen on television. I spent 

nine spectacular years at the CFU, later called Film Australia 

and consolidated into Screen Australia in 2008. 

Shooting some cinema shorts but mainly documentaries that 

took me all over the world. These were all filmed in 16mm and 

I chose to use a French camera, the NPR Eclair (Noiseless 

Portable Reflex) with a Canon macro zoom, great for ease of 

use and especially for hand-holding holding without a tripod. 

I must have shot millions of feet of film on this camera all over 

the planet. I would unload the magazines every night and the 

film would be shipped to Colorfilm in Sydney. I would get a 

negative report a few days later. The camera became my best 

friend, sort of.

Having been a public servant for twelve years with sick leave, 

holiday pay and security I was a little apprehensive when 

I joined the ranks of freelance cinematographers in 1979. 

Shortly after starting to shoot feature films I was introduced to 

the greatest movie cameras and lenses ever made. The name 

Panavision came into my lexicon. The company had been 

manufacturing and supplying the highest-quality cameras and 

lenses for major movies since the 1950s. Well, I just thought I 

was the bees knees’ and I have now shot over sixty films still 

using their cameras and lenses.

Director Mel Gibson and Semler on location while filming ‘Apocalypto’ in 2005 - PHOTO Andrew Cooper
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In 2003 Panavision designed and built the first truly high-

quality full-chip digital camera, The Genesis, and I was lucky 

enough to pioneer it through several productions. The very 

first film shot in Hollywood was the Adam Sandler movie Click 

(2006) then shortly after with Mel Gibson’s blessing I used it 

in Mexico for many months on his movie Apocalypto (2006). 

We were concerned that the digital cameras, which after 

all are sophisticated computers, might suffer in the extreme 

weather conditions, but we had no problems in the gruelling 

temperatures and humidity.

“As firt time Directors they both 
had a very strong vision of their 
movie but would be open to any 

ideas I might suggest.”
A huge advantage of shooting on this new state of the art 

camera was that, unlike Channel 9 days where a roll of film 

ran for two and a half minutes, the tape deck allowed us to 

shoot for fifty minutes. Saving a huge amount of valuable 

time not reloading every day. Also great for actors who like 

to improvise and just keep the cameras rolling. Another huge 

benefit for me was the ability of the camera to ‘see in the 

dark’, well almost. I was able to shoot for an extra hour or 

so in the dark, canopied jungle much later in the day, and 

especially to be able to film at night by fire light only… wow!

Another massive convenience shooting digital? No need to 

package up thousands of feet of film every night and have it 

dispatched to the lab in Hollywood where in Mexico it would 
have been four or five days before we could get a report back. 
Nervous times. Would there be focus or exposure problems 
or contamination from the airport x-rays? After wrap each 
day we would go directly to our mobile projection trailer and 
view the day’s work. Instead of what was normally called 
‘the rushes’ or ‘dailies’, Mel Gibson used to call them ‘the 
immediatelies’.

I continued to shoot many more movies on this wonderful 
new camera and today other manufacturers have given 
cinematographers more choices in digital cameras. Film is 
still around but used by very few productions. Theatres now 
rarely project film and have converted to digital projection. If a 
tent pole movie was being released in 4000 theatres then that 
many prints would have to be made. Now the average film 
length is about 10,000 feet, so for 4000 prints, that would be 
40 million feet of film. A huge cost!

A few years ago after the success of Avatar (2009) shooting 
3D became a popular fad, basically a good money-earner 
for the studios. The camera rigs were naturally much bigger 
because two cameras were needed, one for each eye to 
create the stereo effect and it was taking more time to set up 
each shot. Some of the rigs seemed truly quite cumbersome 
but because it was proving to be popular with audiences the 
studios kept making them. However at the same time some 
specialised digital houses were creating methods to convert 
conventional 2D movies into the 3D format, but it was very 
expensive and time consuming.

I was about to film Maleficent (2014) at the legendary 
Pinewood studios in London with Angelina Jolie and the 

Angelina Jolie (Director) and Semler talk on the set of ‘In The Land of Blood and Honey’ in 2010 - PHOTO Supplied
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producers planned to shoot 3D. I thought it was worth at this 

stage screening some of the conversions that were underway, 

so a group of us were invited to Burbank facility Stereo D 

where we saw selected scenes from Titanic (1997) that were 

very impressive. It was then we decided to shoot Maleficent in 

2D and convert it to 3D in post-production. 

As I write this now, I am sitting in a luxury digital screening 

room at Sony Studios in Hollywood. It’s my lunch break. I’m 

here to complete the colour timing on a couple of Adam 

Sandler movies I shot last year for Netflix, and for the first 

time finishing the films using the latest high dynamic range 

of display technology called Dolby Vision, showing a superb 

range of colour and contrast never before achieved in a 

television transfer. I have never seen images for television like 

it. In answering your question, I am at this very moment using 

the best state of the art technology available today, working 

with rocket scientist engineers and digital colourists.

AC There exists a long list of actors who praise you  
 and feel privileged to have worked with you. 

Can you talk about this dynamic and how you put the 

actors at ease in such a way that encourages great 

performances? 

DS There’s nothing mysterious or magical about making 
actors feel at ease. I hear stories about cinematographers 

or crew members who can be uptight, distracting and 

arrogant on a set and although not deliberately they might 

show little consideration for others… not good. George Miller 

describes the ideal atmosphere on a set, particularly around 

camera as a “circle of grace”. I always encourage my crews 

to keep the noise down, communicate quietly, show respect 

and a little praise to others works wonders.

AC Can you explain your feelings and what it means  
 when you’re awarded accolades such as the Oscar 

for Dances with Wolves, induction into the ACS Hall of 

Fame, the ASC Lifetime Achievement Award, or becoming 

a member of the Order of Australia?
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“I always encourage my 
crews to keep the noise down, 

communicate quietly, show 
respect and a little praise to 

others works wonders.”

DS Firstly I’ll say that I am extremely lucky to have  
 received any awards doing what I love doing. In the 

early 1970s I had just become a proud new member of the 
prestigious Australian Cinematographers Society (ACS) when 
I received my very first ACS award, a Gold Tripod, for a short 
documentary I had shot at Film Australia. It was truly a most 
unexpected surprise. In the years that followed I was lucky 
enough to win a few more Gold Tripods for documentaries 
and small dramas.

In 1985 the Australian Film Institute honoured me with my very 

first feature film award for Razorback. As I was working my 

wife Annie flew to the ceremony in Melbourne, collected the 

trophy and the next day presented it to me in Sydney where I 

was shooting Mad Max with George Miller.

Dances with Wolves brought in many nominations and 

awards, and required Annie and I to spend several weeks 

in Hollywood during the celebratory season where there 

were awards presented almost every night for the various 

categories. Kodak gave me a beautiful glass ‘nominees 

award’ shaped like a burning flame. The American Society 

of Cinematographers (ASC) gave me their feature award at a 

glamorous function in Beverly Hills. There I was the Australian 

kid amongst the greatest cinematographers of all time, and I 

won? Amazing!

Walking in to the Academy Awards ceremony in 1991, hearing 

the orchestra playing the movie themes was goose bump 

time, any nerves and fears disappeared. Two thousand people 

all together as one, sharing the excitement, the winners, the 

presenters, the jokes… what a night! I had just finished City 

A scene from ‘Dances with Wolves’ (1990)  - DOP Dean Semler AM ACS ASC
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Slickers (1991) with Billy Crystal who was the host that night, 

one of the last true showmen, it was great to see him again, 

making a classic entry on his horse. I have been criticised 

by several friends, especially my wife, for leaping out of my 

seat when my name was called but I was so bloody excited! 

Afterwards, Tom Cruise and Nicole Kidman were the first 

to congratulate me. I recently watched the bright eyed and 

bushy tailed Mad Max Fury Road (2015) Australian nominees 

at the Oscars and shared in their excitement and anticipation, 

exactly as I had done on Dances with Wolves.

“The camera became  
my best friend, sort of.”

The most unexpected and uniquely special award came when 

I returned to Renmark in 2013 to spend time with the children 

of St. Joseph’s School who had written me letters and asked 

me to come back home and meet and talk to them. A lot of 

old friends had gathered at the council chambers where the 

Mayor hosted a reception and presented me with the Keys 

to Renmark. Totally unexpected and a wonderful surprise. I 

would never have imagined that after leaving the town in 1960 

that I would be returning fifty-three years later to be honoured 

like this. I was very moved and very grateful.

AC What are your favourite three films that you have  
 worked on? 

DS My three favourite films that I worked on, not only as  
 finished films, but also my day-to-day experiences in 

making them are; Mad Max 2 which was twelve weeks in 

the spectacular desert near Broken Hill, Dances with Wolves 

which was twenty weeks and three seasons in South Dakota, 

and Apocalypto that took thirty weeks in the steamy lush 

exotic jungles of Mexico. All with extreme physical and climatic 
challenges but so damned enjoyable.

AC Do you have any advice for up and coming  
 cinematographers just starting out in the film 

industry?

DS My advice to young potential cinematographers is  
 to firstly learn a little about the fundamentals of the 

photochemical film process. I know it’s becoming extremely 
difficult, almost impossible to get access to a 16mm film 
camera, but they are still around and you can probably go 
begging and still get film stock through the few remaining film 
labs. It’s really worth a try if you can.

However, if not a film camera then go digital. I guess now 
most people have iPhones or some other brand allowing 
them to make movies. Experiment with composition, angles, 
colours, filters and especially lighting, either exterior or interior. 
See how under exposure and over exposure can affect your 
final image. There is no limit to the effects available using 
digital cameras. Watch your favourite films without sound, 
study the shots again and again.

Have fun developing your own style, and get your material out 
there to production companies, on YouTube, knock on doors 
and keep knocking. Film schools are a great way to learn, 
but can be expensive or difficult to enter. My best advice 
is to try and attach yourself to a movie or music video or a 
commercial. You will meet crews and if you have potential 
you will be asked back. I have always included interns on my 
movies and they have all worked their way up through the 
ranks, from loaders to focus pullers to operators and some of 
them are now successful cinematographers. I wish you all the 
best in your pursuit of a new career, go for it. As my dear old 
father in law would always say “you’re mad if you don’t.”

Elizabeth Bonney is Semler’s god-daughter.

Semler with a 16mm Arriflex on the island of Tanna with Camera Assistant Ted Rayment ACS - PHOTO Supplied
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FILM REVIEWS
Discussing the five nominated films for the Academy Award for Best Cinematography – by Dash Wilson

LION - In 1986, a five-year old Indian 
boy (Sunny Pawar, in his acting debut), 
gets separated from the brother he 
idolises and ends up alone more than 
a thousand miles from his family. After 
nearly a year, Sunny is adopted by an 
Australian couple (Nicole Kidman and 
David Wenham) and raised in the small 
city of Hobart, Tasmania. 

Twenty years later, an adult Sunny (a 
never better Dev Patel) begins to search 

for the family he lost and in part for the 
identity that went with it.

Based on the stirring true story, 
Director Garth Davis in a highly 
impressive directorial debut pairs with 
Cinematographer Greig Fraser ACS 
ASC (Zero Dark Thirty, Foxcatcher, 
Rogue One) to create an undeniably 
uplifting story that somehow overcomes 
the typical clichés of its genre. The 
soaring landscape and realistic 

atmosphere created are impressive and 
a joy to watch. The opening scenes 
should be used for an advertisement by 
the Indian Tourism Board. 

The opening third of Lion is the very 
definition of India. It is stunningly shot. 
Fraser, thoroughly deserving of his first 
Oscar nomination, uses a lot of natural 
light just like he does in the upcoming 
Mary Magdalene. India and Tasmania 
have never looked better on screen. 

“India and Tasmania 
have never looked  
better on screen.” 

Ultimately though, it is a film not 
without its faults. The finale is a touch 
manipulative and parts of the middle 
third drag but it is nonetheless a 
beautiful story about identity, family and 
perseverance and a brilliant first feature 
from Garth Davis.

ARRIVAL - Twelve unidentified flying 

objects enter earth’s orbit randomly placing 

themselves around the globe without any 

known reason or motive.

Let it be known, I am a big fan of Director 

Denis Velleneuve (Sicario, Prisoners, Enemy). 

In Arrival though, it is Cinematographer 

Bradford Young ASC (Selma, A Most Violent 

Year) that seems to shine. The soaring 

panoramic landscapes with the unidentified 

pods hovering above are awe-inspiring to 

watch. Likewise, the scenes inside in the 

pods are lit to perfection. The use of light, 

without it seeming cliché, and contrasts of 

black and white are stunning to see on the 

big screen.

This was a near faultless film for me. The only 

negative (and someone in the art or special 

effects department needs to be fired for it) is 

the aliens themselves. It is the age old story 

where we see just a little too much of them. 

Why do all aliens on film look ‘the same’ 

when no one has actually ever seen one.

Without doubt though, Arrival is the film 

Christopher Nolan’s Interstellar should have 

been. I would strongly argue it’s one of the 

best science-fiction films of the last ten years. 

Amy Adams, who has been overlooked for 

a best actress Oscar, brings an emotional 

depth to this film. It really is her performance 

that makes this film as good as it is. The way 

Adam’s communicates with the aliens with 

symbols is hypnotic, beautiful and at times 

heart racing.

This is a film that makes you think. So few 

films these days give the audiences credit 

for having a brain and the ability to think 

for themselves. Villeneuve and Young have 

successfully done this. Films like Arrival 

should be treasured and awarded. It is big, 

bold, thought provoking and highly enjoyable 

at the same time.

‘Arrival’ - DOP Bradford Young ASC

‘Lion’ - DOP Grieg Fraser ACS ASC
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MOONLIGHT - Based on the play 
‘Moonlight Black Boys Look Blue’ by Tarell 
Alvin McCraneym, Moonlight chronicles the 
life of a young black man from childhood to 

adulthood as he struggles to find his place 
in the world while growing up in a rough 
neighborhood of Miami.

Writer/Director Barry Jenkins (Medicine for 

Melancholy), a relative unknown in Hollywood 
has teamed up with Cinematogrpaher 
Jemes Laxton ASC to create a seductive, 
deeply mellow and beautifully shot film that is 
profoundly moving. Laxton has used a higly 
effective mix of hand-held cameras and close 
ups to bring a realism that is all too absent in 
mainstream cinema. With the aid of colourist 
Alex Bickel, Laxton has lit every scene with 
conviction and more importantly, with reason.

Whilst incredibly difficult to summarise in 
150 words, I was quietly blown away by 
this film. Films like this are why I go to the 
movies - however that does not make it an 
easy watch. It is often bleak, confronting and 
the ambiguous ending will frustrate some but 
it’s a film that gets under your skin and stays 
there. This is a sublime film and is without a 
doubt Barry Jenkin’s magnum opus.

SILENCE - Two seventeenth-century 
priests (Andrew Garfield and Adam Driver) 
leave Portugal for Japan to try and find a 
third priest (Liam Neeson) who has gone 
missing whilst working as a missionary. 
A historical drama, directed by Martin 
Scorsese, set in Japan and featuring two of 

Hollywood’s best upcoming actors should 
have been a smash hit. Somehow, the result 
was quite the opposite with the film currently 
only recouping $13 million of its $40 million 
budget.

Whilst I watched Silence (in an empty 
cinema), I was struck by its quiet beauty. 

Intelligently, Scorsese has recruited Rodrigo 
Prieto AMC ASC (Brokeback Mountain, 
Babel, Argo) as the cinematographer of 
this film and the result is mesmerising. Shot 
mainly on 35mm film instead of digital, the 
film was shot entirely in Taiwan but set in 
Japan. Prieto uses naturalism with repeated 
use of fog and fire to create an aesthetic that 
whilst subtle, is a perfect backdrop for the 
performances on the screen.

Prieto should win the Oscar for his body 
of work alone. Silence, whilst sometimes 
hard work for the viewer, especially at 161 
minutes, is full of conviction and is yet 
another entry to both Prieto and Scorsese’s 
filmography that deserves to be recognised.

This is clearly a passion project of Scorsese 
which has been in-development since 1990, 
and whilst it is beautiful to look at and it is a 
story that needs to be told it somehow lacks 
that cinematic punch needed to garner the 
widespread appeal it probably should have 
received.

LA LA LAND -   Sebastian (Ryan 
Gosling) a struggling jazz musician and Mia 
(Emma Stone), a tired and unsuccessful 
actress meet during a random encounter and 
are instantly attracted to each other. Despite, 
of course, a few false starts, this attraction 
grows into something more. Set in modern 
day Los Angeles, La La Land is not a typical 
romantic film. It is a movie about everyday 

life, the pursuit of happiness and ultimately 
about fulfilling the dreams we all have for 
ourselves but so often never chase.

David LaChazelle (Whiplash) teams up with 
Linus Sandgren FSF (American Hustle) to 
create a magical backdrop that is full of 
memorable scenes. In a masterstroke, it has 
also been shot on film (not digitally) and L.A. 

has arguably never looked so good. Over 
sixty locations were used throughout the film. 
Gosling and Stone are also very good here, 
particularly Stone.

But now, some truths. La La Land has 
received a record amount of Oscar 
nominations. It has definitely reinvigorated 
the musical genre. Hollywood loves a film 
about Hollywood (The Artist, I am looking at 
you). La La Land is original and bold, I will 
give it that. It makes you feel good and is 
essentially a fantasy fulfilled for anyone who 
has dreams of being in Hollywood or being 
a star. Chazelle is undeniably talented, the 
opening scene is spectacular, and I get the 
appeal of this film. 

It is pure escapism done very well. I just 
don’t think it’s the best picture nor best 
cinematography of the year.

Dash Wilson is a film-lover based in Brisbane.

‘Moonlight’ - DOP James Laxton ASC

‘Silence’ - DOP Rodrigo Prieto AMC ASC

‘La La Land’ - DOP Linus Sandgren FSF
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NEW GEAR
Ongoing and independent reviews of our industry’s latest equipment – by Clinton Harn

One of the many facets about this industry 
is the emphasis placed on skill and ability 
rather than the tools we use. As a visual 
medium, mastery in aesthetics during the 
acquisition and post production stages 
are equally important. The tools we have 
at our disposal are often designed and 
machined with beauty and precision. 
Some perform complex tasks while 
others are simply practical, functional 
and ergonomic. While the Easyrig isn’t 
exactly an ‘oil painting’, it is an industry 
standard tool combining sleek design 
and functionality, coupled with a sensible 
concept that will save your back for years 
to come.

In this article, we take a ‘retrospective’ 
look at the Easyrig Vario 5. Before we do 
that, let me give you some context into 
why I finally bought one. I always had a 
stubborn resistance to the Easyrig product 
range. I would hire and use them in the 
past but the thought of paying good 
money for something to suspend my 
camera from was something I could not 
justify. At the time, a majority of what I did, 
entailed a lot of handheld and shoulder-
mounted work. Then, of course, the tripod 
and further grip equipment that provided 
any sort of camera support depending on 
the situation, move and type of shot. 

But as the variety and frequency of work 
increased, I found myself downsizing 
camera packages purely for convenience. 
It also meant there would be a 
compromise in image quality depending 
on which camera was being used. I 

have always been a big advocate of 
shooting with a smaller camera package. 
Something that allows you move around 
quickly. I’m not saying that everyone 
should use smaller cameras, but one thing 
I always strive for is coverage whether it is 
fiction or factual work.

As larger cameras became a job 
requirement, I wanted to reset and 
move the camera with the same speed 
and agility as I would with a compact 
kit. As handheld camera work has also 
become more stylistic, depending on the 
genre, I want to get it off the tripod and 
get shots quickly or reposition a frame 
at a seconds notice. Spending around 
forty-days shooting a feature in 2014, all 
shoulder mounted, was not fun to say 
the least. I was beginning to see more 
and more Easyrigs on set. A notable 
mention includes Greig Fraser ACS ASC 
(Zero Dark Thirty, Lion,) shooting with an 
Easyrig on Rogue One: A Star Wars Story 
(2016). Check out that story in our last 
issue. All you have to do is look around, 
they are everywhere and for good reason. 
The purchase was inevitable. A friend of 
mine Simon Glass, an English lighting 
cameraman, finally convinced me to pull 
the trigger. 

“...will save your back 
for years to come.” 

Released just over a year ago, I decided 
to go for the Vario 5 because of its 
versatility. More about that in a bit. For 
anyone not familiar with Easyrigs, the 
concept is pretty straightforward. It is a 
vest that contains an advanced shock 
absorbing system connected to an over-
slung arm with a rope and camera hook 
that essentially tethers to the handle 
of a camera. Their Cinema 3 line is 
designed specifically for 35mm motion 
picture cameras and is perhaps the most 
circulated product since the company 
came to prominence. These come in 
various strengths determined by shock 
absorbers ranging from 200N to 1200N 
with selected weight capacities from 
4-32kg. The Vario 5 however, is a sightly 
different beast.

In-development for the last five years, the 
Vario 5 is a new design that incorporates 
an assist spring connected to a gas shock 

absorber, utilising a dual chamber piston. 
All this is housed in a Vario 5 ‘power 
pack’ made from a highly-robust and 
durable plastic shell. I had the chance 
to meet Johan Hellsten, the owner 
and inventor of the Easyrig and was 
most impressed with his philosophy 
and approach to manufacturing. 
Hellsten revealed that the Vario 5 has been 
a labour of love, recalling how he made 
several attempts to enlist German and 
Swedish engineers without success, only 
to figure it all out himself and eventually 
bring it to market. This design even 
impressed Tommy Bergren, chief designer 
at Komatsu Forest, a neighbour and 
mentor to Hellsten.

Wearing the rig can be customised to 
suit your body shape. The entire system 
can be fixed to a vest of your choice 
with the current options being a Cinema 
3 or Gimbal Rig vest. The Cinema 
3 vest offers maximum support and 
comfort transferring the payload to your 
core while the Gimbal vest offers a wider 
surface area at the waist. 

The Vario 5 comes in two flavours. 
The standard (5-17kg) and the strong 
(14-25kg). A standard package includes 
a support arm, a lockable hook, a hip 
belt made from a ventilated fabric, user 
manual and transport bag. I opted for the 
standard version as I did not want to 
limit myself to a 14kg minimal payload in 
case a light package was required. The 
beauty of an Easyrig is that you don’t have 
to use heavier payloads just because they 
can carry them. The sole purpose of the 
system is extend your shooting times, 
be more agile and save your back. It is 
no wonder that you see these adopted 
by cameramen on almost all drama and 
reality television shows here in Australia. 

Probably the most unique feature of the 
Vario 5 compared to the Cinema 3 series 
is the ability to adjust the weight range. 
Because I own several different sized 
cameras, the Vario 5 made complete 
sense. To adjust the payload, use the 
supplied 6mm hex key (or Allen key) 
tucked into the side of the Vario 5 back 
cover, and engage the hex port. Turning 
it counter clockwise will decrease the 
payload while turning it clockwise does 
the opposite. The unit also has arm 
height adjustments and a pretty slick 
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side support system that allows you to 
transfer weight distribution around your 
waist and hips. The vest sports a safety 
line that is meant to connect your camera 
as a precautionary measure and also 
features a side pouch at the waist and a 
smaller one near your breast plate, ideal 
for phones or light meters. I found the 
side pouch most useful for carrying spare 
batteries and media.

In use, the Vario 5 is as simple and 
straightforward as it comes. Putting on 
the vest is quick and easy and the entire 
operation of the unit is less cumbersome 
than it actually looks. I have used the 
Vario 5 on several jobs and I have to say 

it’s a godsend. Why I haven’t looked into 
adopting it earlier eludes me. Maybe it was 
the cost, but in complete honesty, you will 
extend your shelf life as an operator and it 
is money easily recouped after a few jobs. 
The workmanship is robust and nicely 
made. It will easily withstand the elements, 
as I have used it in heat, salt water and 
cold without problems. 

I really like the Vario 5. The spend 
was completely worth every cent and 
the quality and build, along with the 
company ethos is reassuring. I mean, 
which company includes a small bag 
of goodies that include branded mints, 
a sticker, pen and personally signed 

thank you card from the inventor 
himself. That sort of customer care 
and engagement reflects tremendously on 
the type of service and product you get. 
The form may turn heads and bag you a 
few comments in jest, but the practicality 
and functionality is simply terrific. 

On a parting note, beware of copies. 
There is a plethora of knock-offs 
coming out of Asia, but to quote Oscar 
Wilde, “Imitation is the sincerest form 
of flattery that mediocrity can pay to 
greatness.”

Clinton Harn is a cinematographer,  

filmmaker and producer. 

Clinton Harn at Narrabeen Rock Pools in Victoria testing the Sigma Cine Prime Lenses - PHOTO Timoth Tan

FEATURES
• 5-17kg Load Capacity

• Adjustable Line Tension
• Optional Gimbal Rig Vest

AVAILABLE IN AUSTRALIA FROM:

w w w . l e m a c . c o m . a u
Image: DP, David Paul NZCS using his Easyrig whilst shooting “Hillary” the story of the first man to climb Mount Everest
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AUSTRALIAN SHORTS
Showcasing the latest achievements in Short Films from Australia – by Vanessa Abbott

DREAM BABY - Director of 
Photography: Bonnie Elliott.  
Entrepreneurial Elvis has a dream and 
hatches a plan to escape her seaside 

Caravan Park... by selling cans of soft 
drink once the local store has shut. She 
wants to raise enough money to make her 
way to a posh boarding school in the city. 

That is until her Mum finds her treasure 
and risks it all.

Shot by Bonnie Elliott (Spear) Dream 
Baby’s soft, delicate cinematography 
adds to the urgent, emotive quality and 
strengthens the film’s ability to draw the 
viewer in. Elliott mixes washed-out colours 
with closer, soft frames dependent on the 
scene, giving them an incredible sense of 
realism.

Director Lucy Gaffy took out the award 
for Best Direction recently in an Australian 
Short Film for Dream Baby at Flickerfest, 
following on from the short’s recent 
AACTA Award for Best Short Film. Starring 
Darcey Wilson, Robyn Malcolm and Elena 
Forman, Dream Baby is a beautiful film to 
behold both its themes and its visuals.

WELCOME HOME ALLEN - 
Director of Photography: Liam 
Gilmour.  In the final part of Director 
Andrew Kavanagh’s trilogy of shorts 
about the collision between the past and 

present, a group of soldiers return home 
from war to a world that may no longer 
recognise them.

Welcome Home Allen takes place at 
the edges of a battle scene, tracking 

four Vikings as they flee with their fatally 
wounded comrade. But as the Vikings 
make their way across the terrain, time 
slowly begins to shift. The medieval 
landscape is curiously transformed. Sadly, 
not all soldiers make it home alive and 
Welcome Home Allen paints an unusual 
picture of medieval Norsemen set against 
a backdrop of modern suburbia.

“The medieval 
landscape is curiously 

transformed.” 

Gilmour’s cinematography is many things. 
It is sweet and sad, delicate and powerful, 
tender and poignant. It beautifully 
manages to both inspire and to devastate 
simultaneously.

THE CROSSING - Animated 
by Marieka Walsh with DOP 
Consultant Matt Horrex ACS.   
An old-fashioned sailing vessel navigates 
the slight swell on an empty expanse of 

ocean. A sea mist is thickening, but the 
rigging of the tall ship is clearly visible, as 
are the contours of clouds in the night sky. 
The mood is ghostly and foreboding.

A tender fable of an ageing sea captain 
(voiced by Colin Friels), who risks the lives 
of his men when he decides to change 
course, taking his ship through a violent 
storm. The Crossing is an eleven-minute 
stop frame animation made entirely out of 
sand and salt.

“The mood is ghostly 
and foreboding.” 

The Crossing premiered at the Annecy 
International Animation Festival in France, 
and had its Australian premiere last year 
at the Sydney Fillm Festival, where it won 
Best Short Animation. If you get a chance 
to see The Crossing, do so immediately.

‘Dream Baby’ - DOP Binnie Elliott

‘Welcome Home Allen’ - DOP Liam Gilmour

‘The Crossing’ - Animated by Marieka Walsh, DOP Consultant Matt Horrex ACS
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SLAPPER - Director of 
Photography: Michael Latham.  
Slapper brings closer to earth, to a 
suburban wasteland in rural Australia 

where a broke, angry teenager hustles 
money for the morning-after pill while 
stuck babysitting a wild and uncooperative 
five-year-old, determined to not let poverty 

strip her of her bodily autonomy.

This is a film of high ambition and 
confident execution. Latham has deftly 
created a visually striking story of the 
everyday battles of a young working 
class woman, but its real brilliance 
lies in the twists and turns of human 
interaction. It is the mark of a real talent 
to surprise and move an audience as this 
cinematographer does.

“This is a film of  
high ambition and 

confident execution.” 

Slapper will proudly make its international 
premiere as part of the Short Film program 
at the Sundance Film Festival this year..

FAIRY TALES - Director of 
Photography: Yu Sun.  Fairy Wang 
may be  working-class girl from rural 
China, but she thinks she’s the next 
Coco Chanel. After posting her eccentric 

designs on Weibo, China’s largest social 
media site, Fairy becomes an overnight 
internet celebrity. But fame comes at a 
price for the misunderstood fashion misfit.

Filmmaker Rongfei Guo teams up with 

Vice cinematographer Yu Sun and 
befriends Fairy and walks in the unlikely 
designer’s very first fashion show. 

Their film, Fairy Tales, explores China’s 
unique internet and media culture as 
well as the social expectations facing its 
working class women through the lens of 
an overnight internet celebrity in China.

Often hilarious, but ultimately a strong 
social statement, Fairy Tales is uniquely 
crafted. 

All of the subject material could have easily 
become a cacophony of disconnected 
sights and sounds, but Fairy Tales unfolds 
with beauty and purpose... mixing the 
fluidity of a dream with the acuity of an 
essay.

WELCOME TO COUNTRY - 
Director of Photography: Mark 
Broadbent.  When a Canberra 
bureaucrat gets sent to a remote 
Aboriginal community to prepare for the 

Prime Minister’s visit, he’s confronted with 
the fact he probably doesn’t have all the 
answers.

Beautifully shot by Broadbent, the film’s 
Director Dean Gibson says Welcome to 

Country is a comedic twist on reality. “I 
wanted to highlight the juxtaposition of 
white people coming into an Aboriginal 
community thinking they have all the 
answers.” Gibson said.

“Beautifully shot  
by Broadbent.” 

The team behind the film hopes that 
Welcome to Country can help people 
understand the importance of community 
and home in the context of black and 
white Australia. The ten-minute short film 
was shot in Cherbourg, west of Gympie 
in Queensland, with a cast and crew of 
eighteen.

Vanessa Abbott is a writer  

based in Melbourne.

‘Slapper’ - DOP Michael Latham

‘Fairy Tales’ - DOP Yu Sun

‘Welcome to Country’ - DOP Mark Broadbent








