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FROM THE EDITOR

G’day from the 66th Melbourne International Film Festival,

This year I managed to enjoy sixty-seven films over two weeks 
and the level of technical ability, creativity and originality on 
show were a breath of fresh air. Great to see so much local 
content from cinematographers such as Stefan Duscio 
(Jungle), Dan Freene ACS (Otherlife), Geoffrey Hall ACS 
(Australia Day), Jason Hargreaves ACS (The Butterfly Tree), 
Anna Howard ACS (Rabbit), Don McAlpine ACS ASC (Ali’s 
Wedding), Germain McMicking (Top of the Lake: China Girl), 
Katie Milwright ACS (Three Summers) and so many more 
including the long list of short films, documentaries and 
retrospectives.

I’d like to thank John Seale AM ACS ASC for allowing me to 
interview him for almost an hour-and-a-half on the Videocraft 
Australia stand at SMPTE last month. We discussed career 
highlights including Witness (1985), Rain Man (1988), Dead 
Poet’s Society (1989), The American President (1995), The 
English Patient (1996), and too many more to list here; 
touching on subjects from multi-camera shooting, the 
changing nature of colour-grading and even once getting 
electocuted on set! Check out the video via the Videocraft or 
Australian Cinematographer Magazine Facebook pages.

On the subject of social media, I would like to introduce you to 
the new-look, rebranded Australian Cinematographer website. 
Slowly being built over the past many months it showcases 
many articles and stories the magazine has had the privilege 
to cover. We currently have the past few years of content 
online with more material continually being added. Head to 
acmag.com.au and check it out! We’d love to hear your 
feedback.

That’s it from me this quarter, as always please get in touch 
with your story ideas.

Until next issue... peace.

James Cunningham 
Editor,  
Australian Cinematographer Magazine

Greetings ACS colleagues, let’s talk about our ACS Awards!

ACS State and Territory Awards judging has now been running 
for many years on a system where at each Award’s judging 
session, a panel of five ACS Accredited cinematographers, of 
which at least two must be from interstate, screen and assess 
all entries.

Voting is by secret ballot and discussion is only allowed once 
scores have been entered and winners declared. Each entry 
is viewed at length, giving every entry equal opportunity. The 
judging process normally takes two or three days, except in 
NSW where the number of entries means it takes longer.

The National Awards’ judging uses similar benchmarks and 
judging system as the State Awards, the major difference 
being the panel of five Accredited judges only assess the Gold 
winners from the previous State & Territory awards.

At the National level, there can only be one Gold Tripod given 
in each category (except for Student or CineKids categories 
who receive Gold plaques) and one Award of Distinction, 
except in exceptional circumstances where the panel cannot 
separate two pieces of work.

I believe this system is the fairest and most transparent we’ve 
had. The panel are not informed of whom entrants are or what 
State or Territory they are from, they are given only technical 
information from the entry forms. Should you win an ACS 
Award you should be very proud of what you have achieved. 
They are not easy to come by. If you missed out on award last 
year, keep shooting and maybe this will be your year.

This year we launched our new online entry system and 
I hope you find it a pleasant and easy experience to use. 
The feedback I have received to date has been very 
complimentary.

If you wish to contribute positive feedback or suggestions 
on how our awards system could work better, I’m sure our 
Awards committee would be pleased to receive them.

Until next time.

Ron Johanson OAM ACS 
National President, 
Australian Cinematographers Society

FROM THE PRESIDENT
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I have worked with Blue State Digital on 
various projects over the years, primarily with 
fellow Aussie director/producer Amelia Tovey 
at the helm. Blue State Digital grew into a 
content creation and brand identity company 
for non-profit organisations, after handling 
the presidential campaign for Barack Obama 
in 2008. One of the first tasks for the Obama 
Foundation was to determine the location of 
the eventual Presidential Library. The purpose 
of this video was to formally announce 
Chicago’s South Side as the location, and to 
highlight the reasons why.

We knew there was a chance we’d get some 
remarks from the President but there was a 
lot of back and forth over whether it would be 
on camera or simply audio. I took the job with 
my fingers crossed, and eventually we were 
granted twenty-minutes of the President’s 
time, in the White House, with a few weeks’ 
notice.

Because Blue State had worked for years 
as an extension of Obama’s team, we were 
entrusted to be able to carry out the interview 
without too much ‘creative supervision’. Like 
a normal commercial project, Tovey had 
been through the process of presenting a 
treatment and visual references illustrating 
what we were going for. We hired local 
lighting and sound crew, who had filmed 
in the White House and were familiar with 
protocol. This was helpful since we were 
White House newbies. We all had to pass 
background checks, however security on the 
day wasn’t overly intense. Similar to going 
through airport security. All the gear had to 
be scanned piece by piece which was time 
consuming but orderly. Notably, all the staff, 

SHOOTING A PRESIDENT
Australian Cinematographer Zoë White recalls her memorable day at The White House – by Zoë White

from armed secret service to university-age 
office interns, were incredibly relaxed and 
welcoming.

We were shown to the First Lady’s office 
(!) and had two hours to set up. Looking 
around the room, I remember it was at this 
moment that it really sunk in that we were 
about to meet the President. There were 
water glasses with presidential seals and 
family photos on her desk (including a group 
shot with Beyoncé), as well as handwritten 
letters to the First Lady from children around 
the country. It felt strange to be rearranging 
furniture in the White House and deciding 
which pillows the President would sit on. I 
set up the frontal two-shot and B Camera 
Operator Linda Kallerus positioned for a 
profile angle. We knew our time with them 
would be extremely tight so were ready to roll 
very early, and... finally (fifteen minutes late) 
we could hear the entourage approaching 
down the hall.

I was so excited I started rolling and pointed 
the camera at the door. Both the President 
and the First Lady are truly larger than life, 
and they bounded into the room with big 
smiles, jokes and handshakes. The First Lady 
was tired, but still full of humour, and the 
President on learning that this was her office 
cheekily wondered aloud if this was where 
she took her naps. He got a slap for that, 
and to our surpirse the staff told us after that 
this was indeed the first time the President 
had been in the First Lady’s office!

They sat in their places on the couch and I 
promptly skipped a heartbeat. The President 
looked tiny sitting back and sinking into his 

seat, and the First Lady, sitting forward, 
seemed huge. I will never forget having to 
kindly tell the President to put the additional 
pillow behind him so he could sit higher, and 
would the First Lady mind sliding back into 
the couch a little. They both acknowledged 
as if it happens all the time and adjusted 
accordingly. Phew. Everyone non-essential 
was cleared from the room so I got to clap 
the slate. The President remarked,  
“Ah, that was gentle. A gentle clap!”

We had designated White House interviewer 
who Tovey supplied with a page-long list of 
questions and bullet points. Impressively, all 
she had to ask was her first guiding question, 
and the President took it away. Everything 
he said was eloquent and genuine, speaking 
about his formative years in Chicago and 
how valuable a resource the library would be 
to the community. The First Lady wove in her 
personal recollections of growing up in the 
area, and of her support of him.

On a day at the White House where 
Japanese Prime Minister Shinzô Abe was 
visiting, and awful riots were going on just 
across town in Baltimore, it was dazzling to 
see them both so present in the moment, 
and so capable of delivering right on 
message without any need for preparation. 
Although it was essentially a simple interview 
and a straightforward project to shoot as a 
cinematographer, it’s been one of the most 
memborable and enjoyable experiences of 
my career.

Zoë White is based in both  

Sydney and New York.

Barack Obama Foundation video - DOP Zoë White
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The new Blackmagic URSA Mini Pro is the 
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automatically continues onto the next!
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A COIN IN THE SWEAR JAR
Bryan Mason shoots the new series Fucking Adelaide commissioned  

by both the ABC and Screen Australia – by Slade Phillips

Created by Adelaide-based production 
company Closer Productions, a 
collective of which cinematographer 
Bryan Mason is one of the owners, 
Fucking Adelaide takes an affectionate, 
self-deprecating view of Adelaide as it 
tells the story of three siblings returning 
home to find that their mother is selling 
their family home.

In development for a number of years, 
the idea behind the series comes 
from Director/Producer Sophie Hyde, 
Writer Matt Cormack and Mason. 
Rebecca Summerton was their main 
Producer and the team have created a 
number of projects together in various 
configurations; most notably, Life in 
Movement (2011), Shut Up Little Man! 
(2011) and award-winning 52 Tuesdays 
(2013), all of which Mason served as 
cinematographer.

Fucking Adelaide had a modest budget, 
so the team had to look for a camera 
solution at the lower-end of the pricing 
bracket. “We had previously owned a 
Sony F3”, which they chose to shoot 
52 Tuesdays on, “and we shot every 
Tuesday, every week for a year,” says 
Mason. The cinematographer really 
came to appreciate the technology 

and what it was capable of, so for 
this project they upgraded to the 
Sony Fs7. Due to a tight schedule 
and ensemble cast they shot with two 
cameras for most of the twenty-day 
shoot and captured the whole project 
at 4K. “I also used a Sony Fs5 for 
one skateboarding scene, due to its 
mobility,” he says. This was the first 
time Mason had shot with two cameras 
on drama.  

For Mason, the challenges of cross-
shooting action included lighting two 
opposing shots concurrently which 
takes the sort of time their schedule 
didn’t allow. “I tended to stack up 
the cameras, capturing a wide and a 
mid or a mid and a close at the same 
time,” he explains. 

“Each of the six episodes starts with 
a flashback which then transitions to 
the present, I used some old Lomo 
primes for these flashback scenes, we 
didn’t want to push the look too far 
for the 1990s but we did want to have 
a different feeling and I think these 
lenses helped achieve that.”

Mason’s main collaboration on Fucking 
Adelaide was with Director Sophie 

Hyde. They worked throughout the 
pre-production period to discuss looks 
and references and their main reference 
ended up being Amazon series 
Transparent (2014-), “less for the look 
and more for the performance quality 
which is supported by the way they 
shoot”, says Mason. “They achieve 
a feeling on that show of authentic, 
lived in characters. We were keen to 
emulate that with our great cast.” 
Hyde then worked with the production 
and costume designers to develop a 
palette and bring it to the shoot. “We 
were aiming for a natural look, slightly 
enhanced reality,” says Mason. “I 
always like to see what a location or 
situation offers light wise and then aim 
to control and enhance that, blocking 
and staging the action around the 
visual strengths of what is already 
there.”

The camera team was a small crew of 
four, consisting of Mason operating the 
main camera and Maxx Corkindale on 
second camera for the entire shoot. 
Mason and Corkindale have shot 
together on projects for a number of 
years. “He is an asset on set. He has 
a great eye and is a gun on focus so 

Cinematographer Bryan Mason on location, filming ‘Fucking Adelaide’ - PHOTO Daniel Purvis
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I was thankful for his work on this 
project,” says Mason. 

Claire Bishop was 1st AC across 
the shoot and managed their more 
emerging 2nd AC role, which was split 
between two people; Tamara Hardman 
and Bonnie Paku. This was a great 
team who Mason says worked hard and 
were at ease within the performance 
centric culture of the set. 

When asked about his favourite shot 
or sequence in the series, Mason 
describes one twelve-minute shot in 
episode six which was a real challenge 
to shoot, “Knowing a shot is going to 
play for that long puts real pressure 
on blocking, the lighting set up, 
the performers and the focus. We 
suspected it was going to be hard so 
we had a day-and-a-half scheduled to 
achieve it.” They managed to shoot 
three takes at the end of day one before 
Mason and Hyde studied the takes 
that night and rearranged blocking and 
lighting. “We came into day two and 
shot another seven takes. Each had 
strengths and parts which worked but 
it wasn’t until take ten when all the 
elements lined up.” They ran a video-
split out to the television in the living 
room and the crew who weren’t on set 
were watching the takes as they were 
unfolding, “At the end of take ten there 
was spontaneous applause from the 
other room, that was a good sign,” 
said Mason.

For as long as Mason has been 

shooting, he has also been editing. On 
many of Closer Productions’ films he 
wears both hats and Fucking Adelaide 
was no different. In fact his roles on this 
series were that of Cinematographer, 
Editor and Producer so Mason was 
heavily involved in post-production. “I 
love seeing a production through the 
post pathway as it really informs my 
shooting, what works, what doesn’t, 
what coverage is useful, what shots 
do you wish you had but don’t,” he 
explains. “It’s a great feedback loop 
and certainly makes me appreciate 
how to improve on every project.” 

They edited for nearly three months. 
The grade with Colourists Raynor 
Pettge and Sam Mathews was done 
in-house on a DaVinci Resolve. The 
camera LUT used on set was the built 
in LCRec709. When they came to the 
grade Mason decided to change tactic 
and use one of the Koji series LUTs. 
“We didn’t want the show to look too 
clean and this LUT gave us a great 
starting place for the grade, closer to 
the look we were aiming for,” he says. 
“The Koji LUT we used was quite 
dense and blue though so at times we 
used that to push our look but also 
found we often needed to pull it back 
a bit for some skin tones and some 
scenes.” Mason tried a few different 
looks for the flashback scenes and at 
one point was tending toward a cleaner, 
low contrast look, however ended up 
going for an older-style visual with a “bit 
more green in the shadows.”

Looking back on his experiences 
shooting Fucking Adelaide, the 
cinematographer says he certainly 
learned a lot, “mostly about the 
strength and restrictions of shooting 
with two cameras.” While Mason 
focussed on capturing truthfully 
the performances, at times with six 
characters in a scene, he learned that 
lighting a room to be able to give them 
freedom to move and bring their best 
performances was paramount. “Those 
ensemble scenes require a very specific 
way of lighting and it’s something that 
evolved more across the series,” he 
says. “In hindsight I think we over-
covered scenes occasionally so I would 
dial back coverage slightly and work 
towards bringing a more cinematic 
moving camera into the show.”

Fucking Adelaide launches in October 
at the Adelaide Film Festival and on 
ABC TV & iView. There are already 
discussions of a second series and 
certainly further work in this area for 
Closer Productions, meaning the project 
has already been a success for Mason 
in that respect.

He’s also just wrapped a hybrid drama/
documentary for ABC2 called A Field 
Guide to Being a 12-Year-Old Girl. 
“Imagine if Wes Anderson was to make 
a film with twelve 12-year-old girls, all 
set on a stage in an old country hall.” 
That, we look forward to seeing.

Slade Phillips is a Writer based in Sydney.

Emma (Kate Box), Kitty (Audrey Mason-Hyde) and Eli (Brendan Maclean) in ‘Fucking Adelaide’ - DOP Bryan Mason
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When a man attempts to purchase a 
packet of SAO biscuits for Stalin at his 
local IGA supermarket, a normal day 
becomes one that changes dozens of 
lives. For Velinda Wardell ACS, it wasn’t 
just another few days on set either.

Based on Duncan Graham’s play 
of the same name, Red Ink is a tale 
inspired by true events; a man suffering 
with psychosis, took biscuits from a 
convenience store in the Sydney CBD. His 
anxiety escalated and led to a tragic end. 

Wardell and the crew were struck by the 
story’s intensity. “Because the film is 
inspired by traumatic, real events, the 
tension on set was palpable and the 
performances incredible,” the award-
winning cinematographer explained.

“Our Director, Alex Ryan, wanted to 
gently shift the tone throughout the 
film,” says Wardell. “In the beginning, 
everything feels a little lighter. Then we 
gradually escalate towards an intense 
ending.”

To capture the tone, Wardell decided to 
make the camera an active participant in 
the story. Shooting night-for-day, using an 

CRIMSON TIDE
Cinematographer Velinda Wardell ACS flies high with Red Ink  

– by Meredith Emmanuel and Harry Stranger

Alexa Mini and Arri Masterprimes, she was 
supported by First Assistant Joe Martinez 
who ran an Arri WUC4 remote unit for 
focus and interior-to-exterior iris pulls. 
“Having Martinez there was incredible, 
because it allowed me to run free, work 
fast and make immediate improvised 
decisions.”

“The Director and I discussed the 
mentality and headspace of the camera. 
For instance, when we track in front 
of Gideon, played by Oscar Redding, 
and lead him around the corner to the 
entrance of the store, we get to a point 
where you’d expect him to walk in – but 
he doesn’t. So, the camera stops at the 
doors and pans to observe him, like a 
confused friend. We then follow him 
again as he leads us into the store, after 
some hesitation.”

“The camera very much reacts with the 
characters and their energy levels. When 
Gideon prepares to do his ‘escape’ run, 
he is nervously jumping from foot to 
foot. I stood behind him, rocking in time 
with the camera, to tune into his rhythm 
and energy. It was a demanding job to 
operate, but the best way to capture his 

fear and agitation.”

Wardell’s front-and-centre approach to 
the film’s cinematography impressed 
the Director. “Velinda isn’t afraid of a 
challenge,” Ryan says. “She’s precise, 
thoughtful and has a great eye. She is 
great at thinking about the story and 
how the cinematography best serves that 
story.”

In the final moments of the film, Gideon’s 
life force seems to trickle out the back 
door of the supermarket and make its 
way towards the skies above the Sydney 
skyline. Wardell accomplished this long, 
sweeping scene all in camera. It’s a 
superb finale that simultaneously brings 
movement, beauty and respectful closure 
to the story as Wardell’s camera flies high 
above the city below.

Red Ink premiered at the Sydney Film 
Festival in June. It is the result of an 
inaugural Lexus Australian Short Film 
Fellowship grant awarded to the film’s 
Director.

Meredith Emmanuel is a friend of and ongoing 

contributor to Australian Cinematographer.

Harry Stranger works with cinematographers 

globally and has written for many publications.

A scene from ‘Red Ink’ - DOP Velinda Wardell ACS
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Eager to tell stories from his home state, 
cinematographer Stephen Packer, 
along with longtime producer Adam 
Camporeale, pitched a commercial 
to the South Australia Tourism 
Commission (SATC) based around a 
group of friends hiring a private island 
for a weekend getaway off SA’s beautiful 
Yorke Peninsula. Having stayed there 
with family in the past, Packer knew 
what an incredible setting for a tourism 
film the island would make. SATC were 
incredibly receptive to the idea and, 
Packer says, a pleasure to work with.

“We went away for a long weekend 
with a small crew and a bunch 
of friends and just shot what was 
happening,” said Packer. “The project 
was roughly shot-listed but we kept 
it organic and just let things unfold 
in front of us. I wanted to focus on 
the intimate details of a trip away 
while still emphasising the exploration 
and discovery that comes with a new 
holiday destination.” 

The result has been a success with 
‘Find Your Escape’ winning Gold 
at the SA/WA ACS Awards for 
Cinematography, Packer’s first ever 
entry.

HEADING SOUTH
Director and cinematographer Stephen Packer shoots a new cinema and online campaign  

for the South Australian Tourism Commission – by Vanessa Abbott

“The idea that a family or a group of 
friends could literally hire an island 
to themselves here in South Australia 
was incredible to me, and something 
that I don’t think most people around 
Australia know.”

The cinematographer was dealing 
directly with SATC on this project and 
it was their first time working on a 
tourism piece. Having a direct line of 
communication with the creative team 
allowed them to get their ideas from the 
conceptual stage to execution in a very 
efficient manner.

“The idea that a family 
or a group of friends 
could literally hire an 

island to themselves here 
in South Australia was 

incredible to me.”

Packer knew he needed a camera 
versatile and relatively small as he 
wasn’t exactly sure what the locations 
were going to look like prior to filming. 
“We were also planning to shoot both 
in broad sunlight and in nighttime 
settings, so eventually we agreed upon 

shooting on the Sony A7s2 as it is 
small, powerful and performs very well 
in low light,” says Packer. The Alexa 
Mini, he goes on to say, would have 
been the go-to had the team chosen 
a bigger camera. In retrospect, Packer 
is glad he went light as it allowed him 
to shoot faster and for longer over the 
course of the four days they were away. 

Packer had a huge shot list, “I knew 
the kinds of setups I wanted to go for 
and we had talked at length about the 
style and aesthetic of the campaign. As 
Director and Director of Photography 
I wanted to be as prepared as I 
possibly can.” Packer had done his 
research and had plenty of visual 
references to draw from. 

As a ‘journey piece’ it was always going 
to be shot with plenty of movement, so 
the team stayed away from tripods and 
instead shot mostly on the Movi M5. 

“There is always an element of the 
unknown on every shoot and it was 
interesting to see how much of the shot 
list we actually got, and how much was 
added to it,” says Packer. “Some shots 
just don’t work the way you hoped 
they would yet sometimes the creative 
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stimulation of the moment leads 
to something new and much more 
interesting.”

The crew was very stripped back on 
this project. It was run-and-gun which 
usually gets Packer a little worried, he 
says. “I wouldn’t have had it any other 
way in retrospect.” At times, keeping 
the camera and gripping equipment 
protected from the weather and 
elements was a challenge as the crew 
were filming remote locations; secluded 
beaches, national parks etc. “We were 
ultimately able to be very nimble and 
move swiftly.”

“This was about an 
emotional journey.”

Packer was also heavily involved in 
post-production and colour grading, 
which he says was an intensive one. 
“We lived with the footage for many 
months, tried multiple cuts and tested 
them with friends and collaborators. 
This was about an emotional journey. 
Ultimately we wanted people to watch 
and think ‘I’m going to get off my 
couch and go exploring’, so it was 
essential we test it with audiences to 
gauge a response.” 

Once their two-minute cinema cut was 
locked off and approved they went into 
the grade. They decided on Nicholas 
Hower, a Colourist in Melbourne. 
Preparation was pivotal in this process 
so for each sequence Packer had 
specific colour references which he 
communicated with Hower.

Packer always finds it healthy to have 
a strong idea of what he is after, but 
also to give a vision room to breathe 
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and allow the creative process to take 
him where it will. “Overall I was really 
happy with where we ended up on this 
project. It doesn’t look exactly as I 
imagined it would, but nothing ever 
does.”

Vanessa Abbott is a Writer  

based in Melbourne.

‘Yorke Peninsular: Find Your Escape’ - DOP Stephen Packer

Filming on the Yorke Peninsular - PHOTO Supplied
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Through their work, camera operators 
are exposed to a broad spectrum of 
experiences. At times, they have exclusive 
access to exciting people and events 
that most people will never experience. 
Other times they are required to cover 
some of the more mundane but necessary 
aspects of society, such as city council 
meetings. Of particular interest to me as 
a psychological researcher, however, is 
their exposure to diverse tragedies and 
disasters in society, and the front row seat 
they have to often horrific things humans 
are capable of doing to one another.

Many studies have demonstrated high-
levels of psychological distress amongst 
groups of journalists, however my 
research is the first to focus specifically 
on television news camera operators. 
For the last four years I have had the 
great privilege of meeting a number of 
news camera operators from around 
Australia and around the world discussing 
their experiences of trauma exposure. 
My research considers how the trauma 
exposure of camera operators might be 
different to that of other news workers, 
such as reporters.

In one study, I interviewed twenty-one 
news camera operators and reporters 
from Australia. Participants in this study 
(both camera operators and reporters) 
suggested a number ways in which the 
trauma exposure of camera operators is 
different to that of other news workers. 
Camera operators view the disasters 
and tragedies they cover through the 

THE TRAUMA OF NEWS
PhD Candidate at Charles Sturt University’s ‘School of Psychology’ discusses the work-related experiences  

of distress and trauma amongst television news camera operators – by Jasmine MacDonald

viewfinder of their camera; this can 
serve to separate them from what they 
are filming, ultimately reducing their 
psychological distress. On the other hand, 
they can experience a heightened level 
of psychological and physical risk as a 
result of carrying a camera with them into 
difficult situations. Carrying equipment in 
potentially threatening situations can make 
the camera operator a target, while it 
might be easier for reporters to blend in. 

“…my research is the 
first to focus specifically    

on television news 
camera operators.”

Camera operators are also most likely 
to be the news workers on call to cover 
after-hours events, such as fatal car 
accidents, and so are more likely to have 
to cover traumatic stories alone. This 
was often considered to be associated 
with greater distress. Additionally, there 
was a perception amongst participants 
that camera operators are lower in the 
organisational hierarchy than reporters, 
and that this can mean they are less likely 
to receive support. 

In another study I surveyed over one-
hundred television news camera operators 
and other news workers (such as the 
reporters and sound recordists) from 
around the world. The results of this study 
indicated that camera operators and other 
news workers experience the same levels 

of trauma exposure through their work. 
They also score the same on measures of 
psychological distress. Most importantly, 
both groups are exposed to considerably 
more traumatic events than the general 
Australian population and are at greater 
risk of psychological distress (e.g., 
symptoms associated with depression or 
post-traumatic stress disorder) than the 
general population.

The findings of my research serve to 
raise awareness of the psychological 
risks for news camera operators. It is 
already widely accepted that reporters 
are an occupational group at-risk of 
psychological distress, and that they are 
worthy of increased industry support and 
further research. Therefore, the finding 
that camera operators have similar levels 
of trauma exposure and psychological 
distress as other television news workers, 
such as reporters, makes camera 
operators a noteworthy population by 
association. 

A conclusion from my research is that 
camera operators are equally deserving 
of acknowledgement in terms of the 
potential psychological risks of their 
work, and the accompanying support 
and research interest. Furthermore, 
psychological research and support inside 
news organisations should be tailored to 
accommodate the differences inherent to 
the unique roles within the news crew. 

Jasmine MacDonald is a PhD Candidate at 

Charles Sturt University’s ‘School of Psychology’.

PhD CandidateJasmine MacDonald - PHOTO Supplied
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Third World Man is a political thriller 
about Roderick Giaumo (Gareth 
Rickards, The Pacific, Home And 
Away), an Australian investigator sent 
to Sudan by the United Nations to 
look into the theft of food and medical 
supplies. Giaumo suspects a local 
warlord is involved. Colin Finch (Chris 
Haywood, Breaker Morant, The Man 
From Snowy River), Giaumo’s contact in 
Sudan, attempts to warn him about the 
warlord’s murderous past, but Giaumo’s 
hubris gets the better of him.

I was approached by Director Brad 
Sayers who co-owns a production 
company with Alastair Fysh to shoot 
Third World Man. I shoot regular 
television commercials with Sayers and 
we have a long working relationship 
together. He wanted time to extend this 
working relationship into our first film 
project together. I accepted straight 
away and we began making creative 
decisions immediately.

Both Sayers and I felt it was crucial to 
make this feel like a larger film, a work 

MAN OF THE WORLD
Cinematographer Emilio Abbonizio shoots the short film  Third World Man,  

a political thriller about the theft of aid supplies in Sudan – Emilio Abbonizio

that sits comfortably on the big screen, 
as opposed to a small low-budget short 
film. I wanted to make it feel authentic 
and visually engaging so that the 
performances really shone through. We 
talked about shooting anamorphic. I 
really feel this would have been a great 
addition to the look of the film. However 
cost prohibited anamorphic acquisition.

We shot with my own gear for three 
reasons; it works well, suited the look 
we wanted to achieve and was free, so 
subsidised the production. We recorded 
in 16bit 4KRAW with 2k XAVC proxies.

The budget for Third World Man wasn’t 
large, however the scope of what 
Sayers wanted to achieve was quite 
comprehensive. There was not enough 
money to cover all the equipment and 
crew needed for what was three days of 
shooting plus weeks of pre-production, 
post and colour grade. We had, 
therefore, a gulf between what could 
be afforded and what was required to 
make the shoot a reality.

Collaboration on this project was 
great. Sayers and I met several times 
prior to the shoot. We discussed the 
characters’ nuances and how these 
could be brought to life through lens 
selection, camera movement and 
lighting. The ‘look’ was to be high-end, 
cinematic but always genuine. Bourne 

Identity (2002) was a reference I had in 
mind. The Constant Gardener (2005) 
was also a reference.

I shot wide open on all close-ups and 
all coverage which made Rob Tench, 
Focus Puller, work very hard but I think 
it worked to enhance the intimacy of 
the close-ups and the intensity of the 
conversations. We decided to use 
considered, slow, wide tracks to set up 
each scene. Most often we would run 
the entire scene in a slowly moving wide 
dolly track as a master.

Coverage consisted almost exclusively 
of dirty hand-held shots on a fairly tight 
lens. We were not scared of hand held 
camera shake so I simply operated off 

Cinematographer Emilio Abbonizio, Director Brad Sayers  (back to camera)  
and Warlord 4 on the set of ‘Third World Man’ - PHOTO Supplied
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my shoulder with no stabilisation at all.

In daytime scenes, I wanted to employ a 
‘single source’ lighting look. Essentially 
Cameron Wintour, Gaffer, and I used 
a larger HMI (ARRI M90 or a ARRI 6K 
PAR) through a door or window. We 
diffused its much as we needed to then 
in some instances extend the source 
into a room. We were not scared of the 
dark and were happy to let one side of 
the frame fall off to darkness. Often we 
would further neg the dark side of the 
frame and allow the key to work and 
wrap as it did naturally.

Nighttime scenes were treated in a 
similar manner but with smaller sources. 
The authenticity of the lighting was key 
for me so all light in night scenes was 
to be justified by a practical. Essentially 
realism was key for me, lighting wise.

Sayers and I wanted to create a colour 
palette that changed with the film. There 
is a progression from scene-to-scene 
using colour as a narrative tool. When 
you see the frames in sequence this is 
quite apparent. Blues, warm tones and 
green paired with hot whites and deep 
blacks permeate the film.

Colour grading was expertly crafted by 

Matt Fezz. SONY F55 cameras, even in 

RAW, can produce significant noise in 

the blacks. I was concerned about this 

because much of Third World Man is 

dark, moody and contrasty. Fezz was 

able to run a ‘de-noise pass’ in Resolve 

which cleaned up the blacks with out 

softening the image, but also retained 

some ‘grain’ to keep the realism intact.

“Collaboration on this 
project was great.”

Drone footage that we captured with 

Cam Batten in Stockton was amazing 

in terms of its richness and colour. This 

needed very little grading as it looked so 

good already. Colours were enhanced 

but only subtly. We used some making 

to lift and shade areas but I tried hard 

to control the contrast of the lighting 

in each scene so we captured the 

essence of the film in camera.

I would like to acknowledge my 

regular crew and service providers 

who donated or heavily discounted 

either their labor or their equipment to 

make Third World Man possible; Miles 

Jones with his lighting truck, Cameron 

Wintour (Gaffer) and his lighting crew 

for two location day/night shoots, 
David Griffiths and his grip crew for two 
location day/night shoots, Rob Tench 
our Focus Puller, Cameron Batten 
(Drone Pilot) and his crew, Matt Fezz 
our Colourist, Gearhead’s Craig Phillpot 
and David Knight, Prime Lens supplier 
Front Element who supplied all the 
camera gear except the Ultra Primes 
from Gearhead. I worked closely with 
the above but thank you to all other 
departments who provided time or 
equipment to make our vision a reality.

Third World Man has been accepted in 
California International Shorts Festival, 
London Short Film Festival and recently 
the Palm Springs International Festival 
of Short Films, which I attended with 
Sayers. The film was acknowledged 
from many of my peers at the festival 
for its image quality, feature film appeal, 
cinematography and all over tone which 
was pleasing for all of us involved. Third 
World Man is entered into many other 
festivals to come, so... fingers crossed.

Emilio Abbonizio is a cinematographer  

working in television commercials,  

films, music and promos.

A scene from ‘Third World Man’ - DOP Emilio Abbonizio
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The original series Other People’s 
Problems created for ABC iView 
showcases a powerhouse of Australian 
female creative talent including Sue 
Maslin (The Dressmaker) as Executive 
Producer, Erin White (At Home with 
Julia) as Director and Joanne Donahoe-
Beckwith (Utopia) as Director of 
Photography.

Florence (Maria Angelico) ghost-writes 
letters for people in exchange for 
clothes. Her best-friend and housemate 
Ann (Ainslie Coulston) is a life-saving 
paramedic. Florence is convinced that 
a well-penned letter can also rescue 
situations, but solving other people’s 
problems is hard when her own keep 
getting in the way. The series is based 
on the real-life website ‘Clothing for 
Correspondence’ created by the writers 
Penelope Chai and Jane Dickenson.

“From the outset it was clear that 
the series needed to be a two camera 
shoot,” says Donahoe-Beckwith. 
“While it is always my preference to 
shoot single camera to finesses the 
lighting and framing without having to 
compromise for a second camera, time 
did not afford us the luxury.”

“There was also the consideration of 
what’s best for the actors. The scripts 

99 PROBLEMS
Shot by Joanne Donahoe-Beckwith for ABC iView,  Other People’s Problems is based  

on real people’s real problems and the letters that solved them – Slade Phillips

had long sections of interaction and 
dialogue between the two leads, cross 
shooting takes the pressure off the 
actors and allows them the freedom 
to act. My job at the end of the day 
is to support and capture the nuance 
in the performance. It was definitely 
the right decision and helped absorb 
some of the time pressures,” says the 
cinematographer.

Donahoe-Beckwith wanted to move 
away from traditionally flatter lighting 
that tends to occur with productions 
in this budget range, and was excited 
to be able to play with the lighting and 
use stronger sources with the larger 
loft apartment and pushed the latitude 
of the cameras. “Lucky for me I had 
a fabulous crew who supported the 
vision and pushed hard to make it all 
work. Mirada Porter was my fabulous 
B-Camera Operator, Michael Hughes 
my long suffering Gaffer and Luis 
Higgins my ‘I can do anything’ Grip.”

The crew used two Canon C300MKIIs 
for the A and B cameras with EF 
Zeiss compact primes and zooms, 
and Donahoe-Beckwith’s own C100 
as the C camera on the Ronin with 
the Steadicam Steadimate Arm and 
Vest. We utilised sliders on our main 
cameras so we could subtly adjust our 

shots when required as well as just 
gently incorporate float and movement 
into the frame to enhance the energy 
between the characters. We had to 
be clever with any big moving camera 
shots as time was not on our side, but 
I kept pushing for moving camera 
shots as much as I could.”

Donahoe-Beckwith explains that while 
it may seem simple to the viewer, the 
hardest part was telling the ‘Clothes for 
Correspondence’ section at the end 
of each episode as much time was 
spent trying to work out how to visually 
connect the letters to their particular 
person and the clothing reveal.

Other People’s Problems was selected 
as part of the ABC and Screen 
Australia’s Long Story Short ‘digital 
first’ scripted series joint initiative. Film 
Victoria provided additional funding 
support and the series will be 
distributed by Film Art Media.

The show had its world premiere at 
Series Mania at the Australian Centre for 
the Moving Image (ACMI) in Melbourne, 
recently, and will screen on ABC iView 
later in the year.

Slade Phillips is a Writer based in Sydney.

Joanne Donahoe-Beckwith on the set of ‘Other People’s Problems’ - PHOTO Supplied
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Too stunned to reply at first, is how 
young Sydney-based photographer 
and cinematographer Eirini Alligiannis 
described receiving the phone call from 
ACS National President Mr Ron Johanson 
OAM ACS. He had asked Alligiannis if 
she was still in London, and would she be 
interested in joining the Academy Award-
winning Aussie DOP Dion Beebe (Memoirs 
of a Geisha) as his Camera Attachment on 
the upcoming Mary Poppins Returns shoot 
in London. “Are you still there... Eirini?” 
asked Johanson. Eventually replying, 
Alligiannis said yes, and from there it was 
a flood of back and forth emails to finalise 
the details.

The film is set in 1930s depression-era 
London and is drawn from the wealth of 
material in PL Travers’ additional seven 
books. It is, of course, the sequel to the 
much-loved film Mary Poppins (1964). The 
film, directed by Rob Marshall (Chicago) 
stars Emily Blunt, Lin-Manuel Miranda and 
Meryl Streep, among others. Set twenty-
five years after the original film, it will 
feature Poppins (Blunt), re-visiting the now 
grown-up children after a family tragedy.

“I didn’t see a script,” says Alligiannis, 
“but from what I saw while shooting, the 
film references the original but with more 
detail, especially in the lighting. More 
shadows and contrast, less flat lighting 
than in 1964 and less of a cartoon look 
overall.”

The filmmakers were creating a kind of 

SUPERCALIFRAGILISTICEXPIALIDOCIOUS
The world’s most famous nanny is back in  Mary Poppins Returns (2018), with Eirini Alligiannis on set as  
Camera Attachment to the film’s Oscar-winning DOP Dion Beebe ACS ASC – by James Cunningham

‘timeless fairytale’ look for the film; settings 
are recognisably ‘Victorian London’, but 
with a sense of magical realism. Beebe 
used the Arri Alexa on Mary Poppins 
Returns. Alligiannis hadn’t used an 
Alexa in practice before but knew the 
technology. “I had played with one at an 
ACS Drop-In event once,” she says.

If Alligiannis wasn’t shadowing Beebe she 
was on the set with the camera crew. Her 
favourite moment was when she sat down 
in front of the wheels. Focus Puller Alan 
Hall asked her if she wanted to have a go. 
“I was so nervous, but it was so awesome 
at the same time.” It didn’t take long for 
Alligiannis to get the hang of it. Then she 
heard a voice from behind her saying “Are 
you any good?” It was Beebe. “I’ve seen 
worse”, said Hall, laughing. So Beebe 
stood behind Alligiannis looking at the 
monitor whilst she tried a move. “What a 
rush that was!” she said.

The sets, from Production Designer John 
Myhre, had huge blue screens rigged 
behind them meaning that CGI and 
post-work was well-planned in advance. 
“Beebe would have been working with 
that in mind,” says Alligiannis. While 
she wasn’t party to any conversations 
about colour corrections, Digital Imaging 
Technician Peter Welch was always 
nearby.

When asked what is the single most 
important thing that Beebe taught her on 
the Mary Poppins Returns set, Alligiannis 

replies simply ‘to be patient’. “Beebe 
seems so calm, cool and collected 
every time you see him.” Beebe and 
Marshall have a long working relationship, 
collaborating on films such as Chicago 
(2002), Memoirs of a Geisha (2005) and 
Into the Woods (2014) “There is a level 
of trust in how they collaborate,” says 
Alligiannis. “When I was on set it seemed 
like they didn’t need a lot of discussion 
between them. They had been prepping 
the film for six-months prior to principal 
photography. It just looked like the 
Director let Beebe get on with it.”

With Beebe and crew being helpful along 
the way, making sure she always had 
something to do and all her questions 
answered, the experience was fittingly 
magical for Alligiannis. 

“The smell as soon as you walk in the 
studios, the beautiful scent of Cherry 
Blossoms, it was enchanting,” she says. 
“My favourite was watching Emily Blunt 
as Mary Poppins wearing that amazing 
peacock-cobalt caped coat and a deep 
rich red hat, with the three kids walking 
towards the Cherry Lane Park. She 
looked so elegant. It just reminded me of 
the original film, a childhood favourite 
of mine.”

Eirini Alligiannis works as freelance  

photographer and cinematographer currently 

shooting a short documentary 

in New York about Louie Gasparro.

Behind-the-scenes on ‘Mary Poppins Returns’ - PHOTO Eirini Alligiannis



STAYIN’ ALIVE
Daniel Radcliffe joins Wolf Creek Director Greg McLean  

in the Bolivian rainforest for the tense survival thriller Jungle,  
shot by award-winning cinematographer Stefan Duscio.

- interview by Hemma Kearney



Daniel Radcliffe plays Yossi Ghinsberg in ‘Jungle’ - DOP Stefan Duscio



AC Stefan, can you tell us about Jungle?

SD It’s based on a book written by Yossi Ghinsberg,  
 the true story of an Israeli man who in the early 1980s 

travelled around America and South America and wanted to 

live the backpacking life. When he was in Bolivia he met a 

Swiss guy and an American guy and they started traveling 

together and became good friends. 

Then they met an older Austrian man who told them that 

he was going on an expedition to the unsung to study a 

lost tribe and he had done it many times before. So they all 

get seduced by him to go on an adventure in the Amazon, 

something they had all wanted to do, and it all starts well 

but after a couple of weeks in there things start to go wrong 

and the group starts to fight and the group splits. It’s about 

Yossi’s survival story after that. Half the film is about the group 

dynamics and the other half of the film is about how he has to 

survive in the Amazon for weeks by himself. The book, Jungle, 

is a well-loved book, particularly for those who have travelled 

in South America.

AC Did you know the Director, Greg McLean, before  
 the film?

SD I had known him for years but we had never synced  
 up. When he mentioned Jungle, I was so excited 

because I’ve always wanted to film in South America. I know 

of so many great South American filmmakers, and they’re 

some of the most exciting directors and cinematographers in 

the industry at the moment.

AC From the other features you have done it seems  
 that you are very adept at being in the jungle.  

 Did you take a similar approach in how you created 

 tension in the film?

SD A little bit, yes. I had filmed Canopy (2013) in  
 Singapore which was a survival film in the jungle. 

However I’ve learnt a lot since then, and when this opportunity 

came up I was able to do a lot of things that I wanted to do in 

Singapore but never had the time or resources.

AC What was your biggest challenge on this shoot?

“Pre-production was gruelling 
because, for funding reasons, 

we had to split the filming 
up across Queensland and 

Colombia, and both locations 
had to look like they were  

Bolivia and Peru.”
SD Oh, heaps and heaps of challenges! Locations were  

 really hard. Pre-production was gruelling because, 

for funding reasons, we had to split the filming up across 

Queensland and Colombia, and both locations had to look like 

they were Bolivia and Peru. It was a complex jigsaw puzzle. 
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Joel Jackson (Marcus), Daniel Radcliffe (Yossi) and Alex Russell (Kevin) in ‘Jungle’ - DOP Stefan Duscio



I often find pre-production difficult because it’s where all the 
heavy thinking is done, and where our decisions regarding 
location and schedule have huge consequence. 

We were a bit disappointed by some of the Colombian 
locations during our first scouts. It was just so dry and we 
needed lush green rainforests and rivers. So we started 
looking in Queensland more for rivers but there were no 
good rivers on the Gold Coast either, so we had to go far up 
north which wasn’t very production friendly… it had a lot of 
crocodiles. 

Thankfully we went back and re-scouted Colombia and in that 
time there was a bit of rain and the landscape changed a bit. 
I spent hours on Google Maps looking at rivers in Colombia 
and trying to find good spots, then the Director (McLean) and 
the First Assistant Director (Ian Kenny) spent hours driving and 
driving looking at different rivers and forests.

Eventually everything fell into place but it took weeks of 
searching. The real Amazon does go into Colombia but it’s 
deemed unsafe for filming because of guerrillas, and there 
was nowhere for crew to stay. It was also hours and hours 
away from the capital.

AC So how was the time split?

SD We did about four weeks in Colombia and four weeks  
 in Queensland. In Colombia, our focus was more 

around rivers, towns and villages whilst Queensland was more 
focused on jungle interiors.

Queensland was great in terms of being able to park right 

where the jungle scene was, and the crew were used to those 
kinds of locations, whereas in Colombia we were shooting in 
places that had never been shot in before. The production 
installed pulley systems to get equipment down to difficult 
rivers and sometimes gear had to be walked in very far. 

One location was so hard to access that we had to get 
donkeys to take our gear in and out, and we were there for 
one week. Much of the shoot was an impressive logistical 
exercise. The Colombian crew were enthusiastic and 
supportive in helping us shoot in some very tough areas.

Australia had its own challenges. In Colombia we had twelve-
hour days and in Australia we only had ten-hour days. It would 
start to get dark already at about 300pm under the canopy so 
we had to shoot a lot quicker here and with less crew.

AC What did you shoot on?

SD Alexa XTs with Cooke anamorphic lenses. We also  
 had some Optimo Angenieux zooms. 30-72mm and 

55-152mm but we pretty much shot 90% on the primes. 
I used the zooms a lot during an action scene on the river, 
it enabled me to get multiple shot sizes very quickly, while 
travelling down rapids.

AC How did you protect the camera from the water?

SD When we couldn’t source any serious splash bags in  
 Colombia, we decided to just put plastic over it and 

hope I don’t fall out of the raft. It got pretty hectic but it all 
worked out. The makeshift wooden raft that the cast were on 
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Cinematographer Stefan Duscio behind the camera on location with ‘Jungle’ - PHOTO Supplied



Daniel Radcliffe (Yossi) and Alex Russell (Kevin) in a scene from ‘Jungle’ - DOP Stefan Duscio





was tethered to my white water rafting camera boat. We had 
professional white water rafters steering us the whole time, so 
we were in good hands. It was really exciting to shoot a scene 
like that all in camera. It would have been tempting to shoot 
the cast in front of green screen with stuntmen performing 
most of it, but I’m glad everyone was up to the challenge of 
capturing it more truthfully.

AC Who did you take over as part of your camera  
 crew?

SD Just my First Assistant Camera, Luke Thomas, and  
 the rest were all local including a local Steadicam guy. 

The language barrier was tricky but we all got through it with a 
sense of humour.

AC How big was your total crew?

SD Approximately one-hundred-thirty in Columbia and  
 about seventy in Queensland.

AC Were you happy with how the locations went in the  
 end?

SD Yes, I think we definitely blended the two location very  
 well. We were constantly discussing how locations 

would cut together.

AC Was it mostly single camera?

SD No, it was 80-90% two camera coverage. McLean 
 really wanted two cameras, though we very rarely 

cross shot. During scenes with the whole ensemble it helped 
make coverage much more efficient. 

AC Did you approach Jungle differently to others films  
 you have done?

SD I approached this one with the intention of being more 
 invisible than I had been in the past. I wanted the 

compositions to be more classic, still and locked and I wanted 
the camera movement to be a lot more deliberate. I had 
done a lot of handheld in the past and I wanted to steer away 
from that a bit more and do this film on dollys, sticks, sliders, 
cranes and Steadicam. I wanted it to be really dramatic, 
classic and centred. Taking inspiration more from someone 
like Roger Deakins CBE BSC ASC where his work feels just 
effortless. 

“As the light dropped I had  
to keep a close eye on the ratio 
of our fill light to natural light,  

as our daylight scenes  
often ran into night.”

I tried to keep the camera moving a lot in the jungle interiors 
because I wanted to introduce as much parallax and depth as 
possible. The more you move the camera, the easier it is for 
an audience to read what can be a sometimes complex and 
‘contrasty’ image. Each time I did that the image would come 
to life.

When we got to Queensland we did a lot more lighting 
because the days were just so short, sunset was at 5.15pm 
and in the jungle it meant it got dark. We were pulling out 
large HMI bounces just to get some fill light under the canopy. 
As the light dropped I had to keep a close eye on the ratio of 
our fill light to natural light, as our daylight scenes often ran 
into night. Lighting night for day was very hard for a film that 
needed to retain such a natural look. Though it had to be 
done to make our days, and give McLean enough time and 
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Daniel Radcliffe (Yossi) and Alex Russell (Kevin) in ‘Jungle’ - DOP Stefan Duscio



freedom to finish a scene with the performance he needed.

AC How was it working with Greg McLean?

SD He was very collaborative and we did a lot of work  
 together in pre-production. He really liked Deliverance 

(1972, cinematography by Vilmos Zsigmond HSC ASC) and 
I’m a big fan of The Motorcycle Diaries (2004, cinematography 
by Eric Gautier AFC) and we met somewhere in the middle 
with Jungle, I think. There was always an open dialogue with 
him and he was always enthusiastic, positive and happy to 
be there everyday. His energy was limitless which i found 
inspiring.
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Alex Russell (Kevin), Daniel Radcliffe (Yossi), Joel Jackson (Marcus)  
and Thomas Kretschmann (Karl) in ‘Jungle’ - DOP Stefan Duscio

In terms of lighting, he really let me do my own thing. He was 
very coverage focused and we would shortlist every morning 
together. Our tastes are quite similar so we saw eye to eye 
with coverage and improvisation.

AC Finally, what was a highlight moment that stood  
 out for you?

SD Probably white water rafting whilst holding an Alexa  
 with Daniel Radcliffe… and trying not to fall out! 

Hemma Kearney is a Vice President of the Queensland Branch  

of the Australian Cinematographers Society.

Cinematographer Stefan Duscio and his crew filming ‘Jungle’ in Columbia - PHOTO Supplied



RAP SHEET
We talk to Peter Menzies Jr. ACS about  

filming the much-anticipated All Eyez on Me,  
the true and untold story of prolific rapper,  

actor, poet and activist Tupac Shakur.

- by James Cunningham



Tupac Shakur (Demetrius Shipp Jr) in the recording studio in ‘All Eyez on Me’ - DOP Peter Menzies Jr..



All Eyez on Me is the highly-anticipated biographical film about 
hip-hop artist Tupac Shakur, also known as 2Pac, directed by 
Benny Boom (S.W.A.T). The film chronicles the life and legacy 
of Shakur, including his rise to superstardom as well as his 
imprisonment and prolific, controversial time at Death Row 
Records. Comprehensive and richly atmospheric, Shakur’s 
life is wonderfully dramatised and perfectly performed by 
newcomer Demetrius Shipp Jr. in the lead role and Shakur’s 
contradictory life of activism and thuggery, artistry and 
celebrity is closely examined.

Australian cinematographer Peter Menzies Jr. ACS (Die 
Hard with a Vengeance, Shooter, Clash of the Titans) had 
been interested in the project for many years as it journeyed 
through various directors over the years. Shakur was only 
25-years-old when he was gunned down in a drive-by 
shooting in Las Vegas in 1996, and since then this project has 
seen many captains try to steer it to the screen. When it finally 
landed with Boom at the helm, Menzies was in the final two 
weeks of filming the miniseries Roots (2016) in New Orleans. 

“I feel that Boom and I stayed 
true to the vision we set in our 

initial discussions.”
“My agent, Devin Mann at William Morris Agency was a 
friend of Boom’s. By the time he signed on, the production 
had a very tight window of just a few weeks before they 
had to roll,” Menzies explains. Boom reached out to Mann 
for suggestions on cinematographers, and Mann pitched 
Menzies for the project. The award-winning cinematographer 
had crossed paths with Boom many years earlier when he 
was shooting Die Hard with a Vengeance (1995) and Boom 
had been working in the production department.  

Menzies had also worked on his first feature film, White Sands 
(1992), with All Eyez on Me  Producer James G. Robinson. 
“Coincidentally we made that film in 1991, during the 
period we were trying to recreate for this film,” he says. 
“I did not know the other producers on the project. I only 
interviewed with Boom.”

“I would say we were all on the 
same page from the beginning.”

Due to Menzies’ filming schedule, the two were only able to 
interview by phone. “During our one conversation we found 
that we were in-sync very quickly regarding the look of the 
film and the need to accurately recreate the feel of the 
1980s and 1990s,” says Menzies, who explains that while it 
would seem to be a contemporary film, All Eyez on Me would 
actually be a ‘period piece’. And Menzies is right. The film 
also cleverly portrays Shakur as a monumental talent who 
transcended music to become a cultural icon.

Shakur (Demetrius Shipp Jr.) was raised by his mother, Afeni 

(Danai Gurira), a Black Panther and political activist turned 

crack addict. As a child, the rapper was held at gunpoint 

as the FBI arrested his step-father. With his mother often 

absent, Shakur grew up on the streets, living with 

strangers and raising his younger sister. He would later 

drop out of high school and pursue a career in music 

that would make him, arguably, the most influential and 

talented rapper in music history.

Together, Menzies and Boom agreed on 

a filmic look, although we would be 

shooting digitally. They didn’t have 

the luxury of time, meaning that 

during the first initial interview 

the two delved into equipment 

logistics. “I suggested we 

could use the same package 

I was using on Roots,” 

says Menzies, “made up 

of the 1.3 Anamorphic 

Vantage lenses and Arri 

Alexa studio cameras 

with mechanical mirror 

shutters.”

Production Designer 

Derek R. Hill (Into The 

Wild, Olympus Has 

Fallen) had been on 

the project for many 

months, with another 

director. When Boom 

signed on he asked 

Hill to stay. Menzies’ 

interview with Boom 

had been during a 

filming week on Roots 

and Menzies was booked 

to shoot All Eyez on 

Me within twenty-four 

hours of that interview. 

“Sunday was my only 

day off each week, I 

did a night shoot on 

Saturday and went 

straight to the airport 

to fly to Atlanta where 

Hill met me for a whirlwind 

four or five hours of location 

scouting;  reviewing the 

locations he and Boom had signed 

off on.” Menzies then had to catch 

an evening flight back to New Orleans 

to be back on the Roots set the next 

morning.

Demetrius Shipp Jr plays Tupac Shakur in ‘All Eyez on Me’ - DOP Peter Menzies Jr



Hill already had his colour palette, and Menzies was 
happy with the choices he and the Director had 
selected. “I would say we were all on the same 
page from the beginning,” says Menzies. He 
says that it would not have worked any other 
way, as the team behind the film simply did not 
have much time to make any major changes to 

the look of the film.

“Our shared vision and the work that Hill and his 
team had already done made it possible to pull it 

together in such a short time. It was a crazy four days 
with lots of ideas being floated, quick decision making and 
execution of design changes. Creative collaboration at its 

best!”

“Creative collaboration  
at its best!“

Their first filming location was a closed down 
prison outside Atlanta. It is a crucial part of the 
story; an interview between Shakur (Shipp) 
and a reporter (Hill Harper) that serves as the 

narrative thread throughout All Eyez on Me. The 
crew only had four days of pre-production.  

There was no time for storyboarding on those 
initial four days of filming at the prison, which 
had to be completed before a Christmas hiatus. 
Storyboarding for the film’s major sequences, 
and for the rest of the project, was done during 
the Christmas hiatus and on weekends. “We 

did have them as reference for the rest of 
the shoot, but they were by no means a 
bible,” says Menzies.

“There is a lot of footage of Shakur 
available online for reference,” says 

Menzies. “We weren’t trying to make 
a documentary, but we used these 
clips as visual guides to make the 
film as authentic to the period as 
possible, all the while keeping to 
our creative visions and enriching 

the storytelling with colours and 
moods we had created.”

Fortunately for Menzies, he 
was able to take some of 
his Los Angeles based 
crew with him; Steven 
Cueva as First Assistant 
Camera, Jason Bauer as 

the film’s Digital Imaging 
Technician, and Eric Wycoff 

as their Second Unit, B Camera 
Operator. All from Roots directly 

onto All Eyez on Me. “I’ve worked with all three for many 
years on various projects, Wycoff was even in the electrical 
department on my first feature back in 1991,” he says. 

Menzies hired Atlanta local David McLean as Gaffer, whom 
he had worked with previously on the action/thriller Killing 
Season (2013). “Atlanta has a great depth of talent in 
their crew base, so our team was very strong with top local 
technicians.”

For their A Camera and Steadicam Operator, the Director 
introduced Menzies to George Bianchini out of New York City. 
Bianchini had worked on many music videos with Boom. 
“Bianchini and I shared very similar philosophies on 
camera movement and framing, and it was also beneficial 
that he had an established relationship with the Director.” 
For Menzies, working with familiar and trusted crew is a great 
shorthand to running a streamlined and productive set.  

All Eyez on Me was originally slated for a much earlier release 
and Boom insisted on doing as little green screen or visual 
effects as possible to help meet the film’s original release date. 
Digital Colourist at EFilm, Mitch Paulson, who is a hardcore 
Shakur fan, was also constantly juggling his schedule to 
ensure he would remain the only Colourist on the project.  

When asked about his favourite scene in All Eyez On Me, 
Menzies brings up the ‘House of Blues’ concert scene that 
he shot in sequence as a live concert in just one day. “We 
recreated the House of Blues venue in an empty warehouse 
in Atlanta. I was determined to use theatre lighting from the 
period and not new LED concert lighting. Although I am 
fan of the modern lighting, I wanted the authenticity of the 
theatre lighting,” he says. 

“He ignited a palpable  
energy in the room, turning 

thousands of extras and crew 
into adoring fans.”

Alongside Menzies, Gaffer David McLean came up with 
different lighting ‘looks’ for each song.  “Each musical 
number had its own colour palette and gobos which McLean 
rigged to change on cue. This included changing the entire 
auditorium lighting to red for the song ‘Hail Mary’.”

The crew shot the House of Blues with seven cameras, 
including one on a high-speed track across the front of the 
stage, a fifty-foot Technocrane and a drone. Following one 
complete concert run through of seven consecutive songs, 
they repositioned some of the cameras and placed Bianchini 
in his Steadicam on the stage, capturing key performance 
elements of the songs. “The House of Blues scene is 
memorable not only for the technical accomplishments of 
the day, but also for the emotional experience it was for the 
cast, crew and thousands of extras,” says Menzies.



The performance by Demetrius Shipp Jr. as Tupac Shakur is 

already gaining awards-season buzz. “It is truly outstanding 
throughout the film; particularly considering this was his 
first acting gig,” says Menzies. “Filming that concert, his 
performance was transformational. For a few hours we all 
had the chance to re-live the magic of a Shakur concert. He 
ignited a palpable energy in the room, turning thousands of 
extras and crew into adoring fans.”

Shipp looks remarkably like the rap star, but you can 

immediately tell he wasn’t cast on his looks alone. He 

emotionally fills out the role too; showing us the smiley high-

school student and neglected adolescent, to the megastar he 

became.

Menzies is not usually involved in the post-production process 

until colour-timing. “I saw several rough cuts of the film and 
Boom asked for my input after each viewing. When it came 
time for colour timing I was there with Paulson every day 
at EFilm, and Boom would divide his time between colour 
correction and sound mixing,” he explains.

The legacy of Tupac Shakur has been kept alive for more than 

twenty years since his death, and the long-awaited biopic All 

Eyez on Me succeeds in separating the controversy from the 

contradictions in a movie that gets better and better over its 

lengthy 139-minute runtime.

Even in death, the world has experienced unease in 

reconciling with an icon such as Tupac Shakur, as well as the 

struggles getting a film about his life into production.

This speaks not only to the intensity of the enthusiasm and 

dedication of his fans, but also with America’s continued 
reluctance to produce big-budgeted films about black figures. 
Particularly on one that ‘mainstream America’ had one 
branded as a menace to society.

“This movie was a labor of love for many, including for 
Producer L.T. Hutton and the other producers. I feel that 
Boom and I stayed true to the vision we set in our initial 
discussions. I believe we succeeded in doing honour to 
Shakur’s legacy, not just the musician, but the man.”

“I believe we succeeded in 
doing honour to Shakur’s  

legacy, not just the musician,  
but the man.”

Menzies has recently finished filming Peter Rabbit in Sydney, a 
feature adaptation of Beatrix Potter’s classic tale, for Director 
Will Gluck. “Having grown up in Sydney, it was fun to 
transform part of Centennial Park into the charming world 
of Beatrix Potter.”   Currently, he’s enjoying the end of the 
American summer with his family at his US home in Lake 
Tahoe, Nevada.

James Cunningham is the Editor  

of Australian Cinematographer Magazine.

Danai Gurira as Afeni Shakur in ‘All Eyez on Me’ - DOP Peter Menzies Jr
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Demetrius Shipp Jr as Tupac Shakur in ‘All Eyez on Me’ - DOP Peter Menzies Jr



Ryan Reynolds with Samuel L. Jackson in ‘The Hitman’s Bodyguard’ - DOP Jules O’Loughlin ACS ASC, PHOTO Jack English



HIT ME WITH  
YOUR BEST SHOT

Shot across Europe by Sydney-based Cinematographer Jules O’Loughlin ACS ASC,  

the world’s top bodyguard (Ryan Reynolds) gets a new client, a hit man  

(Samuel L. Jackson) who, against great odds, must testify at the  

International Court of Justice in The Hitman’s Bodyguard.

- interview by Dan Freene ACS



AC The Hitman’s Bodyguard is set and filmed in  
 Europe, but it’s an American film?

JO Millennium Films produce a lot of big action films like  
 The Expendables (2010) and Olympus Has Fallen 

(2013). They own Nu Boyana Studios in Sofia, Bulgaria. It’s 
a Soviet-era built studio, with Roman, London and New York 
backlot streets. It’s amazing! When you wander around the 
old sound stages you discover relics from Soviet days. One 
of these discoveries was an old arc lights with an enormous 
parabolic lens that we used to create a water lighting effect for 
scenes set in the Rijks Museum Clock Tower. 

AC Was the rest of that scene shot in those studios in  
 Sofia?

JO The exterior of course was the famous Rijks Museum  
 in Amsterdam; amazing we were allowed to shoot 

there. We also filmed in the interior of the clock tower. The 
interior below the tower, in a scene in which Reynolds and 
Jackson have a verbal showdown, was shot on a gantry of 
one of the old studios in Sofia.

AC Can you describe how you achieved the water  
 effect?

JO These studios were built in the 1960s. Walking around  
 the gantries and there was a kind of fine powder 

always falling from the ceiling. I’m thinking to myself, I hope 
that’s not asbestos! It had its own beautiful atmosphere. 

The entire clock tower scene has a stillness to it. I created 
the ‘water effect’ to bring subtle movement into the frame. It’s 
something that Akira Kurosawa often did in static scenes and 
something I love. 

Using rain, wind or some other element he brought a sense 
of movement to the frame. Fifty feet below the gantry, on the 

studio floor, I used two water trays with broken mirrors. We 
found an ancient Russian arc light that used a glass facet 
reflector mirror and I had the Bulgarian electrics crew remove 
it from the broken light. I put it on the studio floor and filled it 
with water and that created a terrific additional effect. I wanted 
to bring that home with me. They wouldn’t let me, it weighed 
forty-kilos!

AC Did you have a European crew?

JO Yes. Lorenzo Senatore (an Italian living in Bulgaria),  
 was my Director of Photography on Second Unit. 

Damien Walsh, who I worked with on Black Sails (2014-2015), 
was the A-Camera Focus Puller. Walsh is South African but 
has a European passport so I hired him directly from South 
Africa. Then my 2nd AC and the rest of the camera crew were 
Bulgarian, all highly experienced. 

My grips in London were Irish, so they stayed with me for the 
London leg of the shoot. Originally I wanted Ian Bird, an Aus-
tralian grip who has done a lot of big films here in Australia, 
and moved to Romania some years ago. We couldn’t get him 
for the entire film, but I could get him for the Bulgarian and 
Netherlands legs. He was amazing. Our Gaffer was Shawn 
White. He headed the English team while filming in the UK and 
then he came with us to Bulgaria and worked with my Bulgar-
ian Gaffer. 

My Bulgarian Gaffer, Hristo Idakiev, had worked with Russell 
Boyd ACS ASC on The Way Back (2010). Idakiev had a Bul-
garian electrics crew who were amazing. In fact, the Bulgar-
ians were the fastest crew I have worked with. They reminded 
me a lot of the South Africans I worked with on Black Sails. 

They have a lot of big-budget film experience. Bulgaria and 
South Africa are really fantastic places to shoot films. 
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Cinematographer Jules O’Loughlin ACS ASC on location in Amsterdam shooting ‘The Hitman’s Bodyguard’ - PHOTO Supplied



AC There is heaps of action in this film. Did you have  
 an action unit? How did they operate, and were 

they shooting concurrently with you? 

JO Our Second Unit team that came from Bulgaria.  
 Senatore lives in Bulgaria and has done a lot with 

Millennium Films. He has done a lot of second unit shooting 
and is a highly-experienced cinematographer in his own right. 

“ It’s something that Akira 
Kurosawa often did in static 

scenes and something I love. “
The Second Unit Director was Bulgarian-national, Dian Hris-
tov. The Second Unit started a couple of weeks after we start-
ed, then they worked concurrently with us. However they did 
end up shooting a few sequences before we got to them. For 
instance, the Amsterdam sequence was partly shot in Bulgar-
ia. The beginning of the big chase sequence which includes 
a frenetic car chase through an Amsterdam park and an ur-
ban open air sewer were all filmed in Sofia. Second Unit shot 
those sequences and then we plugged in the shots of Samuel 
L. Jackson which we shot on stage against green screen in 
Sofia. Lorenzo followed my brief, which I pushed consistently 
throughout the shoot; ‘wide and close’ or ‘backed-off and 
long’, keeping mid-sized lenses to a minimum.

AC Was it beneficial to start them before you, so you  
 can see exactly what they were able to do from an 

action perspective? 

JO The real benefit is that everyone is on the same page.  
 They are shooting the great action sequences that 

Director, Patrick Hughes (The Expendables 3), and I want. 

Then we know as Main Unit all we need to do is get shot six, 
nine, fifteen, and twenty one out of a sixty shot sequence. If 
we did it the other way round, often we may end up as a Main 
Unit shooting more material than we need. We are all control 
freaks; I’m a control freak, the Director is a control freak, and 
at the end of the day we all want to make sure we are getting 
what we want. 

AC The Amsterdam sequence is an amazing piece  
 of action choreography. I noticed that Samuel 

L. Jackson is in a speedboat for most of it and it looks 

absolutely real. No stand-in being used here? 

JO It was real. Jackson is in the boat for most of the shots.  
 We did some work in the boat with his stunt double, 

however for a lot of this sequence it’s Jackson doing the work.

AC Was there drone work in the film too? It looks as  
 though there are techno crane shots and what 

looks like a gimbal on a motorbike…

JO We had an Alexa Mini mounted to the motorbike. We  
 mounted an Oculus Head on the back of a converted 

dune buggy that Senatore owns. This vehicle was the perfect 
tool for filming on the narrow streets of Amsterdam and 
getting around the canals. The Oculus Head is a four-axis 
machine and so rock steady that I had to ask Senatore to put 
some movement back into what they were shooting, so we 
could see some vibration and get a greater sense of reality 
to the action within the frame. We couldn’t use drones in 
Amsterdam because of restrictions so we deployed a cable 
cam along a few of the canals that worked brilliantly. It was a 
single-cable rig designed in Bulgaria and was able to run up 
to one and a half thousand feet and reach a speed of almost 
forty miles per hour km/h with an Angenieux 28-76mm zoom 
mounted on a Red Epic.
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Behind-the-scenes filming ‘The Hitman’s Bodyguard’ in Amsterdam - PHOTO Supplied





AC Did you have any films that you used as reference  
 for the action sequences? 

JO We wanted to give The Hitman’s Bodyguard a  
 1970s action feel. A big reference was the The French 

Connection (1971, cinematography by Owen Roizman ASC). 
We were super interested in the classic un-choreographed 
car sequence under the elevated subway line. It’s amazing 
they shot that for real and didn’t even have traffic control! 
Another big reference was the car chase in Bullitt (1968, 
cinematography by William Fraker ASC). 

An important aspect for me, and it’s something I talked about 
a lot with Hughes, was that our film had to feel gritty, really 
dirty. It can’t feel too controlled because then it becomes 
unreal. I wanted the audience to feel as though the Operator 
was in real danger getting the shot. I would tell Senatore to 
put the cameras in the firing line. Keep it safe but crash some 
cameras for me. 

To me, audiences are so savvy now with us breaking the 
fourth wall. Just look at The Revenant (2015, cinematography 
by Emmanuel Lubezki AMC ASC). His camera is right next to 
Leonardo DiCaprio and he’s breathing on the camera lens, 
fogging it up. I want the camera right in the action, I want to 
see that moment on screen when the camera takes a hit. The 
audience should feel as though it’s dangerous.

AC Did you have a particular lens that you kept finding 
 yourself using for mid-shots and close-ups? 

JO Yes. I liked the 40mm. We shot with Hawk Vintage  
 74s, and the 40mm is the equivalent of a 27mm 

spherical lens. It does depend on the actor I’m shooting, 
however. Salma Hayak works really well on that wider lens. 
But on Elodie Yung, who has more angular features, a 110mm 
lens worked better.

AC Did you use the Hawk Anamorphic 74s on all of  
 your cameras, across both units?

“ I want to see that moment  
on screen when the  
camera takes a hit. ”

JO Second Unit, at times, shot with up to fourteen or  
 fifteen cameras! We didn’t have enough glass to keep 

them all on Hawk anamorphics so I made the decision to go 
with spherical Zeiss Ultra Primes for Second Unit. In the grade 
we had to match them all with plugins and flares to make their 
shots match ours on main unit. 

Samuel L. Jackson as Darius Kincaid in ‘The Hitman’s Bodyguard’ - DOP Jules O’Loughlin ACS ASC

Salma Hayek as Sonia in ‘The Hitman’s Bodyguard’ - DOP Jules O’Loughlin ACS
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AC There are lots of car interiors in this film. I want  
 to get a little bit of insight into how you handled 

them. Were they produced in a studio, and how did you 

approach different times of day?

JO There was much discussion about how to shoot the  
 car interiors. There is a lot of improvisation on the 

actors’ behalf and we wanted to give them as much freedom 

as possible. We decided to shoot our car interiors on the stage. 

On the film London Has Fallen (2016), Nu Boyana came up 

came up with a device they call the ‘porcupine rig’. It’s a Mini 

Cooper convertible with a 360-degree Red camera array in the 

back. I think there were ten Red cameras that collectively shoot 

a 360-degree plate. So this gave us the freedom to shoot with 

any lens on the stage without having to match to the plate. 

Several weeks after the stage work the Visual Effects Team 

headed out with the porcupine rig and shot the plates. The in-

terior car scenes where Reynolds and Jackson travel at night 

from the Coventry Safe House to the Forested Road were all 

shot on stage in Sofia. Weeks later the porcupine rig went out 

into Bulgarian farmland at dusk, and in the early evening, to 

shoot the plates. It worked beautifully.

AC There is a sequence in the film where Reynolds  
 and Jackson separate, where Reynolds goes 

into the bakery and then a hardware store. There is a 
remarkable one-shot scene which has super hectic up-
close fighting action, but also has some great slap stick 
comedic beats. How did you achieve that? 

JO We wanted this scene it to be different from the other  
 action scenes that preceded it, to feel more visceral, 

and for it to feel like the camera is a participant in the 
action. We are right in there with the camera trying to stay 
out of the actors’ way. I worked very closely with our Fight 
Choreographer, James Grogan, and with our A Camera 
Operator, Stuart Howell, in the planning of this sequence. 
The whole idea of course was to make it feel like a ‘oner’ with 
hidden cuts and transitions. 

There are another couple of match cuts in the film; it’s some-
thing Hughes likes to do. There is one where our guys break 
into a safe house in Amsterdam. Reynolds is at the front door 
next to the alarm control and Jackson is standing next to him. 
We push past Jackson on the crane as Reynolds is trying to 
jimmy open the door. All of a sudden Jackson opens the door 
to a gobsmacked Reynolds. That was a real location so we 
had to freeze the camera, freeze Reynolds and wait for Jack-
son to get inside before continuing the shot.

AC Is Ryan Reynolds doing his own stunt work in the  
 bakery scene?

Gary Oldman as Vladislav Dukhovich in ‘The Hitman’s Bodyguard - DOP Jules O’Loughlin ACS ASC

Samuel L. Jackson in ‘The Hitman’s Bodyguard’ - DOP Jules O’Loughlin ACS ASC
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JO For a lot of the action yes, but we also used his stunt  
 doubles Aidan Brindle and Danko Jordanov. They way 

we achieved it was to just have match cuts of overlapping 
action and camera wipes, then in the edit they were stitched 
together.

AC What did you use in the brothel breakout  
 sequence? Did you use blacklight? 

JO Yes, I did use blacklight. I also used sky panels tuned  
 to a deep blue colour as well as tungsten tubes gelled 

with flame red and hard sources with Bastard Amber. It had to 
feel audacious as we were tapping into the whole Amsterdam 
sex trade scene. Reynolds gets taken to a dungeon where, 
ordinarily, hardcore bondage takes place. But they’ve taken 
him there to torture him. 

AC On lighting, when Reynolds and Jackson first meet  
 in that safe house there is a really nice colour 

palette which is utilising green shadows and a sodium 
vapour coloured highlights. Was this something you 
found when scouting or something you deliberately 
added? 

JO I take a lot of photographs on my iPhone. I love  
 Hipstamatic. I like this particular lens called the ‘John 

S’ lens with its greens and twisted blues. I just love that 
kind of look. I wanted to imbue the first act of The Hitman’s 

Bodyguard with this look, certainly at the beginning. There is 
a colour arc to the film; at the beginning it is blues and greens 
with a little splash of amber, and then as we get closer to 
Amsterdam the palette starts to warm as the characters start 
to warm to each other. 

I worked closely with the Production Designer, Russell De 
Rozario, to get these colours placed in the wall and set 
textures. I’d show him photos and he might say that it was 
anodyne and so forth. Together we would create the look.

AC What gel pack did you use to create the look? 

JO For the sodium vapour in the Safe House I used an  
 industrial vapour which is a gel I first used on Wish You 

Were Here (2012). Which is kind of like a dirty amber.

The green in the production design, in the bathroom for 
instance, was called ‘arsenic green’. There is a fantastic quote 
which De Rozario attributed to Oscar Wilde; allegedly Wilde 
walks into a hotel room and says, “Either me or that wall 
colour has to go.” That colour was arsenic green.  So we built 
this colour into our production design. 

I also wanted to control reds. They could be used, but 
very sparingly. Just an accent, like a sprinkle. At the time 
I was watching a lot of David Fincher movies, in particular 
his remake of The Girl With The Dragon Tattoo (2012, 
cinematography by Jeff Cronenweth ASC). He controls his 
reds brilliantly. He controls the entire palette. He may have 
just an accent of colour. It may be simply a can of coke that’s 
red, it might be some salt and pepper shakers which are blue. 
We tried to control our pallette as much as possible on The 
Hitman’s Bodyguard. I really don’t like a patchwork quilt of 
colours.

AC In terms of managing colour on set each day, did  
 you have a LUT that you used across the film? 

JO I kept on-set image manipulation to a minimum with  
 only standard LUTs being used. Most of the work was 

done in-camera. I did have a night-LUT that gave me an extra 
half a stop in the shadows. The day-LUT was just a little bit of 
desaturation. 

AC Tell us about the grade. Where was it? How long  
 did it take? 

JO The grade was at Molinare Soho in London with a  
 Digital Colourist named Asa Shoul, who recently 

shared a BAFTA Award for his work on The Crown (2016). 
Shoul was also the Digital Colourist on Ex Machina (2014), 
he’s really a fantastically talented colourist. We used Baselight. 

We watched the film together; we talked about it. He knew 

Filming ‘The Hitman’s Bodyguard’ in Sofia, Bulgaria.  
Full silk canopy was made to match exterior shots done in London - PHOTO Supplied
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what I was trying to achieve. I had a terrific week with Shoul, 
we laughed a lot. We did a first week together before the 
visual effects was completed, we graded six reels in five days, 
then did one final pass over the whole film on the last day. 
Once the visual effect plates were in, Shoul spent another 
week grading but I was overseas on another job so he sent 
me through temps to check before the final grade was locked 
off. 

Our Director was in London at the time of the grade 
overseeing post-production and would drop in occasionally 
to look at our work. The most important thing here is that 
you have an experienced Colourist whom you trust and who 
is executing your ideas. One of the big problems in the film 
business is getting producers to pay us for our time to be 
in the grade. Grading the film is part of our job description. 
We are making decisions in pre-productions and on set 
that must be taken through to the grade. Not to have a 
Cinematographer involved in the grading process, I believe, 
creatively robs the film. It’s falling at the final hurdle.

AC Samuel L. Jackson, Ryan Reynolds, Salma Hayek,  
 and Gary Oldman… those are some serious actors. 

How did you go on set? I mean, I’m guessing they always 

had stand-ins?

JO They all work in a different way. Reynolds is very  
 accommodating. If it is working for his character I 

could get him to be pretty precise in his movements; to hit a 
lighting mark or suggest that if he throws a look in a certain 
direction the light would pick up his eye. He is really great like 
that, he is that kind of actor. 

Jackson works in a different way. He likes the freedom to 
move around so I had to be more fluid with how I worked with 
him. Having said this he always knows where the camera is 
and makes great choices. Lighting wise it was exciting to me 
to have two guys who were in almost every single scene; one 
who we I can be more prescriptive with and another who I’ve 
got to give freedom to. That’s interesting. 

Gary Oldman was awesome. Super generous with an amaz-
ing energy. You can, kind of, do anything with him. But you 
just have to be mindful of his character. He’s the dark side of 
the movie, the real deep set drama of the film. He’ll do any-
thing for you but you’ve got to be respectful of his process. 

And with Salma Hayek, it was important that I really looked 
after her. She’s a live-wire and so much fun to work with.

AC I noticed the highlights in the film, in some shots  
 are really blooming, is that the Hawk lenses? 

JO Yes, the Hawks tend to bloom and flare. Especially  
 with hot back light. On The Duel (2016) we used 

the Hawk V lights and with really hot backlight I could get a 
narcissistic flare; a double image. So you can’t shoot these 
lenses wide open, you have to stop down. 

I shot most of the film around T4. I try to be consistent with 
this and my Focus Pullers know it. Unless there is a reason to 
stop down further to see more in the frame or perhaps with 
some of the action. I tend to ride the ASA in the camera a 
bit as well, rather than throwing in a lot of neutral density. I’m 
okay with losing a bit of top end dynamic range.

On the Alexa I would work between 320 to 800 ASA, and 
very occasionally I would go to 160. I’m cool with running it 
like that as the shift in dynamic range, with the smooth roll off 
on the Alexa in the top and bottom ends. I prefer to have very 
little glass in front of the lens, particularly with the Hawks.

AC What’s next for you? 

JO I’m shooting a six-part documentary series for Foxtel  
 about the three major voyages James Cook did around 

the Pacific. It’s spread over five different blocks between 
June and October. As for drama there are a few things in the 
pipeline. It’s an exciting time to be making movies.

Dan Freene ACS is an award-winning cinematographer living in Australia. 

He has shot short films, feature films, documentaries and music videos.

Oculus Head with Dune Buggy for the Amsterdam chase sequence in ‘The Hitman’s Bodyguard - PHOTO Supplied
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THE LIGHT 
FANTASTIC
Milli Award-winning Abraham Joffe follows  

the world’s best photographers,  
around the world in Tales by Light,  

as they push the limits of their craft.

- by Corey Hague



Abraham Joffe (camera in hand) and Blake Castle filming ‘Tales by Light’ in Kenya - PHOTO Jonathan Scott



Yes, there is plenty of amazing content to indulge yourself and 

enjoy on Netflix, but there is simply no excuse for not having 

watched Tales by Light. 

Now in its second season, the show is a collaboration 

between the National Geographic, Canon and Netflix. Tales 

by Light goes behind-the-scenes with master photographers 

as they travel the world searching to capture the most 

memorable images. Shot in glorious 4K, there are plenty of 

things to marvel at while watching the show, but perhaps the 

most remarkable thing about the project is that it was made 

by a tiny crew of Australians.

Director and Cinematographer Abraham Joffe along with 

fellow shooters Dom West, Blake Castle and Toby de Jong 

have delivered a product that demonstrates what can 

happen when a team has a clear vision and the willingness 

to get their hands dirty (or at least swim with sharks). After 

recently winning the prestigious Milli Award for ‘Australian 

Cinematographer of the Year’ for his work on the series, we 

caught up with Joffe between shoots to discuss his work on 

the show.

AC Where did the idea for Tales by Light come from?

AJ We first produced some content for Canon, about four  
 years ago. One of the very first projects was to profile 

some photographers for Canon. Darren Jew was one of 

the first. The idea originally was just to interview Darren and 

showcase some of his photography. I said ‘better than that, 

why don’t we go to Tonga? For the same budget I’ll go over 

to Tonga and spend eight or nine days with him in the water, 

filming him photographing whales’. The piece of content that 

we created was one of the most successful short pieces 

Canon ever had because it was inspirational. How can you go 
wrong with whales?

It was off the back of that when I sat down with Jason 
McLean from Canon Australia. I pitched him the concept that 
if we extrapolate out from the success of that small piece of 
content and used the feedback that we got about people 
loving seeing things shot in the field, along with the passion 
of the photographer; what if we made that a series? He very 
quickly gave it the green light, which was amazing. It was a 
bit of a leap of faith by him in our abilities as well, because we 
hadn’t produced a series at the point, although I’d worked on 
other projects and other series in the past.

AC How closely did you work with Canon on the  
 series? 

AJ Canon was fantastic about letting us produce the  
 series we wanted. It wasn’t about the gear at all, they 

were very strong on that. The concept was to profile Canon 
photographers, but to focus on their journeys. It’s all about 
exploring the motivation behind their work. So that purity was 
really nice.

Each episode documents the field work of an individual 
photographer and it was imperative to both Canon and I that we 
kept it authentic. The last thing we wanted was an artificial project 
that we ‘dropped’ a photographer into. The subject matter has 
been very diverse; from wildlife, underwater, culture and extreme 
sports. I believe this is the key reason people of all walks of life 
have enjoyed the series, not just photography enthusiasts.

AC Unless you were a ‘camera nerd’, I doubt the  
 audience would even notice what the 

photographers were shooting on. You don’t make a big 
deal of it.
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Abraham Joffe on location in the Masai Mara, Kenya - PHOTO Jay Collier



AJ That is what we wanted. If people don’t notice at all  
 that’s good. The fact that Netflix took the series says 

it all, because they don’t run branded content, they only run 
legitimate documentaries. It may have had funding from an 
organisation, but it’s not heavily branded. It’s really about 
inspiring people.

AC What has feedback from the series been like?

AJ The feedback online has been amazing. I don’t know  
 exactly how many are watching, but I jump on twitter, 

and every couple of minutes there is a tweet about the series 
from somewhere around the world. So that tells me people 
are watching in big numbers. The best feedback we receive 
is when young people say that it has inspired them to pursue 
a career in photography, filmmaking or conservation. We cant 
ask for more than that!

AC They came back for a second series, so that’s a  
 good sign. How challenging did you find it to make 

‘real life’ look so good on the screen? The 4K capture 
really looks great.

AJ Everyone involved in Tales by Light is a very visual  
 person. We are filming photographers and the crew 

is there to tell a story visually. So we wanted to produce 
cinematic work with appealing visuals, and I think everyone 
was striving towards a common goal. We never wanted to 
create ‘filler television’, we wanted every minute in the show to 
mean something. So there’s a lot of stuff that doesn’t make it.

For example with the Steven Dupont episode, we spent about 
nine days in Bangladesh, trying to get into the shipping yards 
to film the idea of dying industry, but we just couldn’t quite get 
the story working, so we had to walk away from it.

AC Visual stories don’t always manage to make for  
 compelling narratives. How did you approach that?

AJ For the second series, we tried to make it a little grittier,  
 so there was a lot more fly-on-the-wall coverage which 

tends to be less ‘cinematic’. In between that when we were 
doing establishing shots of locations or spaces, we would 
enjoy the chance to shoot cinematically. 

When dealing with reality, we went back to rolling and 
covering the scene. That way you’re getting great visuals but 
more importantly, you’re getting the story. If you don’t have 
a story, no one cares. You can watch a beautifully shot film, 
but if it has no story you forget it. You don’t want to make 
forgettable content. The key to it all really is having the right 
expert photographer, which we had in every case whether we 
were diving with sharks or dealing with native tribespeople.

AC What is more difficult; dealing with people or  
 sharks?

AJ Good question. Stephen Dupont is really very good  
 about knowing how to deal with people, and he’s been 

through chaotic situations so he is good at approaching that. 
He’s been through war zones and genocides.

Wherever we go, we rely heavily on great fixers and good 
people on the ground. We had someone in Varanasi, who had 
really good access to the Ghats and knew the people who ran 
the Ghats. So through him we got all the right permissions, 
we even had a policeman with us on the scene. We went 
through all the right channels. We also use common sense 
and know when to shoot and when not to shoot. The vibe of 
the crew was that we had good intentions, so I think people 
recognised that we were being respectful. People were really 
open to letting us film.
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Abraham Joffe filming with Tiger Sharks in The Bahamas - PHOTO Eric Cheng





Photographer Darren Jew ascends Swallows Cave in Tonga, from ‘Tales by Light’ - PHOTO Abraham Joffe



AC You mention common sense while shooting, but  
 not every crew has it…

AJ Even if you don’t speak the language, having eye  
 contact with people is really important. Acknowledging 

people’s presence and just using body language, that’s a 
huge part of it. It’s not always shooting straight away, coming 
in and looking at people and giving them a nod. There were a 
couple of people who didn’t want us to film and we respected 
that. And you can sacrifice a good shot and a good position 
for a more respectful position. That way you’ll keep shooting, 
rather than pushing in and getting in the way.

AC It’s a story for us, but it’s a life for them…

AJ It’s like Dupont says in his episode, “You don’t take  
 photographs, you’re given them.”

That’s a nice way to think about it. We want to leave a place 

better for the next crew. The worst thing is going in and 

getting away with it, shoving cameras into people’s faces 

and getting the shot and leaving, giving crews a bad name. 

The next people coming through will have a hard time, or 

they might not even be able to get in. I think it should be a 

common code for film crews.

AC How many are in your crew?

AJ Three including myself, sometimes we’d have four but  
 no more than that. We’ve even done some shoots 

where there’s only two of us. I like to travel with two. The guys 

I travel with are Dom West and Blake Castle, they both shoot, 

they can both run audio, they can both run drones, and we 

can all scuba dive. It’s good to have all those skills, so then we 

Lions with cub, photographed using a remote camera in the Masai Mara, Kenya - PHOTO Abraham Joffe

Vanuatu’s Blue Hole Springs (cover), photographed via drone - PHOTO Toby de Jong
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can mix up what we do.

In Varanasi, West and Castle alternated between sound 

and second camera, so everyone gets a go. I tend to shoot 

all the time, but it’s good. It keeps us small. Travelling with 

three people, excluding talent, also means we can all fit in 

one vehicle, depending on the luggage. It’s a challenge, but I 

think some of the places we shot in, it wouldn’t be easy with 

more people. There’s also the cost factor, but blending in is 

important. If you arrived in Varanasi with seven people it would 

be hard to blend in.

I think we enjoy the challenge, but it would be nice to travel 

with a full-time producer. I’ve got a full time producer back in 

Sydney, Louis Cooper-Robinson, and to travel with him would 

take some of the pressure off me running the logistics. Not 

only are you shooting sunrise to sunset, you’re also trying 

to organise bottles of water, meals, accommodations and 

flight changes. So having someone come along would take 

pressure off, but we’ve managed to date. 

AC Is it an exciting change from the idea of a hundred  
 people and a truck, especially for non-fiction?

AJ The speed that you can travel when you’ve got a small  
 crew is great. The logistics of a large crew is tricky. If 

things aren’t working out, we can just jump in a car. By having 

a smaller outfit it forces you to make decisions about gear, 

you always want to take everything. You do need to have 

redundancy, but how much do you take? You have to decide 

what’s likely to fail, so there’s a lot of prepping before you go.

AC  And lots of battery charging…

Walruses off the coast of Svalbard, in the Arctic - PHOTO Abraham Joffe

Diving with Tiger and Bull Sharks in The Bahamas - PHOTO Blake Castle
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AJ Yeah! I just got back from the Arctic. I love the variety  
 of the locations; we’ve shot on all seven continents 

now, from tropical to underwater to Antarctica to deserts. But 

it’s very tough on the gear. When we get back, everything has 

to be stripped down and we often need to send items back 

for repair.

AC Watching photographers struggle with their gear in  
 the show, were you behind the camera dealing with 

even more equipment than they had?

AJ I used to think the same thing while watching Bear  
 Grylls. He would complain about climbing up a 

mountain, and I would think… what about the camera 

operator! You carry so much gear, we’ve all got backpacks. 

But we will get locals to help wherever we can, local porters 

and local assistants. Even just for security; having all the extra 

lenses, where do you put them down? So we’d have locals 

standing by the gear.

I remember shooting gorillas in Uganda, you’d have to walk 

through the jungle for hours, so we had local porters come 

and help with gear. Diving trips aren’t so bad, once you get 

everything on the boat you’ve got a floating studio. I try to pick 

the path of least resistance wherever we go, you don’t want 

to wear yourself out.

AC How lean can a kit really be? 

AJ Someone is running a boom with a compact audio  
 recorder and a hand boom, just to be inconspicuous. 

Then I guess camera in hand, backpack with lenses and 

batteries, some lens pouches. We use a brushless gimbal, 

so the second shooter will be set up on that. If you’ve got a 

vehicle where you can store stuff, you try and go out with the 
least amount as possible, maybe a tripod.

I like to use a lot of movement, so there’s a lot of movement 
even if it’s just a drone. I love drone shots that don’t appear to 
be drone shots, low to the ground stuff that almost look like a 
jib. So we’d use the Ronin, plus handheld stuff. Underwater 
you become the jib, the dolly. That’s why I love shooting 
underwater, it’s freedom.

“ I love having a camera in  
my hand, but in the long term  

it’d be good to rotate the 
pressures of shooting. “

AC What are you using when you shoot underwater? 

AJ I’m a big fan of Nauticam housings, which are  
 beautifully built. We’ve used a variety of different 

cameras but one thing remains consistent… top quality lenses 
and optical glass ports. A lot of our work has been with big 
marine animals; whales, orcas. Wides like the Canon 16-
35mm 2.8 III and the 11-24 f4 lenses-of-choice. The Bahamas 
was an amazing shoot because the action came to us. The 
tiger sharks would just cruise in. But we were chasing whales 
with Darren Jew in Tonga, and you’re pushing and swimming 
hard. You don’t want a big housing because they’ve got an 
incredible amount of drag. We want to get great shots, but at 
the same time we can’t get in the way of the photographers, 
that’s what the whole show is about. Although I’ve got a great 

From the series ‘Tales by Light’ - PHOTO Stephen Dupont



A Surma woman with world’s largest verified lip disc, from ‘Tales by Light’ - PHOTO Abraham Joffe



collection of shots where I’m in the way with an animal.

AC How do you approach being in new locations so  
 often?

AJ It always starts with the environment, so I always  
 start wide because you want to establish where you 

are. Before you enter the scene and disturb it, or become a 

part of it. So covering a scene is really important. If you watch 

the show, some of the key shots are the wide shots. People 

get drawn towards tight telephoto lenses, everything looks 

great and it’s alluring to start shooting tight.

My first inspiration comes from National Geographic 

magazines. If you look at the photos, there are very few tight 

shots, they’re often wide. So naturally lit, wide shots that 

help you show the relationship between the people and the 

environment. That’s the top of my mind, establish the scene. 

If you shoot too much tight, you have no reference. That’s 

my advice I give to people; you want to cover everything just 

don’t forget the wide.

AC How did you evolve between series one and two?

AJ You’re always trying to improve, you want to do the  
 next project better, so we tried to review and look at 

other inspiration. There’s so much great photography and 

cinematography out there. Sometimes getting gear can drive 

you, but I think we’re so spoilt for gear now. Even if they 

stopped making things, you could probably go out and shoot 

forever with what is available today. 

One big, positive change was increasing the episode length. 

This allowed us the time needed to expand on the detail we 

The Holi Festival in India - PHOTO Abraham Joffe

Kalahari Bushmen in Namibia - PHOTO Abraham Joffe
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could bring to the view on each journey. Each episode of the 
new series hones its focus on one central theme.  I am drawn 
to people who use their craft to shine a light on important 
causes that need attention. Whether it be the Scotts’ bringing 
their philosophy of ‘Sacred Nature’ to the screen, Stephen 
Dupont’s rediscovery of the theme of death, or Eric Cheng’s 
mission to demystify misunderstood marine predators, each 
have a purpose for their photography. These individual goals 
formed a strong guiding light for each production.

AC How did you stay on top of all the data while  
 travelling?

AJ Portable hard drives have gotten bigger, so 4 terabyte  
 drives are a good friend, we used up a lot of those. 

We try and do calculations before we head off for a shoot. We 
do double backups and travel with the drives separately. The 
drives become more valuable than the cameras if there is data 
on them. I always laugh when photographers complain about 
having data to back up. Some days we’d shoot 2 terabytes a 
day, so it adds up pretty quick. And sometimes you have to 
transcode, like with the DJI Inspire, that can take hours. So 
you’ve got to keep on top of it, you can’t miss a session.

Because we were chasing magic light a lot of the time, 
sometimes we’d take a break in the middle of the day and 
backup during lunch. But it means you’re never stopping. 
You’re cleaning gear, you’re cleaning sensors, you’re backing 
up, verifying data, keeping notes which are really helpful 
for later on. So yeah, it’s full on. But there’s nothing more 
satisfying than having heaps of data to dump, and all your 
batteries are all flat. That’s a nice problem. Sitting back with a 
beer, that’s a great feeling, it means you’ve had a good day.

The hardest thing is the mental exhaustion, your mind 
never stops until you get on a plane to go home. And even 
then you’re probably planning the next shoot. But I’m not 
complaining as I feel like I’ve got the best job in the world. I 
love it.

AC Were the photographers who were featured happy  
 with the show?

AJ Yes, now that we have actually worked with some  
 great people, it hopefully opens up some more doors. I 

just met David Yarrow in the Masai Mara; he’s one of the most 
successful photographers in the world at the moment and he 
reached out to us, so that’s brilliant.

“ That’s why I love shooting 
underwater, it’s freedom. “

We wanted it to be authentic and a bit timeless, and 
that’s why it’s so important the stories come from the 
photographers. You want them to lead you through the 
journey. That’s why when we sat down with Stephen Dupont 
he decided to go to locations he’d never been to. I think half 
of it is choosing the people you work with, the locations and 
the time of year. If you get all that right, you’ve got all the 
ingredients on the table and you can cook a lovely dish. But 
it’s nice to be surprised when you get to places and other 
things happen.

AC And you’re ready for anything…

AJ That’s the hope!

Corey Hague is a digital content creator working freelance  

after half a decade with the ABC. 

He is a valued and ongoing contributor with  

Australian Cinematographer Magazine.

Abraham Joffe on location in Dead Vlei, Namibia - PHOTO Wayne Osborn
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Nicole Kidman in ‘Top Of The Lake: China Girl’ - DOP Germain McMicking



CHINA SYNDROME
When the dead body of a girl washes up on Bondi Beach, there appears 

little hope of finding the killer. Jane Campion returns with a second season 
of her acclaimed Top of the Lake  miniseries, with Cinematographer 

Germain McMicking behind the camera on Top of the Lake: China Girl.

- by James Cunningham
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When Top of the Lake hit our screens in 2013, the picturesque 
yet disturbing vision of Queenstown stunned viewers 
absorbed by an inherent darkness lurking beneath New 
Zealand’s natural beauty. 

Powerhouse performances, unconventional storytelling and 
wowing critics, the series garnered eight Emmy nominations 
and won Elisabeth Moss a Golden Globe. Season one’s 
Cinematographer Adam Arkapaw ACS (Animal Kingdom) 
won both the AACTA Award for ‘Best Cinematography 
in Television’ and the Emmy Award for ‘Outstanding 
Cinematography for a Miniseries’ for his work on the show. It’s 
no wonder that series creator and Australian film legend Jane 
Campion (My Brilliant Career) returned for a second season.

Top of the Lake’s second season Director of Photography, 
Germain McMicking, had been working extensively within the 
commercial industry for the past decade as well as shooting 
documentary, narrative film and television works. He has 
garnered much success and great critical acclaim for his work 
such as the outstanding Nine Network miniseries Gallipoli 
(2015), the award-winning Holding the Man (2016) and this 
year’s Berlin Syndrome for Director Cate Shortland.

“I am not sure I will ever know the full story of how I 
became involved,” McMicking explains when asked how he 
became involved with Top of the Lake: China Girl. “I suspect 
there were relationships that may have played into the offer 
of becoming the series’ Cinematographer but I’m not sure 
what was the clincher.”

The team at See Saw Films - Simone Nicholson, Emile 
Sherman and Ian Canning - had known McMicking from Tony 
Krawitz’s film adaptation of Dead Europe (2012). Producer 
Libby Sharpe knew him from shooting commercials, whilst 
Producers Phillipa Campbell and Jane Campion were new to 
him. “I have enormous respect for all involved,” he says. 

McMicking was also Cinematographer on Partisan 
(2015), directed by Ariel Kleiman, for which McMicking 
won the ‘World Cinema Dramatic Special Jury Award for 
Cinematography’ at the Sundance Film Festival in 2015. 
Kleiman would later come on to Top of the Lake: China Girl to 

be Co-Director with Campion.

It was in July of 2015 that McMicking was asked to travel 
to Sydney to meet with Campion. “You don’t sit too many 
job interviews in this line of work, so the question of 
how to prepare and what to expect was daunting,” he 
says. McMicking had been a fan of Campion’s work from a 
young age, “I was scared I would be so star struck when 
introduced to her that I might go mute.”

McMicking still vividly remembers the day, “Meeting Campion 
with the usual pleasantries we sat down on the couch to 
a prolonged period of silence. It felt as if time had stood 
still for a while as she simply looked at me, curiously.” To 
McMicking, Campion came across as somewhat of a mystic 
and he presumed Campion was reading his energy, “She 
must have felt me to be okay, as she promptly offered me 
the job on the spot. I couldn’t believe it, I was absolutely 
thrilled and what a way to break the ice!”

The two auteurs discussed the scripts which McMicking had 
already read, as well as the visual direction for the second 
series. “I really loved Campion’s warm disarming nature and 
her strength in vision”, he says, “and although at the time 
I tried to be coy about it all… I knew that I would say yes.”

During that first meeting, it was clear that Campion loved 
the look of McMicking’s film Partisan, which had only then 
been recently released, along with the world that Kleiman 
had created. Campion expressed her great appreciation 
for McMicking’s craft and attention to detail in the lighting 
of Partisan. “In some way, she wanted to bring a similar 
level of texture in the light to the series’ new urban setting. 
So I presume that played a big part in it, and in Kleiman 
coming on board.” Kleiman, the Director of Partisan, ended 
up coming on as Director for four of the six episodes of Top of 
the Lake: China Girl.

Between the creative team there were many, lengthy 
discussions during pre-production about formats and lenses. 
“We were allowed to consider pretty much whatever we 
liked, and knowing that the series would be delivered 
digitally and need a 16:9 HD finish for the BBC, everything 

Elisabeth Moss in ‘Top of the Lake: China Girl’ - DOP Germain McMicking, PHOTO Lisa Tomasetti
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else was up for grabs, which was great,” says McMicking.

“Although the aesthetics of a film are paramount to any of 
these decisions, you do have to engage with many practical 
and financial considerations of a production of this scale 
and length,” says McMicking. “Knowing you can easily 
get multiples of certain lenses and cameras, to cover you 
for multiple cameras and splinter units, is as important as 
having a camera system which is robust and efficient.“

The team chose to work with Panavision Sydney on Top of 
the Lake: China Girl as, “I’m a big fan of their glass and 
they run a great service. You always feel supported,” says 
McMicking. Of the digital formats at the time, they felt ARRI 
Alexa was the most filmic of the digital sensors, and with 
accompanying smaller bodies like the Alexa Mini would best 
suit their needs. The lenses, however, were more of a debate.

At one stage during pre-production the team was very close 
to shooting Panavision G-Series anamorphic, then extracting 
a 1:1.78 from that. “I’m a big fan of anamorphic glass, plus 
Kleiman and I had great experiences with anamorphic on 
Partisan,” says McMicking. “We really loved the texture and 
softness they would bring.” There were concerns, however, 
from post-production and editorial about the process. “I still 
believed these concerns were manageable however the 2.8K 
ProRes format wasn’t out at the time. I would have pushed 
to shoot RAW due to the extraction process, however 
financially this became unattainable.”

Going to a more traditional spherical pathway they tested 
almost everything, finally settling with the Leica Summilux Cs 
as their base set of glass, while supplementing the kit with 
McMicking’s own 50mm Bausch & Lomb Super Baltar and a 
65mm Panavision Classic Soft Primo with Primo zooms. “I 
love the quality of Leica glass, especially in how filmic it is 
in their rendition of colour tones and colour contrast. They 
are super sharp and contrasty but incredibly photographic. 
We judiciously used some filtration here and there to knock 
the edge off and keep our blacks in a soft, misty space,” 
explains McMicking.

Speaking openly, McMicking feels that Production Designer 

Annie Beauchamp and he were a little nervous of each other 
during pre-production on Top of the Lake: China Girl. They 
hadn’t worked together before, and both were dealing with 
creative heavyweights like Campion. “I reckon we were 
probably putting a lot pressure on ourselves to find our 
place in that relationship,” says McMicking.

They were taking on board a show that, previously, had been 
a huge hit and critical success, but also taking on something 
that had been wholly reimagined. It was sprawling, frightening 
and very fluid in how the show’s design was developing and 
changing through pre-production, and as Campion and 
Kleiman’s relationship developed.

“As often happens, pre-production is full of self-doubt and 
wonderings, and once you get into the shoot you don’t 
have time to question yourself,” says McMicking. “I think 
ultimately, we became a great team once we got into it. I 
loved Beauchamp’s sense of tone, narrative, the sets she 
designed and dressed, and some of the locations she was 
influential in finding. Beauchamp also brought with her 
a fantastic bunch of people in the art department, who 
worked incredibly hard to see this project through.”

In very early discussions, Campion was very specific about 
Moss’ character, Robin, being the ‘light’ within the show, 
and that wherever they could, McMicking needed to “find 
that light within her”, and articulate this somehow. So this 
became somewhat of an obsession for McMicking, in his 
thoughts about staging and lighting design to find a way to 
hold Robin in kind of an aura. “Even moments of darkness 
still retain some curious accents of play of light somewhere 
in the surroundings, even if it were just some simple but 
magical little highlights dancing on a wall,” says McMicking.

The motivation for this was made easier by the story being 
set over a summer period in Sydney and the feeling of a long, 
lingering sun was employed throughout. “Given the show’s 
schedule and the very lengthy dialogue scenes, which 
needed a consistency of light over hours, we generally had 
to rely on more traditional film lighting which was a great 
challenge,” says McMicking. “I love working purely with 
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natural light too, when appropriate, but I do really love 
‘painting’ a scene so to speak. It’s a real pleasure to be able 
to more specifically shape the light and tone in a space, to 
create mood and texture, and help tell of things unspoken.”

“I think this is one of the beautiful consistent visual 
motifs of the show, and something we worked very hard to 
maintain throughout,” the Cinematographer says.

“Arkapaw’s work on the first season was really beautiful, 
and rightfully heralded,” explains McMicking. “It was 
daunting to me coming on board a show which had won 
everything; AACTAs and Emmys for cinematography for 
example. However, this season was, at its core, written and 
placed so contrarily that I felt it so fundamentally different, 
I could take it on without feeling too much pressure of the 
past, and could enjoy it.”

For McMicking, there wasn’t any push to ‘stay true’ to 
anything from the first series, besides being true to Moss’ 
character and trying to maintain a similar level of cinematic 
quality. “Really, I think Campion and the producers were 
happy to approach this new imagining with open hearts and 
minds,” he says.

There is a scene on Bondi Beach, in episode six, which 
McMicking is quite proud of. The night scene sees Robin 
(Moss) in a drunk and emotional state with Miranda 
(Gwendoline Christie). “As Robin wanders in an almost 
primal way to the windswept shoreline of Bondi Beach, a 7k 
Xenon light blasts down as if from a police helicopter from 
above.” 

There is a daytime scene at Bondi which McMicking likes also 
because of how they shot it over the course of months, but to 
be a single day. “I think we started during pre-production, 
with a helicopter shoot over a real massive crowd on the 
beach one forty-degree Saturday. Then over a couple of 
weekends I went out by myself with an Assistant capturing 
long lens background plates, which were used extensively 
to fill out crowds into the performance scenes.” In general, 
McMicking says they were pretty lucky with the weather as it 
cut together seamlessly.

During a father/daughter dance sequence, McMicking got 
to run multiple cameras. They also had sufficient time in pre-
production to design this sequence. “I loved the light and 
creamy colour tones in that scene, it’s warm and pretty, 
but holding something fabricated and a little creepy,” says 
McMicking.

The Cinematographer’s work on the show is highlighted 
during scenes such as Robin and Miranda sitting in Miranda’s 
small and empty baby room, as the two drink and discuss 
their fears and hopes, they are bathed in an ethereal glow 
from the windows behind. Or when Pike (Ewan Leslie) is 
lying on the floor of Robin’s apartment after hearing some 
bad news, Robin propped against a rose-coloured wall with 
light playing next to her. “It was many of these scenes I 
photographed in the confines of very small rooms, with 
these amazing performances, that I especially came to 
love,” says McMicking.

When talking camera crew with McMicking, Ron Coe was 
the show’s First Assistant Camera, who McMicking cannot 
speak more highly of, “He did an incredible job with focus, 
having a great sensitivity to the material and was fantastic 

in managing the rest of the team.” That included Nillis Finne 
as First Assistant Camera for B Camera and Splinter Unit, 
Sandy McLennan and Cara Bowerman as Second Assistant 
Cameras, Tom Rolfe on Video Split, and Nir Shelter doing 
Data Wrangling.

Grant Adams, who had worked on Gallipoli with McMicking, 
came on board to shoot Second Camera, Steadicam and 
head up the Splinter Unit on Top of the Lake: China Girl. “He 
also did a fantastic job and brought all his usual flare to the 
project,” he says. Adams also had worked on season one of 
Top of the Lake in New Zealand and shared insights into that 
production with McMicking.

Ruru Reedy was Gaffer, who is a friend of and collaborator 
with McMicking . They had worked previously together on 
Holding the Man, Berlin Syndrome as well as numerous 
television commercials. “Reedy has an incredible energy 
and passion for lighting, and we have a great affinity for 
light and tone. It was quite a hefty lighting package to 
have to drag out from day to day, across a huge number of 
locations in Sydney, but he and his team worked tirelessly to 
maintain the look we were after throughout.”

Geoffrey Full was Key Grip, and “he and his crew brought a 
great level of professionalism and experience to the project. 
In general I feel that there’s quite a traditional cinematic 
feel to the camera movement often using dolly and track 
to subtly zone in on characters, or move with a character 
through spaces in longer single shots. As a Dolly Grip, 
Full has a great feeling for performance, and in designing 
movement based on character and story.”

Luckily, McMicking was able to spend a great amount of 
time working on the grade with both Campion and Kleiman. 
The grade on Top of the Lake: China Girl was completed at 
Cutting Edge with Adrian Hauser. “He did a fantastic job of 
maintaining the subtleties of contrast and colour we’d spent 
so much time trying to achieve on the shoot, and he’s got a 
great feel for narrative and a great positive energy.”

“I think, in general, Hauser was left alone for some time 
to apply a general LUT across each episode, and balance 
any inconsistencies across each scene as much as he 
could before the Directors or myself would come in.” The 
balanced LUT removed some of the ocular contrast from the 
digital format to a more filmic space, softened highlights and 
lifted the bottom end slightly. 

“Following that it was a general conversation about whether 
to go darker here or there, or to swing the skin tones one 
way or the other. It was all very subtle but very nuanced 
work, which takes a lot of time and patient eyes,” says 
McMicking. On subsequent viewings on big screens, both 
at the Cannes Film Festival and Melbourne International Film 
Festival (MIFF), McMicking thought the grade looked great 
and was really proud of what the team achieved.

For McMicking, working with Jane Campion was a divine 
experience and it is clear he loved every second of it. 
“Campion is a master of the medium, very self assured and 
totally in love with the characters and story she is creating. 
She has an immense heart and interest in people, she really 
wants to get inside your head, to understand you and bring 
you in.”

“There was always an energy on set with Campion, where 
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you weren’t quite sure what to expect. Some days it felt 
quite measured, quiet and calm, and then other days the 
energy would shift and she would run at a furious pace, 
shoot a single take and move on. It’s kind of like you were 
sitting on the ocean floor, and never sure which way or how 
far the tide would shift. So it added a beautiful organic feel 
to each day’s work.”

At the start of each day Campion would bring the entire crew 
together, even the unit crew and caterers, and eloquently 
describe to everyone what the day’s scene was about and 
what they meant to each character. “It was a fantastic and 
inclusionary entry each day to the world she was creating,” 
says McMicking.

The Cinematographer remembers Campion’s beautiful 
hand-drawn storyboards that she would share throughout 
pre-production and during the shoot, “Just a few simple key 
frames and moments which really told what the scene was 
about. It was all you really needed.” says McMicking.

Working with Kleiman was less of a mystery to McMicking as 
the Cinematographer had spent a lot of time working with him 
on Partisan. The two had developed a shorthand and shared 
a taste in the way things should look and feel. 

“Kleiman is also a great performance director, very 
fastidious and has an incredibly strong will to get things just 
right. He loves a moving master to cover an entire scene, 
and then later will often come in for some bare coverage,” 
he says. “It’s lovely to watch on screen when you see the 
ballet between the moving camera and characters within a 
space. When this coordination works its such an elegant and 
considered way to tell a scene.” McMicking says they would 
have loved to have done more of this, but with the nature of 
some days feeling more television-like in schedule than others, 
he explains that “One does have to call on multiple angles to 
get through the day.”

“I think as a Cinematographer, it’s an ever changing 
approach process in how to achieve your Director’s 
vision. We are all unique and so you have to be adaptive 
to different directors personalities, energy and how they 
communicate. I don’t think I have any formalised process 
to this, but just try to be true to the script, concentrate on 

performance, really listen and be open to the Director’s 
ideas,” says McMicking. “Hopefully if the trust is there the 
Director will be open to your ideas also. As for the question 
of imparting your own unique perspective? That’s more 
difficult to answer, but I think as an artist in the very act of 
dedicating your creative thought and instincts to a project, 
some of your artistry and perspective is bound to get caught 
up in the beautiful amalgam of film making.”

Looking back at Top of the Lake: China Girl, McMiking is really 
proud of what he achieved, and loves that Campion along 
with Gerard Lee had the interest and will to write something 
that was “so damn good.” McMicking admires them, in 
many ways, reinventing the show with it’s distinctly different 
location, new characters and arguably different tone. “Last 
time I watched it at MIFF, I was in tears of laughter at one 
moment and almost weeping at others,” he says.

McMicking knows the second season has polarised 
audiences, with some absolutely passionate about its new 
rendering while others miss the feel and tone from season 
one. “Of course there are always things you would have 
done differently, a few scenes here and there where I 
probably could have pushed back against schedule pressure 
and spent some more time on. Or made different choices 
with lensing, lighting, coverage, or the decision to shoot 
simulated travel shots without any proper testing. But you 
could drive yourself mad if you go too deep,” he explains. 
“I feel that it’s good to learn from hindsight, but you can’t 
get all sulky about it. Onwards and upwards as they say!”

The future now looks bright for McMicking, currently he is 
looking forward to shooting a film called Acute Misfortune, 
based on the book of the same name by Eric Jensen. This 
true story tells of the somewhat dysfunctional relationship 
between the artist Adam Cullen and his biographer Eric 
Jensen. “It’s a fantastic story and script, and a smaller 
and more intimate film. This will be the first feature to 
be directed by Thomas Wright, who’s an actor, writer and 
theatre director. I think it will be a great film, and I’m 
really looking forward to it.”

James Cunningham is the Editor of Australian Cinematographer Magazine.

David Wenham and Elisabeth Moss in ‘Top of the Lake: China Girl’ - DOP Germain McMicking





66 / FILM REVIEWS

FILM REVIEWS
Discussing three new films from this year’s Melbourne International Film Festival – by Dash Wilson

CALL ME BY YOUR NAME - I’ll 
be honest. I had never heard of this film 
and was completely unaware of what it 
was about when I saw it on the opening 
day of the Melbourne International 
Film Festival (MIFF). If you haven’t yet 
seen this film - please stop reading this 
right now as this will ruin it. Just see it. 
Immediately.

Set in the 1980s, Elio Perlman 
(Timothee Chalamet of TV’s Homeland) 
is an intelligent, seventeen-year-old 
living at his parent’s farm in northern 
Italy. Oliver (Armie Hammer, The Social 
Network, The Lone Ranger) is a twenty-
four-year-old American academic who 
comes to stay on the farm and work 
with Elio’s father (Michael Stuhlbarg). 
Directed by Luca Guadagnino (I Am 
Love, A Bigger Splash) and written by 
James Ivory (A Room with a View, The 
Remains of the Day), Call Me by Your 
Name was the breakout film from this 
year’s Sundance Film Festival and is 
based on the novel of the same name 
by Andre Aciaman.

Many people talk about getting lost 
in a film and just going for the ride. At 
first, I wasn’t sure where the film was 
going or if I was even enjoying it but 
within half-an-hour I was completely 
mesmerised by what was on screen. 
Superbly written and directed, 
particular mention has to go to the 
film’s Thai-Cinematographer Sayombhu 
Mukdeeprom (the Arabian Nights 
trilogy). Shot on only one lens through 

the entire film, the scenes around the 
small Italian town glisten with beauty. 
Guadagnino and Mukdeeprom have 
admitted to trying to keep the visual 
aspect of the film as simple as possible 
in order to keep the focus on the 
performances and the story. Call Me 
by Your Name achieves this in that the 
very simplicity of the cinematography 
makes the film not only inviting but also 
completely believable.

“Shot on only one lens 
through the entire film, 
the scenes around the 

small Italian town  
glisten with beauty.”

An American, French, Brazilian and 
Italian co-production with a relatively 
small budget in today’s terms, the script 
crackles with humour, intelligence and 
wit. A minor issue though was that 
there are about four different languages 
spoken during the film (French, German, 
Italian and English). Yes, it makes the 
film feel more poetic and romantic but 
one could question the relevance of this 
in reality. Does one really just randomly 
speak other languages at home, even if 
bilingual? It is a minor contrivance, but it 
is one worth noting.

Tha being said, this film is an early 
contender for film of the year because 
of the performances. The entire cast 
is exquisite. Hammer has never been 
better. He should do more films like 

Call Me by Your Name, and a lot less 
like The Lone Ranger. The revelation 
though is Chalamet. Every expression 
and behaviour from Chalamet’s Elio 
is so perfectly executed that you 
become completely entranced when 
he is on screen. It is an Oscar-worthy 
performance, and, if there is any justice 
in the world then it will be his breakout 
to stardom.

Call Me by Your Name is one of these 
rare films that the more I think about it, 
the better it gets. It is a film that sneaks 
up on you, digs deep into your veins 
and then stays there. It is at its best 
in the final third when Oliver is getting 
ready to leave Italy to head back to 
the United States. While handled in 
such a subtle way, the film evokes 
some profoundly deep emotions and it 
honestly deserves the critical praise it is 
getting. Yes, as viewers we want to be 
distracted and entertained but ultimately 
we are all looking for something that 
connects with us and makes us feel... 
understood. Call Me by Your Name 
does that and so much more. The 
penultimate scene on the couch with 
Elio and his father is one of the finest 
pieces of cinema I have seen, ever. It is 
so sublimely honest that I dare even the 
darkest of souls not to be moved by it.

Many are calling this film close to a 
masterpiece. Whilst some may disagree, 
I found the ending far too hopeless. 
Why is it that every gay film is about 
heartbreak? For me the film should 
have ended after the couch scene. 
The novel actually extends the ending 
quite considerably in comparison to 
the film and I just don’t know if I believe 
that Oliver would move on like he does 
(although it was the 1980s). I also don’t 
think, necessarily, that their phone call 
should have been explained, or seen by 
the audience.

With all that being said, the flip side to 
this is that true love is never easy and 
that is exactly what the film is about. 
Just like the human condition and the 
ambiguity of life; things are never as 
they appear. As a poetic, understated 
piece of cinema about the joy and 
sorrow of first love, they don’t come 
much better than Call Me by Your 
Name.

‘Call Me by Your Name’ - DOP Sayombhu Mukdeeprom
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FINAL PORTRAIT - Written and 

directed by acclaimed-actor Stanly 

Tucci, Final Portrait tells the story 

of Swiss artist Alberto Giacometti 

(Geoffrey Rush) and the few weeks 

that American Art Critic James Lord 

(Armie Hammer) spent with him in Paris, 

1964. Giacometti is a sculptor, painter 

and draftsman who decides when it is 
time to work, drink or visit the nearby 
bistro. While a brilliant artist who fetches 
record prices, Giacometti is also highly 
neurotic, distracted and constantly 
arguing with his wife (Sylvie Testud).

The film, shot by Danny Cohen BSC 
(The King’s Speech) on a budget 

that most films use on the make-up 
department, is clearly a passion project 
for Tucci. Geoffrey Rush rarely gives a 
poor performance and Final Portrait is 
no different. The issue however isn’t 
any of the performances. The issue 
is the screenplay. The film looks great 
and feels arty but ultimately it feels 
meaningless and quite frustrating to 
watch. I get that the point of the film 
is probably to reflect the scattered 
mind of the artist on screen but 
there is a difference between art and 
entertainment. Not a lot happens for the 
film’s entire ninety-minute running time 
and by the end of it, you are really just 
thankful it’s over.

Ultimately, Final Portrait almost feels 
like a cross between a high school film 
project and a sub-par Woody Allen film. 
This film significantly lacks entertainment 
value and just feels like it’s trying too 
hard to be ‘arthouse’. It is aptly directed 
and Geoffrey Rush is great but I hate to 
say it: Stanley, maybe just stick to The 
Devil Wears Prada.

GOD’S OWN COUNTRY - 

Johnny Saxby (Josh O’Connor), 

is a young Yorkshire sheep-farmer 

emotionally shut off due to isolation and 

the necessity to keep his family farm 

running after his father is paralysed and 

his grandmother too old to work. When 

a Romanian migrant worker Gheorge 

(Alec Secareanu) comes to help out on 

the farm, Johnny is forced to contront 

his fears about being loved and 

ultimately his future.

Written and directed by Francis Lee, 
God’s Own Country has been gaining 
traction on the festival circuit over the 
last year. What is clearly a personal 
story to Lee has been brought to life on 
screen with exemplary performances 
and absolutely stunning cinematography 
by Joshua Jems Richards (Songs My 
Brothers Taught Me). There is also a 
true sense of realism to the film. The 
scenes on the farm with the animals are 
infused with authenticity and the tense 
(and very British) relationship between 

Johnny and his father is exceptionally 
well done.

However, while this is an impressive 
debut feature, it is also one that borrows 
heavily from Brokeback Mountain 
(2005). Honestly, it is almost shot for 
shot remake, simply having moved the 
action from the American West to the 
lush hills of Yorkshire, England. There is 
a sequence towards the end of the film 
where Johnny finds Gheorge’s woollen 
jumper. It is a complete copy of the 
now infamous blue shirt of Jack Twist 
(Heath Ledger) that Ennis Del Mar (Jake 
Gyllenhaal) finds in the coupboard upon 
Jack’s death. It has only been ten years 
since Ang Lee’s modern masterpiece hit 
our screens and one of the undeniable 
downfalls of God’s Own Country is that 
it feels like a British copy rather than an 
original piece of cinema.

To its credit, God’s Own Country 
does have a far more uplifting and 
hopeful ending than its predecessor 
but because of its similarities and lack 
of originality it does lose some of the 
emotional resonance it could have had.

Dash Wilson is a film-lover and reviewer  

based in Brisbane.

‘Final Portrait’ - DOP  Danny Cohen BSC

‘God’s Own Country’ - DOP Joshua James Richards
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AUSTRALIAN SHORTS
A look at the outstanding work from the cinematographers behind some of the short films  

at this year’s Melbourne International Film Festival – by Vanessa Abbott

COAT OF ARMS - Director of 
Photography: Warwick Thornton.  
A Japanese tourist travels through the 
middle of Australia, on the trip of a lifetime. 

As the landscape descends into the 
darkness of the night, he is confronted 
by the Australian Coat of Arms that is 
revealied in a different light. Coat of Arms 

is a new film by Dylan River (Black Chook, 
Nulla Nulla).

With the award-winning Warwick Thornton 
behind the camera, the film elicits an 
intimacy that allows us to feel like we’ve 
somehow joined the tourists on their 
journey. Thornton’s camera beautifully 
weaves together remnants of past and 
present. River, much to his credit for a 
story tinged with personal relevance, 
avoids intellectualising while intelligently 
portraying an indescribably emotional 
journey..

It’s beautiful to watch how Thornton and 
River integrate subtle humour into the 
scenario, an obvious yet effective choice 
that helps drive home their ultimate vision 
for the Coat of Arms.

FYSH - Director of Photography: 
Jeremy Rouse.  This is a story about 

an old man at the edge of life who has 

forgotten the feeling of joy and lost the 

ability to be happy. Through a bizarre 

occurrence he is forced on a journey to 
rediscover what it is to live.

Written and directed by Victorian 
College of the Arts graduate, Billie 
Pieffer, Fysh is shot by the award-

winning cinematographer Jeremy 
Rouse (Jonathan). Funded by the highly 
competitive Screen Australia Hot Shots 
Fund, Fysh is the story of an old man and 
a fish that changed his life.

As Rouse captures so poignantly, it can 
often be life’s most joyous moments 
that are its most unexpected. The film 
dives right into what is a small, fragile but 
life-changing experience and in doing 
so beautifully captures feelings and 
those hard to reach places that demand 
perserverance and patience. This journey 
is captured quietly and with remarkable 
authenticity by Rouse’s camera, whose 
expert ability to reveal the old man is 
essential to our buying into the truth of this 
story.

WATERFALL - Director 
of Photography: Sherwin 
Akbarzadeh.  Iranian-born Writer/
Director Nora Niasari (The Phoenix) and 
producer Mary Minas’ family drama 

Waterfall is the story of how a road 
trip meant to unite a new family ends 
up dissolving into disharmony when 
technology fails en route to a magnificent 
waterfall. The tension builds as fourteen-

year-old Zahra struggles to accept her 
mother’s fiancé.

Sherwin Akbarzadeh’s cinematography is 
simply outstanding. Waterfall gorgeously 
juxtaposes a troubled family against a 
beautiful landscape and emphasises the 
notion of feeling isolated within a family 
unit. What the film projects so beautifully is 
that divine awkwardness found between 
faith and doubt, an awkwardness that 
longs for authenticity yet reaches, and too 
often finds, artificial expressions.

Actors Asal Shenaveh, Greg Stone 
and Gity Madani all give relaxed, 
natural performance that feels less like 
‘performance’ and more like we’ve 
become observers to a journey deep 
within their sould.

‘Coat of Arms’ - DOP Warwick Thornton

‘Fysh’ - DOP Jeremy Rouse

‘Waterfall’ - DOP Sherwin Akbarzadeh
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AFTER THE SMOKE - Director 
of Photography: Velinda Wardell 
ACS.  By far, in this reviewer’s opinion, 
the best cinematography in a short film 

across the entire festival.

As the locals gather at the rodeo arena in 
a barren outback mining town, a young 
man watches the rider as he battles with 

a rearing horse, one hand tightly holding 
the reins. It’s a bizarre dance, playing with 
danger, living for that momentary rush of 
adrenalin. But as if signalling a dark omen, 
black smoke rises skyward from a huge 
chimney. A series of events unfold, and a 
young man bears witness to something he 
will never forget.

No stranger to flawless cinematography, 
Velinda Wardell ACS presents a nine-
minute film noir (literally in black and white) 
and places it squarely within the context of 
a contemporary story and contemporary 
filmmaking. The visuals are stunningly 
crisp. Utilising an emotional voice-over 
device to push its narrative forward, After 
the Smoke is a multi-layered short film 
from Director Nick Waterman that comes 
to life in three acts that connect, yet have 
their own individual life. It’s a unique yet 
effective film that makes it one of those 
rare experimental shorts that actually 
works... very, very well.

SENGATAN - Director of 
Photography: James Ballard.  
Australian actor Frank Magree has been 
a staple on Australian television when he 
burst onto the screen with Russell Crowe 

in Romper Stomper (1992). Now he’s 
brancing out, making his Writer/Director 
debut with Sengatan.

Based on true events, an Australian man 
living in Bali, who strategically befriends 

tourists for his own benefit, may have got 
in over his head. Is he playing or getting 
played? Through self-narration, the 
protagonist takes us on an unforgettable 
journey of how greed can corrupt one’s 
happiness. 

Cinematographer James Ballard (who 
also appears in the film) captures both the 
intimacy and personal nature of the story 
and his awareness that there’s universal 
messages about hope and perserverance 
unfolding here. And it’s not really that 
surprising that this film is a poignant one. 
Ballard doesn’t shy away from the more 
challenging parts of the journey, though he 
avoids a lot of the gratuitous exploitation 
that can be so common with this kind of 
film.

LOCKER ROOM - Director of 
Photography: Max Walter.  A 
cleverly simple film about a sixteen-year-
old girl (Bridie Noona) who discovers 
her best friends - three boys from the 

school football team - have been hiding 
something disturbing from her.

This film demonstrates almost every 
element one could ask for in a debut 
short film; an original story, perfect 

performances, but above all amazing 
cinematography from Max Walter who 
has cut his teeth recently on outstanding 
music videos and commercials such 
as the one Walker did for the Spirit of 
Tasmania.

Locker Room is a refreshingly honest 
film, not entirely devoid of hope yet also 
refusing to create a false sense of hope 
for the sake of somehow honouring its 

journey. Locker Room doesn’t project easy 
answersl Indeed, that appears to be an 

intentional choice as the journey itself isn’t 
easy and the answers you may discover 

will be uniquely your own. 

Vanessa Abbott is a Writer  

based in Melbourne.

‘After the Smoke’ - DOP Velinda Wardell

‘Sengatan’ - DOP James Ballard

‘Locker Room’ - Max Walker
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