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FROM THE EDITOR

Dear readers,

Film is not dead in this country. In this issue of Australian 
Cinematographer we share stories about cinematographer Adric 
Watson shooting his short film All These Creatures on 16mm, and 
cinematographer Edward Goldner shooting music videos on 35mm. 
While it may be considered forward-thinking for Australian industry 
bodies to support projects shot on film, like the British Film Institute 
(BFI) does with their ‘Film Forever’ initiative, currently they do not. 
I believe film is an important medium to preserve, and while it may 
be easier to avoid the format altogether I encourage a celebration of 
artists who continue to work in this medium. Inspired, I have even 
decided to shoot my next short film, on film.

It was wonderful to attend the ACS National Awards for 
Cinematography weekend in Brisbane last month, and encouraging to 
hear stories ‘from the field’ from cinematographers travelling the four 
corners of the world in pursuit of their work. Many, many stories to 
be shared in future issues of this publication. I would like to highlight 
the terrific event which ‘Meet the Nominees’ was; hearing Ben Allan 
ACS talk about his amazing (and award-winning) project for Taronga 
Zoo in Sydney, listening to Abraham Joffe ACS describe creating 
those breathtaking visuals for his award-winning documentaries, or 
having Henry Pierce ACS and Bonnie Elliott ACS chat to the audience 
about their television work. Having the cinematographers in the room 
and the opportunity to discuss with them their work… a truly unique 
opportunity and a tradition I hope that continues.

We are chocka-block full of content this issue. From the beautiful 
coastline of 1970s Western Australia on Breath with cinematographer 
Marden Dean, to the turbulent 1970s Sydney streets on Riot with 
cinematographer Martin McGrath ACS. Ashley Barron and Robb 
Shaw-Velzen ACS both chat to us about their experiences on their 
first feature films, One Less God and Blue World Order, while Peter 
Falk ACS shares his thoughts and wisdom shooting the new Clayton 
Jacobson black comedy Brothers’ Nest. And for an exclusive we 
transport you to the Republic of Gilead, where cinematographer Zoë 
White takes us through her work on the second season of the hit US 
show The Handmaid’s Tale.

All that and our ACS Briefs section, New Gear, Australian Shorts and 
Film Reviews. We hope that you have as much pleasure reading the 
magazine as we’ve had putting it together for you.

Until next time…

Peace.

James Cunningham 
National Editor,  
Australian Cinematographer Magazine

Greetings colleagues and friends,

Our 47th ACS National Awards for Cinematography, held in 
Brisbane, were a true testament to the quality of work achieved by 
our ACS members across a broad range of categories and genres. 
Congratulations to all who contributed to the exceptionally high 
standard of the event, and to those who were recipients of the ACS 
special awards, including the induction into the Hall of Fame for the 
late Ossie Emery ACS, Victorian branch stalwart Alan Cole ACS, and 
from South Australia our beloved JoAnne Bouzianis-Sellick.

The AGM was held in Brisbane the following day, at which I 
was elected for the eleventh year as your National President. It is 
with humility that I thank you all for the honour you have afforded 
me, by allowing me to be your National President. I am very proud 
to be part of such an important Society and to lead its role within 
our industry, demonstrated by the generosity of our members and 
sponsors, and the optimism we all share for the future.

Our Society remains diligent regarding issues relating to equality, 
diversity and harassment. We have taken proactive steps to establish 
a policy aimed to create a renewed environment within the ACS and 
we must continue to monitor the status and developments within the 
industry. We continue to encourage discussion on specific issues in 
order to be part of the solution globally. Each and every one of us are 
entitled to be a part of a society that affords us respect; one free from 
disrespectful, hurtful or demeaning language and actions.

The American Society of Cinematographers’ Vision Committee’s 
mission is to, “Encourage and support the advancement of 
under-represented cinematographers, their crews and other 
filmmakers, and to inspire us all to enact positive changes 
through hiring talent that reflects society at large.” Andrew 
Hyde and I will be meeting with members of that Committee during 
the third International Cinematography Summit at the ASC in the 
first week of June, and I see no reason why we cannot or should 
not formulate plans to hold events similar to that of the ASC and 
IMAGO. 

In closing, I emphasise the importance of continuing to build our 
reputation as a strong, forthright and viable Society. I encourage all 
members to become actively involved in the Society, contribute to our 
growth by suggesting events and helping to make us more effective 
and efficient in ensuring our Society remains progressive and strong.

Again, my sincere and heartfelt thanks to you all.

Ron Johanson OAM ACS 
National President, 
Australian Cinematographers Society

FROM THE PRESIDENT
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CARRIBERRIE
Virtual reality film Carriberrie, from director Dominic Allen and cinematographer Josh Flavell,  

is a face-to-face experience with our threatened Indigenous cultures –  by Slade Phillips

Beginning at the heart of Australia, 
actor and performer David Gulpilil AM 
guides us on a journey through time 
and space. We move from traditional 
ceremonial dance and song, towards 
intrinsically contemporary and modern 
expressions. From iconic ceremonial 
traditional dance at Uluru-Kata Tjuta 
National Park, to rainforests and funeral 
songs in the desert. From the most 
Northern tip of Australia to Sydney’s 
iconic Opera House with the Bangarra 
Dance Theatre, Carriberrie showcases 
a stunning range of Australian locations 
and performances.

Virtual reality, or VR, technology is 
making it far easier to connect with 
remote Indigenous Australians. 
Carriberrie, a mesmerising 360-degree 
VR, live-action documentary illustrates 
how well immersive technology can 
transcend cultural boundaries. 

Viewing the twelve-minute film, the 
audience is teleported. Against the 
backdrop of a pre-dusk sky, the viewer 
stands among the Anangu women, 
the traditional owners of Uluru. They 
stamp their feet into the red dusty earth. 
“Dance”, Gulpilil says, “is the first 

language of our people.”

Josh Flavell is a freelance 
cinematographer based in Sydney. The 
360-degree aerial footage in Carriberrie, 
which allows you to look around as you 
‘fly over’ the terrain, is one of the film’s 
standout innovations. The technical 
expertise to pull all this off is almost 
invisible. Working in VR, however is 
incredibly complex for creators. Allen 
and Flavell used a consumer drone 
fitted with two cameras to create the 
360-degree aerial footage. The shots 
were then patched together during the 
edit stage. Other scenes were shot with 
a Jaunt One VR camera which gives the 
experience a live, photo-realistic quality.

Carriberrie uses the latest immersive 
technology to invite the audience into 
a much-needed dialogue about the 
threatened culture of our nation’s first 
peoples. “If their practices are not 
preserved and passed on to the next 
generation, if they are not encouraged 
by all Australians, they could all too 
quickly be lost,” says Director Dominic 
Allen. With VR headset adoption yet 
to become mainstream, museums 
and cultural spaces will be vital for 

these important projects to reach wide 
audiences.

“Immersive films like this should also 
be used in educational settings such 
as classrooms,” writes Kate Gwynne, 
a PhD Candidate in ‘Interactive 
Storytelling’ at the University of New 
South Wales. “We learn through 
experience. Virtual reality can be 
a proxy for the real thing. It can 
give students exposure to Australian 
Indigenous culture when excursions 
are unfeasible. Geographical and 
language divides are no longer an 
excuse for ignorance.”

The Byron Bay Film Festival once again 
presented an Australian contingent of 
360° VR works at last month’s Cannes’ 
Next, the innovation hub of the film 
festival’s market, Marché du Film. 
Among those works screened was 
Carriberrie.

Josh Flavell is a graduate of the Australian 

Film Television & Radio School (AFTRS). His 

experience encompasses a  

wide range of narrative, commercial,  

and documentary projects.

Slade Phillips is a writer based in Sydney.

Francis Williams of the Naygayiw Gigi Dance Troupe in a scene from ‘Carriberrie’ - DOP Joshua Flavell
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ALL THESE CREATURES
Adric Watson films short film All These Creatures on 16mm – by James Cunningham

Australian feature films didn’t make 
the cut in this year’s Cannes Film 
Festival’s official competition or Un 
Certain Regard… however two short 
films were selected. Charles Williams’ 
All These Creatures, shot on 16mm film 
by cinematographer Adric Watson, was 
one of them. One of only 8 titles in the 
short films competition, chosen from 
3,943 submissions. It went on to win 
the Palme d’Or!

The film stars thirteen-year-old 
Ethiopian/Australian Yared Scott as 
Tempest, a boy who tries to understand 
the dark presence growing inside his 
father and the events that led to an 
inexplicable tragedy, while his backyard 
is infested with insects. Williams cast 
Scott after auditioning more than four-
hundred kids, and rewrote the script to 
include Scott’s ethnic background.

This is the director’s fifth short film. A 
lot of the events depicted are “highly 
personal and reinterpreted,” Williams 
says. The Director also produced writer-
director Yianni Warnock’s Homebodies, 
which was nominated for an AACTA 
award for Best Short Film in 2016.

Adric Watson had never worked with 
Williams, or anyone else on the project, 
at that stage. Watson was supposed 
to be moving to Berlin, however liked 
the script for All These Creatures and 
stayed an extra month just to shoot it.

Watson believes a big part of good 
cinematography is actually just good 
production design and choosing the 
right locations. While the shoot was to 
take place in Melbourne, the Director 
and Cinematographer both lived in 
Sydney. This gave the pair time with one 
another to discuss visuals. Production 

Designer Eleanora Steiner couldn’t be 
present for these earlier conversations, 
however joined them once scouting 
began in Melbourne.

All These Creatures was shot on 
an Aaton XTR Prod with Zeiss 
Superspeeds and a Canon 11-
165mm zoom. The camera is owned 
by Watson, while the rest came from 
Panavision in Melbourne. The majority 
of the film was shot on Kodak Vision3 
200T, with some scenes shot with 500T. 
It was developed by Cinelab London, 
with pick-ups by Werner Winkelmann at 
Neglab in Sydney. “While Australia at 
the moment isn’t the most streamlined 
workflow for film,” says Watson, “you 
can still make it work. Credit goes to 
our Director for putting all the pieces 
together.”

“Film is a pretty natural choice 

Yared Scott as Tempest in ‘All These Creatures’ - DOP Adric Watson, PHOTO Mathew Lynn
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for me,” says Watson. “This is well 
trodden ground, but its visual qualities 
are more alluring and interesting to 
me. Texture is a big part of that, it’s 
response to colour and light as well, 
it’s got energy, it’s impressionistic, it’s 
an abstraction. I don’t really get on 
board with cinema trying to replicate 
reality.” 

“I think that’s a boring outlook and 
undermines the very dreamlike nature 
of what cinema has always been,” 
Watson explains. “There’s something 
Walter Murch said, I can’t quite 
remember, about an image of a door 
in an empty room. Film feels like 
someone is about to enter the room, 
digital as though they just left.”

From the beginning, Williams was 
on the same page about film format 
and worked very hard to make it 
work financially. “While I think it’s a 
beautiful format for drama,” says 
Watson, “I never want to push too 
hard if a director isn’t as enthusiastic. 
I wouldn’t want something technical to 
put unnecessary stress on an already 
high-pressure environment.”

“The film itself is about a boy 
witnessing and reflecting on his 
father’s mental deterioration,” says 
Watson. “We wanted this to be 
reflected in our images. Colour is 

huge for me. I think its psychological 
impact is profound and incredibly 
complex. We wanted to see browns 
and acidic greens in the production 
design, with costumes and locations to 
reflect an overwhelming atmosphere 
of sickness and decay. While it’s not 
overt, I think it does impact at an 
unconscious level.”

“ Colour is huge for me. 
I think its psychological 
impact is profound and 
incredibly complex. ”

Out of the All These Creatures crew, 
Watson had only worked with Focus 
Puller, Jordan Dowding, before. “He 
had been my loader on a short I’d 
done on 16mm years earlier and had 
done an amazing job,” says Watson. 
“He also loaded all our film so he was 
basically doing two jobs in one. Joey 
Knox, Bonita Carzino, and Thomas 
Dawe were our Second Assistant 
Cameras. Max Walter and Arron 
Farrugia filmed Second Unit pickups, 
as I was overseas.”

The grade was digital. Selects 
were scanned at Park Road Post in 
Wellington, New Zealand, in a Digital 
Moving-Picture Exchange (DPX) on an 
ARRISCAN Film Scanner. “It stresses 
me out a lot to not be present in 

the colour-timing. I was in London 
during this process so I graded some 
stills and sent them back and forth 
to the Director, and our Colourist CJ 
Dobson. In all honesty, I haven’t even 
seen the final film yet, but I’m sure 
they did an amazing job!”

Looking back on what Watson, and 
Williams, had originally set out to 
achieve with All These Creatures, 
Watson reflects: “It’s hard to say. I 
think I look back on most things I do 
and think, I really should have lit that 
differently or framed that differently. 
Sometime’s it’s only through hindsight 
that you’re able to see the true 
potential of certain ideas and usually 
once you have forgotten the series of 
uncontrollable events that led you to 
those outcomes anyway.”

“I can’t say I would have done it 
differently,” he says, “but once I’ve 
digested all the mistakes I made, I’ll 
do things differently in future.”

Ardic Watson is an advocate of shooting on 

film. He has worked on award-winning short 

films, including Bo Mi for which he was awarded 

AFTRS Excellence In Cinematography, and 

television commercials including for Jeep’s  

2015 Super Bowl Grand Final.

James Cunningham is the Editor of  

Australian Cinematographer Magazine.

Tempest, played by Yared Scott, in ‘All These Creatures’ - DOP Adric Watson, PHOTO Mathew Lynn
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Shot by young cinematographer Ramy 
Daniel, short film Dots tells the story of a 
small Australian town where people start 
dying after the arrival of a mysterious 
stranger. A local police officer, however, 
is too preoccupied with his Mercedes to 
pay attention to the deaths. 

Daniel graduated last year from 
the Australian Film, Television and 
Radio School (AFTRS) as a Master 
of Screen Arts student specialising 
in cinematography. Both Daniel and 
Director Eryk Lenartowicz were working 
closely in the same class. Lenartowicz 
specialised in writing and directing 
while Daniel was working in both 
cinematography and documentary. 
“During our class feedback sessions 
I started reading the script,” says 
Daniel, “and before I turned the first 
page, I immediately pictured myself 
pitching to shoot it.”

The number one factor for Daniel when 
it came to choosing his gear was to 
look within what the school had to offer, 
in order to save money. “The mission 
was to minimise our gear list in order 
to setup, shoot and move light and 
fast since there was some traveling 
and harsh terrain on the location 
shoots,” explains Daniel. “Our goal 
was of course the ‘look’ and with all 
the cameras and lenses we tested, only 
one combination was standing out 
with the right tone which myself and 
the director were aiming for.” They 
chose the ARRI Alexa Classic with the 
Angenieux 25-250. “Slow, heavy and 

DOTS
Iraqi, Sydney-based and multi-award winning cinematographer  

Ramy Daniel on shooting the short film Dots – by James Cunningham

bulky but vintage gold!” 

The close relationship between 
Lenartowicz and Production Designers 
Thomas Muir and Yvette Underwood 
meant that his working relationship 
with the production design team was 
‘a breeze’. “Rarely did I feel the 
need to add much to what they were 
coming up with, be it the colours or 
the layouts, as we were working from 
the same references and working 
from the storyboard,” says Daniel. 
Those references being Dogtooth 
(2009, cinematography by Thimios 
Bakatakis GSC) and A Serious Man 
(2009, cinematography by Roger 
Deakins CBE BSC ASC). “Most of my 
time with the production designers 
was utilised working on measurements 
and practical lights during pre- 
production and on set it was a matter 
of only moving things one inch left or 
one inch right.”

“Some days, you wake up at 4am 
knowing there’s a tonne of gear to be 
setup, footage to be backed up, and 
a shot-list longer than the wait for 
season eight of Game of Thrones,” 
says Daniel. “But that time flies by so 
quickly and effortlessly when you’re 
with the crew.” Daniel explains it’s the 
mutual respect and professionalism that 
keeps them going, and looking forward 
to the next day. “The key thing I do 
with my crew after each day is allow 
time to give each other feedback. We 
keep an open mind about suggestions 
and how we could improve things 

creatively and practically, as well as 
pointing out the positive aspects of the 
day, not just the negative,” he says.

Daniel does confess, however, that 
he would have preferred to be more 
involved in post-production, especially 
during the grade. “I shot with a look 
up table we created prior to shoot, 
and that was passed on to post,” he 
says. “I would have loved to be more 
involved but timing simply made it 
difficult on this occasion.”

There was a some fortune for Daniel on 
the Dots shoot, however. “This one I 
credit to poor man’s luck!,” he says. 
Toward the beginning of the film, the 
crew planned to shoot the mysterious 
stranger entering the small town, 
standing in front of a house. “When we 
set up the shot, it just happened; it 
clouded, drizzled and the wind started 
pushing fog in the same direction our 
stranger was walking. It was a gift 
from the gods that complemented the 
story behind this frame in every single 
way.”

Dots received its world premier in the 
Cinéfondation section of this year’s 
Cannes Film Festival. “Everyone 
worked really hard to get us this 
far,” says Daniel. “It’s been a long, 
awesome journey and I wouldn’t 
change a thing. I’m incredibly proud 
of what we’ve achieved.”

Ramy Daniel is a freelance  

cinematographer based in Sydney.

A scene from the short film ‘Dots’ - DOP Ramy Daniel
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AC How did you get involved with  
 the three music videos you shot 

on film?

EG My career started with music  
 videos. I had largely taken a break 

from them over the past few years to 
focus on television commercial work. I 
love shooting commercials, however I 
am at a point where I want to take on 
more projects that allow me to interact 
with narrative and push things visually, 
without being too conservative.

I worked with Freya Esders (Director) on 
all three projects. Esders is an old friend 
so we have quite an informal working 
relationship and tend to share similar 
aesthetic sensibilities. The first of the 
videos was for Melbourne duo KLLO, 
who I didn’t know at the time.

AC Why the decision to shoot on  
  film?

OLD SCHOOL
Edward Goldner skilfully employs film, including 35mm Ektachrome,  
on three stunning music videos –  interview by James Cunningham

EG The concept for ‘Downfall’ was  
 drawn from Esders’ own 

experience of having moved from the 
Sunshine Coast to Melbourne and at 
times needing to return back home 
to restore her headspace. I wanted 
to photograph the two environments 
differently and film was a great tool to 
achieve this. 

I had a heap of leftover 35mm filling 
up the vegetable drawer in my fridge, 
including a couple of rolls of very 
rare Kodak Ektachrome 100D. That 
particular emulsion is known for having 
intense saturation. I felt that it could 
work well for the Queensland material, 
which needed to have a certain 
vibrance. It is uncommon to see any 
motion picture slide film these days so it 
also presented an opportunity to create 
something quite unique. 

I’m an advocate of committing to 
bolder choices so there was something 

exciting about the idea of baking 
looks into the image without too much 
opportunity to second guess ourselves 
in the grade. The Melbourne scenes 
called for more muted, grainy imagery. 
I shot those on Vision3 500T negative 
film, which was underexposed to push 
the texture. I was so happy with the 
process and results of the KLLO shoot 
that I was eager to continue with film on 
my next project; a music video for the 
song ‘Endless’ from Melbourne-based 
artist Lucian Blomkamp.

AC Can you talk about the ‘looks’  
 you were working toward 

visually with each clip?

EG ‘Downfall’ was pretty minimal  
 in terms of outside influences. 

Esders and I both shoot a lot of stills 
photography and tend to like wider 
lenses. She had a heap of material 
from the Sunshine Coast, taken on her 
Contax G2 with a 28mm lens. I think 
those images definitely influenced the 
way I approached the environment. 

On ‘Endless’ we looked at the films of 
Krzysztof Kie´slowski, particularly the 
way he utilises colour. We were keen to 
commit to something bold in terms of 
giving each sequence a character. There 
was something appealing about how 
committed he was with his choices. 
Technically, a lot of his work is far from 
perfect, which resonates with me at the 
moment as I’m all for taking risks in the 
effort of creating interesting work. 

‘Potential’ is much more current 
stylistically so there was a wealth of 
music video and fashion references to 
draw inspiration from. The mixed format 
thing has been flogged pretty hard so 
we were conscious to make it our own 
and use it as a tool to serve the clip. 
Beyond existing films and photography, 
the locations we scouted were our 
biggest influence since we added so 
little and were ultimately reliant upon 
what was already there.

AC What cameras and lenses did  
 you shoot with?

EG We had great support from  
 Cameraquip and The Vision 

House. ‘Downfall’ was shot on a 
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Moviecam Compact MkII with a 
set of Zeiss Superspeeds. These 
Superspeeds were a good choice in 
terms of keeping weight down and 
allowing us shoot in low-light with a 
slower speed stock. The Blomkamp 
clip was shot with a set of Cooke S4s, 
which would have to be one of my 
favourite spherical options. The second 
KLLO clip was also shot with S4s but 
4-perf since we were going for a 4:3 
finish. This freed up a few more camera 
options so I went with an ARRI Arriflex 
235, which was a pretty amazing 
improvement on a weight level. 

AC Can you speak briefly about  
 your crew?

EG All three music videos were  
 shot with with tiny crews and 

minimal equipment. We relied entirely 
on available light. In terms of camera 
department, we were amazingly 
fortunate to have Jesse Minter along 
for both KLLO shoots and Chris Child 
on ‘Endless’, who both brought with 
them a wealth of skill and experience. 
Knowing that things were so well 
covered on a camera level allowed me 
to really focus on shooting. 

‘Downfall’ would have to be one of the 
most bare bones shoots I’ve done to 
date. It was just Esders, Minter, Chloe 
Kaul (on half of KLLO) and myself up 

in Queensland. During the cane field 
shoot, I remember turning around at 
one stage and seeing Esders wrapped 
in a white bed sheet (my makeshift 
bounce for the shoot), whilst Minter was 
somehow simultaneously swinging a 
lens and lacing up a new magazine. 

AC How did you approach the  
 post-production process on the 

projects?

EG Post-production was interesting,  
 particularly on ‘Downfall’. Only 

two motion picture labs in the world 
still process 35mm colour reversal. We 
went with Dwayne’s Photo in Kansas, 
who have a bit of a cult status within the 
analogue world. There is actually a film 
about them called Kodachrome coming 
later in the year. 

During pre-production, we were short 
on time so for camera tests, we actually 
shot a few feet then chopped the film 
into tiny strips and sent it to Michaels, a 
stills lab in Melbourne, who were able to 
develop it since E6 is still quite common 
in the photography world. All of the 
colour negative film was sent to Werner 
Winkelmann at Neglab in Sydney, who 
is an absolute legend. The footage 
was transferred on the ARRISCAN Film 
Scanner at Park Road Post in New 
Zealand. 
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Colourists CJ Dobson (‘Endless’ 
and ‘Potential’) and Ciara Gallogly 
(‘Downfall’) did a beautiful job on our 
colour grades. We tended to keep 
things fairly minimal on a grading front 
with the exception of ‘Endless’, where 
Dobson’s work helped to provide a 
defined colour palette to each of our 
sequences. 

AC Looking back on what you had  
 set out to achieve, do you think 

you succeeded?  

EG I’m completely wrapped with how  
 things turned out on each project. 

The first shoot was certainly a bit of a 
shock to the system after being away 
from film for so long. You forget the 
small things like how dark an optical 
viewfinder can become with a heap of 
Neutral Density filters. 

Just the other day, Esders and I were 
actually looking at some of our project’s 
old outlines and references that we’d 
put together in pre-production. It was 
really rewarding to see how much of our 
initial intention came through intact. 

Edward Goldner is a skilled cinematographer 

working on music videos, narrative shorts and 

television commercials including for Bonds, 

Honda and Samsung. He was awarded the  

NFSA-ACS John Leake OAM ACS Award for  

an Emerging Cinematographer in 2011.

A shot from KLLO’s ‘Downfall’ music video - DOP Edward Goldner
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At this year’s Fujinon Fujifilm ACS 
National Awards, the Society’s night of 
nights, held at Brisbane’s prestigious 
Customs House it was Simon Duggan 
ACS (Hacksaw Ridge) who took out 
the coveted Milli Award for Australian 
Cinematographer of the Year.

Duggan, unable to collect the award 
in person due to overseas shooting 
commitments, had already received 
critical international acclaim for the Mel 
Gibson-directed Hacksaw Ridge and 
was truly humbled as he accepted 
the award by recorded video saying, 
“I’m very honoured to receive this 
year’s Milli Award. As we know it’s 
always a collaboration between 
a great director, cast and crew to 
achieve such an amazing result. 
I’ve always enjoyed the local and 
international films I’ve shot here in 
Australia and I’ve managed to have 
the very best Australian crews behind 
me over the years. I would like to 
thank the Society and President Ron 
Johanson OAM ACS, along with all 
the committee members and all the 
sponsors who have made tonight and 
so many other ACS events possible.”

ACS National President Ron Johanson 
OAM ACS said, “Simon is an incredibly 
talented cinematographer and very 
worthy winner of the Milli Award. 
Tonight has been another wonderful 
night for the ACS and our members 

GOOD AS GOLD
Simon Duggan ACS wins Milli Award for ‘Australian Cinematographer of the Year’  
at the 2018 ACS National Awards for Cinematography – by Salvatore Di Muccio

and I would like to thank our national 
sponsors for their continued generous 
support, and the Queensland ACS 
committee for hosting these 2018 
Awards.”

Some of the other winning entrants 
included Maxim Hussey who won the 
CineKids Award for Piezza Promo, 
and Nathaniel Kelly in ‘Student 
Cinematography’ for Curriculum. Ben 
Allan ACS earned a Gold Tripod in 
Experimental & Specialised for the 
incredible 270° cinema installation Wild 
Squad Adventures for Sydney’s Taronga 
Zoo, while Tony Luu ACS earned Gold 
for his Eurovision Promo in the ‘John 
Bowring ACS TV Station Breaks & 
Promos’ category. 

Queensland’s Allan Hardy received the 
Gold Tripod in ‘Music Videos’ for Bliss 
n Eso’s Moments, Aaron Hollet took 
the ‘Current Affairs’ Gold Tripod for 
Highway to Hell, and in ‘Entertainment & 
TV Magazine’ Ian Peterson ACS earned 
Gold for his work on Who Do You Think 
You Are? - Delta Goodrem.

Academy Award-winner Dion Beebe 
ACS ASC won his first of two Gold 
Tripods on the night in ‘Corporate 
and Educational’ for Burberry: Tale of 
Thomas Burberry, later winning again in 
‘Advertising - National/International’ for 
his Guinness: Hammond commercial. 
Beebe videoed in his acceptance 

speeches from Colombia, where he 
is currently shooting Gemini Man with 
director Ang Lee.

Last year’s Milli Award-winner Abraham 
Joffe ACS picked up two Gold Tripods, 
one in ‘Documentaries’ for his work 
on Tales By Light: Life and Death, and 
a second in the ‘Ron Taylor AM ACS 
Wildlife & Nature’ category for Tales By 
Light: Misunderstood Predators.

Tim Tregoning earned a Gold Tripod 
for Tourism Tasmania’s Go Behind The 
Scenery campaign in ‘Advertising - 
Local & Regional’, while Ross Giardina 
ACS earned Gold for Real Destinations 
in ‘Dramatised Documentaries’ and 
Emilio Abbonizio earned the Gold Tripod 
in ‘Short Films’ for Third World Man.

Geoffrey Hall ACS took home Gold 
in the ‘Drama or Comedy Series & 
Telefeatures’ for his work on Wake 
In Fright, the Drew Llewelyn ACS 
Camerimage Scholarship went to Sissey 
Reyes, while Ossie Emery ACS, Alan 
Cole ACS and JoAnne Bouzianis-Sellick 
were inducted into the ACS Hall of 
Fame. The ‘Bob Miller - ACS Technical 
& Innovation Achievement Award’ went 
to Tom Waugh & Chris Fox from Ignite 
Digi, and the The ACS-John Leake 
OAM ACS Emerging Cinematographer 
Award went to Ben Cotgrove.

Salvatore Di Muccio is the owner of Well Above.

Australian Cinematographer of the Year Simon Duggan ACS with his awards at  
ACS Headquarters in Sydney - PHOTO David Lewis ACS
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In 2014, during the production of the 
Gregg Allman (of the Allman Brothers 
Band) biopic Midnight Rider, Sarah 
Jones, a 26-year-old camera assistant 
lost her life when a train ran through an 
active film set. A harrowing event, and 
sober reminder of the importance of on-
set safety for all film cast and crew.

There have been all too many on-set 
film deaths that the industry has had 
to contend with, from Brandon Lee’s 
unfortunate death while filming The 
Crow (1994), to New Zealand native 
Conway Wickliffe who was riding in the 
back seat of a vehicle when it crashed 
into a tree while filming The Dark Knight 
(2008). Wickliff was leaning out of the 
window at the time of the accident 
because he was holding his camera 
filming one of the other vehicles.

Cinematographer Garry Hansen and 
two others were killed in a helicopter 
crash, in 1982, while filming a television 
commercial in New South Wales. 
In 2012 American cinematographer 
Mike deGruy and Australian TV writer-
producer Andrew Wight were killed 
when their helicopter crashed shortly 
after takeoff in eastern Australia while 
filming James Cameron’s DeepSea 
Challenge (2014).

Prosecutors maintain Midnight Rider’s 
director, Randall Miller, was ultimately 
at fault, claiming the production was 

RAILROADED IN THE DEEP SOUTH
Four years ago, an on-location tragedy during an independent film production  

took the life of camera assistant Sarah Jones – by Slade Phillips

trespassing when the incident occurred. 
In the small town of Jesup, Georgia, in 
the United States, a brief investigation 
lead to a quick conviction. The truth 
was found, and justice was served. Or 
was it? 

“None of the evidence 
I’ve uncovered supports 

the official story.”
While attempting to answer 
that question, an explosive new 
documentary has uncovered information 
which clouds the official narrative and 
leads viewers down the rabbit hole of 
small town corruption and corporate 
negligence.

“None of the evidence I’ve uncovered 
supports the official story,” said 
filmmaker David Rollins, writer and 
director of Trial of Midnight Rider: 
Railroaded in the Deep South. “The 
more I dug into this, the more I saw 
just how many failures led to this 
disaster.”

With the release of the documentary 
Rollins is hoping that truth has its day. 
The film, which includes case evidence 
not previously available to the public, 
is a result of nearly three years of 
investigation and more than seventy-
five interviews. The documentary 
includes the official depositions of law 

enforcement, film personnel and a 
variety of railroad, insurance and pulp 
mill executives. Rollins even made 
more than two-hundred hours of uncut 
deposition testimony and key evidence 
available on his website to aid future 
investigations.

The resulting information not only seems 
to blow the top off the prosecution’s 
version of events, but also uncovers 
systemic problems with the entire 
investigation. From an habitually 
reckless train crew that neglected to 
even attempt to stop, despite seeing 
the production on the tracks from 
almost a mile out, to the presiding judge 
admitting on camera that he handed 
down an illegal sentence.

“At the end of the day we’re just a 
documentary crew, but I truly hope 
our film will make a difference and 
lead to a more thorough investigation 
into what really happened,” says 
Rollins. “A number of lives were 
forever changed that day, but most 
importantly, a young crew member 
lost her life and a family lost their 
daughter. I felt it would be a 
tremendous disservice to all those 
involved if the truth was left untold.”

Trial of Midnight Rider: Railroaded in the  

Deep South is now available on VOD.

Slade Phillips is a writer based in Sydney. 

An image of the crew beside the railroad tracks, from day of the shoot - PHOTO Supplied
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SHOOTING THE WORLD
Anthony Littlechild shoots the world for new Network Ten travel show – by Slade Phillips

Photo Number 6 is a reality television 
program combining the adventure of 
travel with the joy of photography. Host 
Alan Fletcher explores the world looking 
for that elusive photographic image 
that totally encapsulates the emotion, 
geography and human connections he 
makes.

By virtue of his twenty-two years 
performing in the iconic Australian 
television program Neighbours, Fletcher 
has become a household name in many 
countries, particularly in the United 
Kingdom. Fletcher is a photographer on a 
quest to capture photos that sum up his 
experiences. At the end of each episode 
he reviews five of the best photos he 
takes and chooses one to become 
‘Photo Number 6’. That photo in turn 
represents everything he has experienced 
about the destination’s culture, people 
and geography.

Cinematographer and founder of 
Creative Head Productions, Anthony 
Littlechild, was commissioned by 
Mezzanine Films to handle the filming 
for Photo Number 6, the new travel 
show for Network Ten. Littlechild 
has also acted in television shows 
such as Blue Healers, City Homicide, 
Neighbours, Miss Fisher’s Murder 
Mysteries, Gallipoli and others. It was 

clear to Littlechild, when briefed, that 
this was a show where choice of 
camera was going to be critical. He 
decided on an ARRI Amira.

Littlechild explained, “Shooting a travel 
show I knew I needed a versatile 
camera, something that could 
do everything I needed, but quickly. 
It also needed to help me maintain 
a high image quality, making this show 
about not only travel but making it 
as ‘cinematic’ as possible considering 
the production’s circumstances.”

To say Littlechild ‘shot the world’ or 
Photo Number 6 is no understatement 
with the crew having to deal with sub-
zero temperatures, snow, mountains, 
glaciers, hills, cliffs and vast landscapes 
in Iceland to the deserts of Sahara 
and Namibia, to extreme close-ups of 
wild animals in South Africa. He also 
shot the Scottish countryside, the 
hustle, bustle and inner city chaos of 
London, 45-plus degree weather in rural 
California and along the Great Ocean 
Road in Victoria. 

Photo Number 6 is not a standard 
travel program showcasing the obvious 
tourist attractions that locations have 
to offer. The show takes viewers ‘under 
the surface’ to explore the culture, 

politics, landscape and humanity of the 
destination. Through five fast-paced 
segments Fletcher and Director Stig 
Wemyss take audiences on a quirky, 
humorous, dramatic and, occasionally, 
risky ride. Then Fletcher and Wemyss 
battle it out in the in-studio ‘red room’ 
seeking the perfect shot.

Apart from owning an ARRI Amira 
himself, Littlechild also owns many 
other cameras. Shooting Photo 
Number 6 gave him a chance to 
compare his inventory as he explained 
and concluded, “It’s easy for me 
to compare the Amira to my other 
cameras and for this shoot there was 
no camera better suited for the job. 
It felt like the Amira was made for it. 
I loved it and the show couldn’t have 
been shot on any other camera.”

“Each episode was shot in a 
different city, town and country but 
the common factor was that the 
conditions were never easy,” he says. 
But after all, travel is more than just 
getting off the bus and taking a few 
snaps. 

Anthony Littlechild is an actor and 
cinematographer crewing in multiple fields, 

working on over three-hundred productions.

Slade Phillips is a writer based in Sydney.

Anthony Littlechild shooting ‘Photo Number 6’ in London - PHOTO Supplied





Pikelet, portrayed by Samson Coulter, in the film ‘Breath’ - DOP Marden Dean, PHOTO Nic Duncan



BREATH
Set in 1970s coastal Australia,  

two teenage boys hungry for discovery  
form an unlikely friendship with  
an older, enigmatic surfer who  
pushes them to take risks that  

have lasting and profound  
impacts on their lives.

Based on Tim Winton’s international  
bestselling novel, Breath  

is lensed by award-winning  
Cinematographer Marden Dean  

and was directed by Simon Baker.

- by James Cunningham
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The journey to the film Breath began with a copy of Tim 
Winton’s book of the same name being sent to veteran 
Hollywood producer Mark Johnson.

Johnson, a producer on Rain Man (1988), Donnie Brasco 
(1997) and The Notebook (2004), had worked previously with 
Australian actor Simon Baker. When Johnson read Winton’s 
book he was compelled to contact Baker, who knew of 
Winton’s work but hadn’t yet read Breath. 

“Johnson said, ‘I’m sending you a copy of this book. 
This is something that perhaps we could do together,’” 
recalls Baker. “It had an immediately profound effect on 
me. Having grown up in a coastal town in Australia, and 
knowing such similar characters from the book, I was drawn 
in. I called Johnson immediately and said ‘Yes’.” 

Johnson contacted Winton about securing the rights to make 
the film. They planned to meet when Johnson was shooting in 
Australia, but were never able to be in the same place at the 
same time. 

“In the end, we finally met in Portland, Oregon,” says 
Winton. “I was arriving for a US book tour. I was flattered 
that he was interested and surprised by how intense his 
interest was. It wasn’t just about the exotic for him, that it 
was set in a different hemisphere, he saw that the story was 
universal.” 

Initially, Baker was attached to star in the film. “When we first 
optioned the book, Johnson and I met with some really 
great directors,” recalls Baker. “Everyone was interested 

because of Wintons’ stature as a writer, but after one 

particular meeting, Johnson leant over and asked me ‘has it 

occurred to you that maybe you should direct this film?’” 

The challenge of directing as well as acting was an 
experience not foreign to Baker, as he had directed and acted 
simultaneously in episodes of The Mentalist (2008-2015) and 
The Guardian (2001-2004). 

“Any nerves I might have had 
about working on a ‘surf film’ 

were washed away.”
Cinematographer Marden Dean had recently finished on 
the film Fell (2014), which appealed to Baker because of its 
rich personification of nature and the character’s connection 
to it. “I hadn’t previously worked with any of the producers 

or creative team, but I quickly found a shared language and 

passion for the material,” says Dean. 

“It can be a gamble working with new people,” explains the 
cinematographer, “but when Baker first contacted me to 

discuss the film. Any nerves I might have had about working 

on a ‘surf film’ were washed away. I immediately felt at 

home with his approach and cinematic language.”

Filming in Western Australia was ideal for Baker and the other 
producers, not just in terms of authenticity to Winton’s setting, 
but to keep integrity in deeper ways.

Loonie (Ben Spence) and Pikelet (Samson Coulter) in ‘Breath’ - DOP Marden Dean, PHOTO Roadshow Films



“One of the things that we talked about from the beginning 
with this film is that this be made as Australian as possible,” 
explains Executive Producer Tom Williams. “We didn’t want 
the fingerprints of Hollywood on this movie so we always 
had, in our minds, designed this to be an Australian film.” 

Despite the universality of the book’s themes, the specificity 
of the landscape would be vital to creating the visual and 
emotional world of Breath. For Winton, the south coast 
of Western Australia has a significant impact on his work. 
Most of his books and short stories are set in or touch on 
this region. In Breath, the landscape shapes the characters; 
their behaviour and aspirations are strongly influenced by the 
particular personality of the environment. 

Having shot extensively with the ARRI Alexa family in a variety 
of conditions, Dean and Baker decided early on the camera 
would provide them flexibility in a challenging and remote 
environment. “We went with two Alexa XT’s, an Alexa Mini 
and a RED Dragon for the surf unit, all shooting their 
respective flavours of RAW,” explains Dean. “I decided 
that the extra resolution from the RED would be useful for 
any required image stabilisation and post reframing from 
shooting on the ever unreliable waves.”

“We wanted lenses that would add a visual poetry to the 
1970s setting and ultimately landed on Panavision Ultra 
Speeds, complimented with ‘detuned’ zooms to better match 
the primes,” says Dean. “Baker described these lenses as 
being ‘alive’ and I couldn’t have agreed more. Not only 
were they vintage lenses from the era of which the film is 

set, but they rendered contrast in a painterly way that 

supported the intimate nature of the story.”

For Dean, it was exciting to work with a director who had 
a deep understanding of lenses, and how they help to 
realise a vision. “I enjoyed geeking out with him about 

the characteristics of anamorphic versus spherical, and 

how these might relate to the story. For the water housing 

we went with a set of Cooke S4s which resolved sharper 

and had slightly more contrast, adding to the kinetic and 

subjective experience of the surf environment.”

“I enjoyed geeking out with  
him about the characteristics of 
anarmorphic versus spherical, 

and how these might relate  
to the story.”

Dean finds a broad variety of references useful on every 
project that he’s attached to; whether it is photography, 
music, colour palette boards, or even keywords that resonate 
during conversations. “These influence lighting decisions 

where, more often than not, I am removing light sources 

rather than adding them, and trying to adhere to naturally 

motivated sources such as windows or existing practical 

lights,” says Dean.

Simon Baker (Actor/Director) with Marden Dean (Cinematographer) shooting the film ‘Breath’ on location - PHOTO Supplied
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Production Designer Stephen Jones-Evans had read Breath 
before being sent the script and was familiar with Winton’s 
work. “What really attracted me to the project was the fact 

that I lived through the world depicted in the book and the 

film,” says Jones-Evans. 

“Jones-Evans comes with a wealth of experience,” says 
Dean. “He has a fantastic energy, values collaboration and 

loves exhaustive research.” Dean and Jones-Evans looked at 
an abundance of 1970s surf photography and took cues from 
their gritty quality. “There was a frontier quality in them that 

is completely different to the contemporary professional surf 

scenes. We both gravitated to finding a palette and texture 

that felt authentic to the time and to each environment.”

“Because the 1970s has been treated so iconically in a 

number of films, we wanted to go back to a monochromatic, 

raw, unfiltered look at the period,” explains Jones-Evans. 
“We looked at a lot of references, particularly the work 

of John Witzig who was one of the major Australian surf 

photographers of the period. His pictures became a kind of 

a bible on which we based our images.” 

For interior locations the team looked at more than forty-five 
houses built in the 1970s, however many had been partially 
modernised or had gardens that were too established. The 
home of Sando (Simon Baker) and Eva (Elizabeth Debicki), 
the place where Pikelet (Samson Coulter) and Loonie 
(Ben Spence) increasingly spend their time on land, would 
eventually be made from the ground up when the right house 
couldn’t be found as an existing structure. 

“Pikelet’s family home was simple, ordered and safe and I 
responded by lighting it in an even way and using classic 
compositions,” explains Dean. “This juxtaposed to the raw 
and rambling home of Sando, where I introduced more 
contrast and shadow to heighten the edgy mystery of this 
enigmatic character.”

“We looked at a lot of 
references, particularly the 
work of John Witzig who was 

one of the major Australian surf 
photographers of the period.”

“We were lucky to be able to build Sando’s house, a key 
location nestled in the bush. I was able to influence its 
orientation to favour views framed through windows and 
make use of the sun’s path, which allowed us to maintain 
consistency through our longer scenes,” says Dean. 
Jones-Evans was very responsive to allowing opportunities 
for natural light, the position of practical lights and creating 
‘nooks’ where Dean and his lighting crew could hide large 
lamps outside.

“Each location already felt so authentic,” explains Dean, 
“and I wanted my lighting approach to have a subtle touch, 
even when forced to light spaces for consistency owing 
to the constantly changing weather. I favoured large HMI 
exterior lamps to augment the sun and a warmer colour 

Pikelet (Samson Coulter) and Sando (Simon Baker) in ‘Breath’ - DOP Marden Dean, PHOTO Roadshow Films
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temperature for interiors.”

There were a set of storyboards created for Breath, but not for 
the complete film. They also only primarily covered the more 
‘action-oriented’ scenes. “Although planned out with shot 
lists and mud maps, our approach generally allowed for a 
flexible approach in order to respond to blocking or what 
the weather was offering,” says Dean. 

As Breath was being filmed along the Western Australian 
coastline, the Cinematographer opted for an all-local crew. “I 
had only worked with one of them before, Second Assistant 
Camera Karina Davies, who is a very supportive and 
knowledgeable technician,” he says. “I was fortunate 
enough to have the talented Gavin Head as First Assistant 
Camera, whose experience proved to be invaluable.” 

“Our young lead actors, Coulter and Spence, were 
inexperienced and I didn’t want to complicate their process 
by having them relying on marks,” say Dean. “Head was 
always at the ready and didn’t miss a beat when our 
approach went in a more improvised direction.” 

“Sam Winzar, our on-set Digital Imaging Technician, 
provided valuable technical feedback to ensure consistency 
through ever-changing conditions,” says Dean, “and my 
B-Camera Operator was Jon Frank, who was supported 
by First Assistant Camera Pietro Cusimano and Gabrielle 
Mouat as Second Assistant Camera.”

Filming Breath presented a specific challenge that has long 
faced filmmakers; shooting in the water. “Mother Nature 
controls so much when you are shooting a film on dry land, 

but as soon as you get out into the ocean every problem 
is magnified one-thousand fold,” explains Director Simon 
Baker. “You can’t employ the same range of equipment you 
can use on land, it’s hard to communicate on the water, 
you have more complex safety issues and many factors 
can change in a matter of seconds.” The producers, along 
with Dean, assembled a highly-experienced ‘water camera 
department’ which was small in numbers, to allow for 
nimbleness. 

“Mother Nature controls so 
much when you are shooting a 
film on dry land, but as soon as 

you get out into the ocean every 
problem is magnified  

one-thousand fold.”
“I have been incredibly fortunate in this film to be able 
to have talented cinematographers in specialised roles 
such as water and aerial, add value with their expertise 
and collaboration,” says Dean. “A significant portion of 
the drama happens out in the surf and I was excited to 
have Rick Rifici as our Water Cinematographer.”

Rifici, who had filmed a wide range of surfing scenes, for 
television commercials as well as drama, had the added 
benefit of originating from Western Australia. “Rifici brought 

Pikelet and Loonie in a scene from ‘Breath’ - DOP Marden Dean, PHOTO Roadshow Films
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a wealth of experience with filming in this environment and 
his work is undoubtedly brilliant in the film,” says Dean.

“I’m usually a one-man band once I hit the water, dealing 
with technical aspects of the camera and gear, dealing with 
Mother Nature in some awkward positions at times,” says 
Rifici. The surfing scenes on this film were mostly smooth, and 
we had a really good safety team. 

“We filmed some point of view shots from the tinny one 
day,” Rifici continues, “with Baker and Coulter, and 
experienced what’s called a ‘ghost bommie’ where we 
suddenly went over quite a large wave. The skipper handled 
it extremely well, everyone was safe. Everybody was highly 
experienced in what they were doing.” 

Dean had done his research. He had extensively watched surf 
films in preparation and found that there was often too much 
stylistic separation from the terrestrial and water photography. 
“Early in pre-production I spoke with Rifici about our 
aesthetic approach and wanted to find ways to capture a 
subjective perspective and use a narrow depth of field as 
one way to convey this,” he explains. “We created a custom 
housing to accommodate a remote follow focus, a first for 
Rifici, and we both nerded out over the conception of this 
device. I was relieved that our early tests worked and felt 
confident the approach would serve the story.”

All the surf scenes in Breath were shot toward the end of 
principal photography. This created a schedule that could be 
switched up to readily allow for the best surf conditions within 
that filming block. The timeline also allowed Rifici to view 
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Dean’s rushes up to date, to further get a sense of the visual 
language that had established.

“Baker and I had detailed maps of how each scene should 
be blocked and covered, which was also rehearsed on a 
lawn near the production office with Rifici,” says Dean. 
“This planning was invaluable, but of course, it had to 
be reasonably flexible to accommodate whatever Mother 
Nature presented at any given moment.”

“Rifici’s eye, boundless energy and skill in this area 
was essential here,” says Dean. “It’s daunting heading into 
a shooting environment like this where the variables are so 
great, but it was rewarding to see the preparation pay off.”

Dean has just been signed onto another feature film, set to 
commence later in the year, and is working on commercials 
until then. “I think it is a challenge to turn a loved piece 
of literature into a film,” says Dean. “Any adaptation has 
to stand on it’s own as a unique work. I’m proud of my 
contribution and found the collaborative process to be very 
rewarding and it contributed greatly to my growth as a 
cinematographer.”

“Looking back,” he says, “there’s nothing I would want 
to do differently, outside of not being able to control the 
weather!”

Marden Dean is an accomplished cinematographer winning Gold at the 

Victoria & Tasmania ACS Awards for Fell in 2014, also being nominated for 

the AACTA Award for Best Cinematography that same year.

James Cunningham is the Editor of Australian Cinematographer Magazine.
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THE HANDMAID’S TALE
Looking bloodier and more harrowing than ever,  

The Handmaid’s Tale is back for a second season. 

Based on the best-selling novel by Margaret  
Atwood, the series is set in a totalitarian society  

ruled by a fundamentalist regime that treats  
women as a property of the state.

Faced with environmental disasters and  
a plummeting birth rate, the award-winning  

series returns with Australian cinematographer  
Zoë White behind the camera.

- interview by Dash Wilson

Elizabeth Moss as Offred in ‘The Handmaid’s Tale’ - DOP Zoë White, PHOTO George Kraychyk





The Handmaid’s Tale debut season achieved near universal 
acclaim. Winner of the Emmy and Golden Globe for Best 
Television Drama, the series was praised for its social 
relevance, performances, directing, writing and sublime 
cinematography.

The series tells the story of Offred (Elizabeth Moss) one of 
the few remaining fertile women that are forced into sexual 
servitude in an attempt to repopulate a devastated world. 
Offred (Elizabeth Moss) is now pregnant as she fights to free 
her unborn child from the dystopian horrors of Gilead, and find 
the daughter that was taken from her.

We talked to Zoë White, one of Variety’s ‘top 10 
cinematographers to watch’, about her brilliant work on the 
second season of The Handmaid’s Tale, and what we can 
expect from Hulu’s breakout hit.

AC The Handmaid’s Tale has been a major critical and  
 commercial success. How did you get involved 

with this project? 

ZW I hadn’t worked with anyone previously. For season  
 two the producers decided to bring in a second 

cinematographer to join existing DP Colin Watkinson (The 
Fall) who had shot all of season one, without any breaks or 
preparation time with incoming directors. I shot six episodes 
of season two. The intent was that it would be a better way of 
working, however they were also interested in inviting a fresh 
perspective to shooting the show. Shake things up a bit. 

Watkinson and I are at the same agency, Worldwide 
Production Agency, and our agents showed him my work. He 
presented me to the producers and I was hired!

AC There were many memorable scenes in season one  
 of The Handmaid’s Tale. Do you have a favourite 

shot or sequence? Why?

ZW I think the whole first episode of season one is a  
 beautiful, self-contained work of art. I’ve watched it 

over and over. The way director Reed Morano, along with 
Watkinson, worked together to visually establish the world of 
Gilead and introduce us to Offred and her perspective, I just 
think it’s stunning. And bold. 

“I felt so much pressure  
it was crippling at times,  

to be honest!”
There’s a decisiveness to that episode, with the kind of spare, 
essential coverage that makes you really value the beauty 
and meaning of every shot. It feels confident, yet deeply 
expressive. I find it so satisfying to watch films that have been 
carefully crafted yet somehow seem simple when you break it 
down. To me that’s the sign it’s been done very well.

AC Considering the awards and recognition season  
 one has achieved, did you feel much pressure 

whilst shooting season two?

ZW I felt so much pressure it was crippling at times, to  
 be honest! The weekend I arrived in Toronto was the 

same weekend Watkinson won his Emmy Award for Best 
Cinematography. I’d never worked in television and this was 
one of the hottest shows. Visually like no other show I’d ever 
seen. Coming into The Handmaid’s Tale as a fan, and with 
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such admiration for the quality of the cinematography, I felt an 
enormous responsibility to be able to sustain at that level into 
the second season and alongside Watkinson’s shoot blocks. 

The support and encouragement I received from the 
producers, and especially Watkinson and Elisabeth Moss 
(also an executive producer), continuously floored me. I think 
I expected more hawk-eyed judgement and hand-holding but 
they wanted me to work with and find my own voice within 

the construct of the show.

AC What factors were taken into consideration when  
 selecting cameras and lenses for season two?

ZW We shoot the show with the ARRI Alexa Mini and  
 Canon K35 lenses. We also had Zeiss Standard 

Speeds, which we used rarely, except for the 28mm which 
was the focal length for our ‘signature Offred close-up shots’. 
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We had three complete packages, supported by two camera 
teams. The third body would be on standby for any rigged 
camera positions, and for setting up with cranes and drones. 

All of the discussion about the camera package happened 
before season one, and continued seamlessly into season 
two. Watkinson had been using K35s - his own set - regularly, 
and they were then selected for The Handmaid’s Tale because 
of their particular contour, vintage softness and brilliant warm 
flares which feature so prominently on the show. I’m not sure 
if any camera was considered besides the Mini, but it served 
our varying physical applications and latitude and workflow 
requirements. Keslow Camera supplied the gear and were a 
great support throughout season two. 

AC The show is highly stylised. How much digital  
 effects work and colour-grading were you 

preparing for in post-production?

ZW Every episode contained a degree of visual effects  
 work, namely set extensions and location clean 

up. Gilead is a world without words, so we would plan for 
backgrounds to be scrubbed of signs and of lettering that we 
couldn’t remove practically. For one scene, it was decided 
to composite hanging corpses into a neighbourhood during 
post-production, as it was simply unsavoury to the residents 
at that location to hang fake corpses all down their street!

The visual for the Fenway Park sequence at the beginning 
of season two was pretty major. Production managed to 
get permission to actually shoot at Fenway Park, but after 
deliberating they decided that shooting on the pristine pitch of 
that field would require plenty of visual effects anyway, since it 
needed to appear abandoned and dishevelled. So they shot 

for two chilly nights at a local baseball field in Hamilton, just 
outside Toronto, and recreated all the iconic detail and scope 
of Fenway Park in post-production.

On a side note, I’m impressed at how little beauty post-
production work is done on the show, especially since the 
makeup is kept light. I think this approach shows off the 
natural beauty of our ladies’ faces. It’s that untouched feeling 
that I think strengthens the sense of reality and relatability of 
the characters. It helps that we shoot on lenses that optically 
are a little softer and flattering for skin. Polarising and soft 
effect filters are sometimes implemented too.  

“Atmosphere plays a huge role 
in the look of the show.”

AC How does a cinematographer work to achieve and  
 maintain a ‘directorial vision’ working under 

multiple directors, alongside another cinematographer, 
while still imparting their own unique perspective?

ZW Great question. I worked with two directors; Kari  
 Skogland and fellow Australian Daina Reid over my 

six episodes. They are both seasoned television directors 
with a wealth of experience on many amazing shows. They 
also have their own distinct ways of working. Skogland is 
incredibly inventive and loves to find the scene on set. Reid, in 
contrast, meticulously planned her episodes placing particular 
importance on a sense of realism. 

It was important to me to make sure the scenes felt like 
they’re a continuation of the style already established in 
season one. While working throughout the show I always had 

Behind-the-scenes at the Red Center Dormitory, St Aidan Church, Toronto on ‘The Handmaid’s Tale’ - PHOTO Zoë White
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the original ‘directorial vision’ in mind. There are a few rules to 
follow when shooting in Gilead; wider focal lengths up close 
in portrait with our characters, no over-the-shoulder shots, 
striking master wide shots whether from an extreme high or 
low angle, or squarely centred shots à la Stanley Kubrick, 
especially during ceremonial scenes. 

There is a purpose to camera movement too. Sometimes 
dolly or Steadicam, sometimes handheld, always stemming 
from our connection to Offred and her perspective. We would 
bring in Technocranes and drones for ‘God’s eye’ overheads, 

which brings that amazing scope and perspective as well as 
a graphic quality. I probably gasped every time we put the 
camera in some crazy high position looking back down at the 
world… you can’t lose with shots like that.

We’d always try to keep the framing interesting. ‘Tilt up’ 
was commonly heard on set - for more head room - while 
‘conventional’ was a dirty word. I really love the 2:1 aspect 
ratio for this, it lends itself to some edgy, unexpected framing 
at times. For flashbacks we employ a more naturalistic 
approach, almost exclusively handheld, medium to longer 

Behind-the-scenes shooting in Cambridge, Ontario on ‘The Handmaid’s Tale’ - PHOTO Zoë White

    THE HANDMAID’S TALE  / 33

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



lenses with a loose, roaming style. 

AC In the first season, eight out of the ten episodes  
 were directed or co-directed by women, with 

a predominantly female cast. Was this unique and 
ultimately ground-breaking production makeup something 
you were drawn to, and what was the ‘vibe’ like on set?

ZW It’s been amazing working on a television show with  
 so many wonderfully layered and complicated female 

characters, and such a strong representation of women in 
front and behind the camera. There’s a growing awareness 
and demand for our industry to strive toward more balance 
and diversity. It’s gratifying to be showing up to work every 
day, seeing it all around you and feeling like a participant in 
that positive shift.

AC The lighting on The Handmaid’s Tale is truly  
 stunning. It has become one of the trademarks of 

the show. How is it achieved?

ZW The lighting on this show is anything but subtle! It  
 was a total joy to be allowed to create such dramatic, 

sweeping lighting setups. I have been shooting a lot more 
naturalism in recent years, due in part to ‘indie trends’ 
and budgets than by choice. My taste for elevated and 
expressionistic lighting has been reinvigorated shooting The 
Handmaid’s Tale. 

My first day at work on on the show I met Jonathan Gaudet, 
our Gaffer and trusted on-set comic relief. Gaudet took me on 
an orientation of the studio sets and gave me the lowdown of 
their general approach to the various recurring light scenarios 

for the show. It was a matter of learning, very quickly, what I 
was inheriting rather than building. A new experience which 
was at first daunting, but ultimately enriching.

The Waterford household is built over two stages at 
Cinespace in Toronto. In one stage there is the ground floor, 
which is all geographically linked so you can shoot long walks 
from one room to the other down interconnected hallways. 
On the other stage are the upper floors: Offred’s wing with her 
bedroom, bathroom and stairway, and then Serena’s (Yvonne 
Strahovski) grand bedroom, where the dreaded ceremonies 
take place. 

“The lighting on this show is 
anything but subtle!”

The sets were purposely built without wild walls. This really 
affects your instincts for where the camera should go, 
knowing it must be contained within the walls that are set 
in place. Ultimately some of the walls were removed here 
and there over this season but I thought it was an intriguing 
creative decision for the original design. It helps you to feel 
like you’re there in the room, within the scene, if you’re 
forced to shoot within its walls. Like shooting on location. It 
all ends up having an impact on the imagery and subliminally 
communicates as such.

AC How do you create an ‘atmosphere’ on a show like  
 this?

ZW Atmosphere plays a huge role in the look of the show.  
 Watkinson advised me at one point that if a location 
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wouldn’t allow for smoke then we should reject the location. 
Special Effects Supervisor Mike Kavanagh was always by 
the monitor, maintaining the level of atmosphere in tandem 
with the level of light. It was just so fun to be working with 
such an elevated aesthetic and allowing for a less-than-subtle 
approach. It took a little getting used to, but I had the first 
season’s imagery as my guide, and proof that it could totally 
work. That made it liberating!

I loved to watch the dailies during Watkinson’s shoot blocks 
and marvel at all the new ways he found to light and shoot 
the same rooms at our studio. Cinematographers rarely get 
to work with each other and I revelled in the experience of 
observing and absorbing the work happening over his shoot 
blocks as I was in the midst of prepping mine. It was inspiring, 
and often sparked new ideas for how I could approach my 
scenes. 

AC Looking back on what you - and the directors,  
 producers and Colin Watkinson - had originally set 

out to achieve, do you think you succeeded? What might 
you have done differently?

ZW Hindsight can be very dangerous. We, as  
 cinematographers, always look back on our work and 

endlessly lament on what we could have done differently! 
It could always be better, right? Ultimately, we set out to 
make episodes that were stylistically cohesive to the spirit of 
the show, yet at the same time self-contained in that each 
explores a different aspect of Offred’s experience in Gilead. 
In the end, it’s the audience that gets to judge whether we 
achieved that. 

Now with the experience of shooting those episodes behind 
me, I just feel so immersed within the world of Gilead and have 
more depth of understanding for how I want to approach it. It 
has been an incredible experience seeing all the critique and 
discussion out in the world as the show has been released. 

“Visually like no other  
show I’d ever seen.”

I’ve never shot something that delivered to such a wide 
audience and with such a politically charged and socially 
pertinent resonance. I love the larger conversation that we’re 
contributing to, it’s a really invigorating feeling knowing that all 
the scripts and themes and performance and shooting added 
up to something that has a tangible impact.

AC And finally, what are you working on next?

ZW I’m lining up a few feature films over the summer  
 months, which will lead into season three of The 

Handmaid’s Tale beginning in October! 

I’m excited that my career is leaning more and more into 
visually impactful, character-driven narrative work. I’ve learned 
so much shooting on The Handmaid’s Tale and can’t wait to 
deepen my understanding of shooting this show by doing 
another round, and then taking on entirely new worlds and 
aesthetics in future projects down the road. Praise be!

Dash Wilson is a writer based in Brisbane.

A scene from ‘The Handmaid’s Tale’ - DOP Zoë White
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RIOT
With two-time Milli Award-winning  

Cinematographer Martin McGrath ACS  
(Muriel’s Wedding) behind the camera,  

ABC telemovie Riot shines a spotlight on  
key events in Australia’s gay and lesbian  

civil rights movement of the 1970s.

- by James Cunningham
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Back in 1978, when attempts to decriminalise homosexuality 
in Australia had stalled, a small group of activists decided to 
make one final attempt to celebrate who they were. 

Led by former union boss, Lance Gowland, the group obtain 
a permit and, on a freezing winter’s night, they cloaked 
themselves in fancy dress, joined hands and paraded down 
Sydney’s Oxford Street. Now, in 2018, it’s the 40th anniversary 
of the Sydney Gay & Lesbian Mardi Gras. ABC miniseries 
Riot doesn’t just tell the story of that very first parade, it 
also carefully and skilfully examines the controversial events 
surrounding it. 

On Saturday, 24 June 1978 at 10pm, their parade was met 
with unexpected, and some would rightly say excessive, 
police violence. The activists had no idea that angry and 
intolerant police officers lay in wait. The courage the activists 
found that night in the face of adversity to stand up for who 
they were would go on to rally a nation, inspire a generation 
of gay and lesbian Australians and pave the way for equality. 
Prime Minister Malcolm Turnbull announced plans for the 
national postal-vote on same-sex marriage in August last year, 
while filming was underway on Riot.

Director Jeffrey Walker was adamant from the outset that 
Riot would not feel like a nostalgic biopic, nor be tonally light, 
because what was at stake was enormous. Riot came to 
cinematographer Martin McGrath ACS through his previous 
association with Walker and Producer Joanna Werner. 

The trio had worked together on Dance Academy (2017) and 
Riot was McGrath’s tenth project with Walker. “They both 
have a strong work ethic and are efficient workers and 
thinkers,” says McGrath. “No time is wasted and yet there 
is great calm. It’s surprising to hear myself say that after 
seeing what was achieved in only twenty days.”

Shooting a 105 minute feature film made for television in 
only twenty days was no small undertaking. “After seeing 
the production schedule I guess anyone would have been 
forgiven for heading for the exit,” says McGrath. “Given 
the trust that existed amongst the core group of creatives 

I knew that anything was possible, even if it seemed 
impossible.” Each day of filming was carefully assessed for 
its achievability before the “blow torch was applied”, says 
McGrath, to make each day’s workload achievable.

“As far as achieving an overall vision is concerned, the 
twenty-day telemovie is a particularly challenging beast,” 
says McGrath. “You can guarantee there will not be enough 
money to fully reach expectations, but you have to aim for 
the best and work with the best. It’s a different mindset and 
one that suits my methods.”

A great deal of discussion in pre-production regarding the 
visual style of Riot specifically focused on the huge nighttime 
scenes in King’s Cross. During production the riot begins at 
King’s Cross before seamlessly moving to mocked-up store 
fronts filmed at Fox Studios in Moore Park. “Pete Baxter 
(Production Designer) and his team worked miracles 
making this happen. Colour and the direction of light was 
a big part of making this blend better as a sequence,” says 
McGrath.

Baxter recalls, “The Jeffrey and Martin’s idea to avoid a 
clichéd warm colours approach was something that really 
appealed to me, and after my initial conversations with 
them I started researching, and a lot of the imagery I saw 
from the period had a really different feel to what usually 
gets portrayed of the 1970s. These images did have a blue 
hue, everyone was in their duffel coats; it had a much more 
‘English vibe’ than what is usually presented of the era, 
which is an ‘American vibe’.” 

Walker explains, “Architecturally and structurally, Oxford 
Street is exactly the same, so we generated the first part of 
the Mardi Gras on Oxford Street, then segued back to the 
Fox Studios set, where we built facades of the period.” 

Even doing a general shot of Taylor Square was tricky for the 
production, that would end up painting out certain things in 
post-production. “That took a lot of preparation,” says 
Walker. “The Darlinghurst Police Station building, even 
though it’s no longer a police station, is identical to what it 
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was forty years ago. The El Alamein Fountain is the same; 
so we had to be very specific with how we photographed 
them, but the core, iconic architectural elements of those 
spaces, thankfully, have been retained.” 

Shutting down Kings Cross was also no easy feat, however 
Location Manager Chris Reynolds and his team secured the 
necessary permission. When Werner arrived on set, “with 
200 extras, all linking arms and chanting at the police; 
it was inspiring. It felt like we were part of a movement. 
That’s what we want the sense of the film to be, that we’re 
witnessing the struggle and the real-life people who were 
part of this movement.” 

McGrath also worked at storyboarding sequences as a way 
into discussions, “I’m happy to sketch out scenes in my 
own crazy style then use the process to tie down variables.” 
Walker and McGrath took their visual cues from stills 
photographs as well as the precious little footage that survives 
from the era. 

“Hand-held was always the go-to mode for us and I am very 
comfortable in that world,” explains McGrath. “Each take 
is a lot different to the last and great things fall into your 
lap. There are risks too that the action described will not be 
pointed out clearly enough in the chaos of the moment.”

During filming, McGrath relies on an outstanding core group 
of crew. “Juntra Santitharakan, my First Assistant Camera, 
is a very ‘zen’ person and never flustered,” says McGrath. 
“She just works through the problems and rarely gets a 
rehearsal, wide open on anamorphics!” 

“Aaron Walker was my Key Grip, pushed the dolly and 
never stopped working and planning and of course there 
was Gaffer Ben Dugard and his lighting team,” he says. “I 
cannot stress enough how you could not even think about 
a show like this in twenty days with out these quality key 
people.”

McGrath chose to shoot Riot with the Panasonic VariCam, 
after also using the camera on Dance Academy. Walker had 

brought the VariCam to that production after using it on his 
first film Ali’s Wedding with Cinematographer Don McAlpine 
ACS ASC. 

McGrath says the VariCam’s take on colour is both new and 
exciting. “I’m always looking for something different, and 
for me this camera has a broader colour space and greater 
ability to resolve a great range of mixed colour,” he says. 
“The dynamic range is massive and low-light capabilities 
unequalled.”

“These are stories  
worth telling.”

While filming Dance Academy with the VariCam McGrath lit 
a scene with a gas heater and a projector lamp utilising the 
camera’s 5000 ISO capabilities. On Riot, the Cinematographer 
was able to shoot in tight alleyways with precious little light. 
“The entire ‘riot sequence’ is shot at 5000 ISO, wide open 
on the lens the whole way,” McGrath explains. “Then edge 
lights, just conventional HMI par lamps and the odd M18, 
were spotted and used to create hot spots.” 

This assisted the Cinematographer to give an impression 
that there might be more people in the shadows, and that 
there were more rioters than the production had money for. If 
McGrath had a larger budget on Riot, he says he might have 
lit the scenes in Kings Cross very differently, potentially setting 
a trail of usable soft light as a base then placing edge lights at 
intervals to pick out various groups. “As it was,” he says, “I 
worked with Dugard to create zones, areas where the light 
intensified. Between those zones the ambient street lights 
became the base light level.”

“Sometimes I would be down in the melee filming, 
wondering how to communicate to the Gaffer that the lamp 
was a bit too hot,” McGrath says. “However we ended up 
working the action against the light creating some wonderful 
flares for the Cooke anamorphics.”

                                 RIOT / 39

Xavier Samuel (Jim) and Damon Herriman (Lance) in ‘Riot’ - DOP Martin McGrath ACS, PHOTO Mark Rogers



Behind-the-scenes on ABC telemovie ‘Riot’ - PHOTO Maria Boyadgis





“Every minute counts on a tight budget,” he explains, “and 
to be able to look at a dimly lit city alleyway and know you 
can offer the Director any angle because you already have 
something on the chip is a great freedom.”

Freedom is a key theme running through Riot. As the opening 
slide in the telemovie states; the programme is based on 
the history of the first Mardi Gras. Lance Gowland (Damon 
Herriman) is a devoted activist. With the system against 
them and an ever-present adversity, including police brutality, 
legislative persecution and social shunning, Gowland and his 
fellow activists decide to come out fighting in a celebration of 
their diversity. 

AACTA and Logie Award-winning actor Damon Herriman 
was the first and only choice for the key creative team for 
portraying this complex man. Herriman was a child actor in 
the classic Australian television series The Sullivans (1976-
1983), and has appeared in numerous roles in the United 
States in productions such as Breaking Bad (2008-2013). 
Other actors featured are Xavier Samuels, Kate Box as 
teacher Marg McMann, Jessica De Gouw as Robyn Plaister 
and Josh Quong Tart as Ron Austin. 

Protesting can be a form of celebration, and celebration can 
be a means to protest. Herriman believes that most people 
will be surprised at what they see in Riot. “I don’t think 
too many people know what the first one was like,” says 
Herriman. “It was obviously very different to what it is now. 
But it’s a story that should be told”.

In telling that story, McGrath acknowledges Medium Cool 
(1969) as one of his influences for Riot’s visual style. Medium 
Cool, both directed and shot by Haskell Wexler ASC, was 
notable for its use of cinéma vérité-style documentary 
filmmaking techniques, as well as for combining fictional and 
non-fictional content.

Also an influence for McGrath on Riot were documentaries 
from the 1970s such as the counterculture era documentary 
Gimme Shelter (1970), by Albert and David Maysles. “These 

are filmmakers that used their cameras in a fluid style, 
responded to the action and embraced the rich colours their 
stocks offered them,” says McGrath. “The VariCam, to me, 
feels like another ‘filmstock’. Another set of colours on the 
palette that I can turn to.” 

In keeping with this approach, Walker, McGrath and the 
producers didn’t want to employ conventional coverage for 
every scene. Walker, who has worked extensively in television, 
thought that this was an opportunity to break that mould, by 
approaching the ensemble scenes as long, dynamic shots 
with seamless, sometimes overlapping dialogues. 

McGrath’s favourite scene in Riot is unsurprisingly the riot 
itself. “I was a news cameraman in that era,” he explains. 
“In fact, you will see a cameraman during the riot sequence 
with his CP-16 Camera and battery light. That would have 
been me in the day.”

Walker, demonstrates his abilities as a talented director during 
these riot sequences, skilled at maintaining a consistent 
tone and bringing cast and crew together to sustain both 
mood and style. “The Director has a great eye for a 
spectacle and made these scenes happen right in front of 
me,” says McGrath. “I just went for it in the old fashioned 
way. Just you and the ‘happening’, now or never. Wow, now 
I’m even using language from the 1970s!”

There is a wonderful language in Greg Waters’ screenplay of 
Riot, which explores the gay rights movement in Australia, 
but also depicts the inevitable romantic relationship sub-plot. 
Jim (Xavier Samuels) runs a free medical clinic for the poor. 
Liking what he sees, Gowland (Herriman) hovers on the street 
one evening waiting for him. When Jim asks what Gowland 
wants, he responds: “Peace in Palestine, an end to uranium 
mining, and justice for Aborigines. But you know, I’ll settle 
for dinner.”

“Filmmaking of this intensity requires a great deal of trust 
across the board,” says McGrath. “The joy of knowing I 
am completely supported by both director and producer 
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gives me enormous confidence, and equally, knowing they 
have done their job to a world top standard, every time, is a 
wonderful feeling.”

Post-production was another stage where McGrath felt 
confident he was in good hands. “Walker works a lot with 
Geoffrey Lamb, (Riot’s Editor) and he knows the rhythm of 
the cut,” says McGrath. “I’ve worked with both Walker and 
Lamb a lot and know what they like as well. You get attuned 
to one another.”

Trish Cahill was Colourist on Riot who, apart from being 
one of Australia’s most experienced film technicians with 
over sixty films to her name, humbly carved McGrath’s 
images into gems. “It’s got to the point now with grading 
that I’m usually the one saying: Enough!”, says the 
Cinematographer. 

“Cahill’s eye, however, is remarkable,” says McGrath. “She 
knows how to blend the colour subtleties and won’t rest 
until it all settles properly. There were challenges aplenty. 
Back alleys in the cross, sodium vapour street lamps, 
battling with new intrusive LED lamps in Sydney, then a 
warmly lit pub interior.” McGrath’s VariCam seemed to love 
all this and didn’t seem to take an attitude to the odd casts of 
colour, “Just gathers them all in for Cahill to deal with later. 
Very reassuring.”

The timing of the series probably couldn’t be better. Australia 
voted 62% in favour to change the Marriage Act to allow 
for same-sex couples to marry, and this was enacted by 
Parliament on 7 December, 2017.

McGrath’s Producer, Joanna Werner, adds “This is a huge 
part of our national history that a lot of people don’t 
know about. We take for granted that the Mardi Gras is a 
wonderful celebration and it’s so accepted, but it came from 
such a passionate, striving and violent beginning in an era 
in which people had to fight for their right to celebrate their 
identity.” 

“The only regret,” McGrath proclaims, “is that we don’t 

get to make more shows like this. Stories that highlight the 
smaller struggles along the path of our history as a country. 
The impact of this ‘small’ demonstration is still being played 
out today. These are stories worth telling. It’s an education 
in other people’s struggles and goes toward us being more 
tolerant as a nation.”

“It’s got to the point now with 
grading that I’m usually  

the one saying: Enough! ”
The ABC moved from their development support of the 
project into production support without hesitation. Werner 
says, “The ABC have been with us from day one, through 
development and production, being on set, watching rushes, 
and were consistently supportive of the project.” Joining 
the ABC in financing Riot were government agency investors 
Screen Australia and Create NSW. 

“Werner and her team at Werner Film Productions, the 
courageous ABC, and our Director Jeffery Walker ably 
assisted by Wade Savage were the knowledgeable grownups 
who brought all the elements together beginning with Greg 
Waters’ script,” says McGrath. “Looking back, I can’t think 
of a thing I would change. A terrific cast and simply the 
best crew.”

McGrath is currently in production on Rachel Griffiths’ 
directorial debut Ride like a Girl about Michell Payne, the first 
female jockey to win the Melbourne Cup. “It tracks the rise 
of Payne as a jockey through to her Melbourne Cup win in 
2015,” he says. “A huge challenge and another job for the 
VariCam!”

Martin McGrath ACS is a multi-award winning cinematographer earning two 

Milli Awards for ‘Australian Cinematographer of the Year’,  

in 1994 for Seventh Floor and 2003 for Swimming Upstream.

A scene from ABC telemovie ‘Riot’ - DOP Martin McGrath ACS, PHOTO Mark Rogers
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Reilly O’Byrne-Inglis filming a scene as Eda for the film ‘One Less God’ - PHOTO Nelson Lau



ONE  
LESS  
GOD

The Mumbai terror attacks of 2008 shocked a nation,  
and the world. Inspired by these events, and shot by  

award-winning cinematographer Ashley Barron,  
One Less God tackles the tragedy head-on,  
picking up multiple awards along the way.

- Interview by Heidi Tobin
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AC So Ashley, how did you get this job and what  
 attracted you to it, and why?

AB The Director, Lliam Worthington, is an old friend of  
 my partner who at the time was helping in the script 

development stage of One Less God. He knew I was looking 
for a feature and suggested that I read the script. It was the 
first feature script I’d read that I was gripped by. It was a 
powerful page-turner. 

AC The film has aspects of thriller, drama and tragedy.  
 A story which ‘ebbs and flows’ in some respect. 

Was that difficult to shoot? 

AB  With nine to fifteen characters to follow, it’s very easy  
 to lose the audience. So care had to be taken in the 

way we let each story arc unfold.

AC Is story important to you when you take on the job?

AB It’s a crucial part of the job. If you don’t know what  
 you’re trying to say, how are you going to say it? 

An image that isn’t faithful to the story always feels wrong. 
Audiences are sensitive to anything that seems artifice or 
forced and it’s not enough for me that the film just ‘looks 
beautiful’. 

AC Did that mean that you had a mood or tone for  
 each character, or was it simply ‘the tourists versus 

the terrorists’?

AB A significant point of difference for the story is that  
 the terrorists were treated as humanly as the victims. 

The story doesn’t tar anyone with the brush of villain or hero. 

Everyone is relatable, even as antagonists. In order for the 
audience to truly experience and understand the event, we 
had to take them on the journey of all of the characters. So it 
was important that each character was treated with respect 
and photographed based on their internal process as an 
individual.

AC Was that a lot to juggle, nine to fifteen characters?

AB Only when you had them plus crew and gear in one  
 small hotel suite!

AC Would you make notes for each character, so  
 you’re constantly reminding yourself as to the 

approach each scene?

AB I created a ‘visual progression bible’ after breaking  
 down the script and characters with the Director. 

Each character had an arc; emotional, story, et cetera. Each 
scene needed to change the characters in some way. This 
all then fed into the overall arc of the film. I brought this on an 
iPad to set each day so my collaborators could review at the 
beginning of every day. 

No plan survives contact with the realities of filmmaking, of 
course, but when each new challenge comes it’s as well to 
have a shared understanding to build from. 

AC That’s interesting. Is that scheduled in pre- 
 production, and do you do this in collaboration with 

the Director?

AB I feel strongly that a film is made in pre-production. On  
 set you’re executing the plan; open to new ideas and 

Cinematographer Ashley Barron on location shooting ‘One Less God’ - PHOTO Nelson Lau



adapting to the day, but guided by your blueprint and formed 
in collaboration with a director, production designer, and so 
forth. 

I start with listening to a director’s point of view on the story, 
what drew them to it, their ideas on the overall script. I pose 
questions as we break down the script’s story and emotion. I 
review their references. 

I have ideas the moment I read a script but I tend to hold 
back until I’ve developed an understanding of what a director 
is looking to achieve and why. Then we look at references, 
and I start to suggest an approach and from there we build 
together.  

Worthington had been with One Less God for a long 
time before I became attached so he had a very deep 
understanding of the script’s world. 

AC It’s a fairly low budget film?

AB Yes. Worthington invested in camera and lighting gear,  
 and we received incredible support from ACS Sponsors 

Digital Logic and Rosco Australia.

AC When you’re breaking down each scene, were there  
 some you were adamant you had to have the 

budget to do to tell the story, versus others where you 
were like willing to compromise?

AB I like to start with figuring out what the emotional crux  
 of each scene is. Then I explore the most efficient ways 

to show it, while being true to it. It’s always a balancing act 
of picking your battles between each scene, taking from one 

so you can feed the other whilst making sure that all cast and 
crew are looked after as well.

AC How many different locations did you film?

AB We shot over ten locations within Katoomba, Rockdale  
 and Callan Park in New South Wales.

AC You said the production purchased lights. What  
 lighting did you use and did you use the same 

lighting kit for each of those locations, in different ways?

AB Yes. Worthington had purchased some Fresnels from  
 the US, and we rented LEDs from Digital Logic for 

bigger scenes later in the shoot. The primary light source 
that we used were China balls. I enjoy the quality of light they 
produce, and found them most versatile when filming with 
very reduced crew and gear within confined spaces and many 
actors.

I was very fortunate that our sound recordist, Ben Yeadon, is 
a former electrician who wired up a number of pendants for 
us to use within the China Balls. Unlike in the United States, 
where you can you can buy them ready-made with which you 
pair a bulb.

It was a fun challenge to figure out how to light each location 
using what our locations and resources offered. We didn’t 
have the budget for generators or HMIs.

AC How much cutting and masking did you use to  
 control your lighting? 
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AB We had a very minimal kit of cutters and C-stands so  
 we had to get creative as much as we could. I’m proud 

of what we were able to achieve considering the challenges 
posed by an ensemble cast of varied skin tones within both 
confined and very large areas of yellow walls with such a 
reduced kit. I appreciate the contribution here too from our 
Colourist Jamie Hediger at Spectrum Films.

I’m a strong believer in capturing everything in camera, 
however when you don’t have the resources for this it’s 
imperative that as cinematographer you are aware of what is 
possible and available to you in post-production, and fight for 
that to be in place. 

AC There are extensive sets of resources available  
 during post-production. What was the post-

production pathway for One Less God?

AB Worthington and one of our co-producers, Joel  
 Hagen, edited the film on Adobe Premiere. Worthington 

conducted much of the visual effects and co-ordinated the 
rest. It was then brought to Post-Production Supervisor 
Catherine Armstrong who brought together Online Editor 
James Cowie and the team at Spectrum Films. They were all 
integral in finishing the film.

AC You shot One Less God with a RED? 

AB Yes, a RED Scarlet that our Director invested in. We  
 rented an Epic on the few occasions that we wanted to 

shoot high-speed. I’m a believer in horses for courses when 
it comes to camera formats and the RED’s form factor alone 
made it a strong fit for this project.

AC What glass did you use?

Nathan Kaye as Oz and Joseph Mahler Taylor as Sean in ‘One Less God’ - DOP Ashley Barron

Kabir Singh as Yaaseen in ‘One Less God’ - DOP Ashley Barron
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AB Vintage Zeiss Contax primes and a Tokina zoom. 

AC Who was your Focus Puller?

AB Our schedule rendered a malleable camera team which  
 included the outstanding talent of Dale Bremner, Edgar 

Deluen, Joel Eames, Charles Morri, and Lizz Vernon to name a 
few. I do love my team! It wasn’t for the faint of heart; no focus 
marks, predominantly shot on a MoVi, improvising actors. 

AC Single-take shots are used for key scenes in One  
 Less God. What preparation did you put into these?

AB We plotted a few of these shots in pre-production,  
 drawing overheads et cetera. After seeing the dynamic 

that came from covering scenes this way, however, we added 
more  of these shots during production. This improves your 

ability to work on the fly.

When you combine something as intensive and as precise 
as a single-take scene, everything else has to play out just as 
precisely. It is a credit to the team that we were able to pull it 
off, allowing us to create some very powerful moments in the 
film.

AC Did you run rehearsals for the ‘oners’?

AB Yes, you have to. Especially when you have at least  
 nine actors in one space. The logistics of working 

around crew alone was rehearsal enough!

AC Why is eye-light so important to you?

AB For a story that hinges on characters, you want to have  
 access to them, and the eyes are where it all happens. 

Kabir Singh as Yaaseen in ‘One Less God’ - DOP Ashley Barron

A scene from the film ‘One Less God’ - DOP Ashley Barron
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I think eye-light is a huge character development tool. It says a 
lot about where the character is psychologically. The audience 
feels something when there’s a glint in the eye or not, and the 
quality and shape of said glint. The LED LitePads that Rosco 
Australia supported us with proved to be essential for this.

AC Regarding the scenes then, in One Less God,  
 between multiple characters in a single room… you 

can see they’re all struggling with choices and decisions. 
Would the eye-lights change as a character’s opinion may 
not have been as welcomed as another?

AB The eye-light would change based on what we want  
 the audience to know and feel about that character’s 

internal experience, and it’s relation to the scene. 

AC What other challenges did you come across during  
 filming?

AB The lack of crew, particularly toward the tail-end of  
 the shoot where availability became a lot more limited. 

A cinematographer is only as good as their crew.

AC The Director, Lliam Worthington, has said of  
 working with you: [reading] “Barron has the 

sensibility to understand what you’re trying to emotionally 
elicit, the skill to help translate and execute it, and the 
will to not give up before that happens. Especially in 
the face of limited resources the burden that puts on 
independent films.” If the Director asked you to do 
another independent film with him, would you?

AB Absolutely. Lliam has a real sensitivity to the art of  
 storytelling, and his passion and drive are infectious.

AC What was your pathway of getting to a point in your  
 career where you could shoot your first feature 

Behind-the-scenes on ‘One Less God’ - PHOTO Nelson Lau

Director Lliam Worthington with Cinematographer Ashely Barron, on location filming ‘One Less God’ - PHOTO Nelson Lau
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film? Why did you feel ready to take that on?

AB I attended the American Film Institute (AFI)  
 Conservatory, Cinematography discipline. Storytelling 

through Cinematography was my primary focus. I worked on 
a number of films with different directors during my time there 
and took what I learned to the films I shot after. I was lucky 
enough to get time on set with cinematographers like Dion 
Beebe ACS ASC and Mandy Walker ACS ASC. All of this 
helped build not only my ability but also my artistic voice.  

In terms of storytelling, it’s the same on a feature as a short. 
I pride myself on being able to tell a story visually and to 
understand how to translate emotion into an image. 

AC Dion Beebe ACS ASC and Mandy Walker ACS  
 ASC are cinematographers with a lot of diverse and 

interesting experience. What did you learn from working 

with them on set?

AB Both command a set with such zen and a wonderful  
 attitude. Their ability to light a scene for story is, of 

course, undeniable.

AC If you could go back in time and talk to your  
 seventeen-year-old self, what might you say?

AB I think I’d like my seventeen-year-old self to talk to me  
 now! I was so fearless. I would remind myself to keep 

being that fearless.

Ashley Barron is an international multi award-winning cinematographer. 

One Less God became the first film to be awarded both the Grand Jury and 

Industry Choice Prizes at the 2017 Dances with Films Festival, followed by 

receiving Best Film at the Byron Bay International Film Festival.

A scene from the film ‘One Less God’ - DOP Ashley Barron
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BROTHERS’ NEST
A gripping dark comedy surrounds  

the unravelling of two brothers’  
plans to commit a murder.

From Director Clayton Jacobson and  
Cinematographer Peter Falk ACS,  

Brothers’ Nest is featured at  
this year’s Sydney Film Festival.

- by Peter Falk ACS



A scene from the film ‘Brothers’ Nest’ - DOP Peter Falk ACS
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In 2006, the film Kenny burst joyously onto our screens. 
Directed by Clayton Jacobson and starring his brother, 
Shane, the film was a massive box office hit and made Shane 
Jacobson a star. Now, twelve years later, Clayton and Shane 
return with their new film Brothers’ Nest. 

Clayton directs again and also co-stars with Shane. The 
story is about two brothers, Jeff and Terry, who spend a day 
at the rural house they grew up in, preparing to murder their 
stepfather, Rodger. They stage it to appear like a suicide and 
throughout the day they practise several options. Rodger has 
become the benefactor instead of them in their dying mother’s 
will, so he needs to be gotten rid of and the brothers expect 
him to arrive at the house at the end of the day. What they 
don’t expect is that their own relationship will be tested as old 
grievances assert themselves. All goes well for a while and 
then… stuff happens, and it ain’t pretty! 

“ All goes well for a while  
and then… stuff happens,  

and it ain’t pretty! ”
Whilst there are some laughs, the tone is dark, more Coen 
Brothers’ territory than the optimistic world of Kenny Smyth. 
The Hollywood Reporter described Brothers’ Nest as “a 
satisfyingly black sorta-comedy”, while it has also been 
described as “a tragic comedy about family, loyalty and 
murder.”

Pre-production for Brothers’ Nest began early in 2017. As the 
story takes place over a single day, primarily in one house, 
the nature of the light’s contrast and colour, reflecting the 

timeframe of the script, was a major consideration and so 
a time-of-day chart was prepared by Clayton and myself. It 
featured frame grabs from other movies that had the light and 
colour we were wanting. This was distributed amongst heads 
of departments so that everyone knew the look we were 
going for with each scene. 

When discussing a style for the film, it was probably not 
surprising that our filmic references included a couple of 
Coen Brothers’ projects; season two of the television version 
of Fargo (cinematography by Dana Gonzales ASC) and No 
Country For Old Men (cinematography by Roger Deakins CBE 
BSC ASC). 

What interested us with season two of Fargo was that the 
production stayed completely committed to its chosen colour 
palette; the popular teal and orange look. Teal and orange 
could be seen in the lighting, the costumes, the sets and the 
props and gave that show a strongly ‘designed feel’. Brothers’ 
Nest adheres to an autumnal colour palette, particularly 
shades of orange and brown. There are no bright primary 
colours in the film. 

No Country For Old Men also made strong use of colour, 
which created a dramatic, slightly theatrical feel. We were not 
aiming for available light naturalism with our film. From No 
Country For Old Men we also borrowed the compositional 
style of shooting in 2.39:1 and framing the subject just off 
centre, rather than using the extremes of the frame. This gave 
the characters extra strength and I believe enhances the 
audience’s focus on them, ensuring that the compositions 
never became distractingly ‘arty’. No Country For Old Men, 
along with season two of Fargo, also have a fine sense of 
dread.

Peter Falk ACS at the ‘Brothers Nest’ Production Office - PHOTO Supplied
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Although pre-production was based at Melbourne’s 
Docklands Studios, Brothers’ Nest was filmed entirely on 
location. A fortuitous conversation in a pub sent the location 
scout to a small valley in a place called Bungal in Victoria, 
where the ideal property sat perched on a hilltop surrounded 
by exposed fields, outbuildings and wonderfully atmospheric 
wrecked cars. Aside from a battered signpost, there are no 
other landmarks denoting Bungal. It’s a little over an hour’s 
drive from Melbourne, near Ballan, and filming there in winter 
is cold! The only set built was a bathroom and this was 
constructed in a disused games room at a local caravan park. 

The crew were accommodated at that caravan park, and in 
nearby towns, and the first day’s call time factored in travel 
from Melbourne. On the second day, however, the start time 
was listed as 0545hrs and for the rest of that first week we 
found ourselves standing in the frosty dark of pre-dawn, 
waiting for first light so that we could shoot the opening 
sequence of Jeff and Terry riding their bikes to the property 
under cover of semi-darkness. 

We found that in the half hour window between first light and 
dawn, we were able to get three shots each day, although 
the third shot invariably had more light in the sky than was 
perfect. As it turns out, in the final grade, the sequence has 

been graded to match the light level of those latter shots. The 
scene has also been augmented with some drone footage 
that was shot by a reduced unit during the week following the 
main shoot. 

After the chilly morning expeditions, filming continued at the 
house at the top of the hill. My biggest problem to solve was 
the fact that, as already mentioned, the action takes place 
over the course of one day, from dawn to night time. We 
would be filming in a real house with windows everywhere, 
in the Victorian countryside, in winter, for five weeks. How 
was I going to keep the light inside constant in a natural 
environment where clouds raced across the sky and each day 
was a continual dance of sun and shade? 

“ The answer, of course,  
was to tent the house. ”

The answer, of course, was to tent the house. That is easier 
said than done, however, on a low budget. Fortunately, the 
house had wide eaves and Key Grip, Ed Barlow, made clever 
use of whatever was to hand to extend the tent as required. 
We could only afford to tent a couple of rooms at a time, so 

Clayton and Shane Jacobson in a scene from ‘Brothers’ Nest’ - DOP Peter Falk ACS

Shane Jacobson in a scene from ‘Brothers’ Nest’ - DOP Peter Falk ACS



the grips and electrics were constantly rigging and de-rigging. 
They stayed remarkably cheerful! 

With the natural light now blocked, what was I going to do 
about the view outside the windows, especially the large 
picture windows that wrapped around the kitchen? We 
couldn’t afford a painted or photographic backdrop or any 
plant dressings at all to simulate a vista outside the windows. 
In the great Aussie improvisational way, the solution was 
to buy a large number of cheap white bed sheets from a 
discount department store and to clamp these to the inside 
of the tent and bounce light into them. The windows of the 
house were then dressed with semi transparent curtains that 
diffused the exterior view and fortunately the script required 
that they be closed. 

The colour and quality of the bounce light changed as the 
script time of day progressed. This solution worked well and 
hopefully anyone who hasn’t read this article won’t be able to 
tell. To help sell the illusion, if we were shooting a particularly 
short scene and the exterior time of day was correct, the 
tent was removed so that a glimpse of the real vista could be 
seen, thus implanting in the audience’s mind what should be 
out there for those scenes where they couldn’t see the view. 
The exterior verandah scenes were tented as well so that they 

could be lit for pre-dawn whilst actually being filmed later in 
the morning. A larger tent for the verandah scenes would have 
been ideal because the light source was awfully close to the 
actors, but we made do.

“ This solution worked well  
and hopefully anyone who  

hasn’t read this article 
won’t be able to tell. ”

Throughout the film, the camera constantly, at times almost 
imperceptibly, moves towards the action, often from a low 
point-of-view. Clayton and I both favour setting the camera 
below the eye-line as we find this to be an interesting 
perspective compared to our everyday point-of-view, and thus 
creates a more striking image. The intention of the creeping 
camera moves was to subconsciously push the story forward 
and Clayton felt that they would also represent the ghostly 
presence of the brothers’ real father. The use of drone shots 
sporadically throughout the film also reflects that idea. 

Almost all the dolly shots in Brothers’ Nest were achieved with 

Lynette Curran in a scene from ‘Brothers’ Nest’ - DOP Peter Falk ACS

Kim Gyngell plays Rodger in ‘Brothers’ Nest’ - DOP Peter Falk ACS
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a slider. Although we had a Panther dolly and track available 
to us, the slider was a better fit in the small rooms and tight 
corridors of the house, where the large footprint of a dolly 
would have reduced the available tracking length, and using a 
slider also enabled us to get the camera low very quickly. The 
Panther dolly with an old Elemac-style mini jib was used as a 
pseudo crane. Combining the short reach of the arm with the 
rise of the dolly’s pedestal made for effective moves. Tying a 
rope from the back end of the arm to the dolly meant that as 
the pedestal rose, the arm craned smoothly in unison.

Brothers’ Nest was principally a single camera shoot, using 
an ARRI Alexa Classic with prime lenses, then cropping its 
16x9 sensor to the 2.39:1 aspect ratio. The tight location 
would not have made anamorphic lenses practical and at any 
rate, the production wouldn’t have been able to afford them. 
In fact, the budget only allowed for a set of Zeiss Compact 
Primes. Clayton was keen to get in close to the actors with 
wide angle lenses whilst also having a shallow depth-of-field, 
however the 18mm and 21mm Compact Primes open up to 
just T3.6 and T2.9 apertures respectively, not allowing much 
shallow depth-of-field with the walls of our location being so 
close. So the kit was augmented with 14mm and 21mm T1.3 
ARRI Master Primes and an 18mm T1.3 Zeiss Superspeed. 

Neutral density filters were used when necessary to ensure 
that we were always filming at the lenses’ widest apertures. 
The production’s Focus Puller, Paul Seipel, and Kitty Allwood 
who took over from Seipel for one week, met this challenge 
gamely. Purists will no doubt blanch at the thought of such 
a disparate set of lenses. However needs must, and we 
were simply restricted by what was available in the rental 
company’s inventory at the time, and by the budget. 

As with shallow depth-of-field being used to create separation 
between the actors and the backgrounds, haze was also used 
throughout the production to add depth to the small rooms, 
and it also nicely picked up the light beams of the torches and 
personal head lamps that feature in several scenes. Clayton 
wanted these lamps to throw warm light, but of course they 
are all fitted with cool LEDs nowadays, so they were colour 
corrected with colour temperature orange and magenta gels 
cut to fit.

Brothers’ Nest was scheduled roughly in story order, however 
the limited time that we had with guest cast members, or the 
quality of light required for an exterior scene, meant that in a 
couple of instances work underway on an interior scene with 
just the brothers halted part way through, to be continued 
later. Sometimes weeks later. I kept detailed lighting notes of 

Kim Gyngell in a scene from ‘Brothers’ Nest’ - DOP Peter Falk ACS

Clayton Jacobson (Director) in a scene from ‘Brothers’ Nest’ - DOP Peter Falk ACS
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each day’s filming in a little note pad for such instances.

After four weeks of mostly interior scenes, the final, fifth week 
saw the crew move on to night exteriors. We got lucky that 
the film was shot sequentially because Brothers’ Nest was 
conceived as a very low-budget project, however the scale 
of the production grew as more investors came on board 
during the shoot. The budget remained tight but whereas 
for the first week of filming the production could only afford 
two people in the electrical department, by the fifth week the 
budget stretched to five people. For the night shoots, two of 
those people were in charge of prepping the knuckleboom for 
the ‘moon light’ whilst filming continued elsewhere with Head 
Gaffer, Andy Dunnmoore. Having them on board made for 
significant time saving. 

The working days during the last week began as half day/
half nights, then throughout the week the night component 
gradually became longer. The aim was to create two looks 
during the night shoot: an early evening look which features 
an even spread of ‘moon light’, and a late night look featuring 
pools of light. The main light source for the earlier night came 
from the aforementioned 80ft knuckleboom, which was rigged 
with one 6K HMI and one M40 HMI, diffused with a Chimera, 
providing an even wash of light. For the later night look, 
practical fixtures came into play and served as the motivation 
for a range of tungsten lamps, with the knuckleboom 
providing cooler ambient light.

“ For the film’s climax, a second 
camera was brought in. ”

For the film’s climax, a second camera was brought in. This 
was operated by Richard Hosking, who also shot some 
Second Unit material. Nigel Gorham at our equipment 
supplier, Gear Head in Melbourne, was also very generous 
in giving us access to the new ARRI Maxima/MX30 gimbal. 
This was mounted with an ARRI Mini and was operated by 
Second Assistant Camera, Benoit McCullough. The ARRI 
Mini, fitted with Compact Primes, was also used for the drone 
sequences.

The film was rough cut as it was being shot, with Co-Editor 
Sean Lander set up with his equipment in a spare bedroom 
at the location. Following the shoot, Clayton edited as well 
and the two of them carried on the process for a couple of 
months. Audience test-screenings were held across three 
cinema locations and the feedback was incorporated into 
further editing. The completed project was then colour-graded 
by Martin Greer at The Post Lounge in Melbourne over two 
weeks. 

Clayton likes to see the drama in the characters’ eyes, so 
although the lighting is often dark, it couldn’t go so far down 
that eye detail would be lost. A happy balance also had to be 
found in the colour saturation. Not so strong that the colour 
felt overly affected and not desaturated to the point that the 
images lacked energy. It didn’t take long for a look to reveal 
itself and then the grading of the film from start to finish 
became pretty straightforward.

Brothers’ Nest, which was produced by Jason Byrne and 
Clayton, had its world premiere in March at the South by 
Southwest Film Festival in Austin, Texas, where in anticipation 
Rolling Stone Magazine announced, “This could (and 
should) be the sleeper hit of the fest.” Ultimately it was 
extremely well received. “Seething with grit, dark humour 
and a brotherhood that‘s twisted in a dark love... visceral 
and stunning, one of the early gems of 2018... highly 
recommended, 9/10“, was a typical reviewer response.

Throughout the filming of Brothers’ Nest, all of the various 
departments had to be inventive and with all hands on deck, a 
great sense of camaraderie developed amongst the crew. I’m 
very pleased with our achievements and I hope that audiences 
view the film totally unaware of the improvisations and just 
enjoy it because it’s a great film. See it and spread the word!

Brothers’ Nest opens in Australian cinemas later this month.

Peter Falk ACS has had a long career working as a cinematographer,  

with credits ranging across some of Australia‘s most popular  

drama productions and award-winning music videos.
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Shane Jacobson in a scene from ‘Brothers’ Nest’ - DOP Peter Falk ACS



Cinematographer Steve Munro �lming ‘The Rabbit's Foot” on location   Photo Credit: Liam Patrick

ACS Shop                ACSshop.com.au
The

It’s all about 
the hat.

C

M

Y

CM

MY

CY

CMY

K

ACSSHOP_MUNRO_FinalHR.pdf   1   26/08/2015   9:33 pm



Cinematographer Robb Shaw-Velzen ACS on location filming ‘Blue World Order’ - PHOTO Rob Little



BLUE  
WORLD 
ORDER

Filmed in the nation’s capital Blue World Order  
sees a post-apocalyptic world where a man  

is desperate to protect his daughter,  
the last remaining child on the planet. 

Cinematographer Robb Shaw-Velzen ACS  
takes us behind-the-scenes on his first feature.

- by Robb Shaw-Velzen ACS



Blue World Order is the first feature film from writer-directors 
Ché Baker and Dallas Bland. The duo collected the awards for 
‘Best Film’ at the Canberra International Film Festival, and the 
LA Invasion Film Festival amid screenings around the world.

After a nuclear war decimates the northern hemisphere, the 
surviving population in the south become desperate and 
violent competing for scarce resources. Society crumbles, and 
an infectious bacteria threatens to destroy those who remain. 

Bruce Spence (Mad Max Beyond Thunderdome), Jack 
Thompson (The Man from Snowy River) and newcomer 
Billie Rutherford round out the cast of survivors in search of 
a new beginning after war and ensuing plague have pushed 
humankind to the edge. Titanic star Billy Zane also features 
in Blue World Order, his second Australian production after 
1996’s The Phantom, filmed on the Gold Coast.

In an attempt to rebuild civilisation, a self-appointed 
government called ‘The Order’ distributes an immunisation to 
the bacteria. Secretly, the Order is also delivering a virus giving 
them power to control the population. One man (Home and 
Away’s Jake Ryan) remains immune to the virus and must 
search for a way to keep his daughter, the key to the survival 
of mankind, alive.

Blue World Order is a high octane action/sci-fi filmed entirely 
in Canberra. I got involved with the film fairly early with the 
hope that Andrew Lesnie ACS ASC may be involved in some 
way. As it turned out, he was my mentor for much of the film 
although, unfortunately, he never got to see it.  

He was kind enough to offer me some wise words. “Wake up 

every morning,” Lesnie said, “look in the mirror and say… 
you are an artist! Not just a tradesperson or a craftsperson, 
but an artist. Go to work with that.” He also gave me this 
advice, “Get inside a director’s head. Annoy the shit out of 
them, and get inside their head.” This, as it turned out, was 
very good advice.

Blue World Order in an adventure story with something for 
every taste; laser battles, car chases, loads of science… and 
a DeLorean! The film is a must see for indie film lovers and 
sci-fi fans alike. 

We had a wonderful production design team headed up by 
Merryn Schofield who was simply fantastic to collaborate with. 
The first time I met Schofield, Baker screened for us a ‘look-
and-feel trailer’ he had put together. As well as the Blue World 
Order short film which he had shot a year or two before. 

They made the short film Blue World Order in a single 
weekend. The final product swept the short film awards circuit 
and got audiences talking. Many questions followed, mostly, 
‘what happens next?’

The the duo of Baker and Bland turned into a trio when Sarah 
Mason got involved as Co-Writer and Producer. With the 
advice of best-selling author and Executive Producer Matthew 
Reilly, the team turned out a full-length feature script for Blue 
World Order. 

Schofield and I had a similar sense of the look we were 
working together to achieve on the feature film version, and 
she did an amazing job making sets out of whatever she 
could find; canvas, tarpaulins, old furniture. I suggested places 

XXXX - DOP Peter Falk ACS

Actor Billy Zane and Cinematographer Robb Shaw-Velzen ACS discuss a scene  
during the filming of ‘Blue World Order’ - PHOTO Rob Little

62 /  BLUE WORLD ORDER



she might be able to source things locally and she took it from 
there, picking up some amazing props along the way.  

Blue World Order called for us to create a post-apocalyptic, 
war-ravaged world. The look was very much barren 
landscape with a few resistance camps set up where leftover 
infrastructure stood. The Australian National University in 
Canberra, where we filmed a variety of scenes, were throwing 
out and discarding a whole bunch of vintage/retro, obsolete  
technical equipment… and wait until you see how Schofield 
used this on our ‘Telstra Tower’ set!

We didn’t have a lot of money to throw at big camera and 
lens packages. I had a few different cameras however. At the 
time I was loving the BlackMagic 4K production camera. This, 
coupled with my own Canon Cine Zoom lenses, meant we 
could shoot in 4K resolution and occasionally, when things got 
tough, I could shoot RAW.  

We filmed difficult low-light scenes in the Wee Jasper Caves in 
New South Wales with a Canon C500. We were filming three-
hundred meters underground in the caves (Mad Cap’s Lair) 
for four days. Although tough, it was forty degrees outside so 
nice to escape from the heat and flies. When the light got so 
low that we needed 1.4 and 1.2s I pulled out some really nice 

Canon primes. My First Assistant Camera, Jeffrey Throng, 
loved shooting with these zooms wide open and remarked 
at one point that they where just as sharp. I think the glass 
helped us incredibly on the film as they all matched beautifully 
and look amazing on the big screen. 

There is a lot of dialogue, action and fight sequences down 
in the caves. I wanted to see as much of the background of 
the limestone walls as I could without adding too much light. I 
could not have achieved what we did without Canon Australia 
and the C500 package. Everything else would have being too 
big and cumbersome to get what we needed down the mines 
in the limited time we had. I am very pleased with the results.

There was a lot of computer-generated visual effects 
to contend with on Blue World Order, much more than 
I expected. Our visual effects team did a great job; sky 
replacements, moons, mountains, explosions! All the on-
screen technology in the Telstra Tower set and the laboratories 
was to be added onto the screens in post-production. I 
became mindful of this given most of the film is hand-held, 
or where tracking was needed and the pace slowed down a 
little. There were a couple of scenes which required green and 
blue screen, such as an elevator escape sequence mostly 

XXXX - DOP Peter Falk ACS

Jake (Jake Ryan) in a scene from ‘Blue World Order’ - DOP Robb Shaw-Velzen ACS

Harris (Jack Thompson) in a scene from ‘Blue World Order’ - DOP Robb Shaw-Velzen ACS
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shot in a gymnasium where my eldest son trains.

I very much like the tower scenes with actor Billy Zane, 
featuring some wonderful crane work by Peter Daniels. 
Daniels kept making himself available because he was having 
so much fun on the shoot. The crane shots add so much 
to Blue World Order and also meant I could put the camera 
down for a bit.

Baker and I understood that we didn’t have all the time 
or money in the world. We took the approach that we 
wouldn’t budge on the performances and gave the actors 
a lot of freedom. This sometimes drove Throng crazy as 
First Assistant Camera, and he would often ask, “What’s 
happening? Where are they going?” I would simply reply, “I 
don’t know… let’s follow them and find out!” Luckily, Throng 
loves a challenge and was always able to follow them sharply, 
and with professionalism.

I had worked with some of our crew previously. We all got 
along very well. We had a saying on set: ‘You’ve got one job.’ 
Even though, saying that, many of us had more than one job, 

however every crew member needed to focus on the task at 
hand and do it to the best of their abilities. I asked a lot of my 
assistants and props department. Anytime I could get an extra 
set of hands, to move scrims, lights or roll cables it became all 
hands on deck. 

“ We managed to make a film 
which is a cross between  
Star Wars and Mad Max...  

on the budget of a  
Storm Trooper‘s lunch. ”

Low-budget films are like this. Everyone is glad to be learning 
something new, being part of a team and knowing they are 
helping contribute to the final product which everybody can 
be proud of. 

After we finished filming we were in capable hands. I wasn’t 

A scene from ‘Blue World Order’ - DOP Robb Shaw-Velzen ACS
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overly involved during post-production on Blue World Order 
however we were fortunate to have James Lane on board 
as Editor and Warren Eagles as Colourist. Both did such an 
amazing job cutting around the 4K, and pacing up the shots.

Baker and Dallas set out to achieve a fun, action-packed 
science-fiction film with some depth to the story. Not simply a 
bunch of fight scenes and one-liners. We managed to make a 
film which is a cross between Star Wars and Mad Max… on 
the budget of a Storm Trooper’s lunch.  I am really proud of 
what we have managed to put together. Everyone who sees 
Blue World Order has told me it looks like a multi-million dollar 
production. If only they knew! That’s good enough for me for 
my first feature. My first full-length, super low-budget feature. 

Blue World Order was been completely independently 
financed through a group of investors who have a passion 
for film and for growing the creative industry in Australia. “We 
have not received any federal or state funding to produce 
the feature,” explains Co-Writer/Producer Sarah Mason. 
“We have, however, received a provisional certificate from 
Screen Australia, which means we will be able to claim 

the producer offset for Qualifying Australian Production 
Expenditure now the film is complete.”

Since Blue World Order it has been back to freelancing, 
which I love. It gives me the diversity of shooting something 
completely different everyday, from music videos to television 
commercials to documentaries. I recently returned from Asia 
shooting a corporate for Symantec, and last year I worked 
on the Menin Gate Lions documentaries for Max Uechtritz at 
Kundu Productions. 

I can’t say too much yet, however I do have a potential feature 
coming up, which I am very much looking forward to. I love 
working with actors and helping add to the drama.

Looking back at Blue World Order, next time I want a gaffer. 
Someone like Nick De Laine or Simon Williams to bring all 
their toys, and to be in on the final grade… that will be in my 
next contract!

Robb Shaw-Velzen ACS is an award-winning international film and  

television career spanning two decades. He has received multiple  

Australian Cinematographers Society awards, including the prestigious  

Gold Tripod in 2009 for Icon’s ‘Tara Moss’.
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AUSTRALIAN SHORTS
A look at the outstanding work of the cinematographers behind a selection of short films  

from this year’s Sydney Film Festival – by Vanessa Abbott

AN ACT OF LOVE - 
Cinematographer: Sky Davies.  
The inspiration for this story was an 
article about identical twins who were 

so dependent on one another, that they 
seemingly manifested one of their deaths.

This intense bond, whereby twins 

seemingly cannot survive together or 
apart, forms a fable-like moral about 
what I think we self-sacrifice to sustain 
relationships, or inversely, what we 
sacrifice in our relationships to maintain 
autonomy. It also explores the nature of 
intense friendships, and the fine line that 
young girls tread between idolisation and 
unhealthy obsession.

Cinematographer Sky Davies won the 
2016 ACS ‘Gold Tripod’ for her work on 
short film Goodnight Sweetheart. Directed 
by Lucy Knox, An Act of Love is a 
beautiful piece of work, only enhanced by 
Davies’ sharp and intellectual eye.

DJALI - Cinematographer: Luke 
Whitmore.  After an unwanted visit from 
his brother, ex-dancer Johnny (Hunter 
Page-Lochard) goes searching in the bush 
for his missing dog, in what fast becomes 

a life or death situation. Djali sees 
Johnny dealing with loss and his battle of 
depression. Being pushed to the edge, he 
is forced to make a decision; give up on 
his life or decide to stare death in the face.

Djali is directed by Hunter ‘Djali Yumunu’ 
Page-Lochard, an Australian actor of 
both Aboriginal-Australian and American 
descent. Page-Lochard is best known for 
his roles in The Sapphires (2012), and as 
of 2016, he stars as Koen West in ABC’s 
sci-fi drama series, Cleverman (2016-).

This is Whitmore’s first project as 
Cinematographer after much experience 
in the camera department on television 
shows such as Rake (2010-), Hyde & 
Seek (2016) and Blue Murder: Killer Cop 
(2017). His simple approach belies the 
cinematographer’s talent as Whitmore’s 
camera deftly moves in complete harmony 
with both narrative and tone. Djali is not to 
be missed.

‘An Act of Love’ - DOP Sky Davies

‘Djali’ - DOP Luke Whitmore

NURSERY RHYMES - 
Cinematographer: Aaron McLisky.  
Courage asks unexpected things of us. 
On the side of a rural highway, a bizarre 
encounter with a metalhead takes a 

profound turn. Written by Will Goodfellow, 
the script for short film Nursery Rhymes 
immediately inspired Director Tom Noakes, 
who set about creating a vision and a 
strategy to bring this complex piece of 
cinema to life.

The production team set about on a 
two-month search for their lead role 
‘Metalhead Boy’. The search culminated 
in the discovery of Toby Wallace, an 
extraordinary young Australian actor 
who recently played the lead role of 
‘Kane’ in the 2017 television remake of 
the Australian classic Romper Stomper 
(1992). Wallace does a herculean job in 
manifesting a nuanced performance.

McLisky’s cinematography is special. 
The five-minute short film consists of only 
two shots, the first clocking in at almost 
four minutes is filmed as one continuous 
take and beautifully adds to the chilling 
tension of the on-screen narrative. After 
2017’s feature The School, McLisky is one 
cinematographer to watch.

‘Nursery Rhymes’ - DOP Aaron McLisky
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THE COIN - Cinematographer: 
Charlie Sarroff.  The Coin is the 
story of a supermarket trolley collector 
named Suli and his quest to find a rare 

lost coin. Legend has it the centuries old 
coin passed through the hands of kings, 
beggars, oil tycoons and occult leaders.

Suli and his family are from South Sudan. 

Having escaped the ravages of a war-torn 
country he wants a better life for himself 
and his family. 

Suli is shown throughout the film via low 
camera angles to highlight his larger than 
life character. When it comes to visualising 
The Coin, Cinematographer Charlie 
Sarroff drew inspiration from the films of 
Sergio Leone such as A Fistful of Dollars 
(1964) and Once Upon a Time in the West 
(1968), creating a wonderful sense of 
tension and escape.

Sarroff is a multiple ACS awarded 
Cinematographer based between Los 
Angeles and Melbourne. He has shot 
narrative and commercial productions 
all around the world, including the 2013 
Tropfest winner We’ve All Been There. 

DRUM WAVE - Cinematograher: 
Charlie Sarroff.  A psychological thriller 
that follows a young pianist who travels 
to her fiancé’s peculiar island hometown. 
There, she comes into conflict with his 
family’s expectations, and is subjected 

to their unusual fertility rituals while being 
haunted by a local folklore ghost. Directed 
by Japanese-Australian Natalie Erika 
James, Drum Wave was funded by Screen 
Australia’s highly competitive Hot Shots 
Plus Fund.

Here, it is Charlie Sarroff’s cinematography 
that shines bright, Sarroff has received 
multiple ACS Awards to date for music 
videos, commercials and short films, 
proving he is no stranger to award-winning 
work. In Drum Wave Sarroff creates a 
moody atmosphere with sleek images that 
are rich in colour and contrast. This film 
looks much bigger than it is, and it is clear 
that Sarroff should be undoubtably moving 
to feature films post-haste.

Filmed on location in Melbourne on the ARRI 
Amira and using Cooke Speed Panchro 
lenses Drum Wave feels suitably warm in its 
interiors without feeling heavily graded, while 
continuing to maintain a sense of dread. The 
exterior shots with its emphasis on water is 
clever and perfectly chilling.

SECOND BEST - 
Cinematographer: Katie Milwright 
ACS.  Second Best is a dark comedy 
about the unmatchable connection of 
identical twin sisters.

Velika works in a spa shop, with 
no ambition to move up any career 
ladder, while her twin sister, Nouchka, 
is a professional rhythmic gymnast 
approaching a very important competition 

that could progress her entire career. Their 
mother, Dina, has pinned her ambitions 
to Nouchka’s gymnastics career and in 
her determination to win she encourages 
a competitive wedge between her two 
daughers. Velika and Nouchka are 
seemingly isolated from each other, 
leading very separate lives, until a turn 
of events reawakens the power of their 
unwavering bond.

The short film’s cinematography, by 
Katie Milwright ACS, is clean and stylish. 
Second Best recently won ‘Best Director 
of an Australian Short Film’ for Alyssa 
McClelland at the Flickerfest International 
Short Film.

Vanessa Abbott is a writer based in Melbourne

‘The Coin’ - DOP Charlie Sarroff

‘Drum Wave’ - DOP Charlie Sarroff

‘Second Best’ - DOP Katie Milwright ACS
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FILM REVIEWS
A look at a stunning new international release out of Brazil, Hard Paint,  

This year, Australian Cinematographer 
Magazine will introduce a small new 
inititative called ‘Spotlight on Brazil’. 
The aim is to introduce films shot 
by Brazilian cinematographers to an 
Australian audience. In exchange, the 
Brazilian Society of Cinematographers 
(ABC) will showcase work by Australian 
cinematographers to their audience. 
Why Brazil? Editor’s perogative.

We kick off this new initiative with the 
beautiful Hard Paint, which is featured at 
the Sydney Film Festival this month.

Set in Brazil’s southernmost state 
capital Porto Alegre, Hard Paint focuses 
on socially repressed Pedro (Shico 
Menegat) who only comes out of his 
shell during chatroom performances. 
While facing criminal charges, Pedro 
must grapple with his sister’s sudden 
decision to move away and leave him 
behind. Alone in the darkness of his 
bedroom, featuring electric and vibrant 
cinematography, Pedro dances covered 
in neon paint while thousands of 
strangers watch him via webcam.

Themes of abandonment, loneliness 
and yearing wash through Hard Paint, 
a hypnotically intimate character study 
examining a damaged young man’s 
double life as an online performer.

Filmmakers Marcio Reolon and Filipe 

Matzembacher are both acting teachers 
in Brazil. In Hard Paint, they see their 
hometown of Porto Alegre, as a city 
of departures. A problem common to 
people from medium sized-cities all over 
the world; a large number of youths 
ends up moving away and what is left 
for those who remain are the memories, 
the photos, the Skype conversations.

“The makeshift glamour 
of many of Firpo’s 
images implies that 
colour, like sex, is a 
luxury of the poor.”

The themes explored in Hard Paint are 
not just sexual. Human relationships 
become exclusively virtual, and 
characters - as in reality - no longer 
have physical connections to the people 
around them. Think watching a couple 
sitting together at a cafe, both on their 
phones. How often do we see this?

That is where online performances 
come into this story. They are a 
combination of body performance, 
paid labour and social network, which 
matches perfectly with what Hard Paint 
wants to portray. The film depicts body 
and performance, darkness and colour, 
the virtual and the material.

Hard Paint is a bold statement, the 
film fortifies the filmmakers’ distinctive 
confluence of work and sex, their 
sympathetic yet unsentimental depiction 
of poor and/or marginalised characters, 
and adds to all this a new level of 
aesthetic rapture. A large part of which 
can surely be attributed to an inspired 
collaboration with Mormaco (2017) 
cinematographer Glauco Firpo. The 
makeshift glamour of many of Firpo’s 
images implies that colour, like sex, is a 
luxury of the poor.

The painted online shows, with vibrant 
splashes of colour pulsating in a semi-
darkened room, have genuine electricity, 
amplified by an ultra-modern score. 
They are beautifully juxtaposed by the 
stark reality of life outside the safety and 
security of online life.

The proof of that comes after a quiet 
encounter that leaves much unsaid 
but is no less emotionally affecting for 
it. What follows is not the expected 
desolation but defiant life, but an ending 
encapsulated in a closing shot that is 
simply and utterly cinematic perfection.

‘Spotlight on Brazil’ is a new initiative  

from Australian Cinematographer Magazine  

in association with the Brazilian Society  

of Cinematographers (ABC).

James Cunningham is the Editor of  

Australian Cinematographer Magazine.

A scene from ‘Hard Paint’ - DOP Glauco Firpo
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This year’s Sydney Film Festival sees the premiere of Sari Braithwaite’s provocative documentary  
[CENSORED], made entirely from footage cut by Australian film censors – by Vanessa Abbott

Deep in the vaults of the National 
Archives of Australia are thousands 
upon thousands of celluloid scraps. 
These are the scenes that had been cut 
by the Australian government from films, 
from the 1950s to 1971. No one knew 
that the government was keeping the 
banned clippings as a souvenir.

When Director Sari Braithwaite 
gained unprecedented access to this 
mysterious collection, she thought 
she could create a work to liberate 
this censored archive; to honour these 
displaced frames, and condemn 
censorship. But, after years of bearing 
witness to these fragments of film, 
this archive became challenging and 
unnerving. It felt almost impossible to 
celebrate, impossible to reconcile. 

[CENSORED] is a work stitched entirely 
from these never-before-seen artefacts 
of censorship: it is the story of how 
one filmmaker confronted an archive to 
reckon with film, censorship, and the 
power of the gaze. Hundreds of boxes 
of bureaucratic paperwork, thousands 
of clips, over forty hours of world 
cinema, scissored and quarantined 
in the vaults of our National Archives. 
A word here, a shot there; whole 
sequences deleted by the Australian 
Government. 

Peppered through this collection are 
banned scenes from some of the most 
influential directors in history: Godard, 
Polanski, Bergman, Varda, Fellini, to 
name a few. But censorship extended 
to hundreds of forgotten films – from 
Hollywood B-grades, through to avant-
garde European cinema. 

Braithwaite discovered this forgotten 
archive when making a short film about 
David Stratton’s censorship battles 
during the 1960s. Apart from a handful 
of government employees, no one 
had laid eyes on these artefacts of 
censorship. Until now.

From its very invention, film was to 
entertain the masses. What started as a 
novelty evolved into the 20th centuries 
most popular form of entertainment. For 
social reformers, and the government, 
it was a technology that needed to be 
closely monitored and controlled. 

Some films were passed with no 
amendments. Some films were banned 
in their entirety. But frequently, censors 
discovered they could approve films 
if they deleted particular scenes. It 
is this phenomenon, of deleting the 
offensive scenes, which is the focus of 
[CENSORED]. 

If a film contained material deemed 
violent, obscene or blasphemous, the 

censors would cut out the offending 
frames. Mostly, the censors cut sex and 
violence. The audience would never 
know it was missing – for much of 
the 1960s, the operation of Australian 
government censorship was conducted 
in secret.

“It an exciting time now as this film 
and archive is unlocked and exhibited 
for the first time, curated and 
constructed with such enormous rigour 
in this unique and compelling work 
of cinema,” said the film’s Executive 
Producer Robert Connolly (The Slap, 
Balibo, Deep State).

Entertaining and provocative, 
[CENSORED] is a fascinating polemic, 
challenging audiences with questions 
that defy easy answers. Just as the 
censor and the filmmaker are made 
complicit, so is the audience, who 
bear witness to this ambitious work. 
The film is narrated by Braithwaite, as 
she describes the process of stitching 
together hundreds of censored clippings 
to tell a story about the power of the 
censor, the power of the filmmaker, and 
the power of the spectator.

Vanessa Abbott is a writer based in Melbourne.

‘[CENSORED]’ premieres at the Sydney Film Festival - PHOTO Supplied



NEW GEAR
An overview of Apple’s ProRes RAW – by Tom Waugh

More and more cameras are coming 
out these days with an option for RAW 
capture, even <$10k systems. On lower 
production budgets, the extra benefit 
of RAW hasn’t necessarily been worth 
the large data rate on set, or post-
production hassle. Faster computers 
and larger storage helped this situation 
in recent years but for a lot of small 
productions, RAW has been a luxury. 
Apple recently introduced their new 
codec which they hope will change this, 
ProRes RAW.

They say it brings the flexibility of RAW 
(more latitude/less compression) with 
the speed of ProRes (simpler editing 
workflow/less data/much shorter 
render and export times). There are 
two variants, the lower bitrate ProRes 
RAW and a higher bitrate ProRes RAW 
HQ. The only description that Apple 
provide of the quality difference is, 
“Compression-related visible artefacts 
are very unlikely with Apple ProRes 
RAW, and extremely unlikely with 
Apple ProRes RAW HG.”

Currently there are only two recorders 
that can capture ProRes RAW; the 
Atomos Shogun Inferno (7” LCD) and 
the Atomos Sumo (19” LCD). In most 
situations you’re not going to use a 19” 
recorder tethered to your camera, so 
we used the 7” Shogun Inferno for this 
overview.

Cameras from Panasonic, Sony and 
Canon that support RAW output over 
SDI (EVA-1, FS5, C300 MK2, and 
others) can be used with Atomos to 
capture ProRes RAW or CinemaDNG 
RAW. DJI Inspire drones have been 
supporting CinemaDNG RAW recording 
with their X5R, X5S and X7 camera 
systems and announced the X7 
camera will allow onboard ProRes RAW 
recording with a soon to be released 
firmware update.

To test out the new codec, Panasonic 
Australia kindly lent me their new 
compact EVA-1 cinema camera. 
It outputs 10 bit RAW, up to 5.7K 

resolution. With this camera in the 
cropped 4K DCI sensor mode, the 
Atomos Inferno is capable of recording 
ProRes RAW up to 60p, CinemaDNG 
RAW up to 30p and standard Prores 
and Avid DNxHR up to 60p. A 
firmware update, coming very soon 
for the Atomos, will allow capture of 
the full sensor 5.7K RAW up to 30p 
in ProRes RAW but no 5.7K capture 
in CinemaDNG RAW due to the data 
rate. As you can see by all the future 
firmware updates, it’s all very new!

ProRes RAW HQ is around half the data 
of CinemaDNG on the Atomos, which is 
nice for both you and your editor! Data 
rates do vary though as ProRes RAW 
is variable bit rate, meaning high detail 
scenes will use more data to maintain 
picture quality.

ProRes RAW contains all of the sensor 
and metadata in a single .MOV file 
structure rather than CinemaDNG 
which records every single frame as a 
separate image file. The .MOV has the 
benefit of much faster file transfer and 
simpler workflow but does mean any 
corruption could potentially corrupt the 
whole file.

Before you go jumping on board, 
currently ProRes RAW is only viewable 
and editable in Final Cut Pro X (10.4.1). 
If your edit workflow uses anything else, 
you will have to consider CinemaDNG 
as your RAW capture option. 
CinemaDNG isn’t supported by Final 
Cut Pro X so it really is about which 
editing program you use at this stage.

Importing ProRes RAW into Final Cut 
Pro X was as easy as standard ProRes 
files and full resolution playback was 
perfectly smooth on a Mac Pro system.

In Final Cut Pro X you have a choice 
of the RAW to Log conversion (choice 
of camera manufacturers or ‘none’), 
choice of Camera LUT (standard 
manufacturers LUTs, your own custom 
LUT or ‘none’) and then the standard 
FCP colour grading tools of which 
‘Colour Wheels’ proved the most useful 
for manipulating the RAW footage for 
maximising dynamic range.

Comparatively Adobe Premiere Pro 
CC handled the CinemaDNG import 
easily and full resolution playback 
was no issue either. I could change 
RAW exposure, white balance and tint 
controls but not anywhere near the 
level of control available in the Da Vinci 
Resolve grading software with the same 
CinemaDNG RAW file.

In conclusion, the ProRes RAW 
is an exciting step forward for 
cinematographers because it attempts 
to standardise a RAW codec, but it 
currently only has very limited range of 
cameras and one editing platform.

It will get interesting when cameras start 
having on board ProRes RAW recording 
and other editing platforms are able to 
support it as well... who will be next to 
jump on board?

Tom Waugh works for Ignite Digi and is  

Chairman of the ACS Technical Committee.

APPROXIMATE RECORDING TIMES ON 1TB SAMSUNG SSD

Panasonic EVA-1 4K DCI Crop Mode (4096x2160 pixels) 10 bit RAW output over 
SDI @ 25p Recorded on Shogun Inferno @ 4K DCI 25p

Prores RAW HG (10 bit, 114min approx. 
Variable Bit Rate)

CinemaDNG RAW 55 min 
(10bit, Constant Bit Rate, 
11MB per frame)

Non RAW - Prores 422HQ 158min
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INSPIRE 2
POWER BEYOND IMAGINATION

RONIN 2
CREATE YOUR LEGACY

WHOLESALE BY: EE Group Australia Contact: (03)-97236699 Email: info@eegroup.com.au Web: www.eegroup.com.au

Master Wheels 3-Axis

The Master Wheels controller is an 
advanced professional wheel controller 
system that employs high-precision 
sensors, advanced control algorithms, 
and state-of-the-art product design to 
deliver precise and butter-smooth 
remote camera movement control.

DJI Force Pro

Employing industry-leading 
communication technologies and 
control algorithms, DJI Force Pro is a 
camera movement control system 
that allows operators to control 
gimbals remotely with incredible 
accuracy.

Classic Control, ReimaginedSuperior Intuitive Control

Camera Hire: www.camerahire.com.au
Camzilla: www.camzilla.com.au
Dragon Image: www.dragonimage.com.au
ELK Fish Robotics: www.elk�shrobotics.com.au
John Barry: secure.johnbarry.com.au

Johnny Appleseed GPS: www.ja-gps.com.au
Kayell Australia: www.kayellaustralia.com.au
Lemac Films: www.lemac.com.au
Michaels: www.michaels.com.au
ProAV Solution: www.proavsolutions.com.au

Sphere Drone: spheredrones.com.au
Universal Drones: www.universaldrones.com.au
Videocraft Australia: www.videocraft.com.au
Videoguys: www.videoguys.com.au
Xm2: www.xm2store.com
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