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FROM THE EDITOR

Dear readers,

Another year has passed us by, and another year is approaching. 
There has been simply too much amazing work by Australian 
cinematographers working in this country and around the world to fit 
into one seventy-two page magazine. But by golly we’ll try.

We’ve bumped up our features content this issue with eight long-
form articles on a range of films, television series and documentaries. 
Academy Award-winning cinematographer Dion Beebe ACS ASC has 
been kind enough to talk to us about shooting Disney’s Christmas 
summer blockbuster Mary Poppins Returns, and it’s supercalifragilistic... 
you know the rest.

Did anyone see wonderful ABC/Netflix production of Pine Gap? The 
talented Geoffrey Hall ACS chats to us about shooting the series, while 
the young Sam Chiplin chats to us about shooting BBC One’s intense 
Australian drama series The Cry across Australia and in Scotland (our 
cover!). Well done to both Mr Hall and Mr Chiplin, both terrific series.

Cinematographer Bob Nguyen discusses his work on the beautiful new 
film Song Lang, for director Leon Le. Song Lang is a film of exquisite 
beauty and meaning. The film will no doubt make a splash on the 
international festival circuit in the coming months and we should be 
proud to have an Australian cinematographer behind the lens on such a 
great film. It also just picked up Gold in the Cinema Features category at 
the VIC/TAS ACS Awards!

We follow famed Australian actor Errol Flynn (played by Australian actor 
Thomas Cocquerel) in the new biopic-blockbuster In Like Flynn, from 
director Russell Mulcahy. The film’s award-winning cinematographer 
Peter Holland ACS sits down for an interview with the magazine about 
In Like Flynn and on working back in Australia after some time away.

All this is followed up with stories on Buffalo Boys with cinematographer 
John Radel ACS and Escape and Evasion with cinematographer Wade 
Muller HKSC, both ex-pats living and working in Asia. Look out for a 
story on the HBO Asia series Grisse with Muller in the next issue.

And finally a terrific story about cinematographers Richard Fitzpatrick 
ACS, Casper Mazzotti, Nick Robinson and Jon Shaw who have 
been pioneers in the resurgence of IMAX cinematography and wildlife 
filmmaking. Their work has been picking up awards the world over, and 
should inspire anyone working the wildlife and nature fields.

I don’t know how much more we could fit into this issue, but there’s still 
ACS Brief, Australian Shorts and Film Reviews for you to peruse, along 
with a must-read article on Gender Parity from our friend Bonnie Elliott 
ACS.

So happy holidays everyone, and the magazine team look forward to 
seeing you all in 2019.

Peace.

James Cunningham
National Editor,
Australian Cinematographer Magazine.

Warmest greetings ACS members, colleagues and friends.

In December last year I called an extraordinary meeting of the Society to 
discuss the ongoing issue of workplace bullying and sexual harassment.

The meeting included branch presidents and a number of invited 
cinematographers to discuss the matter in an open forum and to put in 
place an ACS Harassment, Discrimination & Bullying Policy along with 
a Code of Ethics and Professional Conduct, both firmly under the ACS 
banner.

This was to be a substantial re-thinking of our Policy which had to 
that point in time only been acknowledged at the National Executive 
level, but now needed to be strengthened and made available to all 
the members and to the industry, confirming that this was the official 
position of the Society in relation to these vitally important matters.

After a full day of discussion and debate at the ACS Headquarters the 
ACS Harassment, Discrimination & Bullying Policy as well as the ACS 
Code of Ethics and Professional Conduct were resolved. You can read 
them in full on our website, as well as on page 17 of this magazine.

To add to this we are currently reviewing the sixty-one page Screen 
Producers Australia (SPA) Code of Conduct with a view to completely 
supporting the principles and aims of this comprehensive document, of 
which I am personally, totally in favour of.

The ACS National Policy Committee will monitor the effectiveness of the 
ACS Code of Ethics and Professional Conduct, and the Harassment 
and Bullying Policy and will advise if any adjustments over time are 
deemed necessary.

I emphasise that it is essential we all take responsibility to ensure that 
the Code and Policy are enforced and I ask you all to be vigilant, and for 
those in leadership positions, not only to lead by example, but also to be 
open to listening to any concerns that are brought to you.

Never forget that the thoughtless and inappropriate words or actions of 
any one person, can impact the health and wellbeing of individuals, the 
reputation of our industry and our Society.

I take this opportunity to wish everyone a safe and joy filled Christmas 
and holiday season that gives you the chance to pause and to spend 
time with family and friends.

Until next time,

Ron Johanson OAM ACS
National President,
Australian Cinematographers Society

FROM THE PRESIDENT
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THE ULTIMATE RIDE
Sony’s FS7 II shoots the Motorbike World Land Speed Record, with cinematographer  

Edgard Ferreira behind the lens –  by Salvatore Di Muccio

Earlier this year cinematographer 
Edgard Ferreira undertook an amazing 
project with Bondi Films called 
The Ultimate Ride. He would see a 
motorcycle team travel to Lake Gairdner 
in South Australia on the search 
for speed records and adventure. Shot 
primarily on a Sony FS7 II along with 
the A7s, what was produced was a 
documentary currently being shown on 
Qantas’ in-flight Qstream service.

From the moment Ferreira engaged with 
this project he had one big challenge to 
manage; expectation versus budget. “I 
knew from the beginning that I would 
have to work with a very small crew, 
if not just myself and my co-director 
Adam Dostalek,” says Ferreira. 

“I had big ideas for this project,” he 
says. “It’s not every day that you have 
the opportunity to spend five days on 
salt flats with a custom-made Harley 
Davidson riding at such dangerous 
speeds.”

Ferreira’s problem revolved around how 
to bring the project together with only 
himself responsible for filming, sound 
recording and directing. “I knew I 
needed a camera that was easy to 
work with. Something that I could pick 
up and start filming with in seconds, 
and on top of that give me amazing 
pictures. I also needed something that 
would allow me to record good quality 
sound.”

Production company Bondi Films were 
planning on telling an amazing story. 
Lake Gairdner is a special place, and 
the importance was not lost on Ferreira. 
“Dramatising this story was really 
important to me,” says the Brazilian-
Australian cinematographer.

“After seeing images from the salt 
flats, it was clear to me that I needed 
to handle high dynamic range. This 
is the kind of place where humans 
cannot spend more than a few minutes 
without sunglasses. In the middle 
of the harsh desert of Australia, we 
were going to be racing on a crystal 
clear, salty white surface which 
would intensify the brightness of the 
sunlight.”

“This is the kind of 
place where humans 

cannot spend more than 
a few minutes without 

sunglasses.”

Ferreira faced challenging situations 
whilst on the salt plains, not least of 
which was the amount of ground and 
footage he and his co-director had to 
cover. “The scenarios changed all the 
time and there wasn’t much warning as 
to when things were going to happen. 
Quite often I would be running 
around going from one location to 

another, filming from inside of a car 
to filming on the ground, with the 
camera handheld most of the time,” 
Ferreira says.

Being a single cameraman on a 
documentary such as this, and 
not having the luxury of having a 
second cameraperson, can be quite 
challenging. There are so many angles 
to cover, so being quick between shots, 
changing angles from low to eye-level 
and quickly adjusting exposure within 
seconds was very important for Ferreira.

“As I was filming a documentary 
where I didn’t have control over the 
changing environment, I needed to be 
highly adaptable,” he says. “I had to 
always be ready for things to happen 
and so did my camera. There was no 
chance for second takes.”

“The results I had from five days 
filming on the salt flats of Lake 
Gairdner were unique,” says Ferreira. 
“Elliott Motorcycles broke the land 
speed record, and they now have the 
fastest Harley Davidson Softail in the 
world.”

Edgard Ferreira is a cinematographer, editor, 

producer and director who has been working 

across Brazil and Australia for fifteen years. 

He is also Managing Director of Bondi Films.

Salvatore Di Muccio is Owner of Well Above.

 

Edgard Ferreira filming ‘The Ultimate Ride’ at the Lake Gairdner Salt Flats in South Australia - PHOTO Adam Dostalek
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Not too long ago, I was filming a child 
on a tricycle zipping about when he 
entered a narrow pathway, with high 
vegetation each side. On the spur of the 
moment I turned my camera on the side 
and shot it vertically as the composition 
worked so much better. I carried on 
but suddenly realised what I had done. 

SHOOTING VERTICAL
Imagine if artists such as photographers and painters were restricted to landscape format –  by Natasha Sebire

Horrified at my major faux pas, I quickly 

looked around rather embarrassed in 

case anybody saw me do it. 

Backtrack a few months and it’s 

completely understandable why I 

did this. I had just finished close to 

fifty shoots with an internationally 

renowned company. The brief was 
everything had to be filmed in portrait 
orientation. It became the norm for me 
to film with the camera tipped on the 
side. I liked the new freedom and also 
the compositional challenges that it 
brought. Filming individuals suited the 
frame nicely, but was frustrating for a 
group of people. Pans were something 
to be careful with, but tilts looked 
impressive. Going back to ‘normal’ 
16x9 shoots felt very limiting. 

“Pans were something to 
be careful with, but tilts 

look impressive.”

Maybe because of my background in 
adventure filmmaking and shooting 
in difficult conditions, filming vertically 
seemed like another challenge I was 
keen to take on. Even working out how 
to modify equipment to mount a camera 
on it’s side was fun.

In 2014, I was co-organising the 
Australian Climbing Festival and we 
wanted to include a film competition. 
I approached my brother, Adam, 
completing a PhD in video visual art, for 
help. At the time he joked that climbing 
was so much better suited to a vertical 
frame. We decided that wasn’t such 
a silly idea after all and so created the 
‘Vertical Film Festival’ (VFF). 

“I liked the new 
freedom and also the 

compositional challenges 
that it brought.”

At first, it was a struggle just to get 
enough 9:16 content to make the 
festival happen. Frustratingly entries 
flooded in from people who hadn’t read 
the guidelines and who’s films were 
horizontal! We managed in the end and 
the screening was a big success. The 
screen was easily tipped on its side and 
hung from the tall ceiling of a beautiful 
church in Katoomba, NSW. There was 
risk the projector would overheat by 
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A scene from the vertival film ‘Impact’ - DIR/DOP Jean-Charles Granjon



being turned on its side, but with an 
external fan aimed at the projector 
things went off without a hitch. The first 
competition in the world for vertical films 
was born.

Fast-forward to 2018 and things have 
really gained momentum. We are in 
our 3rd edition, and the VFF has set 
the standard for other film festivals in 
the same format, of which there seems 
to be more and more. Vertical video, 
once frowned upon, is now much 
more widely accepted. The standard 
of the films is also getting better and 
better. Our 2016 winner, Jean-Charles 
Granjon, shot the magnificent ‘Impact’ 
with two Phantom Flex cameras in 4K 
at 1,000fps!

“The first competition 
in the world for vertical 

films was born.”

Recently, I was filming for a commercial 
as ‘cliff DP’, and hanging high up on a 
rock face I framed the climber as he’d 
make his way up the steep wall and 
then take a long fall. As I hung there I 
thought what a shame I couldn’t film 
this vertically, the viewer would then feel 
the enormous exposure underneath 
and witness the entire stomach 
wrenching fall! Interestingly enough, the 
deliverables included creating some 
9:16 content. Times are changing.

With new technologies emerging 
things are set to change regardless. 
Smartphone’s have certainly been the 
impetus to allow vertical video to enter 
its ‘golden age’. Maybe we’re going 
to come full circle and end up with 
the dynamic square just as the great 
Russian filmmaker-theorist, Sergei 
Eisenstein, argued for in the 1930s. No 
doubt he’d be pleased with that!

Natasha is an experienced and passionate 

cinematographer, with expertise in 

 adventure filmmaking.

The 3rd Vertical Film Festival  

will be held in December. 
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LIVING UNIVERSE
Australian cinematographer Frank Flick ACS joins in an interstellar search for life  
amongst the stars in new documentary Living Universe – by James Cunningham

Science soared into distant space 
recently in Living Universe, an Australian 
documentary tackling that behemoth 
of a question: are we alone in the 
universe? Voiced by everyone’s favourite 
scientist, Dr Karl Kruszelnicki, along 
with Australian astrophysicist Professor 
Tamara Davis, Living Universe will be 
released as a four-part television series 
with part of the material also used for 
a ‘stand-alone’ cinema-release film. 
The film is screening nationally through 
Event Cinemas.

A co-production between Australian 
director Alex Barry and French 
filmmaker Vincent Amouroux, the 
documentary delves into the mystery 
of exoplanets – real planets capable 
of supporting complex life, of which 
around 3,700 have been discovered in 
just the past two decades. 

Eight years in the making, the film is 
not science fiction, but rather science 
‘faction’. Living Universe blends 
cinematography and state of the art 
visual effects with storytelling anchored 
in the latest scientific research from best 
minds in the field of space exploration, 
planetary science and astrobiology.

Australian cinematographer Frank Flick 
ACS was approached by Producer Aline 
Jacques from Essential Media, who he 
had worked with on the documentary 
The Great Australian Race Riot (2015). 
Flick filmed most of the interviews you 
see in the film, as well as scenes and 

story supporting material, shooting on a 
large number of locations in California, 
Louisiana, Ontario, British Columbia, 
Washington State, Massachusetts, New 
York State and Chile.

“I was fascinated with the subject 
matter and the choice of shooting 
locations,” says Flick. “I was quite 
excited when they offered the job 
to me.” Simultaneously there was a 
French crew shooting in Europe, and 
in Iceland. The Iceland shoot included 
getting most background plates for the 
CGI-heavy shots. Apart from having a 
brief exchange of thoughts with French 
Director Vincent Amouroux, Flick was 
not involved in that part of the shoot.

“I collaborated on my trips with 
Australian Director Richard Smith,” 
explains Flick “who is also a scientist 
and had impressively detailed 
knowledge of the subject matter.” 
Over a period of five months the 
cinematographer and his team made 
three trips to the United States, and 
also travelled to Chile. “It ended up 
being a twelve week shoot for us.”

The shooting schedule, locations and 
small crew size called for a compact 
and light weight approach to the 
camera-kit. Another consideration was 
the volume of data that needed to be 
handled in post. 

“Before I came on board, Executive 
Producer Marcus Gillezeau had done 

camera tests on Sony’s FS7 and F55 
cameras. Those were evaluated by 
Two Dogs, the company that handled 
Post-Production in Australia,” Flick 
explains. “We agreed that the FS7’s 
internal XAVC-I recording codec at 
250Mbps in UHD and 4:2:2 / 10-bit 
would be sufficient for our A-Camera 
material.”

As a B-camera the team approved a 
Sony A7sII, recording in XAVC-S codec 
at 100Mbps in UHD. The crew shot in 
S-Log3 which Flick knew would give 
them enough latitude for flexibility in the 
grade.  “This was needed especially 
since a fair amount of material was 
shot without knowing where it would 
be used in the edit and what kind of 
look needed to be applied in the final 
grade,” says Flick. They also took 
a couple of GoPro4s, a Canon EOS 
5D Mark III for timelapse and a DJI 
Phantom 4 drone which became very 
useful for the Chile shoot. 

Flick opted for a Canon EF-Mount for 
his two main cameras, meaning he 
could take a wide range of compact 
and lightweight lenses, namely a full 
Set of Canon Cine Primes and Canon 
L-Series Zooms. “Needless to say that 
the mix of mentioned cameras always 
meant a certain degree of quality 
compromise for a cinema release 
film,” says Flick. “With all else to be 
considered, I had to accept that.”

Most of the research facilities allowed 

Steve Squyres, Professor of Physical Sciences at NASA, at Chile’s Atacama Desert in ‘Living Universe’ - DOP Frank Flick ACS
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the cinematographer very little time 
in terms of planning and setting up. 
Especially at NASA, where Flick was 
working with a lot of restrictions. “You 
have to move quickly,” he says.

“I shot most of the interviews on 
Primes, on the 35 or 50mm,” says 
Flick. “I wanted the backgrounds to 
be recognisable, but not shown with 
too much detail, so we always shot at 
wider apertures for a reduced depth-
of-field.”

In terms of a technical crew alongside 
Flick there was only Assistant Camera 
Marcus de Giorgio and Sound 
Recordist Leo Sullivan. “I had never 
worked before with de Giorgio, but 
was thrilled to have him,” Flick says. 
“I had worked before with Sullivan 
and suggested him for the job. He is 
a battle-proven team-player, never 
phased by anything and always happy 
to help out with other tasks.”

More than half of the shooting schedule 
was travel and the team covered a large 
amount of locations that varied greatly 
in terms of accessibility. “There was 
regular re-packing from flight mode 
into production mode, often swapping 
Pelican cases for backpacks and 
reducing the kit as needed,” explains 
Flick.

“Our fabulous Production 
Coordinators, Cassie Williams and 
Gemma Atkinson, did a great job 

dealing with the ever-repeating 
challenge of finding a suitable camera 
vehicle and local equipment suppliers, 
that could complement our kit when 
needed.”

Flick describes a couple of locations 
that were physically demanding, but 
any discomfort was short lived. “One 
of them was in the Canadian Rockies 
where we had to split the crew. Our 
Director Richard Smith flew with 
de Giorgio into the Burgess Shale 
to cover an interview with geologist 
Robert Gaines,” he says. Despite it 
being late summer they got surprised 
by a snow storm. “One of the generous 
scientists up there supplied de Giorgio 
with much needed warmer clothes 
to make the overnight tent-stay 
bearable.”

Another challenging location for the 
crew was the Atacama Large Millimeter 
Array (ALMA), an observatory located 
in Chile’s Atacama Desert at 5000m 
above sea level. “Before the trip we all 
had to pass a high-altitude health test. 
When we shot at ALMA, I could see 
why,” says Flick. 

“Running around with gear and trying 
to shoot as much as possible within 
a stipulated three-hour window can 
become testing in ‘thin air’. We carried 
oxygen bottles which prevented us 
from running out of puff. Besides 
the oxygen issue, howling winds and 

freezing temperatures added some 
pain.”

Flick’s input during post-production 
was limited to sending colour grading 
notes and reference frames. “Along 
with most cinematographers I like to 
attend the grade,” explains Flick, “but 
for various reasons this is not always 
possible.” The script was evolving all 
through the shoot and even deep into 
post-production. 

“I did not know at all what to expect 
when I went into the first screening,” 
says Flick. “All I knew was that 
producers Chris Hilton, Aline Jacques 
and their team had done a remarkable 
job to get the television finished and 
Executive Producer Gillezeau likewise 
with the feature film.”

Living Universe succeeds in taking 
audiences on a fascinating journey and 
telling a truly inspiring story. “I believe 
Executive Producer Marcus Gillezeau 
sees high school students as the film’s 
primary target audience, and I agree 
with that,” Flick says. “It would be 
great if this documentary could be 
shown in schools around Australia.”

Frank Flick ACS has been working as a 

cinematographer since 2001, and has shot for 

high-profile international clients such as L’Oréal, 

Levi’s, Sony, Pepsi, Toyota, Hyundai, Etihad 

Airways, Panasonic, Samsung and many more. 

The Atacama Large Millimeter Array (ALMA) in Chile, a scene from ‘Living Universe’ - DOP Frank Flick ACS



CURTAIN UP
Samuel Broeren shoots a spot for the Melbourne Theatre Company (MTC)  
alongside award-winning director Julian Lucas –  by Samuel Broeren

Director Julian Lucas and I have worked 
together before on a few projects and 
have a bit of insight into each other’s 
approach. Lucas was wrapping up a 
show overseas during part of our pre-
production, so it helped that we were 
able to quickly choose a direction for 
this project.

The spot focus on the hero characters 
in the Melbourne Theatre Company’s 
2019 Season. It mostly features actors 
cast in the plays, or models for plays 
that were not yet cast. A few of the 
actors in the spot were already in 
rehearsals, meaning some days we only 
had talent for a few hours.

We shot 16:9 aspect on a Super 35 
sensor, with spherical lenses. The 
35mm focal length was our go-to lens 
on this project. I like the versatility you 
get with it, both close into the actors 
and further away. I’m a fan of using the 
35mm for close ups, when you add 
in camera movement, you get quite a 
dynamic shift between the talent and 
background.

One of the MTC’s plays in 2019 is an 
adaptation of the film Shakespeare in 

Love (1998). The Oscar-winning film 
comes to the stage directed by Simon 
Phillips (Muriel’s Wedding: the Musical). 
We planned to use the ‘Shakespeare in 
Love’ scene to bookend the spot. 

“Pared with our 
heavy atmosphere and 
backlight it also gave  
us quite a dreamy and 

soft look.”

Wanting to differentiate it from the 
other scenes we decided to go with 
a moodier look. We lit with hard light 
diffused through haze and I rated the 
ISO 1 stop under native, to give the 
toe of the image a bit more body. I like 
the look you get placing the exposure 
quite low and we were able to bring 
back contrast into the image through 
the saturated red dress the model was 
wearing. 

The textures and levels of wardrobe 
and styling are incredibly important 
to the final image and as much as 
possible I love to get an idea of where 
these departments are heading earlier 

in pre-production. It informs so many 
decisions. Especially in this scene where 
we really planned to push the sensor.

As an actor had yet to be cast for 
‘Shakespeare in Love’, we were careful 
to avoid putting too much attention on 
the model used in the scene. Instead 
prioritising our focus on her body 
language and the textural elements 
of wardrobe and styling. In order to 
capture facial expressions without hero-
ing her, I used a handheld diopter and 
prism in the foreground to manipulate 
the contrast-sharpness-saturation on 
parts of the frame that we wanted to 
obscure. It’s something I have tried in 
my stills work before and I was pleased 
how effective it was for this purpose. 
Pared with our heavy atmosphere and 
backlight it also gave us quite a dreamy 
and soft look.

All up I’m quite happy with what we 
were able to produce for this campaign, 
I had a great time working with past 
collaborators and a few new faces as 
well.

Cinematographer Samuel Broeren, based in 

Melbourne, works across commercial,  

music video and narrative work.

A scene from the Melbourne Theatre Company’s ‘Shakespeare in Love’ promotional spot - DOP Samuel Broeren
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Cinematographer Steve Munro �lming ‘The Rabbit's Foot” on location   Photo Credit: Liam Patrick
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GENDER PARITY
Friends, cinematographers, humans, lend me your ears –  by Bonnie Elliott ACS

The times we live in are very interesting 
indeed. The host of a reality television 
show is now the President of the United 
States. American women have taken 
to the streets in large scale protests, 
not seen since the days of second 
wave feminism, to make sure no one is 
unclear how they feel about the state 
of their nation. Scenes that could be 
straight out of The Handmaid’s Tale.

The exposure of Harvey Weinstein 
and his appalling behaviour towards 
female actors unleashed the social 
media phenomenon of  #MeToo. A 
mass unburdening and a cry to action 
from men and women all over the 
world which has had some very real 
consequences for a lot of individuals, 
and sparked a global moment of 
reckoning throughout many industries. 
Call it third wave feminism if you like. 
Whatever it is, it’s long overdue.

And it’s not just about abuses of power; 
it’s about the lack of gender parity. It’s 
about how half the world’s population 
don’t get to tell their stories and have 
careers in the way they really should, let 
alone be paid the same wages. We see 
the examples in our industry over and 
over. 

At the 70th Cannes Film Festival last 
year, Jane Campion was still the only 

female director to have been awarded 
the Palme D’Or. It has taken eighty-nine 
years of Academy Award ceremonies 
for a female cinematographer to finally 
be nominated in 2018, Rachel Morrison 
for Mudbound. Closer to home, we 
have 398 accredited members of the 
Australian Cinematographers Society, 
so far only 15 of them are women.

I could go on, but I won’t, you get 
the picture. The figures don’t point 
to a system that is fair and rewards 
merit. The odds are stacked against 
women in film and television, and the 
numbers when it comes to female 
cinematographers are particularly poor. I 
remember talking about this a few years 
ago with trail blazing cinematographer 
Erika Addis, who taught me at AFTRS 
and is a good friend. She had gathered 
statistics on gender representation 
within the Australian industry, and felt so 
depressed that nothing had changed, 
despite many years of agitating, 
and working and teaching the next 
generation. It shocked me too, as I had 
thought it was surely getting better.

Probably because I know my fellow 
female cinematographers and it felt 
like our numbers were growing. We 
started getting together, and through 
Ron Johanson OAM ACS along with 

Addis’ instigation the Women’s Advisory 
Panel (WAP) of the ACS was created. 
Because Johanson, like many men, 
doesn’t understand why it’s like this 
and wants it to change. Bless him. And 
bless all the men that actively contribute 
to the careers of women. I know many.

That first WAP meeting shifted 
something inside me. I heard the 
statistics and the stories and I looked 
at myself and thought: what am I doing 
to help? Suddenly just being a female 
cinematographer didn’t feel enough. If 
I’m just maintaining the numbers, it’s 
definitely not enough.

So I made a decision, a couple of years 
ago now, to have gender parity in my 
camera departments. There is one 
place where I have power, and that is in 
employing my own team. I have been 
able to achieve this very easily. There 
is a great wealth of female talent out 
there if you just open your eyes and 
look around. Sometimes I’ve had more 
than fifty percent and I figure that’s 
okay because it’s much harder to get 
those numbers in Grip and Lighting 
departments. Although I was thrilled 
to have a female fourth Electrics on 
the feature film Palm Beach recently. 
In fact the crew across the board on 
that production was fifty-five percent 
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Bonnie Elliot ACS with First Assistant Camera (A-Cam) Nillis Finne filming ‘Palm Beach’ on location - PHOTO Lockwood



female. Led by our amazing director 
Rachel Ward, who is involved in the 
organisation Dame Changers, the desire 
to have gender parity was felt by all 
involved. It was a lovely, balanced set to 
work on, I might add.

So I ask you all, my fellow ACS 
members, to feel empowered to be part 
of this change. Because it won’t happen 
if only women do it. We just don’t have 
the numbers. We need everyone to 
think this way and get on board.

Look around you, and see who you are 
working with. It’s not just women who 
are under-represented in our camera 
departments and crews. I think it is 
vital that we try to make our sets a 
reflection of the world we live in, and 
create a culture we want to be part of: 
respectful, collegial, open hearted. As 
heads of department we are leaders 
of teams, and we set the tone. Our 
contribution to filmmaking isn’t just 
about lenses and light, it’s about 
communication and shared humanity. 

Let your team know that you expect 
everyone to be treated professionally 
and with integrity by each other. Crews 
are structured around hierarchy, but no 
one needs to abuse that. Let them know 
that you are someone they can talk to, 
who is there to hear of any issues, who 
isn’t too busy to listen and respond. 

Conflict is part of creative life and we 
know that it will happen sometimes, it’s 
how we deal with it that counts. If you 
see inappropriate behaviour on set, say 
something.

Changing the culture of film sets so that 
they are places where everyone can 
work and thrive will be good for all of us.

Thank you for reading, I hope this 
makes you feel empowered to take 
some personal responsibility, because 
we must all participate in this moment 
of cultural change, if it is really going to 
happen. So that as I look through the 
pages of this magazine in the years 
to come and scan the crew photos, 
I will see the world we live in, in all its 
magnificent diversity.

Bonnie Elliott ACS is an award-winning 

cinematographer who works across the fields of 

drama, documentary, commercials and video art. 

ACS Harassment, Discrimination & Bullying Policy

It is the policy of the Australian Cinematographers Society (ACS) that every member of the Society and the 
greater Film and Television industry has the right to work in an environment free from any gender, race, 
disability, religious, sexual orientation discrimination or harassment and bullying of any kind. This includes any 
verbal, emotional, physical, cyber or sexual harassment.

The Society will not tolerate any behaviour that is considered threatening or dis-respectful towards or by any of 
our members or guests.

ACS National Executive, December 2017

Code of Ethics and Professional Conduct

1. Be Inclusive

The ACS welcomes and suppports people of all backgrounds and identities. This includes, but is not limited 
to members of any sexual orientation, gender identity and expression, race, ethnicity, culture, national origin, 
social and economic class, educational level, colour, immigration status, sex, age, size, family status, political 
belief, religion, and mental and physcial ability.

2. Be Considerate

We all depend on each other to produce the best results we can as an inclusive Society. Your decisions will 
affect clients and colleagues and you should take those consequences into account when making decisions.

3. Be Respectful

We won’t agree all the time, but disagreement is no excuse for disrespectful behaviour. We may all experience 
frustration from time to time, but we cannot allow that frustration to become personal attacks. An environment 
where people feel uncomfortable or threatened is not a productive or creative one.

4. Conduct Yourself Professionally

Always choose your words or actions carefully. Be kind to others. Do not insult or put down others. Harassment 
and exclusionary behaviour aren’t acceptable. This includes, but is not limited to:

 • Threats of violence and bullying.

 • Discriminatory jokes and language.

 • Sharing inappropriate or unsolicited sexually explicit or violent material via electronic  
  devices or other means.

 • Personal insults of any kind.

 • Unwelcome sexual attention.

In general, if someone asks you to stop doing something inappropriate, then stop.

5. Language Matters.

Use gender neutral language. For example Cinematographer and Director of Photography are gender neutral. 
Be mindful - Swearing or culturally inappropriate language may cause offense.

6. Make Differences into Strengths.

We can find strength in diversity. Different people have different perspectives on issues, and that can be 
valuable for solving problems or generating new ideas. Being unable to understand why someone holds a 
viewpoint doesn’t mean that they’re wrong. Don’t forget that we all make mistakes. Focus on resolving issues 
and learning from mistakes.

7. Be Pro-Active as an Ethical Bystander.

If you observe harassment, disrespectful or bullying behaviour towards another, you have a duty of care to act. 
Do not ignore it. Show you don’t condone it.

Be proactive, speak up immediately or seek appropriate intervention.

Ignoreing the behavour could be seen as silent approval. Don’t underestimate your impact as a bystander..

Inaction is not action. Speak Up!
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MARY  
POPPINS 
RETURNS

Come along with Australian Cinematographer Magazine as we  
visit the magical world of Mary Poppins Returns with the film’s  

Academy Award-winning cinematographer Dione Beebe ACS ASC.

- by Dante Pragier



Mary Poppins (Emily Blunt) returns to the Banks home after many years in Disney’s ‘Mary Poppins Returns’ - PHOTO Jay Maidment
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Fifty-four years ago, Disney’s Mary Poppins (1964), based 
on PL Travers’ series of books, transported audiences to an 
Edwardian London as seen through the eyes and imagination 
of the Banks children. 

In many respects, capturing this duality was crucial to the 
production, perfectly balancing the smog and gloom of its 
setting with rich animation and bombastic musical numbers. 
Despite Travers famously disapproving of the whimsical style 
of these elements, the film proved an enormous critical and 
commercial success, receiving thirteen Academy Award 
nominations and becoming the only of Walt Disney’s films to 
be nominated for Best Picture in his lifetime. 

After over five decades away, one of the longest gaps 
between sequels in history, the world’s most beloved nanny 
is slated to return, now starring Emily Blunt as the titular 
character and the Banks children all grown up in 1930s 
London.

Academy Award-wining cinematographer Dion Beebe 
ACS ASC (Memoirs of a Geisha, Collateral, Chicago) in his 
fifth collaboration with director Rob Marshall, was highly 
conscious of the task ahead in contributing to such a beloved 
film. “Everyone involved in this project, from Marshall to 
Disney and the entire creative team, were very aware of the 
expectations surrounding the film,” says Beebe. “The first 
film was ground-breaking, won five Academy Awards and 
achieved an iconic status in film history, as well as a special 
place in so many childhoods.”

With an idea that began from Travers’ third novel, Mary 

Poppins Opens the Door, Beebe and Marshall discussed 
the project from a very early stage. “In our approach, we 

really wanted to respect the traditions of the original, while 
exceeding the audience expectations,” the cinematographer 
explains. “Stylistically, we also needed to engage a whole 
new audience of kids with a very sophisticated visual 
language. Fifty-four years covers an incredibly wide 
audience demographic.” 

To Beebe, finding the right visual tone is one of a 
cinematographer’s most important tasks. “In my discussions 
and collaboration with Marshall, production designer John 
Meyer and costume designer Sandy Powell, the goal was to 
capture a modern sense of nostalgia. This required careful 
consideration across every aspect of production. For me, 
the use of lighting, colour and camera movement helped us 
create our own style yet keep one foot in the world of the 
original.”

A distinctive example of this blend of traditional and modern 
techniques can be seen in Mary Poppins Returns’ use of 
hand-drawn animation. Beebe describes the process as 
experimental, “This was not something I imagined myself 
having the opportunity to do in the digital era. It is both 
instant, like a quick sketch on paper, and incredibly labour 
and time-intensive.” 

Similar to the style of Mary Poppins, the production team 
decided to combine the hand-drawn animation with live 
performances. Finding the right balance was difficult, requiring 
precise synchronisation. First, the cast would rehearse a 
scene and it would be shot and edited. Then, the animation 
team would sketch characters into the cut footage. Only after 
viewing the finished sequence could a discussion take place 
in order to change it. Any alterations would therefore require 
both re-shoots and then re-sketches of the animation. In this 

Emily Blunt filming a musical number from ‘Mary Poppins Returns’ - DOP Dione Beebe ACS  ASC, PHOTO Jay Maidment



manner, the sequence moved back and forth from the set to 
the animation studio until it looked just right. 

“Hand-drawn animation requires more lead time than 
computer-generated animation,” Beebe explains. “Changes 
to these sequences take longer, so it was essential for us to 
start this process early. It was such an amazing journey. 
The sequence is fun, exciting and captures an intrinsic 
sense of nostalgia. It perfectly describes what we sought to 
capture.”

“This was not something  
I imagined myself having  

the opportunity to do  
in the digital era.”

Beebe carefully considered the right equipment for the 
job, opting to use ARRI’s G-Series Anamorphic lenses and 
spherical primes. “The Alexa sensor was my reason for 
shooting ARRI,” says Beebe. “It has a softer curve and 
slightly more subdued colour space which can be pushed 
towards more vivid colour when required.”

Beebe needed dynamic equipment in order to best 
emphasise the shifting visual tones. “The movie contrasts 
two very different worlds,” Beebe explains. “London during 
a 1930s depression, and the fantastic, magical world that 
Mary Poppins introduces to the children.” 

“We are constantly moving between these worlds so creating 
a visual distinction was important. Often the visual shift is 
very apparent in the fantastic places we visit, but at other 

times the fantasy develops more gradually throughout 
the scene. We tested and developed these looks prior to 
principal photography and the Alexa SXT gave me the 
range I needed.”

Mary Poppins Returns was shot predominantly at Shepperton 
Studios in Surrey, England, with additional location shooting 
in and around central London. “This was the third movie 
Marshall and I have shot at Shepperton, after Nine (2009) 
and Into the Woods (2014).” 

Beebe notes that the studio has a lot of history, with epic 
productions like A Passage to India (1984), and The African 

Queen (1951) being filmed there. It is, however, a first for 
the Mary Poppins series. The first film was shot in California 
with painted London backdrops. “We took over most of the 
stages for our sets,” Beebe explains. “The challenge with 
these studio-based movies is planning set construction, pre-
production and pre-lighting while continuing to shoot on 
completed sets. This is a process that continues throughout 
production.”

Working with Marshall, to shooting carefully-rehearsed scenes 
amidst a tight schedule of set construction and preparation, is 
no new task for Beebe. The pair’s working relationship covers 
over sixteen years and five major projects, beginning with 
2002’s Chicago. 

“He and I first met over the phone,” Beebe says. “I was 
on a project in London and he was prepping in New York. 
It must have been a real gut instinct from Marshall and 
[producer and choreographer] John de Luca. I had not been 
working in the United States long and did not have many 
American titles on my resume. They had seen an old five-
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Jack (Lin-Manuel Miranda) Mary Poppins (Emily Blunt) and the Banks children filming a musical number with a crew of 
street lamplighters in Disney’s ‘Mary Poppins Returns’ - DOP Dione Beebe ACS  ASC, PHOTO Jay Maidment



minute showreel of mine. It may have even been on VHS! 
When we spoke on the phone, Marshall seemed convinced.”

Beebe recalls the first time he met Marshall face-to-face. 
“He was under a lot of pressure to collaborate with a more 
experienced cinematographer at the time, as this was to be 
his first theatrical feature,” says Beebe. “We arranged to 
meet in New York to discuss the project further. It was two 
weeks after the 9/11 attacks and I remember entering this 
classic New York building, walking up the wide staircase, 
past dancers stretching and prepping for auditions. It was 
surreal, like stepping into a scene from A Chorus Line. I 
was instantly hooked.”

Across his career, Beebe’s work has covered a range of 
genres and styles; from extravagant musicals like Chicago, 
to period epics, Memoirs of a Geisha, through to crime 
and action pieces, Collateral and Gangster Squad. “In my 
approach, I try very hard not to repeat myself or become 
too identified with a specific style or genre. I think every 
cinematographer prefers to work across a wide spectrum of 
styles and storylines,” he says. Perhaps due to this, Beebe’s 
work is lauded for its experimental style, for example with 
colour saturation or high-speed digital. 

“I think every time we make a movie, it is in some way an 
experiment.” Beebe says, “As much as studios would love 
to have a formula that just works, the reality is every time 
we begin a project there is no guarantee of success. That 
makes the work exciting and a little terrifying when so many 
millions are being spent.” 

Beebe is also clear that emergent technology isn’t of itself 
the driving-force of his creative choices. “I have always had 

a healthy disrespect for technology,” he says. “By this, I 
mean that the technology is there to serve the story. We 
must not be ‘in service’ of the technology. When I take on 
a new project, particularly when utilising new technology, 
my approach is, ‘how can this serve the story and how hard 
can we push it to create something that helps the audience 
engage with our story?’”

For Beebe, one of the advantages of working across such 

a vast range of genres is the opportunity to learn from each 

film and apply those lessons to future projects. “Something 
I really came to understand working with Marshall and de 
Luca is that shooting a movie is like a dance,” Beebe says. 

“It’s always about movement and choreography. When a 
character enters a room, the camera interacts with them, 
moving towards or away, with strong dynamic energy or 
an imperceptible motion. We make choices around camera 
movement that inform us about the scene and about the 
emotional state of our actors.”

The parallels of working with intense motion apply equally to 

action. “Often, in action or big dance numbers, there will 
be a lot to consider in the frame,” he says. “This is when 
we have to pay close attention to camera movement as it 
can help us understand the dynamics between characters 
and help us understand intention within a seemingly chaotic 
space. Marshall understands how to direct an audience’s 
attention towards a dancer on a crowded stage or an actor 
in a crowded room.”

Beebe recalls working with Michael Mann on Collateral, where 

the same principles relevant to a musical production could be 

found, for example, in shooting the Korean nightclub scene. 
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Jack (Lin-Manuel Miranda), Annabel (Pixie Davies), Georgie (Joel Dawson), John (Nathanael Saleh) and Mary  
Poppins (Emily Blunt) in Disney’s ‘Mary Poppins Returns’ - DOP Dione Beebe ACS  ASC, PHOTO Jay Maidment



“Here was a complex sequence that involved every major 
character in the movie converging on a space filled with 
four-hundred raging nightclubbers,” Beebe says. “Working 
with Mann as he dissected the space, made sense of the 
geography, created visual cues for the audience, and used 
movement to help clarify intention, gave incredible insight 
into how to manage a motion-heavy sequence.”

“I think every time  
we make a movie,  
it is in some way  
an experiment.”

With an ever-busy schedule of work and having recently 
completed filming Ang Lee’s upcoming Gemini Man, Beebe 
stresses the importance of staying involved with a production 
through post and digitisation. “It’s always challenging for 
the cinematographer as we are most likely working on-set 
in another part of the world,” he offers. “It is, however, 
really important to find a way to be involved as the digital 
intermediate is the final stage and cements together all 
the months of work everyone has done. Technology now 
can help and I have been able to do live grades between 
London, Los Angeles, and New York over the years. On 
this film, I was able to join Marshall and Colourist Michael 
Hatzer in New York. It’s always more fun being in the room 
with everyone.”

Continuing the legacy of a film like Mary Poppins was 
a momentous task across all stages of production. “I 
know going into this that Rob really felt the pressure of 

attempting a sequel to such a beloved movie and to do 
it almost sixty years after the original,” Beebe says. In 
many respects, Mary Poppins Returns is a film of dualities; 
from 1964 to 2018, from 1910 to 1930, from the mundane 
Depression-era London to the magical world of Mary Poppins. 
To achieve their vision, the production team had to find a 
balance between old and new, somehow capturing a sense 
of nostalgia while simultaneously appealing to a modern, 
film-literate audience. Looking back across the shoot, Beebe 
believes this balance has been struck, capturing the magic of 
the original film along with it. 

“One of my favourite scenes in the film is the number 
‘Cover is Not the Book’,” Beebe says. “This song makes 
up part of the live-action, hand-animated sequence. This 
particular section of the movie involves Mary Poppins and 
Jack on stage singing to an audience of real kids and crazy, 
animated animals. We approached the live-action work like 
we would an actual musical number on stage. The entire 
number was pre-lit and every lighting cue was worked out 
with an extensive grid of theatrical moving lights. All the 
live-action performance was shot against green screen but 
with all these interactive light cues captured. The animators 
were then able to take our lighting plans and incorporate 
all the light and colour cues into the animation. The result 
is a very fun, magical, and seamlessly-integrated musical 
number.”

Dante Pragier is a writer and valued contributor  

to Australian Cinematographer Magazine, based in the UK.
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Lin-Manuel Miranda stars as Jack who jumps in to help Georgie Banks (Joel Dawson) in Disney’s ‘Mary Poppins Returns’ - 
DOP Dione Beebe ACS  ASC, PHOTO Jay Maidment



A scene from the Netflix/ABC show ‘Pine Gap’ - DOP Geoffrey Hall ACS, PHOTO Lisa Tomasetti



PINE GAP
Set within the intensely secretive world of intelligence and  

top-secret US/Australia joint defence facility in central  
Australia, ABC/Netflix spy-thriller Pine Gap, from director  
Mat King and cinematographer Geoffrey Hall ACS, delves  

into the famously and sometimes contentiously strong  
alliance between our two countries.

- interview by Tracey Cole
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AC How did you first get involved with Pine Gap?

GH Pine Gap is an original series created by showrunner  
 Greg Haddrick and co-writer Felicity Packard. The 

series was produced by Packard along with Lisa Scott for 
production company Screentime. I first worked with Scott on 
the six-part ABC series Anzac Girls (2014), and have since 
gone on to do two Stan series of Wolf Creek (2016-2017) with 
Screentime. 

AC What were Netflix’s requirements regarding final  
 output format, and what contributed to you 

deciding what cameras to shoot with? 

GH I would normally shoot with ARRI camera’s however  
 Netflix Original show’s require full 4K capture. Netflix 

provides a list of cameras that can be used. For Pine Gap 
I chose to work with Canon C700 and C300 cameras as I 
knew they would be stable and reliable. The cameras work 
very well for me and I was thrilled with the results. 

AC During pre-production on Pine Gap, what was your  
 collaboration like with the production design team? 

Can you talk about the ‘look’ you were working toward? 

GH During pre-production the director, Mat King, and I  
 worked closely with Production Designer Scott Bird. 

Bird had a huge challenge on his hands to create the world 
of Pine Gap. Being a ‘secret’, high-security base, very few 
people know what the actual facility looks like. There are only 
a handful of photos of the facility’s exterior.

Bird needed to build a number of large sets that would play 
for the facility’s interiors and also find a workable exterior 

that could be manipulated with 3D post effects to add the 

Pine Gap ‘golf balls’ [radomes that house satellite dishes and 

communications equipment].

We had a number of large green screen shots that had to 

be planned in advance and working with Bird on the interior 

practical lighting was important as all the sets would have full 

ceilings. I had worked with Bird a few years earlier on Anzac 

Girls and knew he would take care of what I needed in the 

sets. 

One of the office sets had a forty-meter photograph as 

a backdrop. Tim Crosby from Rising Sun Pictures did a 

wonderful job of getting the lighting and perspective right on 

the photograph. He stitched something like fifty individual 

photos together to make the backdrop and the finished 

product was great.

AC Where there any sequences that called for multiple  
 cameras, or a second unit? 

GH The central control room set in Pine Gap took up the  
 entire main stage in the Adelaide studios. The set had 

a practical second story, lots of glass partitions and corridors. 

We had one huge data projector screen and over one 

hundred monitors. This was where the main characters would 

play out various scenes from their workstations. Effectively, up 

to ten people having conversations across the room. 

For these scenes I chose to run three and four cameras as 

I find that in large spaces the use of multiple cameras is an 

effective way to get the coverage needed. We had a small 

Second Unit in Alice Springs to get Drone and drive by shots. 

Gus (Parker Sawyers) and Moses (Mark Leonard Winter) in ‘Pine Gap’ - DOP Geoffrey Hall ACS, PHOTO Lisa Tomasetti
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AC What was your shooting schedule like on Pine  
 Gap? Did you encounter any particular challenges 

filming in South Australia or the Northern Territory? 

GH Pine Gap had a realistic shooting schedule of fifty days  
 for the six episodes. We spent seven weeks in Adelaide 

and three weeks in Alice Springs. 

The toughest days by far were the main set days where we 

were doing large page-count, dialogue driven scenes. We 

would be shooting around nine minutes a day, so having three 

and four cameras really helped. Adelaide worked out brilliantly 

for us as the studio was perfect. 

The real positive was our main exterior set for the Pine Gap 

facility which was the recently closed down General Motors 

Holden factory. The plant was built around the same time as 

real Pine Gap and is a similar shape. With careful use of this 

location, combined with CGI, I think we were able to construct 

a very convincing looking Pine Gap. Thankfully, Pine Gap is in 

Alice Springs as it is a really beautiful part of Australia to have 

as a backdrop. The vistas really give the production some 

scope.

AC When thinking about your own crew in the camera  
 department, how would you describe your working 

relationship with them? 

GH I had a great camera team in Adelaide, and on Pine  
 Gap I was keen to get Maxx Corkindale as my 

B-Camera Operator.  It’s often hard to find the right chemistry 

with a B Camera Operator but Corkindale is a great 

cinematographer in his own right. I can pretty much say make 

it good, which he always does. 

I had worked with the rest of the camera team on other 
projects and they are all highly-skilled. I was very lucky to have 
a balanced team of men and women which I find creates a 
better on set dynamic. 

AC Were there any creative demands which needed to  
 be met? 

GH I would have to say that the biggest challenge on Pine  
 Gap was the heat and logistics of Alice Springs. We 

had a number of scenes that were set high on the hills around 
Alice. The problem you find in and around Alice Springs is that 
there are no roads to get you to the top of many hills. To get 
the great vistas, the crew had to carry all the gear by hand to 
the top. On one location that was about an hour round trip. 
By the time you get there its hot and windy and the cast had 
some fairly emotional scenes to do so every one has to focus 
and just get on with it. It was worth it in the end, and you do 
appreciate that cold beer at the end of those days. 

AC Was there a specific moment of filming you recall  
 as a personal creative high? Why? 

GH I feel we all shine when we think outside of the box and  
 it’s often the thing that sets directors apart. One day, 

on the main operations floor set, we had a two-hand scene 
that went for three and a half pages. Mat King came up with 
the idea, why don’t we get them to walk across the floor 
and out to one of the corridors then walk though all the set 
corridors and come back into the set and say good bye. I did 
the shot as a continuous move on a Ronin Rig and it worked 
a treat. That kind of thing is great fun as the pages of dialogue 
changed from an across the table chat to a shot that showed 
off the whole place. 

The central control room set in ‘Pine Gap’ - DOP Geoffrey Hall ACS, PHOTO Lisa Tomasetti
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In a practical sense, if they had moved three paces to their left 

from where their walk started they would have ended up in the 

same place with out going through all the corridors, but that’s 

filmmaking! 

On another day we had a location fall through which was a 

large data centre with banks and banks of main frames, so 

at the last minute we had to come up with a solution. We 

had a small main frame set as part of the command centre. I 

changed the colour of the lighting and had the art department 

source me some large partial mirrors, I shot through one of 

the partial mirrors and then put the other mirror at the end of 

the set. The result was like when you get into a mirrored lift all 

of a sudden the space looks a hundred times bigger than it is; 

in this case because the camera is behind a partial mirror you 

get the effect without seeing the camera.

AC How do you impart your own unique vision as  
 cinematographer on a project? 

GH After getting familiar with the scripts and meeting  
 with the producers my vision will come together with 

the director. If the director and cinematographer have cross 

purposes then you will be looking at style over content.

The director of Pine Gap, Mat King, wanted to work with a 

framing style that is used well in the show Mr Robot (2015-

2017, cinematography by Tod Campbell). This framing 

style has very few close ups and often has the actors set 

uncomfortably in a beautifully composed frame. I really liked 

this idea as it worked by adding weight to the locations. 

For example, if two actors were walking down one of the 

office corridors and they were framed conventionally then the 

location might look good but would be unimportant to the 
screen. By skewing the frame and making the location the 
dominant part of the frame it will over the course of the show 
take on a new meaning. 

We went with this style and I feel it worked brilliantly. You 
are constantly aware that the characters are cogs in a much 
bigger machine and that what ever is going on in their life is 
second to the beast that they work for. 

AC How involved were you in post-production on  
 Pine Gap? What was your approach to colour 

grading on the series? 

GH Getting to the grades on television series is often  
 difficult as they are usually done one at a time as the 

completion dates move. Fortunately, I was able to get to most 
of the grades and I have a pretty good short hand with Marty 
Pepper at Kojo who handled the grade. 

Most of the style in the show is to do with composition, so the 
grade was really about taking colour away as the Outback can 
get pretty intense. King and I wanted to stay away from an 
over saturated look.

AC Finally, what are you working on next? 

GH I am currently shooting a new Stan series called Bloom.  
 It’s a very spiritual, surreal show with a great cast and 

it’s been great to work with directors John Curran and again 
Mat King. I’m shooting this one 8K anamorphic, and loving it.

Tracey Cole is a freelance writer and  

ongoing contributor to Australian Cinematographer Magazine.

Cinematographer Geoffrey Hall ACS and Director Mat King on location - PHOTO Lisa Tomasetti



Tess Haubrich as Jasmina and Parker Sawyers as Gus in ‘Pine Gap’ - Photo Lisa Tomasetti



THE CRY
The disappearance of a baby from a small coastal town  

in Australia is the catalyst for a journey into the  
disintegrating psychology of a young couple.

Come behind-the-scenes on the production of  
BBC One’s outstanding new four-part miniseries  

The Cry, with cinematographer Sam Chiplin.

- by Vanessa Abbott



A reduced unit shooting ‘The Cry’ on location in Glasgow, Scotland - PHOTO Glendyn Ivin



Alistair (Ewen Leslie) and Joanna (Jenna Coleman) are young 
parents who travel from Scotland to Australia to fight for 
custody of Alistair’s daughter, against his Australian ex-wife 
Alexandra (Asher Keddie). Along the drive from Melbourne to 
the town of Wilde Bay, about a four hour drive, their infant son 
goes missing.

Adapted from the novel of the same name by Helen 
FitzGerald, the four-part BBC One Scottish and Australian 
co-production sees the mystery unravel and, under public 
scrutiny, a marriage collapse in the aftermath of a tragedy.

Cinematographer Sam Chiplin first heard of The Cry through 
Director Glendyn Ivin, whom he’d recently worked alongside 
on SBS miniseries Safe Harbour (2018), also starring Ewan 
Leslie. Ivin was in the final stages of post-production on Safe 
Harbour when he called Chiplin, excited about a new script he 
was reading. 

“I was immediately drawn into the story,” says Chiplin, upon 
learning of the project. Scottish producers Claire Mundell 
and Bryan Kaczinsky had seen only the first episode of Safe 
Harbour, but immediately enlisted both Glendyn and Chiplin to 
shoot The Cry. 

Discussions about camera and lenses began almost 
immediately. “I called Nic Godoy at Panavision in Sydney 
before I’d even been offered the job and began booking out 
specific lenses, knowing that they will be difficult to lock 
down,” says Chiplin. “Especially considering this was going 
to be a fifty-four day shoot scheduled across two countries. 
I’m quite ‘obsessive compulsive’ about my lenses.”

“I booked the Panavision B, C, E, G and T Series 
Anamorphic lenses, as well as the Cooke Xtal Express for 
testing, and ended up hand picking different lenses from 
different sets based on specific characteristics that Ivin and 

I were looking for,” says Chiplin. “Ivin is a very visually 
intelligent director.”

“We wanted a very painterly and soft feel to the images, 
where highlights would bleed into shadows and pollute the 
contrast,” he says. “Like an old painting from the classic 
Dutch masters.” Chiplin certainly found that in the B and C 
Series Anamorphic choices. 

“ I’m quite ‘obsessive 
compulsive’ about my lenses. ”

“There’s a certain texture to those lenses that is very hard to 
find or recreate,” explains the cinematographer. “Each lens 
has a very distinct personality. Flawed and hard to control, 
but beautiful.” One drawback from using older glass is that 
resolution on the wider lenses may suffer, so Chiplin enlisted G 
Series 35mm and 40mm for the wider end of the spectrum. 

“The sharper glass helped us render our wides a bit cleaner 
and gave us a different feel. Especially the flares! Not that 
the G Series are ‘sharp’ in the traditional sense. They are 
still quite a soft and painterly lens in my opinion.”

At this point during pre-production, the BBC had not yet 
approved the use of Anamorphic lenses, nor the 2:1 format 
they would be suggesting. “I wanted to get a head start 
on proceedings and to be fully prepared for the meetings 
with the BBC in London that were to follow,” says Chiplin. 
“After presenting tests and following a number of technical 
discussions, the Anamorphic format was fully embraced by 
the BBC and the 2:1 aspect ratio was approved.”

As for a camera decision, both Ivin and Chiplin both love 
the ARRI Alexa Studio XT, which has a mechanical shutter. 
“It’s a big camera,” says Chiplin, “but I personally believe 
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Cinematographer Sam Chiplin freezing in Mennock Pass Scotland, shooting ‘The Cry’ - PHOTO Glendyn Ivin



the shutter makes a big difference to the way the image is 
rendered onto the sensor. The motion of the image feels 
slightly different to the electronic shutter of the other 
Alexas. Not necessarily better; simply softer, and ‘warmer’.”

“One of the downsides to the Alexa Studio is that you are 
capped at 48 frames-per-second on the 4:3 sensor, so we 
carried a Panavision Primo 35mm and 50mm. We would 
put the camera into 16:9 sensor mode on the rare occasion 
that we would want to shoot at a higher frame rate, such as 
up to 120 frames-per-second.”

The cinematographer explains he felt very little resistance 
from producers regarding the camera package. Chiplin and 
Producer Bryan Kaczinsky both have good relationships with 
Panavision and Chiplin says Kaczinsky worked very hard with 
Panavision London, Panavision Melbourne and Panavision 
Sydney to make it all work within the budget. 

“I am very, very grateful for Nic Godoy from Panavision 
Sydney. He has been incredibly helpful and generous 
with his time over the course of not only this production 
but numerous productions I have been involved in,” says 
Chiplin. “I don’t think I’ve ever heard him say ‘no’. He is a 
natural-born filmmaker, a problem solver and always works 
hard to find the best possible gear available to him.”

Production Designer Mark Leese (This Is England) was highly 
collaborative during the very early stages of pre-production. 
“We would visit locations together and constantly discuss 
the world we were creating,” says Chiplin. “In particular 
regarding our colour palette, which is an aspect of 
production that Ivin and I control very closely.”

“We spoke early about keeping our colours soft, muted and 
subtle; like old oil paintings from artists such as Johannes 
Vermeer and Vilhelm Hammershøi. Classical beauty was 

something that we strived for, not only to complement the 
story, but to offset the dark subject matter that we were 
dealing with.”

“Classical beauty was 
something that we strived for, 

not only to complement the 
story, but to offset the dark 

subject matter that we  
were dealing with. ”

Chiplin created an eighty-page ‘visual manifesto’ that acted as 
a source of visual inspiration and a guide for the crew. Full of 
hundreds of visual references from films and photographers, it 
gave the creative team a solid visual grounding to work with. 
“This was particularly important as we were working with two 
separate crew across two different countries,” he says. “It 
was an excellent visual touchstone for everyone involved.” 

Aside from numerous photographers featured in Chiplin’s 
manifesto, Czech television series Wasteland (2016, 
cinematography by Stepán Kucera) was a strong reference. 
As were the films Leviathan (2014, cinematography by Mikhail 
Krichman RGC) and Loveless (2017, cinematography also by 
Mikhail Krichman RGC) both from Russian director Andrey 
Zvyagintsev. 

“These had the softness and beauty we were looking for; 
coupled with dark, challenging and emotional material. To 
keep an audience engaged in challenging material is a very 
subtle dance and personally, I thought they all handled it 
perfectly.”
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Ewan Leslie and Jenna Coleman fighting the rising tide, with Max Walter and Sam Chiplin operating - PHOTO Bonnie Moir



Chiplin and Ivin decided to shoot The Cry with one camera. 
This put them under a slightly elevated time pressure than 
if they shot the miniseries with two or more cameras. “The 
Australian shoot, in particular, felt very tight because the 
shoot was split at five weeks in each country,” he says. 
“There was a bit more story taking place inside Australia.” 

“Occasionally we would bring in Second Unit to help on 
some of the heavier days. This was run by cinematographer 
Max Walter and we also occasionally employed as a 
Steadicam Operator.”

Ninety-percent of The Cry was shot on location, with the 
remaining ten-percent scheduled across a number of studios. 
“There are a few scenes set on a plane that we shot in an 
incredible plane set in Maidenhead, a large market town 
in Berkshire, England. The set up had removable seats 
and walls, as well as panel controlled LED lighting,” says 
Chiplin. “I usually tense up when I see plane scenes in a 
script, but we had a very positive experience there.”

“Did everything go as planned? Absolutely not.” says Chiplin. 
“With location work, sometimes you win and sometimes you 
lose. But it always feels real, and as long as the story is being 
honoured, everything else around it will click.”

Chiplin worked with two separate crews across Scotland 
and Australia on The Cry. In Australia, he worked with First 
Assistant Camera Cameron Gaze, who Chiplin had known for 
some time. “Gaze is a phenomenal focus puller,” says the 
cinematographer. 

“Glendyn and I would often encourage the crew to start 
shooting at very little notice to capture a certain emotion 
or tone from an actor, so very frequently, Gaze would be 
pulling sharps on soft anamorphic lenses, wide open with no 

marks and didn’t complain once. Well, not to me anyway.”

In Scotland, he worked with a young First Assistant Camera 
named Chris Maxwell. “He’d come up quickly and I now 
know why,” says Chiplin. “Maxwell was a gun focus puller 
who ran the team incredibly smoothly. I was nervous being 
dropped into an unknown land and rolling the dice on a 
‘local’ focus puller, but my fears were quickly extinguished.”

Post-production on The Cry was completed in Glasgow, 
however Ivin and Chiplin wanted to use Sydney-based 
Colourist Olivier Fontenay (Top of the Lake, Safe Harbour, The 
Kettering Incident). “We developed a system where Fontenay 
and I would grade from Sydney, while Glendyn and the 
producers would monitor from Glasgow,” Chiplin explains.

“If the story and the emotion 
doesn’t work then pretty 

pictures won’t get you very far.”
“Usually, Fontenay and I would do almost a full day’s work, 
then send the project to Glasgow. They would open it up 
and we would jump on Skype to go through everything shot 
by shot. This wasn’t without its… difficulties… however, 
ultimately, we got to work with a close collaborator of ours 
so it made the whole process worth it.”

“Unusually in this series, my favourite scenes are not 
overly visual, but rather actor driven scenes that touched 
me emotionally,” says Chiplin. “I have a deep respect for 
actors and enjoy being close to them and strengthening 
my relationship with them; learning how to best help them 
portray the story is one of the biggest gifts of being a 
cinematographer in my opinion. If the story and the emotion 
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Jenna Coleman plays Joanna in ‘The Cry’ - DOP Sam Chiplin, PHOTO Lachlan Moore



doesn’t work then pretty pictures won’t get you very far.”

“Early and clear communication is key to my collaboration 
with any director,” explains Chiplin. “Allowing them to see 
my vision for the pictures, working with them to discover 
which areas they respond to, and which areas aren’t 
working for them personally.” 

Ivin and Chiplin are incredibly lucky in that they see the world 
very similarly. “Often, we need not even discuss an idea 
because we both know exactly what each other is thinking. 
In that respect, achieving the overall directorial vision and 
satisfying my own perspective as was intertwined.” 

“Personally,” Chiplin concludes, “I think we have created 
a show that is very close to what I imagined. A tense, 
beautiful and haunting story that explores the complexity of 
human relationships.”

“I’m currently in Western Australia,” he says, “shooting 
a film with Gregor Jordan (Two Hands) called Dirt Music, 
which is an adaptation of a Tim Winton novel. It’s very hot 
over here.”

Sam Chiplin is Sydney-based cinematographer who’s additional credits 

include Safe Harbour and The Lines, an independent US feature film for 

director Kiku Ohe which was theatrically released in 2018.

Jenna Coleman and Asher Keddie on location with ‘The Cry in Queenscliffe, Victoria  
- DOP Sam Chiplin, PHOTO Lachlan Moore
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SONG 
LANG

Set against the backdrop of Saigon in the 1980s,  
an unlikely bond forms between an underground  
debt collector and a Vietnamese opera performer. 

Los Angeles-based Australian Cinematographer  
Bob Nguyen brings director Leon Le’s Song Lang  

brilliantly to life on the silver screen.

- by Bob Nguyen



A scene from the film ‘Song Lang’ - DOP Bob Nguyen
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This film was the second time I had the opportunity to shoot a 

feature film in Vietnam. It was, however, my first collaboration 

with director Leon Le. 

I got a call in March of 2017 regarding a period piece project 

based in Ho Chi Minh City (formally Saigon) in Vietnam. One 

of the line producers I knew introduced me to Leon, who 

had returned to Vietnam from the United States to make his 

first feature. Leon has an amazing passion for Vietnamese 

traditional opera. We spent two hours just talking about his 

childhood memories and how he really wanted to bring it to 

a big screen. A day later I got to read the script and found 

it quite remarkable. It was one of those projects that you 

couldn’t say no to.

The story takes place in 1980s Saigon, where Traditional 

Vietnamese Opera was at its peak. ‘Song Lang’ (or ‘Tap Box’ 

in Vietnamese) is the name of an instrument used in traditional 

opera to keep rhythm. The name may also be understood as 

‘two men’.

The story follows the life of Dung ‘Thunderbolt’, who is a debt 

collector. Dung happens to meet Linh Phung who is a star of 

the traveling opera troupe. After an unlikely friendship forms 

between the two men, Ling Phung learns how a lived life is 

necessary for art and Dung follows art back to a life worth 

living. 

Leon is a smart director. I felt like we got on quite well 

after the first meeting even though we came from different 

backgrounds. He is a big fan of Wong Kar Wai. While I grew 

up in Melbourne, learning Australian films and culture, I 

didn’t get to watch Wong Kar Wai films, or even Christopher 

Doyle’s work. My biggest influencer is Janusz Kaminski. I 

like something gritty and a little bit edgy. I think there was an 

advantage that I had never watched a single film of Wong Kar 

Wai or Christopher Doyle before I met Leon. It gave me a fresh 

eye approaching this project. 

I immediately thought of Super 16mm after finishing reading 

the script and Leon agreed. I knew it would have to be on 

16mm Fujifilm stock. The grain, colour and highlight retention 

would create a very specific feeling for this story. It would 

feel like looking at photographs from the past. The quick turn 

around and budget limitations, however, did not allow us to go 

with film, and unfortunately the closet accessible labs were in 

Hong Kong.

I went to HK Films, a rental house in Vietnam, for a solution 

and the guys were really supportive. I took all their lens sets 

out for a test and we finally landed at the Alexa Mini with a set 

of Zeiss Super Speed Mark III, one of my favourite lens sets of 

all time. 

I am not a fan of new, modern lenses since they are often 

too sharp. Even in the edges and corners where nothing 

interesting is truly happening.

For Song Lang, I specifically wanted the skin tones to be 

creamy and without reflection. I took a special set of polarising 

filters from 1, 1.5 to 2 stops but I ended up having the 2 

stop polariser in front of the camera for 100% of the film. 

Sometimes I would dial in a second polariser and rotate them 

against each other. 

A scene from the film ‘Song Lang’ - DOP Bob Nguyen
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I intentionally pitched to Leon about shooting this movie in a 

3:2 aspect ratio, the aspect ratio of full frame photography, 

which I had used on a recent feature film called The Perfect 

Host (2016). I wanted every frame on screen to be just like a 

photograph. It was challenging to shoot with a tall aspect ratio 

but Song Lang is a character-driven script and I thought going 

with a widescreen format wouldn’t help, but rather distract 

when we go in for closeups. It was totally an artistic choice 

than trying to match the old 4:3 aspect ratio, just because it 

was a period piece.

I was lucky to collaborate with one of the finest production 

designers in town, Ghia Pham to work with us on recreating 

the 1980s. We drove around to explore the remaining old 

town of Saigon for weeks before the team could actually sit 

down at the table and visualise what our sets were going to 

look like. Leon and I were totally certain that we wouldn’t want 

to build anything, even that would make it more practical to 

shoot. The team gathered hundreds of pictures of Saigon 

in the 1980s so we could make sure everything should be 

historically correct. Some of the old theatres were too small 

or broken down. We had to use two different locations for the 

theatre in the final film. 

The production design team did a fantastic job at providing 

shoot-able conditions at every location. The sets looked 

stunning, so I didn’t want to have them look lit at all. The 

lighting had to be natural and motivated. To keep it minimal I 

even had the team hand pick and modify all the little practical 

lamps, so I could get enough exposure for our night interior 

scenes.

We wanted to re-create the actual setting where the story 

took place, as how things would look thirty years ago. All of 

the film was shot in practical locations. Often times we would 

have to deal with tiny spaces, like shooting day interior in a 

10m² house with three actors, or filming on a roof top at night.

Leon and I were quite on point most of the time. He likes to 

let everything play out naturally. I lit everything in a way to 

give actors more freedom to move or walk around. I think we 

speak the same language on set. The shot-list was out of the 

window after the first day. We would simply talk through the 

scene, block it then shoot it. 

Song Lang follows the lives of two contrasting characters. 

Although the two individuals have different lives and directions, 

they have one thing in common; a passion for Vietnamese 

Opera called ‘Cai Luong’. I wanted to have different visual 

approaches for each character through composition while 

keeping the colours and tone consistent throughout the 

movie. I wanted to give myself total freedom on how each 

character is framed. There was really no rule. It was all based 

on how the scene played out. 

Sometime they would appear at the very edge or corner of 

the screen in their close ups. Sometimes I would lead them or 

short side them based on the feeling of the scene. I wanted 

every frame to say something rather than just recapturing the 

moment. It is a non-linear plot and the very first shot of the 

film, a close up of Dung, is an interesting one. He is framed 

centred but also on the bottom of the frame. Its balance and 

unbalance at the same time. 

A scene from the film ‘Song Lang’ - DOP Bob Nguyen



Dung and Phung slowly form a friendship over the course 
of two days. Composition gradually becomes very tight, we 
get closer to their characters as they discover that they have 
many things in common. In the final close up of Phung, he is 
shifted to the bottom left corner of the frame.

Song Lang was one of the tightest schedules I had ever 
come across on a studio feature. We did thirty-two shooting 
days in total, spanning over five months. We had to stop for 
roughly three months in between due to the schedule of the 
theatres. Even so, I did not want to cut any corners or make 
any compromises.

I signed up for fourteen-hour days. They have a very different 
studio system in Vietnam than in Australia or the United 
States. I used to work with the twelve-hour hard wrap call in 
the United States, but you can’t really apply that to Vietnam. 
My days would generally end at the fourteen hours mark. If we 
didn’t get the shot, we would continue the next day.

I started working in Melbourne, where as a cinematographer, I 
would shoot and operate myself, until I moved to Los Angeles. 
The bigger scale of production requires you to have camera 
operators to share the work and I slowly got used to that 
system. 

I couldn’t bring my long-time operator who I worked with in 
the United States, however I was lucky enough to have two 
of the finest operators in Vietnam to assist me, Ngoc Duy 
and Xuan Minh. I had worked with them previously on the 
Vietnamese feature Sut (2016). My camera crew on Song 
Lang consisted of seven Camera Assistants and two Focus 
Pullers for two camera packages.

The local lighting crew from HK Films are extremely supportive 

and talented. I had Gaffer Hung Nguyen, who also worked 

with me on Sut, to take charge of the lighting department. The 

lighting package was scaled down to the size and the limitation 

of location as well. We had two 18k HMI Fresnel, one Arrimax 

18k, four 6k HMI Fresnels always on board with us together with 

a set of Tungsten Fresnel ranging from 2k to 12k. Sometime we 

would fly in some extra Arri M90s for extra punch. 

I didn’t want the film to feel ‘lit’ in any way, because I was 

trying to achieve every frame feeling like a photograph taken 

at the time in the past. Although colours in Song Lang are rich 

and vibrant, my lighting should look as natural as possible. 

Having said that, natural lighting is the hardest thing to 

achieve when you have to deal with weather and location. 

We did not have a lot of daytime exterior scenes, so I tried to 

keep it simple as much as we could. The assistant director 

team were able to arrange the shooting schedule to help with 

getting the wide shot at the right time. I did use some Arrimax 

18k for close up work when we were outside.

Our day interiors became challenging when we had a few 

houses that were quite small on both inside and outside the 

set. I don’t enjoy putting light source inside a house or set 

because you can end up with a lot of unmotivated light and 

the set looks ‘stagey’. 

There was a scene inside that tiny 10m² house where the 

lighting crew had to pull everything out of the truck so I could 

even get the right exposure level at 1600 ISO wide open. I 

wanted the main source to come from the windows but did 

not want to shine anything directly through it. 
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Camera Operator Ngoc Duy lining up a shot in ‘Song Lang’ - PHOTO Tri Nghia



We positioned a huge 20’ x 12’ silk at a ninety degree angle 

directly on top of the windows outside. Two 18k HMI, one 

Arrimax 18k, two M90 and four 6k HMI were used to bounce 

from underneath through the overhead. Probably about 10% 

of which came through the windows with a heavy curtain. But 

that was the best 10% quality of light you could have ever 

asked for. 

For the scenes inside the opera theatres, I relied heavily on 

stage lighting. The rigging team was able to hide twenty LED 

Par Cans just high enough, out of frame, to create different 

colours and atmospheres for the plays. A couple of 12k and 

5k Fresnel units were on dimmers for the stage ambience 

while an 18k HMI Fresnel shot through a series of CTS gels 

to create the effect of a golden beam through the opening 

curtain. 

For post-production work, we went to Pixels Garden. They 

had an amazing team that knew my workflow very well. Leon 

and I went for that high-saturation, warm and contrasty look. 

I didn’t want to desaturate the images to make it look old. We 

used a rich, warm, golden tone for the film because that’s how 

everyone remembers Vietnamese opera from the 1980s.

The colour grade process took about six weeks to complete. 

It was rather complicated, more than any other projects I had 

done. I had a specific look-up table (LUT) created, tested 

then applied to our viewing monitors. The LUT took out a lot 

of highlight and warm colour of the image, so forced me to 

shoot with a very high/wrong/unbalanced colour temperature 

while on set. 

Huy Phuoc, the film’s Colorist, would have to calibrate the 
uncorrected image back to neutral with a Rec709. We then 
replaced the Rec709 with the created LUT on corrected 
images before we would start adding colours. It gives you a 
different feel when doing it this way, just like I would prefer to 
shoot tungsten stock for uncorrected in day light, and then 
correct it in the lab. It feels different than shooting straight with 
day light stock or using an 85 filter on tungsten film.

You always wish you could do better. I thought that it would 
be better if we could financially recreate more wide-angle 
shots of Saigon in the 1980s.

I think my biggest mistake was not putting myself in the 
perspectives of the ‘mass audience’. 

After watching the final cut in the theatre a couple of times, 
I realised that one can be visually smothered as I tried to 
perfect composition and lighting of every frame. “Sometime 
you would need to give the audience a little room to 
breathe”, said one of my cinematography mentors, K’Linh 
Nguyen. 

Had I been easier on myself and let the images play out a little 
simpler, Song Lang might have been a finer piece. 

Bob Nguyen is a cinematographer based in Los Angeles and Melbourne. 

Trained to only shoot narrative film, Nguyen has photographed over thirty 

narrative projects which are captured on 16mm and 35mm film.
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A scene from the film ‘Song Lang’ - DOP Bob Nguyen



IN LIKE FLYNN
Directed by Russell Mulcahy (Razorback, Highlander, The Shadow)  

and shot by acclaimed cinematographer Peter Holland ACS  
(Gabriel, Seal Team Six, StartUp) In Like Flynn is the Australian 

biographical film about the early life of Errol Flynn.

- interview by James Cunningham



Thomas Cocquerel as Errol Flynn on the forward deck of the Sirroco, filming ‘In Like Flynn’ on the Gold Coast - PHOTO Supplied
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AC You’ve been based in the United States for a few  
 years now. How different is it working in that 

system, and what was your experience like coming back 

to film in Australia?

PH As a producer on In Like Flynn, James Vernon said  
 to me during pre-production, “Film crews are 

amazing. You can fly to any country, state or city, fill 
the crew roles with complete strangers and they all come 
together for that first camera roll. Everyone knows their 
role and it all fits so perfectly. At the end, we all say 
goodbye and probably never see each other again.” That 

statement is so true. 

There are a couple of practical differences, the grips under 

the US system manage all the textiles, rags, flags, diffusions 

and even light gels. Whereas in Australia that is generally all 

handled by the gaffer’s crew. One big difference is the working 

hours. In the US it’s a twelve-hour standard day as opposed 

to the ten-hour Aussie working day. I actually find that crews 

get more done and keep a better disposition working ten-hour 

days. 

When I first landed in the Gold Coast and had lunch with our 

US producer, Felipe Dieppe, he was saying how much he was 

worried that we couldn’t shoot the schedule we had operating 

on ten-hour days. I assured him that everything would be 

fine. I even bet him five dollars that at the end of the shoot he 

would be a fan of ten-hour days. He gave me that five dollars 

at the wrap party!

AC How did you initially get involved with In Like  
 Flynn?

PH Producer Corey Large called me. We had worked  
 together a few years ago when I shot Kid Cannabis 

(2014) for him in Vancouver. Large often spoke of In Like Flynn 

back then, and said he would contact me when they came to 
shooting it. I was thrilled to get the call early one morning asking 
if I was available get to on a plane to Australia to shoot it. 

AC How did Director Russell Mulcahy first describe to  
 you his vision for the film?

PH Mulcahy first described In Like Flynn to me as a  
 ‘Spielbergian adventure’, a big picture but also a very 

personal journey.

AC What factors did you take into consideration when  
 choosing what cameras and lenses to shoot with, 

both filmic and financial?

PH Firstly, there was no conversation about shooting on  
 film. Which in hindsight, I’m surprised about. In Like 

Flynn was only ever going to be shot digitally. 

We definitely wanted to shoot anamorphic for a number of 
reasons. We wanted a widescreen aspect ratio and all the 
optical beauty that anamorphic lenses can add. We rented 
from Lemac, in Brisbane, who were lovely and their gear was 
great! I selected a set of Cooke Anamorphic/i T2.3 prime 
lenses which included 32, 40, 50, 75, 100 and 135mm. These 
were the main lenses for the A and B cameras, however were 
supplemented with the 40-440mm T4.5 Angenieux Optimo 
Zoom and a Cooke Anamorphic/i 65mm Macro lens. I was 
extremely happy with this lens kit. I never had that familiar 
moment of being in a situation and thinking, “If only I had 
that lens.” I certainly never felt under gunned on In Like Flynn. 

Thomas Cocquerel as Errol Flynn just before his salvation from Papua New Guinea - DOP Peter Holland ACS, PHOTO Supplied
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As for the cameras themselves, I opted for ARRI equipment. 

This is a period picture and the image needed to feel classic 

and smooth. I think the Alexa cameras probably manage this 

better than any other system that I have experienced. We 

also employed Tiffen Glimmer Glass Filters to give an even 

more velvety feel to the film. The A-Camera, operated by 

Damien Church, was an ARRI Mini. We chose this because 

of its smaller size as it would be on the Steadicam a lot. The 

other camera, operated by me, was the Alexa SXT Plus. This 

is a full-body size camera which I prefer for hand-held work. 

I find I can get the larger camera better set up and balanced 

on my shoulder for hand-held. Also, the SXT was slightly less 

expensive. 

“We definitely wanted to  
shoot anamorphic for a  

number of reasons.”
In the film, the producers, played by Dan Fogler and Lochlyn 

Munro, shoot an old Bolex-style 16mm camera. For this 

footage we employed a kit of spherical Zeiss Super Speeds 

on the ARRI Mini, and shot open gate 4:3 aspect ratio. I think 

I shot all that 16mm looking footage. To distinguish that from 

the Anamorphic cameras I stripped the body of everything 

that was not essential for operating the shot. No wireless, no 

remote focus, no mattebox; just a battery, lens and viewfinder. 

I would pull my own focus off the barrel as I operated. I didn’t 

mind if the focus was a little off at times as I hunted manually 

on the lens. I felt this added to the verisimilitude of those 

shots. I would also utilise the internal neutral density filters, 

shooting at around T11-16. I spent years shooting 16mm 

and it’s a great medium, one of the drawbacks however is 

the inability to get very shallow depth of field. I thought, why 

not embrace that and shoot with a big deep stop, contrasting 

the ‘filmic’ anamorphic footage which would be shallow and 

creamy.

AC Can you talk about the ‘look’ you were working  
 toward and what you set out to achieve visually 

on In Like Flynn? What was your collaboration like with 

the production design team during pre-production? What 

references were you working from?

PH When I started, the very talented Nicholas McCallum  
 was already well in advance of me as Production 

Designer. He had a wonderful look book and detailed plans 

and marquetes for all the sets. McCallum had it all pretty 

mapped out already. I offered my input and ideas. However 

his plan was a wonderful jumping off point and served as our 

main reference.

AC Mulcahy has a reputation for fast editing and  
 quick cuts, and the trailer for In Like Flynn seems 

to indicate he continued it with this film. How did that 

affect your considerations regarding coverage?

PH I didn’t consider it. The trailer is not entirely indicative  
 of the film, which in general is not cut fast, except 

for fight scenes. One of my favourite scenes is a knife fight 

between Flynn (Thomas Cocquerel) and a female assassin 

(Kelly Marie). Mulcahy wanted it to feel like a tango between 

Flynn ant the assassin. We shot a lot of that scene at 96fps, 

Peter Holland ACS filming on location with ‘In Like Flynn’ - PHOTO Supplied



allowing Editor Rodrigo Balart the ability to ramp up the speed 

in post-production.

AC Did you work with a fight choreographer? How did  
 you plan out shooting these fight sequences?

PH Our fight choreographer was another very talented  
 man, Keir Beck, who was also our Second Unit 

Director. Mulcahy would discuss a style or theme with Beck 

who would come back a few days later with a fight video he’d 

made with his stunt crew. They were always very good and 

Mulcahy would, or more rarely I would, make suggestions. 

Beck would come back with an adjusted fight video. It was 

a great reference to have, and also to understand the tone 

of the fight, pick off the best camera angles, prepare for 

speciality rigs or equipment needed, and then on the day have 

it as a solid reference.

AC As the film was shot largely on the Gold Coast,  
 were you shooting mostly location work or did you 

utilise studio/sets?

PH We had two scenes on a stage the very first day of the  
 shoot, and which happened to be the final two scenes 

in the film, Flynn’s dressing room and on the set of The 

Bounty. We shot these in an industrial shed on the outskirts of 

Surfers Paradise, where the production offices were housed. 

All the other sets including Sydney, Townsville and the hospital 

in Papua New Guinea were all exterior. One outstanding set 

among so many was the interior of the boat Sirocco. Built on 

a rolling gimbal, McCallum designed and built it to be able 

to survive being flooded with water, while also rocked side 

to side and on fire. Operating that scene hand held, wearing 

waders, trying to keep balance and not being bowled over by 
the surging water whilst not getting burnt by the raging flames 
was quite some task. 

AC Can you speak briefly about your own crew in the  
 camera department? Had you worked with any of 

them before, and what was your working relationship with 
them like?

PH I was able to bring up from Melbourne both my regular  
 key grip, Tim Delaney, and First Assistant Camera, 

Cameron Morley. I think apart from these everyone else was 
new to me. We had an amazing local crew. My Second Unit/
Underwater DP, Simon Christidis, is just fantastic and a Gold 
Coast local. 

One interesting note, originally Reg Garside was our gaffer but 
had to pull out. He suggested his Best Boy, Peniaku Loloa. 
Loloa and I go way back, he was the Best Boy and I was one 
of his electrics assistants on The Matrix (1999). Laola hadn’t 
actually gaffed a film yet so I called him up and he was super 
keen. I’ve worked as cinematographer with quite a few people 
who were once senior to me, it can be a little tricky to navigate 
that new dynamic, especially at first, but Loloa and his team 
were champs and blew it away!

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

In Like Flynn and who did your grade?

PH The colour-timing was done in Melbourne while I was  
 in Los Angeles. Our colourist, Kali Bateman, would 

upload the days work and I would scroll through and 
comment. Then continue the next day. This system is fine for 
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Errol Flynn (Thomas Cocquerel) in Papua New Guinea - DOP Peter Holland ACS, PHOTO Supplied



the broader brush strokes, but it does get very tricky. I don’t 
have a calibrated monitor at home and I had to trust and 
defer to Bateman whenever we were getting down to the finer 
points of colour.

AC How did you work to achieve Mulcahy’s ‘directorial  
 vision’, while still imparting your own unique 

perspective as cinematographer? 

PH I think that what we do as cinematographers is  
 create a calculated creativity. By this I mean, especially 

in pre-production, we are very focused on the organisation, 
technique, technology, schedule and even our budget, but 
because we do that part so well, we have then created the 
calculated space, a safe structure and road map which then 
hopefully allows for the creativity to shine through. I think we 
did a good job of achieving that, Russell wanted a ‘big picture’ 
film, but at the same time we wanted to be nimble enough 
to improvise and break classical cinematic boundaries. I 
think the cinematic approach reflects Flynn’s character, 
good looking and suave on the outside but irreverent, 
cheeky, coquettish and vital on the inside.

AC Do you have any favourite moments in the film?

PH There is a fight scene in Sydney, in the rain, in the  
 early part of the film. I love the tonality, the cool blues 

and shooting in rain and muddy puddles. It was loads of fun 
and I think looks pretty good too. 

There is also a scene I love on a remote Island. On paper it 
is quite a staid scene and set on a beautiful tropical beach, 
but there are deeper undertones in the conversation between 

Flynn and Charlie (Clive Standen). Luckily for us, the early 
morning ocean surf facing the two characters was raging 
and powerful. It was an ominous omen of Charlie and Flynn’s 
tribulations to come.

AC Looking back on what you and the creative team  
 behind the film had originally set out to achieve on 

In Like Flynn, do you think you succeeded? What would 
you have done differently?

PH Everything! [Laughs] I’m sure everyone would feel the  
 same with any work they’ve done. I’m always critiquing 

my own work, even on my very best stuff. When watching any 
film back I am mentally trying to nudge the camera a bit that 
way, changing a lens mid-shot or wishing I hadn’t put in that 
extra fill bounce. It’s constant, and I’m sure I’m not alone. 

AC Finally Peter, what are you working on next?

PH Right now I am working on a very interesting project  
 with South African photographer Norman Seeff. An 

amazing man and artist. I can’t talk too much about it but in 
the last few days I’ve shot Kris Kristofferson, James Taylor, 
Emilou Harris, Rufus Wainwright, Seal, Glen Hansard, Graham 
Nash, Chaka Khan, Diana Krall and Norah Jones. It’s been 
quite something!  But next, I am grateful to be starting pre-
production on a film in Los Angeles. It will be nice to be home 
for a while.

Peter Holland ACS is a cinematographer based in Los Angeles  

with a raft of international feature films, television series, commercials, 

music videos and documentaries under his belt.
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The ‘In Like Flynn’ crew arrive on an Island after a pre-dawn call to catch the early light on an important beach scene - 
PHOTO Cameron Morley



BUFFALO BOYS
After years in exile, brothers Jamar (Ario Bayu) and Suwo (Yoshi Sudarso), 

return to Dutch colonial Java to avenge the death of their Sultan father.

19th-century western Buffalo Boys shot by cinematographer  
John Radel ACS and directed by Mike Wiluan,  

has been selected as Singapore’s entry for  
Best Foreign Language Film at the 91st Academy Awards.

- by James Cunningham



A scene from the film ‘Buffalo Boys’ - DOP John Radel ACS



John Radel ACS is a multi-award-winning cinematographer 
working in both Australia and Asia. His credits include the 
acclaimed Dance of the Dragon (2008, directed by Max 
Mannix), After the Dark (2013, directed by John Huddles), as 
well as the wonderful Unfolding Florence: The Many Lives of 

Florence Broadhurst (2006, directed by Gillian Armstrong) 
among many other television and film projects.

Radel had been collaborating with the director Mike Wiluan 
(Serangoon Road, Crazy Rich Asians) in Asia for many years 
while Wiluan was producing films through his company Infinite 
Studios. Based in Indonesia and Singapore, Wiluan is an 
extremely talented and successful producer.  

Buffalo Boys would be Wiluan’s first outing as a feature film 
director, something he has been very passionate to pursue for 
some time. He sent Radel the script and shortly after asked 
if he would be interested in shooting it. “Once I read the 
script,” explains Radel, “I immediately realised we would 
have something special. An extremely unique concept of an 
Asian action western, amongst the backdrop of Indonesia’s 
brutal history during the Dutch occupation. I knew both 
emotionally and visually this could be amazing.”

Buffalo Boys is an action/western set in the 1800s. It’s the 
story of two young brothers who were smuggled out of 
Java (now Indonesia) by an uncle during Dutch occupation. 
The boys grow up as cowboys in the wild west of America, 
working the train lines, returning to take revenge on the Dutch 
who brutally murdered their parents. 

“I could feel the cinematography needed to be both 
sensitive to the period, modern enough to give the film a 

relevance and fluid enough to give the action scenes the 
edge and unrelenting emotion they needed to pull the 
audience into the moment,” says the cinematographer. 

“Although the film is set against the backdrop of real 
events, the Director Mike Wiluan wanted to make sure the 
film was most of all entertaining, moving and cinematic.”

During pre-production, Radel and Wiluan would reference 

images from the films of David Lean and Quentin Tarantino, 

to films like Unforgiven (1992, cinematography by John 

Newton Green ASC). “Wiluan most of all wanted the film 
to entertain,” says Radel. “It was not to be a ‘historical 
drama’. We storyboarded most of the action scenes and 
worked closely with our Thai stunt teams for the fight 
scenes. For the dramatic scenes I focused on the humanity 
of the moment. We had to work very fast, it was a fantastic 
collaboration.”

Radel had been based in Asia for the past fifteen years, 

and had been lucky enough to work with some of the best 

producers and creative artists in that region. So when it 

came to Buffalo Boys, he was extremely honoured to be 

able to creatively collaborate with Production Designer 

Pawas Sawatchaiyamet and Costume Designer Preeyanan 

Suwannathda. Probably some of the best designers from 

Thailand. 

“Also from Thailand,” he says, “we had an amazing 
action stunt team with Kazu Patrick Tang and Wiraphon 
Phumatfon, who have been responsible for all the action 
films coming out of Thailand.  Mixed with the best 
Indonesian talent we really had a melting pot of cultures 
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A scene from the film ‘Buffalo Boys’ - DOP John Radel ACS, PHOTO Supplied
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building a very strong creative action packed team.”

Radel wanted to give Buffalo Boys a very modern feel, but 

at the same time he wanted the audience to know and feel 

deep down that this was a big screen western. “I have 
always loved the look of Cooke Lenses from previous films 
I have shot,” Radel says. “For this film I chose the Cooke 
Anamorphic lenses to give the film some extra depth. We 
filmed very shallow so I could feel and see the textures 
in the costumes, isolate the characters from their harsh 
environments, guide the audience emotionally.” 

They also had to be very lightweight for the action and fight 

scenes, so Radel’s crew worked a lot with the ARRI Alexa 

Mini, on Cable cams, black arm on quad bikes, Ronin, 

hand-held, dollies and jimmy jibs. “However we could put 
the audience in the middle of an action sequence we did 
it,” he says. The crew had an ARRI XR and a Phantom for 

certain scenes, and to enhance some of the brutal aftermath 

montages or dramatic fights on waterfalls. 

While Radel had a fairly modern approach with the camera, he 

contrasted this with a very soft single source lighting approach 

for the warm atmosphere of the film. “There were no lighting 
fixtures in those days, so all the light is motivated by fire 
or lamps which helped me create a very warm soft isolating 
world for our characters. Unable to escape this prison 
they’re trapped in,” he says.

With Sawatchaiyamet on board as Production Designer and 

Suwannathda as Costume Designer, Radel began very early 

in the process working towards a very earthy cowboy western 

toned look and feel, referencing old images from the era, 

paintings, films. “We talked a lot about layering costumes 
and sets, always giving depth in every frame,” he explains. 

“Being both authentic yet at the same time allowing for a 
larger than life approach that would entertain audiences.”

“It really is a great place to  
work and collaborate.”

Half of the shoot was on location throughout Indonesia and 

the other half was filmed at the Infinite Studios backlot in 

Batam, Indonesia. “This has two sound stages, one being a 
30,000 square foot stage, plus there is a massive backlot 
where the main town was built,” says Radel. “The studio 
and backlot were fantastic, especially for staging a lot of 
the action scenes, explosions and gun fights. It really is a 
great place to work and collaborate.” 

The backlot allowed Radel’s Indonesian Gaffer Yudi Anton to 

build a moveable scrim over the town, which the crew would 

simply slide to where we were shooting a scene. “The light 
was very harsh during the day in this region, so we would 
shoot our masters in the morning and afternoon,” he says. 

“Then for the rest of the day pull over the scrim.” Although 

that may sound easy, it was a lot of work and the weather 

would sometimes make it difficult. But Radel knew with long 

scenes being staged in the street they needed a solution to 

keep the soft light approach to the film. “It was worth it,” he 

says.

Radel explains he was lucky enough to be able to bring with 
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Behind-the-scenes on the film ‘Buffalo Boys’ - DOP John Radel ACS, PHOTO Supplied



him a camera team he has worked with in Asia for many 

years. “My best friend and amazing Australian Camera 
Operator Peter Stott is a gentleman and an artist. Backed 
up by my Indonesian Focus Pullers Aditya Rachman and 
Maliki Zulkarnain, Second Assistant Habib Bolqiah, and the 
great Indonesian B-Camera Operator Handri Sujarwo.”

Radel says he  pushed these guys ‘to the limit’, shooting 

anamorphic wide open with no rehearsals, in waterfall fights 

sequences, horse chases, sword fights and moving trains. 

With only forty-eight shooting days, the film’s First Assistant 

Director was the very talented, fellow Australian, Andy 

Howard. “They all did an amazing job,” he says.

Radel’s relationship with Wiluan was also beneficial to filming. 

“He and I have known each other for many years, so 
we have a friendship and a trust in each other that was 
extremely valuable when it came to collaborating visually,” 

says Radel. “I wanted him, on his first film, to be able to 
really focus on the cast.”

From the very beginning of post-production, Radel 

collaborated very closely with Imagica in Malaysia and with the 

film’s Post-Production Supervisor, Christian Cortez. “I like the 
film to look as close to the final product everyday on the 
shoot,” he explains. “From the monitors, to the rushes, to 
the offline edit.” 

After shooting tests, Radel sat down with the film’s Colourist 

Nikul Pakdeechad and the pair created Look-Up Tables (LUTs) 

to set the look from beginning to end. “This was invaluable,” 
says Radel. “I was able to input the LUTs to all the cameras 

and our onset Digital Intermediate Technician (DIT) team 
for offline rushes. Once it came to the final grade it was 
very easy. We used the LUTs as the base and made minor 
adjustments.” Radel finds this process keeps cast and crew 
quite motivated, knowing the look and feel of the film and with 
no surprises along the post-production pathway.

“There is a sequence that I love in this film,” explains 
Radel. “It’s after the family home has been burnt to the 
ground and our lead actor, Ario Bayu, walks out in slow 
motion raising his hands as the ashes slowly land… intercut 
with a slow motion sequence of the village being attacked. 
We intercut between Ario and the Drost character (Daniel 
Adnan). Both on different sides of the war, both feeling loss 
and regret, it’s quite a powerful scene, very moving, I kept 
the camera very loose and let the actors play it out and the 
emotion is very raw.”

Looking back, Radel says he really values the collaboration 
with everyone involved in Buffalo Boys. “The look, feel and 
tone of the film was born naturally and organically from 
the script and the performances.” He concludes by saying. 
“There are always things I wish we had more time to spend 
on, but the pace of the schedule did create an energy 
that is reflected in the film which gives it a feeling of pure 
entertainment.”

John Radel ACS is a multi award-winning  

producer and cinematographer.
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Seth (Josh McConville) in a scene from the film ‘Escape and Evasion’ - DOP Wade Muller HKSC, PHOTO Supplied



ESCAPE AND EVASION
After his men are killed in Myanmar, a lone soldier returns home.  

Filmed in the Queensland Rainforest by Australian Cinematographer  

Wade Muller HKSC, action-thriller Escape and Evasion  
sees that soldier hiding a dark secret and, confronted by an  

unrelenting journalist, is forced to face the ghosts of this past.

- by James Cunningham and Wade Muller HKSC



Australian Cinematographer Wade Muller HKSC had worked 
with Steadicam and Camera Operator and long-time friend 
Damien King several times in Asia. King had mentioned to 
Muller about the production of a new action-adventure-thriller 
called Escape and Evasion to be shot in Queensland. Soon 
after, Muller was on a call with Producer Blake Northfield and 
then with the film’s Director Storm Ashwood (The School) 
listening to his vision for the film.

Written and directed by Ashwood and starring Josh 
McConville, Hugh Sheridan, Rena Owen ,Firass Dirani, 
and Steve Le Marquand. Escape and Evasion is set in 
contemporary Burma, now known as Myanmar, with the 
war portion of the film set in present time. The Karen conflict 

has been described as one of the world’s ‘longest running 
civil wars’. Karen nationalists have been fighting for an 
independent state known as Kawthoolei since 1949. Several 
thousand civilians have been displaced throughout the course 
of the conflict, many of whom have fled to neighbouring 
Thailand.

“The film was really intriguing to me because it was like 
two different films in one,” Muller explains. “It’s partly a 
war film, with a lot of action and some very traumatic war 
moments. But once Seth (Josh McConville), the sole survivor 
of a mission gone wrong returns to his family in Australia, 
the film becomes a heavy drama with his character dealing 
with PTSD and other mental health issues.”
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Director Storm Ashwood on the film ‘Escape and Evasion’ - PHOTO Supplied

Firass Dirani behind the slate, filming ‘Escape and Evasion’ - PHOTO Supplied



A scene from the film ‘Escape and Evasion’ - DOP Wade Muller HKSC, PHOTO Supplied



“The original idea was a collaboration between Ashwood 
and someone close to him,” says Muller. “He didn’t go 
into to much detail on his past experiences. However, I 
understand he has friends and family which have sadly 
undergone trauma, guilt and suffering which you can see 
come through in the script. The film depicts one realistic 
portrayal of how people can suffer from PTSD.”

When choosing what cameras and lenses to shoot  Escape 
and Evasion with, Muller went with one of his favourite 
combinations of ARRI Alexa with Cooke S4 glass. “I really 
like the way Cookes handle contrast and also the way 
they render skin detail,” the cinematographer says. “For 
the chopper to chopper work and other aerials we used 

a shotover with an Angenieux 24-290mm.”

The crew had Michael Turner on board as their Production 
Designer. One of the bigger sets for Turner’s team was a 
Burmese hospital, where a huge firefight takes place as it is 
surrounded by the Burmese military. Most of the references 
for this sequence came from the Free Burma Rangers, a 
humanitarian group who work throughout Myanmar today 
(formally Burma). “They are on the ground everyday 
delivering emergency medical assistance to sick and injured, 
they also protect and train ethnic communities,” says 
Muller. “Their images helped the production design team 
down to the finest details of the exact part of the country 
where the soldiers have been sent.”
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A scene from the film ‘Escape and Evasion’ - DOP Wade Muller HKSC

Hugh Sheridan behind the scenes, filming ‘Escape and Evasion’ - PHOTO Supplied



Reference films for Escape and Evasion were Children of Men 
(2006, cinematography by Emmanuel Lubezki AMC ASC) and 
the French film Bullhead (2011, cinematography by Nicolas 
Karakatsanis). “Bullhead was particular interesting,” says 
Muller, “as the camera seems to really get into the character 
space by following with steadicam directly from behind 
and very close. It also has some obscure angles of the 
characters faces when their stress and anxiety levels are 
extremely high. This suited the feel of our film very well.” 

Early in pre-production both Director and Cinematographer 
were planning to utilise a lot of long, handheld camera shots 
similar to that of Children of Men. However, after a while, 
the pair began to see that it worked well in Children of Men 

because Lubezki mostly followed a single character.  Whereas 
their war portion of the film generally had four main characters 
and not including the characters they met throughout the 
mission, so they decided to take a different approach. “After 
we went though some detailed plans of the action scenes 
we both agreed with another approach,” says Muller. They 
both agreed that allowing cuts to happen suited the script and 
number of characters in the action sequences.

“I really like a long Steadicam shot towards the beginning 
of the film,” says Muller. “The camera moves in slowly to 
reveal Seth looking at news footage on his computer. The 
camera moves to his hand which is scarred, then continues 
up to his face, looking intense. Finally, at the end of the 

Josh McConville between takes on the film ‘Escape and Evasion’ - PHOTO Supplied

A scene from the film ‘Escape and Evasion’ - DOP Wade Muller HKSC
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Behind-the-scenes on the film ‘Escape and Evasion’ - PHOTO Supplied



shot, we reveal he’s holding a gun to his head. The shot is 
extremely powerful and I have to mention McConville, who’s 
acting throughout the film is beyond sublime!”

Escape and Evasion was shot completely on location. “I 
forgot how many ticks, leeches and snakes are in the Gold 
Coast hinterland,” says Muller. “There was one scene 
that had actors McConville and Sheridan strung up in a 
bamboo mud torture pit. This was talked about being a 
set, but because of logistics and scheduling reasons it was 
made of location in the rainforest.” The base structure 
was constructed out of a large water tank. Then a huge hole 
was dug, with the tank being lowered into the ground and 
the bamboo attached. “A lot of McConville’s character’s 
flashbacks involved him remembering his experience in the 
mud pit, so yes there’s a lot of mud in this film.”

There are a number of child actors featured in Escape and 
Evasion. “The director really impressed me here,” says 
Muller, “the way Ashwood worked with them and got them 
to deliver amazing performances.” Jessi Robertson plays 
Seth’s daughter Lizzy and Jai Godbold plays Tan, one of the 
displaced Burmese village boys. Both of these young actors 
had to deal with some extremely emotional scenes. “Ashwood 
did an amazing job getting the best out of both of them.” In 
general, Muller says it was an absolute pleasure working with 
Ashwood on Escape and Evasion.

Damien King, who had suggested Muller for the position, 
was on board as the film’s Steadicam and Camera Operator. 
“It was great to reunite with King,” says Muller. “He did 
an awesome job, as always.” Dan Clark (also known as 
Bushy) was Muller’s First Assistant Camera and helped him 
recommend the rest of the camera team; highly useful as this 
was Muller’s first feature in Australia. “I left for Hong Kong in 
1999,” he says. Rounding out the talented crew was Robbie 
McKinnion as B-Camera First Assistant Camera, Alan Willis as 
Gaffer, Craig Bartlett-Sweiger (also know as Bart) as Key Grip 
and Bob Donaldson as their stellar First Assistant Director.

“Was great to do a film back  
in my home country.”

“The film does not have much in it by way of computer-
generated imagery,” says Muller. “All the action/war 
elements were done for real with Clint Ingram and his 
amazing Special Effects team.”

The team will be doing the grade at Definition Films in 
Sydney, probably around the same time as Australian 
Cinematographer Magazine goes to print. Ashwood and 
Muller are going for a different look for the war and non-war 
scenes. “The war scenes will have a more gritty, grainy 
feel,” he explains, “whereas the non-war scenes will be 
cleaner with some cyan introduced to the shadows and 
some mid tones.”

“I had an amazing time working on this film,” says Muller. 
“I had shot many Chinese language films over the past few 
years so it was really a pleasure working on a feature in 
English, with such a great cast and crew. I am hoping to do 
a lot more work back home in Australia.”

Wade Muller HKSC is an award-winning cinematographer  

based in Bangkok, Thailand, and Hong Kong, China.
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WILDLIFE ON THE 
BIG SCREEN

Australia now produces one third of the world’s IMAX Films.  
Cinematographers Richard Fitzpatrick ACS, Casper Mazzotti,  

Nick Robinson and Jon Shaw have been pioneers  
in this resurgence of wildlife filmmaking.

- by Samuel Chen



Imagine being in a dinghy surrounded by croc-infested waters, 
with two other cinematographers. 

It’s been a long day, the air is thick and humid, and the 
tropical sun still bites. You have a 3D rig with two Red Helium 
cameras and a beam splitter mounted to the front of the boat. 
Your mind is numb from trying to interpret the depth chart 
formulas, which help set the interocular distance between the 
lenses. You ease over to a big croc you’ve been watching for 
a few days. One of the cinematographers lowers a Polecam 
off the side of the boat. You drift up alongside him. You know 
him. You remember his temperament and how he moves. You 
hold your focus. You settle yourself for the shot. Then. Bang! 

“Jon had a funny moment, when the croc ran away with his 
housing and camera,” says cinematographer Nick Robinson. 
“We had a good laugh following it around the billabong 
while it had a RED in its mouth. We had to try and get the 
thing back!” This was Australia: Return of the Crocodile, their 
first IMAX Film. 

Rewind two years. Getting work for most wildlife 
cinematographers is tough. For the last twenty years budgets 
for blue-chip wildlife films have been reduced to an all-time 
low. This is on the back of the emergence of pay-per-view 
models, the preference of broadcasters to play Planet Earth 
re-runs; and a perception that blue-chip wildlife documentaries 
are not cost-effective often contrary to their ratings. 

“Its been hard with the shift to pay television models, 
where people are offering you $50-80,000 to make a film. 
You’re never going to make anything good with that kind of 
money,” Robinson says. “The last couple of years, it was 
really difficult. I am not seeing any wildlife films. Those 
$600-700,000 films, they’re rare as hen’s teeth, I don’t 
know if any one is making them.” 

This dire state of the wildlife filmmaking industry is what 
prompted Robinson, along with Casper Mazzotti at Wild 
Pacific Media, to look abroad for opportunities to produce an 
IMAX film. 

Historically, IMAX productions have been monopolised by 
US-based companies, and producers outside this jurisdiction 
have been unable to compete with the production costs. 

In the last two years, two key developments changed the 
landscape: digital 8K full format cameras emerged, which met 
the resolution of the traditional 70mm IMAX film, significantly 
reducing production costs; and Australian wildlife companies 
have been able to realise the 40% Screen Australia Producer 
Offset Rebates for IMAX productions. 

Securing enough investment, Robinson and Mazzotti teamed 
up with Jon Shaw for the underwater cinematography and 
David Gross from Definition Films. Shaw is the AACTA Award-
winning and Emmy Award-nominated cinematographer 
behind Life on the Reef (2015). Their first IMAX project 
together Australia: Return of the Crocodile was a big risk, but 
they backed their visual storytelling to wow audiences (and 
distributors).

“The distributors know their market, and they just want to 
sell films. They didn’t think our film would be that successful 
but it’s doing really well because it had an unusual amount 
of soul for an IMAX film. Theatres have responded very well 
to it,” Robinson says. 

Set in the ‘Top End’ of Australia, Australia: Return of the 
Crocodile follows the life story of a saltwater crocodile and 
takes the audience deep into its world. Narrated by the late 
Balang TE Lewis, Aboriginal Elder from the Arnhem Land 
region, the film invites the viewer to connect with Australia’s 
unique Indigenous culture, environment and wildlife. 

Cinematically, the three cinematographers had to adapt their 
television wildlife expertise into a new medium… 3D IMAX. 
Some of the fundamentals were similar, such as having an 
understanding of animal behaviour, patience, and a tenacity to 
work in the wild (which includes moments like trying to retrieve 
your RED back from the jaws of a crocodile). Shooting in 3D 
for the giant screen, however, still tested them. 

“When you’re first shooting 3D, it’s difficult. When you’re 
a wildlife photographer it goes against everything that 
you want to do,” Shaw mentions. “Filming wildlife is 
unpredictable and very reactive photography. For television, 
you can use a long lens and bang off shots but with 3D 
everything you shoot is wide; wider than 40mm. The 
equipment is big, heavy and difficult to move around, so it is 
hard to be reactive. This meant we needed to pick subjects 
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In a scene from ‘Australia; Return of the Crocodile’, a saltwater crocodile hatchling emerges from its egg -  
IMAGE Wild Pacific Media



that were easy to predict, or we knew their behaviour was 
going to happen at a set time or a certain place.”

For the topside part of the shoot, Robinson, Mazzotti and Shaw 
used a 3D Rig with two RED Heliums and a beam splitter. 
Robinson explains, “The camera is heavy and hard to move 
around, so unless you can move to the animals, it’s a real 
problem. We chose the crocodile because we could mount the 
3D rig on the front of a boat and drive it around. It really 
is an annoying piece of kit that we’ve had to build. It weighs 
about fifty kilograms and takes up the whole back of the ute. 
But it’s still a lot smaller than the old IMAX cameras.”

The physical size of the screen posed a few challenges for 
their cinematic approach. Shaw chimes in with a few tips, 
“The shots need to be held steady for a really long time to 
be useable because any kind of movement is exacerbated 
by the giant screen. When you shoot for an average length 
of 5-7 seconds on television, for IMAX it’s sitting at 10-15 
seconds.”

“The subject doesn’t want to break frame,” Shaw continues, 
“because if it breaks frame you lose the illusion of 3D. It’s 
tricky. It comes down to knowing your subject, but also a fair 
bit of luck. In the end, the animal does what it wants to do.”

Shaw was also the underwater cinematographer for Turtle 
Odyssey, and shot the film across a number of locations, 
including the Philippines, Hawaii, Tonga and Australia (Great 
Barrier Reef and Lady Elliott Island). Narrated by Russell 
Crowe, essentially the story was about a green sea turtle 
called Bungee who goes off on an adventure, gets older, finds 
love, and has more baby turtles. 

“IMAX films are 25 to 50 minutes long, so you don’t have 
that much time to tell a big or complex story,” Shaw says. 
“When I first thought of IMAX, I thought of these big 
cinematic epics. But, in actual reality what sells and does 
well are kid’s stories, you want to keep it very safe, being 
careful to not include sex and violence with the animals.”

Shaw was suitably impressed with his underwater rig, 
compared to the traditional IMAX 3D film rig and housing, 
which weighs just shy of 600 kilograms. The digital setup 
included two Red 8K Heliums side-by-side, with one inverted, 

and a Gates housing with Nikonos lenses. With the Red 
960GB Mini-Mags allowing for ninety minutes of footage, 
and a rebreather as part of his scuba diving kit, Shaw could 
spend two hours below the surface per dive, capturing animal 
behaviour. 

“This rig works well in very specific situations, such as clear 
water and a big subject. But as soon as you have anything 
too close in the foreground or too far in the background 
you blow that bit of budget.” Shaw mentions. 

“Also,” Shaw continues, “if you have any particles in the 
water, which is pretty common, this can mess up the 3D 
shot. We actually got involved in some post 3D convert 
stuff, which Dave Gross from Definition Films was heavily 
involved in. Looking at some of the final rushes and prints, 
the technology has come on. It’s actually very hard to pick 
the difference between the post-converted footage and the 
natively shot 3D.”

With Australia now producing one-third of the world’s IMAX 
films, Turtle Odyssey and Australia: Return of the Crocodile 
have helped pave the way for other IMAX films to be produced 
and filmed by Australian cinematographers. Collectively, the 
trio of cinematographers also filmed Sealions: Life by Whisker, 
and Richard Fitzpatrick ACS recently filmed Great Barrier 
Reef (Biopixels/December Media). Other, non-wildlife films 
that have been produced, include Angkor: The Lost Empire 
of Cambodia with Robinson, Mazzotti and cinematographer 
Earle Dressner ACS behind the lens.

In asking Mazzotti “Why take on all this?” he responded, 
“We are environmental filmmakers, that’s why we do this, 
we are trying to change the world. It’s a vital role. Most city 
kids don’t have any contact with the wild world, so inspiring 
them to care is important. The more urbanised society 
becomes, the less in touch with nature people become. If 
kids don’t have wildlife films, I don’t know where they are 
going to get that information.”

And, what of the crocodile in Australia: Return of the Crocodile 
that ran off with Shaw’s RED on a Polecam? Go see the film. 

Samuel Chen won a Gold Award in the Ron Taylor AM ACS Wildlife/Nature 

category in 2016 for his film Kangaroo Island: Life on the Edge.
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AUSTRALIAN SHORTS
Cinematographer Matt Toll shoots two short films in two months.  

Here, he chats to Australian Cinematographer about Electric and The Egg – by James Warner

For Sydney-based cinematographer 
Matt Toll, the two short films could not 
have been more different. Electric is an 
AFTRS masters film written and directed 
by Oliver Miller. It’s a story about the first 
use of electric shock treatment by Italian 
neurologist Ugo Cerletti in Europe in 
the 1930s, as seen through the eyes of 
Australian poet Francis Webb. The Egg, 
written and directed by filmmaker Jane 
Cho, by comparison, is a personal story 
about a six-year-old Korean girl who is 
looked after by her grandmother while 
her mother works.

“To be honest,” says Toll about first 
reading the script for Electric, “it was 
a hard read at first.” Most of the 
dialog is taken from Webb’s poetry 
which he says was extremely heavy 
in its language. “Without any prior 
knowledge of Webb’s work, or who 
Cerletti was, it was hard to break 
down those initial walls and really 
understand what story Miller was 
trying to tell.” This changed once the 
pair worked through the script and the 
director introduced the cinematographer 
to the world of Webb and Cerletti.

The Egg is a completely different film. 
“No dialogue, just a simple story 
told with a lens,” explains Toll. “It 
really felt like a great opportunity to 
collaborate with a first-time director, 
Cho, and help her bring the images 
to life while she steered our brilliant 
young actress through the script.”

Toll hadn’t previously worked on any 
AFTRS films, nor had he collaborated 
with anyone involved with Electric, apart 

from his crew. “I knew Jane Cho, and 
the production team from various 
projects over the years,” he says. 
“Most recently having shot additional 
photography on Abe Forsyth’s Little 
Monsters (2018, cinematography by 
Lachlan Milne ACS).”

During pre-production on Electric, 
Toll found the production design 
relatively simple. “We found a brilliant 
location in a disused wing of the old 
Drummoyne Hospital in Sydney which 
did a lot of the work for us,” he says. 
“Miller was keen to keep the dressing 
minimal and as a result most of the 
dressing and props we used were 
dressed and sourced by the director.” 
The Electroconvulsive Therapy (or ECT) 
machine itself, however, was made by a 
prop-maker. “Most of these props and 
set dressing were visualised early on by 
a detailed reference mood board that 
Miller had put together.”

On The Egg, the crew were fortunate 
to work with a great production design 
team; Jacqui and Merryn Schofield. 
“We needed to create a 1980s 
Australian suburban house that had a 
blend of Korean immigrant dressings 
with that touch of ‘80s Australiana’,” 
he says. Toll discussed what a single-
room dwelling like this would have 
looked like, as well as drawing on Cho’s 
own experiences. “The team did an 
amazing job and designed the room to 
flow perfectly with the script beats that 
were needed.”

“My choice of cameras and lenses was 
purely creatively based,” Toll explains. 

“I’m lucky enough to have built up 
many relationships in camera rental 
houses such as Panavision over the 
years. Their support has been endless, 
and fortunately for me I am able to 
draw on this when budgets are tight.”

For the Electric shoot, Toll wanted to 
mix up formats and looks. “The film 
is pretty much set in one room,” he 
says. The cinematographer wanted 
the film to be a visual journey that 
took the audience to many different 
worlds. “With heavy dialog and a 
twenty-minute script, I felt like it was 
important to use this to help keep the 
audience connected.” 

The main ‘treatment room’ in Electric 
was shot on the Panavision 37-85mm 
T Series Zoom and an ARRI Alexa XT. 
Patients’ internal vignettes and Webb 
introduction/conclusion scenes were 
shot spherical, using Lomo Illumina S35 
Primes and a Zero Optic 35mm Pinhole 
Lens, on an ARRI Alexa Mini.

For The Egg shoot, the cinematographer 
used an ARRI Alexa Mini with Cooke 
S4 primes supplied by SDF Camera. “I 
thought that this film lent itself to the 
4:3 format,” he says. Toll discussed 
this with Cho showing her examples 
of how well it can work in films like Ida 
(2011, cinematography by Łukasz Zal 
PSC and Ryszard Lenczewski PSC). 
“We decided to go this way.”

“The S4 lenses covered the full sensor 
on the Mini and gave us a really nice 
clean almost ‘large format’ feel to 
the image,” Toll says. “It uses the 
same sensor area as an anamorphic 

A scene from ‘Electric’ - DOP Matthew Toll
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x2 lens. The square frame was 
interesting to use, unusual framing in 
certain situations and was perfect for 
containing the ‘tall’ world from a six 
year old’s height.”

Toll says he feels lucky to have great 
relationships with both directors. “In 
my experience, once the camera starts 
rolling on these two or three day shoots 
it is interesting how little time you 
have for extended interaction with a 
director,” he explains. “Schedules are 
tight, and everything has been talked 
through and discussed in length so the 
only thing left to do is just shoot it.”

Something that really hit home for Toll 
working on both of these short films, 
working alongside first time directors, 
was lack of experience in regards to 
coverage. “We had discussed coverage 
for both films in pre-production 
and we had a plan,” he says. “With 
the realities of blocking on the day, 
however, along with other changes 
that inevitably evolve on a film set, I 
soon realised that I would have to take 
the lead a little more than normal in 
this area.” 

Both directors naturally gravitated 
toward story and performance, which 
can become all-encompassing. “We 
managed to quickly find our rhythm 
on both films and it ended up being 
a great learning experience for the 
directors and myself,” Toll says.

Toll’s advice for achieving a director’s 
vision on any short film, can me 
as simple as open and effective 

communication. “Talk to them as much 
as possible and really take onboard all 
references and ideas they put in front 
of you,” he says. “The perspective of 
a cinematographer should simply be 
an offshoot of a director’s vision. A 
cinematographer’s uniqueness will still 
always be a key player in this process.”

Jason Weekes and Craig Sykes 
worked as Toll’s Grip and Gaffer on 
both productions, with Christian 
Luxton and Rhys Nicholson acting as 
Assistant Cameras. “World class crew 
that made getting through those days 
achievable,” says Toll of his camera 
crew.

“I choose to shoot short films on a 
‘creative level’, which is not as easy to 
do for technical crew. Grips, gaffers 
and camera crews work for a living 
and many of them go above and 
beyond to support hundreds of ‘low’ 
or ‘no’ budget short films being made 
in this country,” Toll says. He goes on 
to say that both Electric and The Egg 
would not have delivered the level of 
production to the screen, or efficiency 
to the schedule, without the time and 
financial generosity of all involved.

Miller was very inclusive with Toll during 
the post-production process on Electric. 
“He regularly sent me updated edits 
to try and get a fresh eye and another 
opinion on where the film was at,” 
says Toll. Miller is currently doing his 
Masters in Screen, Sound Design and 
Music at AFTRS but still invited Toll 
into the mix theatre during the process 
to listen to the film and see what he 

thought. “It has been an inclusive 
process every step of the way.”

“Grading wise, on Electric,” says Toll, 
“Christine Trodd was kind enough to 
lend her awesome eye to the grade 
and made me sleep easy again after 
I had been looking at dozens of 
compressed edits.”

The Egg has only just gone into post-
production as this magazine goes to 
press, but Toll hopes to be around to 
support Cho and discuss this part of the 
film’s journey. “We are lucky to have 
Drew Thompson cutting the film,” he 
says, “and when it gets to the grading 
process we’ll go back to our original 
discussions regarding colour and use 
that as our starting point.”

“I don’t think I would have done 
anything differently,” says Toll. “On 
both films we came up with a solid, 
realistic plan that we managed to pull 
off with some brilliant cast and crew. 
There’s always the odd shot that maybe 
you don’t quite get exactly where you 
wanted, for various reasons, but that 
would be true on any production no 
matter how big or small it is.”

Toll concludes by saying there’s always 
going to be factors that are out of a 
cinematographers control that you just 
need to bury and move on. 

“It has been a great experience,” he 
finishes by saying. “I’m really excited 
for everyone involved to sit back and 
watch them on the big screen.”

Matt Toll is a freelance cinematographer  

based in Sydney, Australia.

A scene from ‘The Egg’ - DOP Matthew Toll
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Four television shows you should be watching (but probably aren’t) – by Dash Wilson

THE LEFTOVERS - Lost was 
one of those television shows that was a 
worldwide phenomenon. Much like Twin 
Peaks before it. Lost became the must-
watch series and was arguably one of 
the most intriguing and defining shows 
that ignited this golden age of television. 
It is interesting then that The Leftovers 
was co-created by Damon Lindelof, one 
of the minds behind Lost and yet whilst 
that series was watched by millions, 
The Leftovers has come and gone flying 
nearly completely under the radar.

Based on the novel by Tom Perrotta and 
aired originally on HBO, The Leftovers 
starts three years after the mysterious 
disappearance of 140 million people or 
2% of the world’s population. Becoming 
known as “the sudden departure”, the 
show focuses on the Garvey family and 
the small town people of Mapleton, 
New York and how society would deal 
with such an event.

Led by a stellar cast including Carrie 
Coon, Amy Brenneman, Ann Dowd 
and Justin Theroux, The Leftovers 

draws you in from episode one. 
The performances, atmosphere, 
cinematography (three episodes by 
Australian Robert Humphreys ACS), 
direction and music are all sublime. It’s 
an unpredictable and fascinating story 
that is really unlike anything you have 
seen before.

If there is a gripe to be had it is that it 
is quite obvious that during the making 
of the show there was considerable 
argument about its creative direction. 
All three seasons, whilst intelligently 
linked, are very different in story arc 
and character development. The theme 
music also strangely changes after 
season one but is kept the same for two 
and three.

Even thought this show officially ended 
in 2017, it had such an impact on 
me that I had to include it on this list. 
Whilst there are many flaws, it is one of 
the most original, interesting, thought 
provoking and brilliant television shows 
of the last decade. In many ways it is 
far superior to Lost, however I suspect 
its lack of popularity is simply because 
its themes are hard to watch and 
ultimately it does not answer many of 
the questions that it asks.

THE GOOD FIGHT - The Good 
Wife ran for eight seasons, was an 
Emmy favourite for much of its run and 
cemented Julianna ZMarqulies’ place as 
a darling of American network television. 
Set soon after its finale, The Good Fight 
is its exceptional and criminally under 
watched sequel series.

Christine Baranski (Cybil, The Good 
Wife) plays Dianne Lockhart, who 
instead of retiring, is forced back into 
the workforce as a lawyer of Reddick, 

Boseman & Kolstad - one of Chicago’s 
pre-eminent law firms. Dianne’s 
goddaugher, Maia also comes to start 
work for the firm, all while the FBI 
investigates her father’s involvement in a 
Ponzi scheme.

Created by Rober and Michelle King, 
who are ex-lawyers themselves, there 
is an authenticity about this production 
that is rare, particurlarly on network 
television. Paired with composer David 
Buckley and cinematographer Tim 
Guinness (Broadwalk Empire), The 

Good Fight is a polished production 
that never feels overcooked despite its 
worldly and often complex legal cases. 
Very much a show for the present day. 
The Good Fight is heavily political and 
has an ambiguity, balance and humour 
about its stories that The Good Wife 
seemed to be missing. There are less 
main characters and sub-plots in The 
Good Fight and the show feels lighter 
and fresher as a result. 

Performance wise, the cast really can’t 
be faulted. Cush Jumbo who plays 
Lucca Quinn and Sarah Steele the 
office’s private investigator, are particular 
standouts. Significantly, the show also 
primarily deals with the storylines of 
its three female leads - Diane, Lucca, 
and Maia - and contains considerable 
political and social commentary, 
exploring highly topical issues such as 
the ‘Me Too Movement’, fake news and 
the Trump Administration.

Due to air it’s third season in 2019, it 
may not last for as many seasons as 
its predecessor but for sheer quality, 
pacing and enjoyment they don’t come 
much better.

A scene from the third season of ‘The Leftovers’ - DOP Robert Humphreys ACS 

A scene from ‘The Good Fight’ - DOPs Fred Murphy ASC and Tim Guinness  
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OZARK - I remember seeing the 
shorts for Ozark and thinking this is 
going to be one of those Netflix shows 
- and there are many - that has a great 
cast but no real depth. How wrong I 
was.

Jason Bateman (Arrested Development) 
and Laura Linney (The Big C, John 
Adams) play the leads in this Netflix 
series that has somehow remained 
underrated, both critically and in 
viewership.

Created by Bill Dubuque and Mark 
Williams (The Accountant), Ozark 
works on multiple levels. Bateman 
is quite simply, brilliant. Especially 
in season one. In fact, his multiple, 
layered performance is far superior to 
his critically lauded and popular role in 
Arrested Development. This may be in 
part due to the fact that he also directs 
multiple episodes and is a co-producer 
of the show, so clearly it is a project that 
he cares deeply about.

Cinematographer Ben Kutchins was 

deservedly Emmy-nominated for his 
work on this show. The blue-grey colour 
palette and striking locations used 
throughout the series are highly effective 
because the style matches the grimy 
and bleak world of the backwater that 
is the Missouri Ozarks. Whilst highly 
stylised the mood and atmosphere of 
the show is foreshadowed in every shot. 
Something that television just didn’t do 
ten years ago.

Season one does start slowly but 
builds to an almost frenetic pace. I 
challenge anyone to not watch the 
last four episodes in one sitting. 
Whilst this ultimately creates some 
considerable narrative and pacing 
issues at the beginning of season two, 
the sophomore season is in many ways 
saved by Linney’s brilliant character 
development and the unpredictable 
storytelling.

Ozark is so well done and addictive that 
forgive its flaws. Recently commissioned 
for a third season airing in 2019, this 
Netflix original is one of those shows 
that unexpectedly becomes that guilty 
binge you didn’t realise you couldn’t live 
without.

KILLING EVE - After a string of 
murders, Eve Polastri (Sandra Oh), a 
desk bound MI5 officer begins to track 
down talented psychopathic assassin 
Villanelle (Jodie Comer) while both 
woman become obsessed with each 
other. 

Based on Luke Jennings’ novels 
Codename Villanelle and developed 
for television by Pheobe Waller-Bridge 
(Fleabag), Killing Eve is a show that is 
hard to define but also one of the year’s 

best.

Produced by BBC America and 
watched by less than half a million 
Americans, Killing Eve is Sandra Oh’s 
return to television after her career 
defining role on Grey’s Anatomy. 

From Paris, Moscow to Bucharest the 
show uses its worldwide landscapes to 
great effect and it has been beautifully 
framed by Julian Court (Prime Suspect) 
and Tim Palmer (Doctor Who).

Shot using an Arri Alexa Mini, there 
is an intimacy achieved between the 
characters that juxtaposes the almost 
frenetic changes in location.

What really stayed with me from Killing 
Eve was its originality. In a crowded 
landscape of television shows, Killing 
Eve stands out because of its razor wire 
tension, sex appeal, looming sense of 
violence and ultimately its willingness 
to have a life independent of genre 
conventions. 

It should also be said that while Oh is 
exceptional in the lead role, for me, 
the breakout star her is Comer. Both 
wickedly evil and wildly misunderstood, 
there is an intensity to her performance 
that stays with me and it’s a crime that 
she hasn’t been more rewarded for it.

Recently commissioned for a second 
season, if you want a crime show with 
balls - and eight brilliant episodes - then 
you can’t miss this.

Dash Wilson is a lover of cinema  

and film reviewer based in Brisbane.

A scene from the second series of ‘Ozark’ - DOP Ben Kutchins

A scene from an episode of ‘Killing Eve’ - DOP Julian Court
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In our ‘Spotlight on Brazil’ section, a collaboration with Associaçåo Brasileira de Cinematografia (ABC),  

we look at new film Entebbe from cinematographer Lula Carvalho ABC ASC - by James Cunningham

Forty years ago, Israeli commando 
forces carried out one of the most 
storied hostage-rescue missions of the 
century. The year was 1976, with the 
saga beginning when an Air France 
flight bound from Tel Aviv to Paris was 
overtaken by terrorists and diverted to 
Uganda. The Ugandan government 
supported the hijackers, and dictator Idi 
Amin personally welcomed them. The 
hijackers had the stated objective to 
free Palestinian militants imprisoned in 
Israel in exchange for the hostages.

Entebbe, sometimes titled 7 Days in 
Entebbe on the festival circuit, recounts 
the story. The first-rate new film starring 
Daniel Brühl (Good Bye Lenin!) and 
Rosamund Pike (Gone Girl) is directed 
by José Padilha, the Brazilian behind 
the international hit film Elite Squad 

(2007) and one of the producers behind 
Netflix series Narcos (2015-2017) and 
The Mechanism (2018-).

Cinematographer Lula Carvalho ABC 
ACS — who was nominated in 2018 for 
the Golden Frog at Camerimage for his 
work on Padilha’s Elite Squad — has 
shot Entebbe with mastery and deft.

The cinematographer seemingly blends 
brutal realism with a kind of dreamlike 
aesthetic. At times, Entebbe feels 
realistic and grounded, but at other 
times it feels more fantastical and 
distanced from reality. Carvalho evokes 

a bleach-bypass technique to 
desaturate the image, but also to let the 
light sources bleed over into the darker 
parts of the image. Light sources start to 
glow and backlighting (a classic Janusz 
Kamiński ASC technique) drowns the 
foreground subjects in shafts of soft 
lightning. It feels more romantic and 
dreamlike than it feels realistic.

The film opens on the stage of a theatre, 
as members of the Batsheva Dance 
Company perform Ohad Naharin’s 
‘Echad Mi Yodea’. With its bold 
percussion and rousing melody providing 
a driving rhythm, Padilha and Carvalho 
come back to the dancers throughout 
the film, including with parallel editing 
during the climactic rescue.

After Padilha and Carvalho’s 2008 
Golden Bear-winning Elite Squad, 
its excellent 2010 sequel and their 
2014 remake of Paul Verhoeven’s 
authoritarian classic RoboCop, the 
Brazilian director/cinematographer 
duo have been no stranger to the 
themes of ‘fascism. But in Entebbe, 
the pair pull punches to an enervating 
degree, somewhat timorously locating 
the majority of the film’s actual conflict 
within the individual factions, as 
opposed to between them. The film’s 
axis of sympathy runs between those 
who are willing to kill (or let-be-killed) 
for their principles, and those who are 
not. It’s an ingenious way of avoiding 

the political landmines that dot this 
contested territory.

Several films have already been made 
about the historical incident, which 
also features in such biopics as The 
Last King of Scotland (2006) and the 
outstanding Carlos (2010). Within a 
year of the actual incident in 1976, 
no fewer than three movies about the 
raid were released. In Raid on Entebbe 
(1976, cinematography by Bill Butler 
ASC) Yitzhak Rabin, the Israeli prime 
minister, was played by Peter Finch. If 
you prefer Burt Lancaster as Shimon 
Peres, Israel’s defence minister,  along 
with Kirk Douglas and Elizabeth Taylor, 
you could opt for Victory at Entebbe 
(1976, cinematography by Jim Kilgore). 
The incident was then largely forgotten 
on film. 

Entebbe is timely, poignant and well 
worthy of of it’s weighty subject matter. 
And as much as anything, it confirms 
Carvalho as a cinematographer who’s 
worth the price of admission on his own. 
It’s rare for genre films to look this good 
and to provide thrills this potent, but 
Padilha and Carvalho manage both. The 
result is a film that takes on a intense, 
yet intelligent quality. For a film about 
terrorism, the cinematography simply 
creates a space for it’s story to exist.

James Cunningham is the Editor of  

Australian Cinematographer Magazine.

A scene from the film ‘Entebbe’ - DOP Lula Carvalho ABC ASC






