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06 / FROM THE EDITOR

FROM THE EDITOR
Recently, Patricia and I had friends to stay with us in Hobart, 
and as they were leaving through the front courtyard, I 
picked a few berry tomatoes off a very productive vine 
we have growing in a large pot, and offered them to my 
guests. During tomato season, it’s my favourite party trick 
and their reaction was, as it always is... amid a cacophony 
of  ohhhh my God, what is THAT?, wow, umm ummmm, 
what an explosion of fl avour... etc, I managed to squeak in 
“That’s a tomato.”  Which leads me to incremental loss. Most 
tomatoes served around the world these days are simply 
red, pulpy, tasteless facsimiles. Had the wonderful, sweet 
fl avour of this extraordinary fruit, yes, fruit, been taken away 
overnight, there would most certainly have  been an uprising 
against the perpetrators. But incremental loss is far more 
insidious, just a little bit at a time. So after  around 20 years 
or more of incremental fl avour loss, the current version of 
the tomato is... a tomato. Well that’s what most people think 
anyway. Or do we?

This, number 53, is my fi rst edition of AC Magazine and I’m 
extremely grateful to the ACS for the absolute privilege of 
being it’s editor. And thanks to Butch for handing over, with 
great dignity and sage advice, the magazine that he guided 
to such high quality and content. I shall work very hard to 
maintain his very high standard.

But back to the humble tomato. The great and noble 
art of cinematography is suffering. It’s suffering the 
same incremental loss to which I referred above. I’m not 
suggesting that the digital revolution is the root cause of the 
problem, absolutely not, (I’m currently shooting a lifestyle TV 
program with my trusty Canon 5D Mk11), because there are 
so many new facets of image making that are threatening 
what we do. And I’m certainly not going to editorialise about 
how to approach or resolve the problems we face, but I do 
want to start the ‘conversation’. I know it will provoke strident 
arguments for and against, but at least we will be talking.

If you enjoy this edition of AC Magazine, let me know. If you 
don’t, let me know.

Dick Marks OAM
Editor

YOUR OPINION
Dear Ron,

I was thinking about what 
Stanley Hawes MBE, Producer 
in Chief of The DOI, later Film 
Australia, said when he was 
guest of honor presenting 

Awards at an ACS Dinner about 30 years ago,” You 
cinematographers are the ‘keepers of the fl ame’. It is your 
job to protect it and keep it burning brightly for all to see”. 
To my young ears it was very ‘fl owery’ language. As I get 
older, Stanley Hawes’ words mean a lot more to me. I realize 
that the light from the cinematographic fl ame is under attack 
and may soon be extinguished, if we don’t do something to 
protect it. But do we care? Do we know what that fl ame is?

You may be aware of my passion for cinematographers 
to control the DI and/or the telecine transfer of their 
images. This control starts with the rushes and continues 
right through to the fi nal deliverables. Historically, the 
cinematographer supervised the colour timing or grading 
of the fi lm prints and/or the transfer to video. I also believe 
we should be paid an appropriate fee, to oversee this very 
valuable and artistic record of our images.

Now, in the digital world, our involvement is even more 
important... and time consuming. As you know, the digital 
process enables even greater manipulation of our images. 
It is an extremely powerful photographic tool. I will go as 
far to say that it is the cinematographer’s most powerful 
single resource. We now have the power to do so much 
more to enhance our original image. In the interest of saving 
time and money on set, the cinematographer may decide, 
at the time of shooting, not to make a lighting correction 
or change a fi lter, knowing it can be easily done in post 
production, thus eliminating the high cost of many cast and 
crew waiting idle for the adjustment. It is vital that we remain 
in total control of our images, as now every time we roll 
camera, we are shooting with the DI and telecine in mind.

It is only when we have control of the DI and telecine 
grading, that we can deliver the vision we promised the 
director and producer... the same vision we discussed when 
we fi rst met many weeks, months, sometimes years ago... 
when the image was just a dream, an idea, words on a 
page. I was recently asked by a very experienced producer 
and distributor to take part in the audio commentary on an 
award winning fi lm I was Director of Photography on, over 

“I realize that the light from the 

cinematographic fl ame is under 

attack and may soon be 

extinguished...”
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twenty years ago. Of all the fi lms I have photographed, it 
remains my favorite, and is arguably the best work of my 
50-year career. Over the years, I have dreamt of getting that 
fi lm into a telecine suite and putting my fi nishing touches to 
it. Although I did the original fi lm grade, I was not asked to 
grade the video and DVD. When I e-mailed asking when the 
telecine was being done, I was told the BluRay was fi nished 
and the fi lm masters already 
returned. Done! My dreams, 
and I, had been shattered. I 
never had, nor was I offered, 
the opportunity. The new 
BluRay was graded at a post 
house in Sydney, with which 
I have done a lot of work and with whom I have a very good 
relationship. I can’t tell you how disappointed I was and still 
am. I was asked to be part of the audio commentary team, 
but not asked to complete the cinematography. I would 
have much preferred to  grade my beautiful images myself. 
I asked the distributor and the producer ‘why didn’t you 
ask me to do the BluRay Grading? I would have done it for 
nothing” Their answer was... ‘we didn’t think of asking the 
cinematographer... we never do’. They didn’t even know 
that they should have... and they are highly experienced 
professionals. This has to change.

The next time that fi lm is re mastered into the next generation 
of Digital or yet to be invented medium, I will probably 
be dead, and buried along with me will be my vision for 
it. It’s probably our fault, as cinematographers, the nice 
guys on the crew, for not kicking up a fuss, rocking the 
boat and pointing out to everyone, that we are in charge 
of the images, we are the directors of photography... the 
cinematographers... and we’re not going away! Historically 
it is our job. It always was and always will be. The look of 
the fi lm is our responsibility. 
Stanley Hawes’ words came 
back to me ‘You are the 
keeper of the fl ame’. I felt 
I had let him and our side 
down.

I think it is time to have 
an awareness campaign, 
to inform the Film and Television Industry of the role of 
cinematographers, what our responsibilities are and the 
craft skills we employ to achieve the look of a fi lm. I’m 
not casting blame... many of the current crop of young, 
budding cinematographers don’t know either. Sadly, they 
may have never been told, so how could they know? Many 
have not had the benefi t that we at the ACS have had, of a 
long tradition of professional cinematographers, who have 
mentored the younger members and pointed out how the job 
should be done and what is expected of them... the technical 
information and how to behave on set.

As a member of the ASC, I know that we are in constant 
contact with the Producers and Directors Guild of Australia, 

the IATSE 600 Camera Union, and the Studios and 
Independent Producers Association. It’s imperative we 
make them aware of our role. Most US studios involve 
cinematographers in the fi nal grade and if not, they’re very 
aware of the understanding that exists between DOP and 
producer.

Cinematography is being undermined and devalued at an 
alarming rate. Just because 
you have a Canon 5D 
MK11, it doesn’t make you a 
cinematographer. Wonderful 
little DSLR, but... Images 
should be framed correctly, 
lit to enhance the  mood of 

the fi lm, and must be able to be edited to tell the story... 
coherently. We have to stop this sloppy attitude... fast, before 
the dam breaks and our industry is fl ooded with mediocrity. 
Sadly, to a certain degree, this has already happened. Every 
man and his dog is operating a camera, doing whatever 
they like. No problem if you want the fi lm to look chaotic and 
dysfunctional. If not, good luck to the editor.  And on-set 
protocol is barely acknowledged or adhered to. Most of the 
crew staring at their iPhones, instead of paying attention to 
what is going on in front of and around the camera. There 
are many more very serious problems, and if they are not 
addressed now, the role of the cinematographer will be 
seriously compromised and diminished.

What is the solution?

Firstly we can start by recognizing that not everything is 
perfect in the world of cinematography. We need to form 
a discussion group to identify and name the problem 
areas. The ACS should be reaching out to the other Guilds 
and Societies. I’m sure they, too, are experiencing similar 

disturbing and invasive 
changes to their occupations. 
Maybe they would be 
interested in working with us... 
help each other.

I wonder if KODAK fi ling 
for Chapter 11 is the death 

knell of fi lm? It may very well be. Digital is the present 
fad, 3D is trying to muscle in... will CG actors and sets 
or holography be the next big thing? I would like to think 
people relate best to real stories, with real actors in real 
locations, lit with real light and captured with real camera 
moves. Call me old fashioned. Hopefully, in the future, there 
will be cinematographers calling the shots and directing the 
photography in whatever medium we are making images... 
bringing our dreams into the light... keeping the fl ame alight 
for all to see.

Peter James ACS ASC.

“...why didn’t you ask me to do the 

BluRay grading? I would have done 

it for nothing...”

“Cinematography is being 

undermined and devalued 

at an alarming rate...”
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“The new technology is 
so easily accessed and 
user-friendly, that 
the tendency will be 
to push harder for 

less plot-driven f ilms 
and more post-driven. 
It’s a fact that our 
craft is no longer a 
‘mystery’... it’s there 
for all to see and 
understand how we 
achieve the end 

result. We are losing 
to technology, and 

every new CGI 
movie drives another 
nail into the coff in.”
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FROM THE PRESIDENT
Greetings ACS colleagues,

Have you ever thought of a fi lm industry without 
cinematographers or cinematography?  My fi rst reaction 
would be ‘not in my lifetime!’ 

But then, who’d have thought that we would ever have a fi lm 
industry without fi lm? 

What we do as cinematographers is under threat, and in 
question, not only because of technology, but also because 
of the people who make the fi nal decisions about how we do 
things.

Perhaps, sometime in the near future, the scenario could 
mean that we, as cinematographers, are used simply to 
capture essential images, that can then be manipulated and 
used in any way, shape or form, for the visual palette of the 
fi lm. There will be exceptions, but these will be initiated at the 
discretion of the producers. The new technology is so easily 
accessed and user friendly, that the tendency will be to push 
harder for less plot driven fi lms and more post driven. It’s a 
fact that our craft is no longer a ‘mystery’... it’s there for all 
to see and understand how we achieve the end result.  We 
are losing to technology, and every new CGI movie drives 
another nail into the coffi n.

There is no easy, direct or immediate solution. It’s simply a 
matter of all cinematographers, in all genres, keeping abreast 

of current and future technology, using every tool at our 
disposal to gain an understanding of  every aspect of our 
industry and encompassing business practices as well as 
technology.

This need is being refl ected in the USA by renowned 
cinematographers Vilmos Szigmond ASC and Yuri 
Neyman ASC, through their courses at the new Global 
Cinematography Institute in Los Angeles which include; 
Expanded Cinematography; Advanced Lighting for Feature 
Films; Cinematography for Music Video; Digital Lighting 
and Pre-visualisation; Digital Cinematography and 3D 
Cinematography; Virtual Cinematography; On-the-Set Image 
Management and Post Technology; Foundations of History 
of Art, Photography and Cinematography; Understanding of 
Acting and Directing for Cinematographers. 

Australian website CML, to which many cinematographers 
worldwide subscribe, has recently carried much discussion 
relating to the changing role of the cinematographer and the 
long term effects. (Refer to CML p52.)

I mention this to highlight the way people are thinking about 
the future of our craft and its methodology.  Sadly, it will 
eventually all come down to money. Unless we are careful 
and strive to stop this trend of de-valuing the role of the 
cinematographer, our industry will be solely a commercially 
driven technological environment, that will see pure 
cinematography languish. 

I believe that cinematographers best understand the 
directors vision... for any project. We live with and create ‘the 
look’ of the piece; work in tandem with production designers, 
costume designers, and art directors; follow it from 
conception to the fi nal day of shooting; and then sit with the 
colourist, taking it to the fi nal step of the process. Or do we?  

What happens now, in some cases, is that we may not even 
get to do the fi nal grade, let alone be asked to supervise 
the DVD grade. (Please read the letter from Peter James on 
pages 6-7 of this issue, detailing his lock-out of the re-grade 
for the DVD release of his fi lm Black Robe.) This decision 
could be based on a fi nancial premise or simple ignorance. 
Either way, not only is it wrong, but it shows a complete lack 
of respect for the cinematographer and what we bring to the 
project. 

Have we given up caring about that, for the sake of 
expediency? I’d love to hear your opinion. 
Write to the editor at editor@acmag.com.au 

Until next time

Ron Johanson ACS
National President
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Set against the backdrop of the Bosnian War that tore the 
Balkan region apart in the 1990’s, In The Land of Blood and 
Honey tells the story of Danjiel (Goran Kostic) and Ajla (Zana 
Marjanovic), two Bosnians from different sides of a brutal ethnic 
confl ict. Danjiel a Bosnian Serb police offi cer, and Ajla, a Bosnian 
Muslim artist... they were together before the war, but their 
relationship changes as violence engulfs the country. Director of 
Photography Dean Semler AM ACS ASC, collaborated with 
Angelina Jolie for her writing and directorial debut. AC Magazine 
spoke to Dean about his cinematography career and working on 
set with Angelina. 

AC: Who were your cinematography mentors? 

There were three; one was Brian Bosisto, a legendary South 
Australian news cameraman. He left the TV station, and formed 
his own company directing and shooting documentaries and 
commercials. The other two chaps, Trevor Rose and Pat 

McEwan, both news cameramen at NWS 9, were as different 

as chalk and cheese... Pat was very careful, very, very steady, 

always used a tripod, used fi lters to enhance skies and foliage, 

used a matt box...no fl ares, very steady, very methodical. 

On the other hand, Trevor, nicknamed “Scoop“ because he 

always fought or maneuvered his way onto a job and generally 

“scooped “ the other channels. He didn’t give a shit about 

fi lters, or fl ares or tripods... always hand held, in amongst the 

action. I remember him coming back from a crowd 

demonstration that got a bit out of hand with hairs caught 

around the lens from knocking people out of the way so he 

could get the shot. So I had the three mentors really... the 

extremes. I was very lucky to be able to learn from all of them.

AC: What do you look for in a fi lm project before you take it on? 

The fi rst and most important thing of course is the script. Is it 

“Angelina wanted to play a lot from the actors perspective... 
they were all hungry for her guidance and direction.” 
PHOTO Dean Semler AM ACS ASC
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an appealing story? Is it a drama, comedy, action piece, thriller 

or romance? Who’s the director? Who’s the star? What’s the 

budget? How long is the shoot? Where will it be shot… Hawaii 

for six months or the backstreets of Detroit in winter? These 

things are all to be considered if it’s a script I’d like to shoot. If it’s 

a bad script, then forget it. Hypothetically, “Bora Bora Bimbos” 

4 months in Tahiti shooting only at sunrise and sunset with six 

stunning actresses, (sorry models)… bad script… wouldn’t 

touch it with a forty foot pole! I generally get offered choices, 

which is terrifi c, but in the end it all boils down to the script and 

the people you work with. Some people have reputations for 

being diffi cult and I’ve had that on set... you know that happens. 

But if it’s a great script, I wouldn’t turn the project down simply 

for that reason. And I haven’t had to and haven’t really worked 

with anyone who’s been too diffi cult.

DOP - DEAN SEMLER AM ACS ASC

Dean matches shooting ISO, aperture and shutter. 
PHOTO Ken Regan - Unit Photographer
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“Angelina loves shadows, and she really loved the way I managed to keep the 
look beautiful, but real.” PHOTO Dean Semler AM ACS ASC
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Lighting for comedy is generally lighting areas. Interiors, I’ll 
generally make a very large soft light source by covering the 
walls (off camera) with white cloth and bouncing red heads or 
blondies into the sheets for an overall soft look. Hey, it’s comedy. 

I like to keep harmony on a set, and I enjoy being on a set and I 
like my crew to maintain that harmony, respect for the director, 
respect for the actors of course, and especially respect for each 
other, but philosophy? No, just to enjoy doing what I’m doing. 
It’s one of the best jobs in the world and I’m extremely lucky to 
have been chosen to do it.

As an example, I started shooting digital only a few years ago, 
with the new Panavision Genesis camera and I was so excited 
turning up the fi rst day of that shoot, Click with Adam Sandler. 
And because it was a studio picture, shot in Hollywood, I had 
Panavision and Sony there to support me. They made the 
camera and I also had the post-production house Efi lm to 
support me. So if anything went wrong with this brand new 
camera, help was close by. 

But I was as excited on day one then, as I was when I got a 
16mm black and white camera back in 1960. Just like being a 
kid again with new equipment. It was fabulous to embrace the 
new technology... it’s wonderful. I don’t really have a philosophy. 
I think it’s a matter of always doing the best you can, fi lm or 
digital, 16mm, 35mm or even 65mm. 

All directors have a very specifi c look in mind for their picture. 
But some give you a hell of a lot of leeway and some don’t. 
Some directors say “Okay, this shot is on a 50mm lens, you 
are over here on a tripod, the lens is 5ft off the ground and we 
have to pan them in.” etc etc. And there are other directors who 
rehearse the scene fi rst with the actors and then turn around 
to me and say  “Well, what do you think we should do?” and I 
love that. I love being able to offer my ideas to the director and 
plot a scene and design the coverage. Nowadays, a lot of the 
work goes to visual effects for animation or computer graphic 
work, so scenes are already shown on pre-vis or carefully story 
boarded before the DOP gets hired. Although, having said that, 
I’ve worked with directors who’ve had the whole movie story 
boarded and never referred to them at all during shooting. 

Look, being a cinematographer is maybe the best job on the 
planet, second only to the guys who spray the sun block on 
bikini babes on Bondi beach, although I bet the pay is not as 
good. Seriously it’s a fabulous job, it really is, and I’m lucky to be 
doing it. I’d love to encourage all the young kids, students etc, 
who’d really love to choose this enviable career to keep 
knocking on doors, keep trying. I was lucky... 
God knows I was lucky.

“It was fabulous to embrace the 

new technology... It’s wonderful. 

I don’t really have a philosophy. 

I think it’s a matter of always doing 

the best you can...”

AC: Have you developed a cinematography philosophy over 
the years?

A philosophy? Not really. Every fi lm is it’s own beast... there are 
movies where you can go to town and there are movies where 
you have to stick to reality. I like the ones where I’m given a lot 
of freedom… no rules! Still, to this day, one of my favourite fi lms 
of all time is Razorback. Shot in Australia with director Russell 
Mulcahy. He’d done a whole lot of Duran Duran, Elton John 
and Stevie Nicks music videos… a visual freak with fabulous, 
fabulous ideas, freedom and creativity. He inspired me with many 
ideas and gave me all the licence in the world to break rules and 
go crazy with light, lenses and movement and I really loved that. 
I have done a lot of comedy. I don’t want to say stuck, but I got 
into a groove for a few years where I seemed to be pigeon-holed 
into doing nothing but comedies. They are always pretty safe 
and less challenging to light.  I shot the fi rst City Slickers with 
Billy Crystal and there is a night scene in the rain and I kept it 
moody and dramatic... cowboys with hats, rain, back light. Billy 
came up afterwards... he was very nice, and said to me “you 
know Dino, it’s comedy, you have got to see a bit more of the 
faces... If that is okay?”  I said “sure, I understand,” and from 
there on I lifted it up. 

Quite often, with comedies now, where you have great comedic 
actors like Eddie Murphy, Billy Crystal, Adam Sandler, Steve Carell 
or Jim Carrey, (my favorite), and their ensembles, who love to 
improvise, it’s simply a matter of safe lighting a whole set, so they 
can feel free to go anywhere their characters want to take them. 
Always running two and sometimes three cameras, so as not to 
miss a little magic moment that may only happen once. On 
occasions, I’ve run the Genesis cameras for twenty or thirty 
minutes without cutting, to allow the thespians longer runs. I did a 
movie with Jim Carrey called Bruce Almighty and we were 
shooting a late afternoon scene on the Steadicam... Jim did take 
after take and was getting better and better when fl ipperdy fl ip-
perdy, we ran out of fi lm. “God dam bugger bugger bum poo”, 
Jim was upset, but understanding. My daughter Ingrid was the 
loader, so I called to her and asked her to bring out the ‘special’ 
magazine… (see photo). I’d had the grips, props and painters 
make up a fake Panavision magazine out of polystyrene, and it 
was perfect, even had a piece of fi lm coming out where it should. 
Well, as Ingrid came staggering out with this giant magazine. Jim 
nearly wet his pants and for a man whose role in life is making 
people laugh… we got the last laugh on him that day.

Dean’s daughter Ingrid gets the last laugh



AC: Do you think that the approach to a movie has changed 
with digital? Do you still treat it the same as fi lm? Because 
of the post processes and all the digital technology... has 
that changed the role of the DOP a lot? 

It has changed, absolutely. I’ve photographed seven movies 
digitally, all on Panavision’s Genesis camera. I treat it like a fi lm 
camera and I light as if I was using a fi lm camera. The only 
difference being that with fi lm I trust my meter and wait for 
rushes the next day, and digitally I’m doing the fi nal lighting 
tweaks on a high-def monitor in the tent and seeing the fi nal 
image immediately. But the whole idea that you don’t need to 
light when you are shooting digitally? Producers come on set 
and say “You don’t need lights,” and I say, “All right, you put an 
actor or actress in front of camera and don’t light them? 
Especially those whose youthful beauty has faded a little, light 
out their wrinkles, make noses look shorter, make pimples 
disappear, photograph people to look taller, that’s what we do. 
Make women look beautiful and men to look handsome. This 
is the art of the cinematographer... with his magic tools, lenses, 
fi lters and lights.” 

Michael J Fox tells a funny story... we were talking about height. 
Someone asked him once what was the difference between 
being an actor and being a star, and he said “When you are an 
actor, they stand you on an apple box so you are a bit taller. 
When you are a star, they dig a trench for everybody else.” 

We have to make actors look great, which makes them feel 
great, which absolutely affects their performance.

If we are to be totally honest, then let’s admit, fi lm is still the best. 
Even though the best digital cameras out there are truly fantas-
tic, and are getting better by the minute, there are still actors 
who’ve seen themselves photographed with lower quality cam-
eras or dodgy lighting or both, and have refused to shoot digital-

ly. I’ve worked with a couple and managed to convince them to 
allow me to shoot a test with them and take it through to release 
print stage. It worked and we shot digitally. There is defi nitely still 
a stigma attached to electronic image capture, although while 
actors may be a little jumpy, studios and producers love it. Some 
producers and directors now own their own digital cameras, (the 
less expensive ones), saving more costly rental fees. I have just 
heard that movie releases in three or four years will be ninety 
percent on digital projection, saving enormous amounts on fi lm 
prints, which are only in theatres for a few weeks.

I go to the movies every weekend here in Hollywood and boy it’s 
now a matter of seeing the good, the bad and the ugly. There 
are very few Gone With The Wind movies out there and a lot of 
lower budget but incredibly successful money making fi lms … it 
is a business, after all. 

And you can watch movies made for the big screen on your itty-
bitty iPhone! For God’s sake, we can now shoot movies on our 
iPhones! Seven or eight years ago I was talking about 
shooting digital with Johnny Seale and he said “You know, I think 
this is the beginning of the end of the cinematographer, because 
anybody can go and do it now. Make their lighting decisions by 
looking at a monitor... or make changes later, in post.” 

AC: Is there a danger that the young up and coming DP’s 
are about to lose sight of the role of the cinematographer 
and be obsessed with the technology?

Totally! Absolutely! It’s become too easy... too, too easy.  I think 
everybody, the students, anyone who wants to be a 
cinematographer, even now, should understand the photo 
chemical process, should understand fi lm, should understand 
the curves, the gamma... and should know how their images 
are being created. With fi lm, a negative is a negative, but there 
is also the digital negative, the raw image, and they need to 
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“Fabulous. Fantastic. Angie knew what she wanted and knew when she got it.” 
PHOTO Ken Regan - Unit Photographer



know how to maintain the right amount of information in the right 
areas, otherwise their images are going to be inferior. People 
don’t care about that anymore. And it is a pity. Go back to fi lms 
like the Blair Witch Project. A $60,000 fi lm, shot in black and 
white 16mm fi lm and Hi-8 video, that grossed a billion and a half 
dollars. It was just a very clever 
and unique idea. I asked Phil 
Noyce had he seen it and he 
said “Yeah…what a scam! But I 
wish I was part of it!“

AC: What is the fi rst thing you 
do when you get on set?

Have a cup of tea! I have always 
started early. If we have a seven 
o’clock call, I am there at six; 
the crew that I work with in 
America is always the same. In 
fact, I was half an hour late... 
well, not late, but I wasn’t there an hour early, and they were 
ringing up hospitals and everything wondering where the hell I 
was. Even though it was half an hour before call! If it’s a studio 

shoot, I walk around the set and just get the feel of it. 

I talk to my gaffer, I talk to my guys, I check the camera guys 
out... so by the time the director and the actors arrive, I’m part of 
the scene, I am part of the place. I hate arriving on the call time. 

I never do that. And I tell you 
what; working with Angelina... 
she was always on set early. 
That surprised me, because 
directors are generally never 
early, but sometimes she beat 
me to the set... the little bugger! 

AC: How do you achieve 
consistency from setup to 
setup? One of the great (and 
diffi cult) things about 
shooting features and drama 
is the continuity of the look all 
the way through them. Some-

times you might have to come back to a setup six weeks 
later... How do you achieve that consistency? 

In the past it was black and white Polaroids or just taking notes 

“I hate arriving on the call time. 

I never do that. And I tell you what; 

working with Angelina... she was 

always on set early. That surprised me, 

because directors are generally never 

early, but sometimes she beat me to 

the set... the little bugger!”

“I put 3 cherry pickers outside, 2 with an 18K HMI in each and the 3rd with a fl oating 12x12 black to take out the sun.” 
PHOTO Dean Semler AM ACS ASC

“There were 40 scenes in one room... a white, 
white, totally white room. Big challenge!” 
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and remembering what I did. But we rarely returned to do some-
thing again, reshoots or pickups were rare. 

But for the past ten years or so I have used digital stills, using a 
Canon EOS MKII. I don’t use a movie fi lm programme, but 
simply the iPhoto on my Macbook Pro, setting the ISO to match 
the fi lm stock and matching the aperture and shutter to the 
camera settings. Shooting digitally now it’s even easier to match, 
by simply pulling up a stored still of the shot and bingo!

AC: Do you enjoy testing in pre-production?

We always do make-up and wardrobe tests and they are always a 
bit scary, because as I said earlier, the actors have to look good and 
they’re very particular about their image, as are the make up, hair and 
wardrobe people, the directors, the producers, and the 
studio execs, the agents, the managers, and the attorneys and so on. 
Other testing varies, depending on the movie. I fi nd it’s always good 
to test, whatever I have time for, to get an early feel of the picture. 
Special effects generally have a few tricks they like to see on the 
screen. Locations where normally large lighting rigs could be needed, 
must be tested, as with digital it may require very little lighting.   

AC: What makes a great composition for you?

I love the 2.40:1 format… there’s nothing like it. Images 60 feet 
wide and 20 feet high in a great cinema… beat that! The dynamic 
composition using the entire width of the frame. Something way 
over to the left of the screen, low in frame, countered by some-
thing on the extreme opposite edge or a totally empty frame, with 
one small thing on one side or the other, but not in the middle. 
There is a shot in Angelina’s picture of the leading man seated 
against a wall of sandbags... It was a “B” camera shot and I said 
to the operator, “Just grab a shot of him sitting there”. I went over 
and he’d framed it with the guy almost in the centre of frame... 
nothing wrong with the frame at all, but I said “try this”, and I 
panned the camera way, way, way over, so the guy was hard on 
left frame, with this wall of sandbags extending all the way across 
to the right. That is easy composition for me, because that format 
is so good. Wide, wide screen... I love that frame. 

AC: Tell us about working with fi rst time director 
Angelina Jolie. 

I had worked with several other fi rst time directors, including Kevin 
Costner, and often they are better prepared than the experienced 
directors. Angelina was one of them. She wrote the script after 
visits to Sarajevo in her ambassadorial role with the United 
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Nations. She sent me the script (I had worked with her before on 

Bone Collector), I read it immediately, and we met and exchanged 

ideas. Angie showed me dozens of reference photographs of 

people, walls, colours, wardrobe, materials, streets and so on... 

she knew exactly how the movie was to look. Now she had to 

raise the money. Within a short time, Graham King of GK fi lms, 

agreed to fi nance the movie at a fairly modest budget. It was 

decided we would shoot in Sarajevo and then Budapest, in 

Hungary. I would liked to have continued using the Genesis 

camera, but chose to shoot fi lm, as it really felt like a fi lm movie. I 

settled on using the Fuji 500 ISO Eterna stock and had the 

negative processed in the famous old Hungarian lab, with the 

digital transfers being done at the brand new, state of the art 

“Fotokem” facility in Budapest, with one of the best digital suites 

I’ve seen.

The producers allowed me to take one person from Los 

Angeles, so I chose my 1st AC Tony Rivetti, with whom I’d done 

over twenty movies. He also knew the Panavision people in 

London, where the gear would be prepped. Then I realized that 

I would be spending most of my time next to Angelina, at the 

camera or video, and should ideally bring over my gaffer Jim 

Gilson, which I did. Jim always took much pride in picking up the 

local language, starting with words like 5k, 10k, 20k, tweeny, full 

spot, fl ood, up, down, blue, half CTO, left, right, vodka and beer. 

The producers agreed and mainly for communication reasons, 

the Hungarian fi lm body suggested I bring in my operator, so 

Aussie Mark Goellnicht came on board to do “A” camera and 

Steadicam.

We scouted Sarajevo, where Angelina really wanted to shoot a 

lot of the movie, and selected several locations, beautiful country 

roads and villages for the convoys to travel through, and some 

city and town locations still very scarred from the war.

Most of the fi lm would be shot in Budapest, in real locations; the 

only set built was for the apartment in the opening of the movie.

As usual we fi lmed the usual make-up, hair and wardrobe tests 

with the actors, and what a treat it was! They were very well 

known in Europe, but new faces for us. Great women’s faces, 

handsome, hardy, swarthy men, and with all due respect to 

Hollywood, hardly any straight dazzling white teeth amongst 

them. Angelina had cast a striking ensemble, and to top it all off, 

she decided to shoot the whole movie in two languages.

“I love the 2.40 to 1 format... there’s nothing like it. Images 60 feet 
wide and 20 feet high in a great cinema... beat that!” 

PHOTO Dean Semler AM ACS ASC
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The producers freaked a little, but ultimately gave in and added 
four more days to the forty-day schedule, to accommodate the 
two-language coverage. 

We’d shoot two or three takes in English, and when she was 
satisfi ed Angie would ask the actors if they’d like to do a foreign 
version; she always asked them, and always allowed them their 
space. When they were happy to move on, we’d do a few takes 
in Bosnian Serbian and fi nally maybe another one or two in 
English. As it turned out, we didn’t need the extra days and 
fi nished up right on schedule.

She wanted to play a lot from the actors perspective, the way 
they felt, the way they looked and gave me a lot of freedom and 
trusted me to design scenes 
and the coverage, allowing her 
more time with the actors who 
were all hungry for her 
guidance and direction.

AC: What is the visual style of 
In The Land of Blood 
and Honey?

If it had a visual style, it was 
more European. I chose not to 
backlight or use liners or too 
much fi ll. Angelina loves shad-
ows, and she really loved the way I managed to keep the look 
beautiful, yet real. I defi nitely didn’t do anything too Hollywood. 
99% of the locations were real... not sets. They were real 
buildings, real rooms, and real exteriors. We had only one set 
built, so after seven weeks battling away on diffi cult locations I 
had a great set on a stage with walls that could break away, 
removable ceiling pieces, a pipe grid overhead for hanging 
lights... I had all the freedom in the world and took advantage of 
it. A little backlight here, a soft top light from overhead and so 
on, but when I was timing the fi nished fi lm, I realized that the real 
locations looked much better, with light coming through 
windows, doors and practicals only.

My biggest challenge was in a white, white, totally white room, 
where the leading lady is held captive by her lover. Walls, 
ceiling and fl oors, all white, plus it was on the second fl oor, and 

the sun poured in through the three windows for the last third 
of the day. Well, there were forty scenes in this one room, and 
I gently suggested to Angie that maybe some scenes could be 
moved to a corridor or a verandah or anywhere to break the 
monotony. She wanted to keep them all in that one room… what 
a challenge! So I put three cherry pickers outside, two with a 18k 
HMI in each and one with a fl oating 12 x 12 black to take out 
the sun. I took it scene by scene and amazingly managed to pull 
it off, using the big lights for daylight, or even available daylight 
where possible. Interior practicals became the main light sources 
for any night or dusk scenes, and because their sources were so 
small, I managed to keep the walls in deep shadow. I would take 
a lot of stills and immediately convert them to black and white…

the look really suited the story.

Brad Pitt was with us every day, 
taking still photographs as well... 
he still prefers fi lm and had a 
special, old-time lab in Paris 
where his work was 
developed and printed.

I would love to have had the fi lm 
released in black and white, but 
the studio wouldn’t allow it. It’s 
a pity, particularly as Angelina 
decided to release the fi lm in 

America and English speaking countries in the Bosnian Serbian 
language, with English sub titles. She wanted it in the language 
of their blood, with the passion and love that comes with it... 
even though the actor’s English was perfect, their native lan-
guage was more from the heart, and therefore more powerful.

AC: It was reported that Angelina said she had a meltdown 
with all the pressure on day three.  
Can you talk to me about that?

I don’t know what sleazebag magazine you got that 
information from, but no, she did not have a meltdown, she was 
great... every day. And I know she enjoyed every day. Angie took 
to directing like a duck to water... she was happy. A couple of 
the people who were with her, who had been her assistants as 
an actor, and who had been made assistant producers on this, 
said that they had never seen her so happy. Apart from being 

“Brad Pitt was with us every day 

taking still photographs as well, 

he still preferred fi lm and had a 

special old-time lab in Paris where 

his work would be developed 

and printed.”

“Handsome, hardy, swarthy men, and with all due respect to Hollywood, 
hardly any dazzling, sparkling white teeth amongst them.”



 IN THE LAND OF BLOOD AND HONEY /         19

the most beautiful woman in 
the world, (except for my wife of 
course), she was such a treat to 
be with.  

AC: And as a fi rst time 
director?

Fabulous, fantastic. Knew what 
she wanted and knew when she 
got it. Knew when she wanted to 
move on, but always made sure 
that the actors and actresses 
didn’t want to go again. She’d 
never say “Cut, we’re moving 
on”.  She’d say, “Cut, do you feel 
like doing another one? Do you 
want to do another one in 
Serbian? Well, maybe.” She 
would always give them the last 
say. If there were more to come 
from them, she would make sure 
they got another take. It was the same with camera and sound, 
she’d always ask if we needed another take.

In the end, for political and security reasons, we didn’t go to 
Sarajevo as a main unit, but sent a second unit under Simon 
Crane, who had directed Angelina on second unit in other 
movies, especially the action packed movie Phil Noyce directed, 
Salt. They shot an amazing amount in one day only. 
Establishing shots, driving shots and plate shots, all for day and 
night scenes

Overall, In The Land of Blood and Honey was one of the most 
Dino seeks inspiration. PHOTO Ken Regan - Unit Photographer

“First time directors are often better prepared than experienced directors.” 
PHOTO Ken Regan - Unit Photographer

enjoyable shoots ever. A great script, great locations in the 
fabulous city of Budapest, a terrifi c crew whose names all looked 
like famous tennis players, and a wonderful director.

I am soon to be fi lming Angelina, as an actress starring in the 
Disney fi lm Malefi cent, which we’ll shoot entirely in the UK. 
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REVIEW BY JONATHAN DAWSON

“The camera makes everyone 
a tourist in other people’s reality, and eventually in one’s 
own.” Susan Sontag – in New York Review of Books

What analyses can you apply to a book that is a product 
of profound love of cinema as well as revealing an intimate 
knowledge of fi lm processes and technologies? The 
Shadowcatchers comes at a very dramatic moment in world 
cinematographic history.

After all, there is a global shift from gears, Maltese crosses, reels 
and ‘truth twenty fi ve times a second’ (Jean-Luc Godard). Even 
the essential nature of celluloid fi lm stock itself has changed 
utterly (as even that colossus Eastman Kodak has sued for 
Chapter 11 protection where for a century it ruled the movie 
universe) and cinematographers, often at the peak of a long 
career fi nd themselves inhabiting a digital universe and likely a 
3D one, too, that must often seem like a calamity rather than a 
quantum leap!

But The Shadowcatchers is nothing if not exhaustive and Martha 
Ansara, its guiding spirit, never less than meticulous. It achieves 
in spades its aims: to provide a comprehensive archaeology 
of the Australian cinema, the assorted technologies that have 
been available at key moments in cinema history, and the many 
‘renaissances’ of the cinema in the Land of Oz.

Of course Ansara has been well aware through the many years 
of this project of the importance of oral histories. Beginning 

“...to provide a comprehensive 

archaeology of the Australian cinema, 

and the many ‘renaissances’ of the 

cinema in the Land of Oz...”

Woobinda: Animal Doctor 1968. Courtesy National Film and Sound Archive
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decades ago, she has been recording the memories and 
adventures of both the surviving pioneers and the most 
contemporary of that band of cameramen in their journeys from 
craft to art. It is an absolute miracle that we are able to hear 
in their own words DOPs and directors alike (in no particular 
hierarchy), Les Wasley, Peter James, Howard Rubie, Russell 
Boyd, Pieter de Vries, Bill Trerise, Ross Wood, Hughie McInnes, 
John Seale – just a few of the army of seminal cinematographers 
who form the rollcall of our 
visual and artistic history and 
but for this book would have no 
memorial except in the rusting 
fi lmcans of the NFSA.

And the many mini-biographies 
celebrate the careers recent 
and archaeological of hands-on 
cameramen and artists like Andrew Lesnie, David Gribble, former 
World War Two marine combat cameraman Frank Few (whose 
fi rst weapon was the famous Bell and Howell). Thanks to Ansara 
the list is as exhaustive (and often surprising) in its discoveries 
and restorations of forgotten or ignored careers, as any historian 
could hope for.

Where is the historian to begin? For within a year of the Lumiere 
Brothers’ arrival in 1895 on the streets of Paris – and the world – 
with their cinématographe of a speeding train, triggering a near 
stampede from the Salon Indien du Grand Café, Marius Sestier, 
a Pathé Freres cameraman was in Australia to fi lm, amongst 

“...the list is as exhaustive in its 

discoveries and restorations of 

forgotten or ignored careers, 

as any historian could hope for...”

other less mighty events, the 1896 Melbourne Cup. A new art 
and new profession were born together.

Before 1912 the Commonwealth Government contracted private 
production companies to fi lm offi cial events and produce short 
non-fi ction fi lms for theatrical release. Following the appointment 
of an offi cial cinematographer in 1912, the Cinema and 
Photographic Branch was established on a temporary basis with 
the brief ‘to fi lm anything of interest’.

On 27 May 1913 the 
Department of External Affairs 
sent a letter to cinematographer 
Bert Ive. “Sir: in confi rmation 
of my telegrams of yesterday’s 
date I have the honour to 
inform you that the Minister has 
approved of your appointment 

as cinematographer and photographer in this department at the 
rate of pounds fi ve per week.”

The labour and the art form that would provide the most searing, 
beautiful and historically invaluable testimony of history itself was 
now, offi cially, a calling.

As Ansara herself says: 

I’ve spent all these years on this book because I love the stories 
and I love the photos.... but that’s the entertainment and social 
side of the project. There’s a dark serious message in what I’ve 
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Welcome to Woop Woop 1997. Photograph John Platt, courtesy John Platt.
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“...the labour and the art form that 

would provide the most seering, 

beautiful and historically invaluable 

testimony of history itself was now, 

offi cially, a calling...”

written, albeit not expressed directly or as propaganda. 

And there has also been a serious quest to explain the 
blossoming of great Australian cinematographers – far more of 
them than is statistically probable …

One of the true glories of this beautifully produced and 
comprehensively illustrated book are the illustrations: they’re 
more like an old 35mm black and white of a great fi lm noir print 
than, say, a super 8 wobbly-
cam commercial from the dear 
dead 80s, luminous, powerful 
and often unforgettable as well 
as a great archival resource. 
A classic is a proud Bert Ive, 
standing by his magnifi cent 
wood and brass Debrie camera 
in 1925. The picture quite 
perfectly captures those twin 
poles of the fi lm artist and always rapidly changing technologies 
that inform The Shadowcatchers.

Although there are some fi ne production stills, the real strength 
of the work is in the marvellously diverse location action stills, 
many rescued from dusty attics and trunks, that powerfully 
convey the sense of fi lmmaking as work: outdoor and in, 
never less than exhausting, often at the mercy of weather and 
deadlines equally, let alone the whims of directors, actors, 
producers and others in the army that is so often a fi lm 

company. Though sometimes you have to go it alone, as video 
journalist David Brill attests:

‘I don’t go to war for the thrill of it. War is hell: the smell, the 
sound, the pain, the blood…and I think it’s my responsibility to 
get out there and do a story…’ (p129)

So often, as you stare at this infi nitely rewarding photo gallery, 
you can feel the heat, the icy cold before dawn, the exhaustion 

written on faces as a shoot 
enters a fourth week with no 
sign of a fi nish. This is indeed 
getting to the heart of the 
sheer long haul that is the road 
to the release print or dusty 
death on the cutting room fl oor. 
Miraculously the old cameras 
appear in front of you, Debrie, 
Mitchell, Éclair, Arrifl ex, Bolex, 

Beaulieu, Bell and Howell double system Auricons, all gone and 
yes, the new standards, RED ONE and the beautiful ARRI Alexa. 
In many ways The Shadowcatchers is itself that fi nest of all 
tributes to cinema: a cinématheque full of treasures!

Nor is the splendidly stringy bark and rawhide nature of the 
cinematographer’s calling left out. Here’s Carl Kayser on 
shooting Jedda (1952):

Phil Pike was holding or doing something to the crocodile. He 
could not assist on the camera to focus. So, I stopped down 
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Brinylon TVC, early 1960’s. Courtesy John Leake OAM ACS.
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suffi ciently that the focus would 
carry. But the time would come 
when I would have to change 
focus. I would lock off the 
camera temporarily, keep it 
running, go round to the front 
of the Mitchell and change the 
focus…(p86)

Whatever postscripts will 
be written in the history of 
cinema, The Shadowcatchers 
will remain as a grand and 
sweeping tribute, richly seasoned with the words of the makers 
themselves, to the infi nite possibilities and glories of a great art 
form that might otherwise all too soon be forgotten. It’s therefore 
both a history of the movies as well as, in the end, an elegy.

So, what can we make of the future role of the cinematographer 
in the dawning era of digital reproduction and hitherto 
unthinkable postproduction image manipulation and CGIs? 
Is there to be a new or redefi ned function or merely another 
adjustment to changed technologies – as this book so richly 
tracks in the past? 

If we can learn one thing from the history of cinema itself, it 
must be that vision, imagination and the human eye are the 
irreplaceable sine qua non of the art of fi lm. Celluloid may have 
suffered from a major paradigm shift: the role and centrality of 
the cinematographer to the fi lm project will not.

It is only with the heart that one can see rightly, what is essential 
is invisible to the eye. (Antoine de Saint-Exupéry)

In that sense, the cinematographer comes nearer to reality, to 
the heart of matters, than any other artist. That is the burden 
and glory of this magisterial book, catching, as does a perfect 

Cartier Bresson photograph, the 
essence of a lost moment. 

We owe Martha Ansara a 
great debt for capturing the 
long lifetime of the art and 
sciences and, fi nally, magic 
of cinematography in The 
Shadowcatchers and preserving 
it forever.

To purchase your copy of 
SHADOWCATCHERS, 

       go to the website. 
       www.shadowcatchers.com.au

“...Shadowcatchers will remain as 

a grand and sweeping tribute, 

richly seasoned with the words of 

the makers themselves, to the 

infi nite possibilities and glories of 

a great art form...”

Bert Ive, c.1925. Courtesy Film Australia Library, National Film and Sound Archive.

Jane Castle, 1985. Photograph Claudia Castle, courtesy Jane Castle.



Jedda, 1955. Courtesy State Library of Queensland and Susanne Chauvel Carlsson. 
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Happy Feet, 2006. Photograph John Platt, coiurtesy John Platt.
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DOP - GARRY PHILLIPS ACS
I tend to think of every fi lm I’ve done , whether as a clapper loader, focus puller or 
DOP, as something of an adventure. Burning Man was  the 3rd adventure I would 
undertake with Director Jonathan Teplitzky . We had X million dollars to spend. 
The fi rst fi lm with Jonathan was Better than Sex in 1998 ( budget $X00,000). 
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The second Gettin’ Square, 2002 ( budget $X,000,000). We 
are about to embark on our fourth , later this year Railway 
Man ( budget $XX,000,000). So I guess we are doing 
something right …. the budgets are getting bigger.

I have been fortunate enough to have shot all 3 fi lms on 
35mm fi lm. I’ve heard of producers saying that “fi lm is 
dead!”, “ fi lm is too expensive”,“ the labs aren’t putting 
enough fi lm through their baths and delivering dirty 
negatives”, “ digital is the future going forward” etc etc.

So another adventure begins... digitally.

Anyway, back to Burning 
Man. We shot on 35, that 
negative was processed and 
telecined then transferred to 
AVID codec @ DNX36 .Then 
the rushes DVD’s were struck 
at that resolution .Then we 
would view the rushes from 
that DVD ,on a large plasma 
screen @ the editor’s rooms or 
on our computers.

So the original fi lm went 
through  a lot of other people’s hands and a number of 
processes , before we saw it back each day .

It is the cinematographer that has to answer the questions 
from the director, like “ Is her face a little dark?”, “ Will we 
be able to see into her eyes on the big screen?”, “Will that 
window be as blown out as that ?”, “ I didn’t think that wall 
was as green as that!”... etc etc.

To answer those questions with any authority, the 
cinematographer needs to have put in place some known 
values into the post system. On Burning Man I used what 
is called the DPS ( Digital Print System), developed by Al 
Hansen, the colour grader on the job.

I shot a black, mid tone grey and diffuse white card on all 
my stocks. I used KODAK 50D, 250D and 500T all vision 3. 
I shot normal exposure and up and down 3 stops both on a 
prime lens ( I had a set of COOKE S4’s) and my one zoom 
( 24 -290 Optimo). From those exposures Al could set up 
the telecine chain to output what would ( in the old days) 
be called a one light work print for my dailies.  If I wanted a 
scene 1 stop brighter or ½ stop darker, warmer or cooler, 
than I shot it, I would send off an email to Chris Button, the 
telecine op. at the end of my shooting day. Chris would make 
the change, taking the values for the change from my initial 
test. He could also take those values and overlay them on 

the fi nal 2Kfi lm scan. When 
I came in to do the FINAL 
GRADE in the digital theatre 
suite, what we initially saw, 
was exactly the same as we 
had seen from day 1 and all 
through the editing process. 
So we had a familiar place to 
start grading the projected 
image.

THE LOOK OF THE FILM:

In discussing how the fi lm should “look” we bandied  around 
lots of ideas. Jonathan liked the look of Erin Brockovich, shot 
by Ed Lachman and directed by Steven Soderburgh. All the 
exteriors were bright and warm. Most scenes started with a 
series of close ups of objects which set up a feel for the rest 
of the scene.  I am a fan of both those guys, so we were off 
to a good start. We also looked at another really good and 
under rated fi lm The Door in the Floor, more for the editing 
than the look. 

BM’s driving force is the use of fl ashbacks and fl ash 
forwards, which seek to emulate Tom’s state of mind. We 
thought we might desaturate the fl ashbacks, or maybe 

...I’ve heard of producers saying that 

“fi lm is dead!”, 

“fi lm is too expensive,” “the labs 

aren’t putting enough fi lm through 

their baths and delivering 

dirty negatives”...
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supersaturate. I was drawn to one of my photographic books 
The Polaroid Book. Polaroids tend to carry the feeling of a 
“memory” about them. Their strong colours , high contrast 
and softness seem to allow the image to linger somehow. 
Maybe we could shoot the movie on reversal fi lm or at least 
give it that look , something like polaroids. 

It didn’t take long to realize that there were many narrative 
time changes in the BM. So many ,that changing the look 
each time would be messy and confusing rather than 
keeping the audience engaged. So we decided to keep the 
“look” consistent throughout the fi lm. 

That look, basically, was a mixture of all the above. We 
wanted the fi lm to look inviting, sumptuous but at the same 
time we didn’t want the “look” to be too obtrusive, get in the 
way.

So the wardrobe tended to be colourful without being bright 
and the art department carried that same feel through with 
the dressing on all the locations.

For the interiors, I mostly used 
warm light streaming into the 
room. Then wrapped normal 
colour temperature  or cooler 
light around the actors. Paul 
Booth , my gaffer, used his 
Silver Bullet 18K HMI as much 
as possible.  If it didn’t fi t in a 
location, we could usually get 
the 6K par  with a fresnel lens , jammed into a corner outside 
the room. To warm I used  LEE  ½ CT Straw gel. The 18K is 
a wonderful light and I used it as much as possible.

Exteriors I mostly left alone, colourwise. We tried to schedule 
exteriors to be shot at either end of the day, as much as 
possible. So the existing light was naturally warmish and soft. 
We were shooting over winter in Sydney, so the sun never 
got much higher than around 40 degrees which is great for 
faces. The down side is the days are short around 10 hours.

In the fi nal grade we crushed the shadows a little and went 
towards a reversal fi lm look. We graded on the BASELIGHT 
and Al had downloaded some 3D plug-in grading features. 
One was actually called “reversal”. So we hit that button , 
played with it a bit and applied the effect across the whole 
fi lm. It seemed to polish the whole fi lm up really nicely. 
Another grading feature we used was to slightly diffuse the 
highlights for some scenes .When Tom and Sarah fi rst meet 
and are falling in love, we were able to add a little diffusion 
and softening , just to the highlights . Which once again felt 
like a real improvement.

While we were grading , the producer was screening the 
movie to test audiences in the US and UK. This was the cut 
fi lm, with my one light rushes grade, with the soundtrack 
and music tracks added. From the audiences reactions, 
various changes were made to the fi nal cut. Some scenes 
were completely dropped . Others only slightly changed. 
This meant our grading time extended over about 2 months. 
Digital Pictures were very gracious in allowing us this extra 
time, as the original grade was scheduled to be 2 weeks!

I had 6 weeks pre production on BM. There were 48 
locations to fi nd and lots to discuss about how the fi lm 

should look and feel. This to me is the most tiring part of 
making a fi lm. Hours, days spent getting in and out of a 
bus. Figuring out how scenes may work or not. Then as a 
schedule starts to form, realizing that some chosen locations 
won’t work because they are too far away from each other or 
aren’t available on a given day. Then that overlaid with actors 
availabilities and weather contingencies and art department 
set dressing times… It makes the actual shooting of the fi lm 
seem easy.

Jonathan was drawing his story boards , between our 
location bus trips, in the production offi ce.  He started with 
the scenes he had obviously been thinking about for a long 
time. They were basically just stick fi gures with a circle for 
a head and “L” shaped arms and legs. But you could get 
a real sense of what he was trying to achieve in the scene. 
The sex scenes were particularly instructive. By the end of 
pre-production, his offi ce walls were completely covered in 
the storyboard for the fi lm. Scene 1 started top left , near 
the fi ling cabinet, the approx.. 90 A4 sheets spiralled around 
the room several times ,to fi nish near the door. I think it took 

the production assistant half 
a day to unstick the boards, 
photocopy them, and put 
them in scene order.

Figuring out how to shoot the 
accident scene took some 
working out.  

From the script:

9. EXT. CAR DRIVING – DAY - BANG!

Inside TOM’S  VW  as  it  is  struck  hard  by  another  
car.  It spectacularly  fl ips  and  rolls,  throwing  TOM  
around  violently amid  the  sound  of  tearing  metal  and  
smashing  glass,  landing upside  down  like  a  marooned  
turtle.

We drew the intersection on a large piece of butcher’s 
paper, and with some matchbox cars, recreated the series 
of events in miniature. From this we worked out camera 
angles and coverage , so that we could tell the story 
without actually killing the actor, Matthew Goode, in the 
process. We realized that we needed 3 VW cars to do it. 
One that had an engine and could be driven.  One VW 
body ( no engine) to actually get smashed and another VW 
body( no engine) to roll . Dave Roberts from IMAGE FX  
welded two metal rings around one of the VW bodies. This 
allowed us to roll the car safely with an actor inside. It also 
gave us a platform to rig 2 cameras to cover that action.

HERE’S HOW WE SHOT THIS SCENE:

Shots of Matthew driving through our traffi c.  2 cameras. 
One hand held inside car, one long lens with traffi c 
foreground.

Stunt driver drives the car weaving through our traffi c. 
Coordinated with 2 fi re engines also criss crossing . 2 
camera coverage. Several different positions.

Put Matthew in a stationary car. Lay rail and shoot the  pov 
of the 4 wheel drive, in reverse @ 12 frames per second. 
Camera travelling away from actor. 1 camera

“We drew the intersection on a large 

piece of butcher’s paper, and with 

some matchbox cars, recreated the 

series of events in miniature...” 
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Place a dummy in stationary car and a stunt driver drives a 
4 wheel drive into it @ around 60km /hr. 3 camera coverage. 
ARRI 3 inside dummy car to capture TOM’s pov. 2 cameras 
covering different external angles.

Put Matthew in harness inside rolling body. Fill car with 
meat, food and packaging.  2 
cameras rigged on roll bar.  1 
in front and 1 profi le. 6 blokes 
manually roll car over  several 
times, while trying to keep out 
of shot. Then do it again. Then 
do it again.  Then do it again. 
Crew takes bets on whether 
Matthew will throw up or not. 
He doesn’t. Boom swinger 
wins $100……!

Final crane shots of upturned 
car. SFX set meat, various 
food alight. 

Various shots of crash aftermath, lemons rolling , fi sh fl apping  
etc. shot 2 months later in a back lane in Fox Studios.

This scene took 2  Saturdays to fi lm. 

Day 1 started out fi ne, rained in the middle of the day, then 
remained cloudy. 

Day 2  started out overcast, sun in the middle of the day , 
rained  on and off  all afternoon to sunset. 

It was about 1/10 of a script page of a 114 page script.

This is how the fi lm was put together. With Jonathan’s ideas 
as a backbone , I and many others fl eshed it out to what it 

fi nally became. Then you let the fi lm out into the big wide 
world and see how it goes. With all the hopes that it will do 
well and refl ect well on it’s makers. A feeling something like 
that of a parent watching their child leave home to make their 
own way in the world.

It seems like only yesterday 
that I walked in off the street 
into a small production 
company in Brisbane in 1980.  
In these past 32 years ,I have 
been involved in many sorts of 
fi lmmaking : tv commercials, 
video clips, documentaries 
and feature fi lms. 

It seems to me that it doesn’t 
matter if you are shooting 
on a 5D,  3D , 16mm, Epic, 
Genesis, Alexa  or whatever, 
the important thing , the 

reason why we are there, the reason people come to watch 
the images in a dark room , is the thing happening in front 
of the camera. The role of the cinematographer is more than 
just an image capturer. Telling the story is what we are about. 
And not only that, for me it is telling the story with other 
people. I absolutely love the fi lm making process, and frankly 
, I don’t know what I would be doing without it.

 

“Put Matthew in harness inside 

rolling body. Fill car with meat ,food 

and packaging.  2 cameras rigged on 

roll bar.  1 in front and 1 profi le. 

6 blokes manually roll car over  

several times, while trying to keep 

out of shot. Then do it again. Then 

do it again.  Then do it again.”

“It doesn’t matter if you’re shooting on a Canon 5D, 3D, 16mm, Epic, Genesis, Alexa or whatever, the reason people come to watch is the thing 
happening in front of the camera.” GARRY PHILLIPS ACS
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Cameramen are well aware they get sent on a huge variety 
of jobs to cover a vast array of subjects and are often faced 
with the dilemma of what to wear on location. One well 
known South Australian DOP has solved that problem, by 
having some of his work shirts handmade. For every fi lm or 
documentary job, he tries to search out the most outrageous 
fabric depicting the subject and have a shirt made... by his 
long suffering partner Mylene.

 In 1985, Mylene Kavanagh made the fatal mistake of coming 
to Australia to visit relatives and was introduced to Malcolm 
Ludgate ACS, who immediately recognised her potential... as 
a maker of quality shirts. Seven years later, the now Mylene 
Ludgate, a fi eld sound recordist, was looking for something 
to fi ll the gaps, so Mal suggested she get on the ACS local 
committee... and knock up another special shirt for a shark 
shoot he was doing. And so a great tradition was born. Since 
that day, a new shirt has been created for most of the larger 
productions Mal has worked on, but unfortunately some 
fi lms have missed out due a lack of suitable crazy material. 
These shirts are really meant to be “Friday shirts”, but where 
possible and appropriate, Mal wears them on location. 

Mylene’s piece de resistance is a new shirt made from bits of 
Mal’s many ‘Friday’ shirts. Can’t imagine how bad that would be.

MALCOLM LUDGATE ACS 

Malcolm’s fi lm career began by shooting specialised 
underwater footage for the commercial diving industry, before 
working on SAFC features, including Blue Fin, Dawn and 
Gallipoli. In 1979 he joined the ABC where his reputation for 
fi lming in harsh environments soon had him shooting on the 
award winning wildlife series The Nature of Australia. Since 
going freelance in 1985, he has specialised in shooting blue 
chip documentaries for National Geographic, BBC TV, and 
Discovery Channel, and large format feature fi lms. His DOP 
credits include Home of the Blizzard, The Last Husky, Secret 
Life of Seahorses, Eye Of The Storm and the internationally 
acclaimed 70mm IMAX fi lms Antarctica and  Australia: Land 
Beyond Time. 

Mylene Ludgate, his partner, sound recordist and shirt maker, 
is an ACS legend and life member.

2 x 2 shirt Butterfl ies

Antarctica Dolphins

Australia Land 
Before Time

Farm Animals

Barrier Reef Friday Shirts

Betty Boop Great White 
Sharks 2

She Gives Me the 
Shirts

Malcolm Ludgate ACS, our bravest DOP
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Great White 
Sharks

Pigs Might Fly

Kiss My Lips Pirates

Lizard Kings
Secret Life of 
Seahorses

Mermaids
Shipwreck 
Detectives

Monster Bug 
Wars

Tarantulas
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DOP BRIAN BREHENY ACS
SYNOPSIS

A character-driven thriller set in a rural town.  A seedy bar owner hires a mysterious Croatian to commit murder, but a planned 
double-crossing backfi res when a young waitress is taken hostage.  A suspenseful, yet darkly humorous chain of events builds 
to a bloodcurdling climax. 

KEY CAST   

George Shevstov, Georgina Haig, Paul Holmes 

KEY CREW

Writer Director Paul China

Producers Ben China, Brian Breheny ACS

DOP Brian Breheny ACS

Production Designer John Anderson

Costume  Maria Tsoukas

Key Grip  Andy Glasser

Gaffer      Andrew Robertson

Sound      John Shiffelbien

SHOOTING CRAWL.

The genesis of Crawl was another fi lm project writer/director 
Paul China and I began communicating about in late 2009. 
It was set in an unknown rural area in WA. The fi lm was to 
be co-produced by Paul’s twin brother Ben (who had raised 
a substantial amount of fi nance) and a second party, who 
promised to raise the rest. The total budget was locked 
down at $6.4m.

We headed to Perth to begin pre-production and I put 
together a great team, the majority of whom lived in WA. 
As is all to often the case, the promised fi nance was not 
forthcoming and the project collapsed. We were all extremely 

George Shevstov (The Stranger) 
PHOTO Brian Breheny ACS



 CRAWL / 37

disappointed, as we had wasted a considerable amount of 
time and money, and had nothing to show for it. Another 
great script consigned to the trash can. Is this sounding all 
too familiar? 

Late 2010, Paul and Ben approached me again. Film makers 
just don’t lie down, do they? They could raise a much smaller 
budget, $500,000.00, for a new script and wanted to know 
if I thought we could make it for the money... but only to 
lock-off. We decided, given the lack of $’s, that we could not 
afford producers fees, so took a giant leap into the unknown 
and decided to produce it ourselves. 

I felt it could work... keep the cast and crew small, minimal 
locations, and shoot digital. I did get quotes to shoot on 
16mm, but sadly, too expensive. Paul’s new script, Crawl, 
was a suspense thriller, set mainly in one house and mostly 
night. It was a homage to Hitchcock, with a dash of the 
Coen brothers to spice things up.

We started to survey for locations around the Gold Coast 
and set up meetings with potential heads of 
department... Andy Robertson (gaffer), John Anderson 

(production designer), Andy Glasser (grip), Wade Savage (1st 
AD), Maria Tsoukas (costume), John Schiffelbien (sound), 
and editor John Scott. Thankfully they were up for it and all 
signed on. I had previously worked in Melbourne with Cam 
Crowley and his RED camera and he also jumped on board.

Finding the locations was a grind, until Nick Smith from the 
Gold Coast City Council went out of his way to help and 
he teamed up with locations manager Scott Stewart. With 
local knowledge, they unearthed a gem of a house... so 
versatile, we could use it for multiple locations/set-ups.

Casting progressed and George Shevstov (Love Serenade), 
Georgina Haig (Wasted on the Young) and Paul Holmes, 
signed on as main cast. Lauren Dillon, Andy Barclay and 
Lynda Stoner also joined the team and all remaining cast 
were sourced locally. During pre-production and rehearsal, 
Paul worked out his shot list, which we pretty much stuck to 
for the entire shoot. He has great craft skills and a signifi cant 
understanding of cinema and style. Ben and I fudged our 
way through producing duties, learning on the job, but most 
credit should go to our production manager Jade VanDer Lei, 
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who was the glue that kept the production on the rails. We 
settled on a 25 day shoot, over 5 weeks, with only 10 hrs 
overtime... total! Not a lot of room to move, but the money 
just wasn’t there to pay the crew any more. Wonder of all 
wonders, we wrapped on time and under budget. Yes, under 
budget. The (novice) 
producer in me was very 
chuffed indeed. But more 
importantly, the crew were 
paid their overtime. And why 
not, try asking your plumber 
to work after hours for free?!

Ninety percent of the script 
called for night shooting, 
which gave me so much 
control, and this certainly helped us get over the line under 
budget. We blacked out the location to eliminate night 
penalty rates, but I much prefer working during the day 
anyway. Ditto the entire crew.

I tooled up. Tov Belling, from Melbourne, was driving to the 

airport when I called looking for lenses. He was on his way 
to pick up his new 5/i Cooke lenses and agreed to help us 
out. The 5/i Cooke lens coating has different 
characteristics to the Primo’s, which I generally use, but they 
worked beautifully on the REDmx. Paul and I discussed 

lighting and camera style for 
the fi lm and felt we should 
play it straight, let the story 
and the editing do its work, 
but go for shadows and 
slivers of light. A noir’ish feel. I 
worked with Andy Robertson 
on a lighting package, and 
kept it as simple as I possibly 
could. Night exteriors to be lit 

by a scissor lift with 4k HMI balloon from Helen at 
Panavision and the night interiors were Kino and LED panels, 
made soft. After nearly a year of planning and a very short 
pre-production period, we were ready to go.

Then it rained!!!

Georgina Haig (Marilyn Burns), George Shevstov PHOTO Brian Breheny ACS 

Andy Barclay (Travis) George Shevstov PHOTO Brian Breheny ACS

“Ninety percent of the script called 

for night shooting, which gave me 

so much control, and this certainly 

helped us get over the line 

under budget.”
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First up was 3 nights on a narrow country road, near our 
house location. It was imperative to get this done and 
dusted, as then we would be based at the house in 
Coomera, with weather cover for virtually the rest of the 
shoot. Crew call was 1700, so I arrived at 1430 to check 
out the location. The plan was to use a paddock next to the 
road, with the scissor lift and balloon moving 
according to the shot and all the essential vehicles close 
by. Lots of camera angles. Good, in theory. I arrived to see 
our 40ft scissor lift bogged to the axle... and the generator 
truck... also bogged to the axle. Great start! I fi nally found a 
tractor, owned by the father-in-law of the groundsman at the 
Gainsborough Greens golf course, which happened to be 
next door. Thirty minutes later he arrived in a ute, with father-
in-law, but no tractor. “Flat battery”. We tried with different 
utes, but to no avail. Things were going from bad to worse. It 
was fi nally resolved... the guys slammed a quick charge into 
the tractor battery, returned and freed the stricken vehicles. 
You can still get things done in this country with a nice bottle 
of Scotch! There’s that producer in me talking again. Having 
lost so much time, my lighting plan went out the window, as I 
had to park all essential vehicles and scissor lift with 4k 
balloon, right on the set, which resulted in cheated 360 
angles and toppy front light.

The gospel according to low budget fi lm making is... just 
make it work! 

The scene was a car crash and we didn’t quite accomplish 
the scheduled shot list, so we had to shoot seven minutes 
plus of screen time the following night.

When we settled into the house interiors, it went like clock 
work. The small crew proved to be the right choice for the 
limited space and the technology simply hummed along. 
No reference to white noise intended. The daily regime was 
to send shuttle drives with RED fi les back to the offi ce/edit 
suite, where Bec Bromberg transcoded them to Pro-Res 
using RED rocket and syncing the rushes, so John could 
start cutting early the following morning. This process 
worked perfectly.

The shoot was very intense by the very nature of the story-
line, but it was such a pleasure to have a cast who under-
stood camera. George Shevstov seems to have an innate 
ability to know exactly what the camera is seeing. Spooky. 
After completion of shooting, John Scott had to move to 
another gig, so Bin Li came up to fi nish the cut. We only had 
budget for lock -off, so at completion we needed to look 
at alternatives. Our preferred option was working with Al 
Hansen at The Lab or at Deluxe, but they were way out of 
our league. So to maximise the chance of getting a return 
for our investors, ie: keeping a lid on our costs, I jumped 
into the deep end again and agreed to grade the fi lm myself. 
The DaVinci Resolve was my weapon of choice, but be 
warned, this is not for the faint-hearted! All was good, except 
for monitoring black levels, which Al Hansen, Jamie Hediger 
at Efi lm and Warren Eagles had warned me about. Penny 
Swinfi eld, from Eizo, was also a great help in this area. We 
made our own 2K DCP›s for cinema test screenings using an 
open source program and fi nished the DCP with encryption 
at Efi lm. Angus Robertson and Gordon McPhail are absolute 
gentleman and the incredible StageOne sound mix made 

Christopher Gordon’s score even more effective.

Now we’ve just got to sell it!

Crawl premiered at ScreamfestLA 2011and won Best 
Director, Best Actress and Best Cinematography.

It has since played at festivals in Brisbane, Gold Coast, 
Texas, Italy and the Glasgow Film Festival in Frightfest4, 
receiving great reviews. Next is a Sydney screening at Film 
Fantastic A Night of Horror in late March, followed by the 
Imagine festival in Europe. 

Crawl opens theatrically in the US in September this year.

For more info   crawlthemovie.net

Georgina Haig lines up the knife PHOTO Jenna Westerink
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THE GREAT GATSBY
DOP SIMON DUGGAN ACS

Our National President Ron Johanson approached me with 
the idea of an ongoing program to introduce young aspiring 
cinematographers into the practical world of fi lm production. 
With the constant change and the evolving technologies, 
it’s important the Society encourage cinematographers at 
all levels to keep abreast of this change and to familiarise 
themselves with the new technology.

We looked at fi nding a position for a young ACS member 
as an attachment on my upcoming Baz Lurhmann fi lm The 
Great Gatsby. In the end we decided the experience of a 
week or two for a few different trainees would be a great 
opportunity to introduce them with hands-on experience into 
the highly technical and creative world of 3D fi lm making.

Our camera package consisted of several 3ality Stereo 
Camera rigs mounted with 5k Red Epic Cameras and Zeiss 
Ultraprimes, all sourced and prepared with the help of the 
very enthusiastic team at Panavision Sydney.

Our 1st AC David Elmes and team introduced them to the 
Stereo rigs and new Red Epic Cameras and now with Stereo 
shooting we had double the amount of cameras, lenses and 
motors to prep for each of the Stereo Rigs on the show.

Stereographer Alonzo Horns took them through all aspects 
of 3D image manipulation in terms of Interaxial (Separation 
between the cameras) and Convergence (Placement of the 
subject in relationship to the screen) and how these settings 
creatively affected the Volume and Depth of every image we 
were shooting. 

Our 3D Engineer Jeff Amoral showed them some of the more 

ACS ATTACHMENT

Daniel Christie

Well, what a fantastic opportunity it was to spend some time 
on such a production as The Great Gatsby.  Unfortunately I 
was only able to spend a couple of days on stage at Fox with 
the production before they headed out to Mt. Wilson.  
Having not previously been involved in a production of such 
scale, it was interesting to see fi rst hand how such a large 
unit operates and how much time they spend perfecting 
each set up. 

It is diffi cult not to absorb a lot through observation when you 
are on set with such a talented crew and between 
running batteries and cable wrangling, I was able to pick their 
brains.  While on set I fi nally got my head around shooting 
3D and the setting of the Inter Ocular distance and Inter Axial 
angle.  My hat goes off to the focus pullers, who were all 
working from monitor trolleys with Prestons and 
Cinetapes.  What a different paradigm to being on axis with 
the lens beside you, especially when the cameras are 
constantly moving.  

I would have loved to have spent more time on Gatsby but 
a particularly busy November meant that I couldn›t return to 
spend time with second unit.

I must thank Simon Duggan ACS for making this opportunity 
available, as well as his crew for being so accommodating 
and sharing their knowledge and skill. I would also like to 
thank David Wakeley ACS for putting my name forward for 
the attachment. 

technical aspects of fi rstly fi nding matching pairs of lenses, 
aligning them and then the process of continuous tracking of 
the stereo cameras (left and right eye) using the 3ality Stereo 
imaging Processors (SIP’s)

There was a lot for the trainees to take in, not only the equip-
ment and controls but the whole highly technical and creative 
3D shooting process. We were pleasantly surprised at how 
quickly they picked up the basics and I’m sure it comes 
down to being a part of a real shooting environment and 
being able to observe the technical and creative decisions 
being made as we were shooting.

It was great to have a team of very bright and enthusiastic 
trainees and after their short experience with the Gatsby 3D 
Camera Department they had each learnt a great deal about 
working with stereo photography within the context of a large 
budget drama and I feel are now in a position to take on 
further roles as assistants in other productions. It is essential 
that we continue to offer this opportunity of experience 
to many more up and coming ACS members in a rapidly 
changing and exciting fi lm industry.

ATTACHED TO THE GREAT GATSBY

Carey Mulligan photographed auditioning for the role of 
Daisy Buchanan. New York City, November 2, 2010.
PHOTO Baz Luhrmann. Copyright: Bazmark
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ACS ATTACHMENT - Kirsty Stark

I was lucky enough to undertake the third ACS camera 
attachment on the set of The Great Gatsby, from the 12th 
to 17th of December, 2011.  My previous experience as a 
camera assistant has been on reasonably small Australian 
feature fi lms shot on location in South Australia, so it was 
amazing to experience a shoot that not only had a budget 
many times the size of anything I’d worked on before, but 
one that took place on huge studio sets, and was shot in 3D.

My week was spent at Fox Studios, on the sets of the 
swimming pool and terrace of Gatsby’s mansion, and the 
inside of Buchanan’s mansion, where we shot several 
different scenes.  Some were fairly small, involving only a few 
key cast, while another had 250 extras at a party scene, all 
dressed in amazing 1920s costumes, with wigs and makeup 
to match.

Most of my fi rst day was spent wrapping my head around 
the roles of everyone in the camera department.  DOP 
Simon Duggan ACS was at the helm of a team of 14 
(from memory), including a stereographer, 3D engineers, a 
digital imaging technician and a data wrangler, along with 
operators, focus pullers and loaders.

Having never worked with 3D before, it was amazing to have 
such experienced people to learn from, and to start to gain 
an understanding of how everything fi tted together and all of 
the processes involved in making it work.  

Throughout the week, I was able to have in-depth 
discussions with each member of the camera crew about 
their roles, and they were very open in answering my 
questions.  I also gained a lot simply by observing everyone 
work, and by seeing the outcomes of the previous day’s 
work at lunchtime rushes, with everyone wearing their 3D 
glasses.

Comparing Gatsby to previous fi lms I’ve worked on, it was 
easy to take notice of the differences between large and 
small sets, 3D and 2D, or digital and fi lm, but I also found 
it interesting to observe the similarities.  At the end of the 
day, everyone in the fi lm industry is trying to do the same 
thing – to tell a story in the best way that they know how, 
with the resources that they have available.  It was great to 
experience fi lmmaking on a completely different level, but still 
feel connected to it.

Another highlight of the week was meeting Mary Ellen 
Mark, who was on set as a stills photographer, with one of 
the world’s fi ve remaining 20x24 Polaroid cameras.  The 
cameras are so rare that one of her assistants had to 
hand-make the paper and chemical pods himself.  Mary 
Ellen invited me to sit in on a couple of her sessions, and the 
images, straight out of the camera, were stunning.  They will 
be used for promotion of the fi lm, along with work by other 
photographers.

It’s diffi cult to list the tangible outcomes of such a unique 
week so soon after the process, but I know that I’ll look 
back in years to come and be able to point directly to this 
experience as one that has helped to shape my future career.  
Thanks to all of the Gatsby crew who were part of it, and to 
Ron Johanson and the ACS for making it possible.

ACS ATTACHMENT - Ed Goldner

With the support of the Australian Cinematographers Society 
and Simon Duggan ACS, I was able to travel to Sydney in 
December last year, to spend a week on set of The Great 
Gatsby doing a camera attachment. For me, the experience 
was invaluable, as I had never witnessed such a large-scale-
production. Along with this, I was very much conscious that 
I was watching history being written with groundbreaking 3D 
technology and processes being utilised to shoot the fi lm.

Upon my arrival at Fox Studios for the fi rst day of my 
weeklong attachment, I was introduced to main unit camera 
department along with the 3D and data team. In the midst 
of this, I was struck by how little I actually knew about some 
of these roles, particularly those of Alonso Homs (Stereogra-
pher) and Jeff Amaral (3D Supervisor).

Developing an insight into their input and responsibilities 
on the production became one of my main focuses during 
my time on the shoot. Jeff was extremely generous with his 
knowledge and did his best to simplify the principles of con-
vergence and inter-ocular distance into something that my 
brain could make sense of. I was also quite sceptical about 
3D coming onto the shoot so it was great to hear a very pas-
sionate voice in its support to help give me a more balanced 
understanding.

Not long into the fi rst morning, I met Simon. I had anticipated 
having quite a limited amount of time with him given the huge 
workload that he was dealing with on the shoot. Despite this, 
Simon went to a great deal of effort to talk to me throughout 
the week. I was fortunate enough to be able to regularly sit 
in with Simon and Alonso, where I did my best to gain an 
understanding of the relationship between Cinematographer 
and Stereographer.

I was also particularly interested to see how Simon and 
Shaun Conway (Gaffer) worked together to light the fi lm. Mul-
tiple cameras, constant movement and the 3D component 
of the shoot all seemed to affect where lamps were placed 
throughout the set. Flare in particular had to be constantly 
avoided in order to keep both camera eyes consistent with 
one another.

As the last attachment, I was also there to watch the crew 
break down kit for the end of 2011. This in itself gave me a 
small insight into just how much groundwork and organiza-
tion is needed to keep a shoot like The Great Gatsby running.

All up, I had a great week doing the attachment and feel ex-
tremely fortunate to have met an amazing group of people. I 
would like to thank the Australian Cinematographer’s Society, 
Simon Duggan ACS and the camera, 3D and data team for 
their making it possible for us to be a part of the shoot.
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At the 84th Academy of Motion Picture Arts and Science 
SCI-TECH Awards, the Academy presented the Fujifi lm 
Corporation with the 2011 Scientifi c and Engineering Award 
for development of the black and white recording fi lm 
ETERNA-RDS, for digital separation of motion picture fi lms.

ETERNA-RDS, fi rst introduced to the fi lm industry in April 
2010, is a fi lm designed specifi cally for archival preservation, 
that conducts 3-color separation of color images and stores 
them as stable black and white images (silver images), with 
the purpose of preserving motion picture information for the 
long term and passing on motion picture contents as cultural 
heritage to generations to come. 

Many fi lms of the past have deteriorated beyond recovery 
and lost forever. In particular, sadly, fi lms of the silent era, the 
great majority of which have been lost forever – and there are 
numerous reasons.

Originally fi lms were shot on highly infl ammable cellulose 
nitrate fi lm, which required careful storage to slow the 
process of decomposition over time. Most fi lms made on 
nitrate stock were not well preserved; over the years, their 
negatives and prints simply crumbled into dust. Many of 
them were recycled for their silver content, or destroyed in 

studio or vault fi res. But the largest cause was intentional 
destruction; most of the early fi lms did not survive because 
of wholesale junking by the studios. (As a matter of interest, 
in 1927 during the Australian production of the silent fi lm For 
the Term of His Natural Life the producers had acquired the 
rotting hulk of a disused sailing ship for a scene of the ship 
having been set on fi re by convict mutineers, the director 
Norman Dawn wanted the blaze to be very spectacular, so 
many thousands of feet of highly infl ammable nitrate 35mm 
newsreel footage was obtained from the Australasian Films 
vault. The scene was spectacular, but up with it went much 
historical footage of events that had occurred in the 1920s.) 
A terrible shame!

Often there was no thought of ever saving these fi lms. The 
studios simply needed vault space and the materials were 
expensive to house. It was thought that silent fi lms had 
little or no commercial value after the silent era ended in 
1930, so many were not kept. Very few producers looked 
into the future; fortunately things have changed and today 
the preservation of rare silent fi lms has been a high priority 
amongst fi lm historians.

The problem of fi lm decay is not limited to fi lms made on 
cellulose nitrate. Film industry researchers and specialists 

FUJIFILM RECEIVES THE SCIENTIFIC AND ENGINEERING AWARD 
FROM THE ACADEMY OF MOTION PICTURE ARTS AND SCIENCE

Scene from the siilent fi lm For the Term of His Natural Life
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have found that color fi lms - 
especially ones made in less 
expensive, less permanent 
processes than Technicolor - are 
also decaying at a rapid pace. 
A number of well-known fi lms 
have now decomposed beyond 
salvation. Cellulose acetate 
fi lm, the initial replacement 
for nitrate, has been found to 
suffer from vinegar syndrome. 
Indeed the preservation of color 
fi lms has been found to involve 
a compromise, because low 
temperatures, which inhibit 
color fading, actually increase 
the effects of vinegar syndrome, 
while higher (normal room) 
temperatures cause color fading.

Digital storage on tape, disc, 
solid state etc. is apparently 
questionable due to constant 
technological changes taking 
place, so the development 
of ETERNA-RDS is therefore 
a major step forward in the 
preservation of our work for 
future generations to come. This 
is welcome news and Fujifi lm 
certainly deserves to be lauded 
for the signifi cant step it has 
taken to protect the heritage of 
the motion picture industry, not 
only for producers, directors 
and writers etc, but also the 
wonderful images created by our 
talented cinematographers.

The Australian 
Cinematographers Society and 
its members congratulate the 
Fujifi lm Corporation on being 
presented with this prestigious 
award. 

Compiled by Ron Windon ACS
ACS Historian

“...the producers had acquired the 

rotting hulk of a disused sailing ship for 

a scene of the ship having been set on 

fi re by convict mutineers, the director 

Norman Dawn wanted the blaze to be 

very spectacular, so many thousands 

of feet of highly infl ammable nitrate 

35mm newsreel footage was obtained 

from the Australasian Films vault. The 

scene was spectacular, but up with it 

went much historical footage of events 

that had occurred in the 1920s. 

A terrible shame!”

Celluloid history goes up in smoke



SHORT FILMS
CINEMATOGRAPHERS STATE ROUND-UP

The inspiration for a state by state round-up of short films came from a press release I read recently announcing that Julian, a 
short film written and directed by Matthew Moore and shot by Stuart O’Rourke, had won the prestigious Crystal Bear Award for 
Best Short Film in Generation Kplus at the 2012 Berlin International Film Festival. This was the third year in a row that an 
Australian film has been awarded the Crystal Bear in the Best Short Film category at the Berlinale. 
It seems our future is in good hands.

So each edition of AC Magazine, we will bring you a round-up of short films that have been shot, or are being shot, by the 
next wave of Australian cinematographers. The Queensland branch of the ACS has drawn our attention to Richard Bell, who’s 
cinematography on Rarer Monsters is very sexy and powerful indeed. Have a Google at it. And if you’ve just shot or are shooting 
a short film that you think deserves a bit of publicity, AC Magazine wants to be the first to know about it, so send the details to 
your local ACS branch. AC Magazine is very focused on promoting the work of our best, emerging cinematographers, but only 
high res images please... we will not print on-set happy snaps. Also, very important, you must send the DOP’s current CV and 
captions and photographers credits (where necessary) for all unit images.

Richard moved to Australia from South Africa in 2005 to pursue a career as a cinematographer. Since graduating from Griffi th 
University in 2008 he has worked on TVCs, films and music videos all around Australia including music videos for Birds of Tokyo 
and Kate Miller-Heidke. His work has been recognised with a range of awards including two Gold Australian Cinematographers 
Society Awards, a Gold Award from AFTRS, and two QLD New Filmmakers Awards. He also has a Bachelor of Commerce from 
the University of South Africa. 

Facebook page - http://www.facebook.com/pages/Rarer-Monsters/199305973441633

RARER MONSTERS  DOP Richard Bell (QLD)

44 / SHORT FILMS



WASTELANDER PANDA     DOP Vivyan Madigan (SA)

The live-action tale of the last remaining panda in a post apocalyptic wasteland. The Wastelander Panda prologue was created 
to introduce audience to Arcayus the panda, the main character in an upcoming series being developed by independent SA 
production company Epic Films. Within five days of going online, the film had over 100,000 views, from people in 140 countries.

The film was shot on RED MX and Alexa by emerging cinematographer Vivyan Madigan (winner of the Cliff Ellis Memorial Award 
at the 2010 SA/WA ACS Awards). “Running around the Flinders Ranges with a RED on your shoulder can be hot work, 
especially when the person you’re chasing is a machete-wielding panda. However I count myself lucky that in the 35 degree 
heat I only had a camera... and not a whole panda suit, with an animatronic head. We had a very small crew, with only myself 
and focus puller Maxx Corkindale in the camera department for the Flinders Ranges shoot, so I was lucky to have such a gifted 
assistant who didn’t mind chasing pandas either.”

The Wastelander Panda prologue can be viewed on Vimeo, or on the Epic Films Facebook page at 

http://www.facebook.com/epicfilmsAUS
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WASTE NOT
DOP Bonnie Elliott (NSW)

Waste Not is an inspirational 26min documentary film about who 
keeps our cities clean and how an army of workers, scientists, 
gardeners and even young chefs are working to transform the 
city’s mountains of waste into something valuable again.

Waste Not won Best Cinematography, Byron Bay Film Festival 
2012; It was screened as part of WOW (World of Women) Film 
Festival 2012, and was introduced by the honourable Prue 
Goward, Minister for Women as well as awarded Best 
Cinematography to DOP Bonnie Elliot.

High production values, and feature film creatives were 
employed, with the talented composer Peter Fenton providing 
the original soundscore. Bonnie Elliott shot the film, which was 
edited by Aden Young (with additional editing by Lindi Harrison).

Watch the Trailer at  http://www.youtube.com/watch?v=x7SPmtYJIdw

SUBURBAN SAMURAI
DOP Miles Rowland (SA)

Honour. Vengeance. Politeness.

When asked, “If you were a Samurai who would you kill?” 1 out 
of 2 people answered, “Parking Inspectors.” Local production 
company Projector Films took up the cause and created 
Suburban Samurai for this year’s Tropfest Film Festival, getting to 
the audience voting stage but not quite squeezing into the final 
16 films. The film is an action comedy about honour, injustice 
and bloody vengeance. One man standing up against The Man 
and saying, “Screw you guys. You can expiate our cars, but you 
can never expiate our freedom!!!”

Local People. Local Support. Local Service
Our experienced staff are dedicated lighting people and are always 
here to help you determine the best equipment for your application. 
We can get you the gear you need fast, with a warehouse in Sydney 
and 14 offices globally Barbizon has you covered. 

Barbizon has partnered with major lighting and grip manufacturers to 
stock & distribute the latest in production lighting and consumables 
for videographers, film and television professionals whether in a 
studio or on location around Australia. 

We have re-sellers in most major cities in Australia please call us to 
find out more.
Contact us via email:  sydney@barbizon.com
       Tel:  (02) 9550 4299
                Address:  1/8 Lillian Fowler Place 
                 Marrickville 2204

LIGHTING FOR VIDEO & FILM

Barbizon Australia Pty Ltd
www.barbizon.com.au   

Proud Distributors of:

utsight

DINNER WITH HUGO
DOP Roger Dowling ACS (SA)

Love gets complicated when someone else is involved.

Hugo and Katrina were once childhood buddies, holding hands, 
playing catch and baking star shaped cookies for recess. Now 
they’re in their early 20s and making meaningful connections 
isn’t nearly so clear- cut. Katrina is stuck in her parents’ house 
and poor Hugo has a zero percent strike rate with the ladies. 
Both have turned to the scary online meat market to hook a 
date. They never expected to hook each other.

SHOWING THE ROPES
DOP Simon Gray (TAS)

Showing The Ropes is a short period comedy about two 
competing hangmen.

Gregory (John Xintavelonis) is old-school, he may not be the 
world’s most effective hangmen, but he does care about the 
people at the end of his rope. Pensive Nemes (Guy Hooper) 
takes a purely scientific approach to dispatching the 
condemned, people don’t enter into his equations. The film was 
produced by Rogan Brown, directed by David Pyefinch and 
written and shot by yours truly. Joe Shemesh from Stormfront 
Films supplied and operated the RED One for the shoot and 
Tom Waugh was Focus Puller.



Will Andrew Lesnie ACS ASC, 
Dion Beebe ACS ASC & John 
Seale ACS ASC make the grade?

Great or even pretty good Cinematographers are a lot more 
than a great eye. They’re the complete package. The art they 
throw their heart and soul into is not complete until the nal 
colour grade. To not include the Cinematographer is like not 
allowing the Director to work with the Editor. It’s an insult 
and it hurts. So please, when you go into a creative partnership 
with a cinematographer, make sure you let them complete their 
work– make sure they’re at the grade. Probably end up making 
you look pretty good too.

Respect the art.
   THE LOOK. THE SHOOT. THE GRADE.

AN ACS INITIATIVE
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At the end of last year I was very fortunate to be invited as a 
guest speaker at the IMAGO Cinematography Masterclass 
on Inspiration, held at the National Film School of Denmark in 
Copenhagen. My hosts were incredibly hospitable, and we all 
enjoyed some great Danish restaurants. They also organised a 
ferry to take us home each night and it was such a beautiful trip, 
through the mist, to our hotel.

The ACS is an associate member of IMAGO, the European 
Federation of Cinematographers, and our President, Ron 
Johanson ACS, was a member of the Masterclass committee. 
Apart from myself, the other cinematographers who spoke were 
Haskell Wexler ASC, Oliver Stapleton BSC,  Wolfgang Thaler 
AAC, and Lajos Koltai ASC, 
HSC. 

There were 150 participants 
in the audience, consisting 
of fi lm school graduates and 
working cinematographers, 
from countries such as 
Denmark, Austria, Sweden, and 
Germany. We all spoke for half 
a day, except for Haskell, who, 
because of his extensive fi lm 
history, had a day for his class. 
He is now 90 years of age and 
the list of fi lms he has worked 
on fi lled two and a half pages. 
His moderator mentioned that 
the fi lm industry has existed for roughly 100 years and Haskell 
has been involved for over 70 of those years.

I attended all the guest speakers presentations and found it 
particularly interesting to hear who and what inspired them, and 
how it refl ected in their work. Haskell talked about how one of 
his main infl uences was his politics and how he decided to take 
projects because of the message they sent to the audience... 
and his decisions relating to how he shot each fi lm eg: Who’s 
Afraid of Virginia Wolf. It was fi lmed in black and white and 
although fi lmed on stage, more like a theatrical set, he shot it 
in a documentary style with not a lot of coverage or changes in 
lighting set ups. Many of the fi lms he discussed he had directed 
himself, and included mainly documentaries with a political 
message. 

Lajos Koltai ASC HSC, told of working in Eastern Europe, and 
how, during the 70’s and 80’s, he was part of creating a certain 

cinematic style. Shot mostly on location, he explained each of 
his fi lms and how he lit for dramatic effect. His key message was 
how lighting and the camera can create emotion and drama.

Oliver Stapleton BSC, showed many clips from his fi lms and 
explained his techniques. He also went through the technical 
set ups of the different lighting styles and dealing with different 
directors and their ideas.

I found Wolfgang Thaler AAC, a very interesting 
cinematographer. He shoots mainly documentaries and showed 
various clips. He then went on to explain how he approached 
the physical restrictions of fi lming real situations and people, but 
mainly how he feels that documentary photography does not 

have to be executed without 
style and beauty. From his use 
of steadicam in the mountains 
of Thailand, to lighting a coal 
mine with many torches to 
create ‘natural’ pools of light, 
in order to maintain realism 
and the dark atmosphere... 
but still allowing him enough 
light to shoot. This was for a 
documentary called Working 
Mans Death, which is an 
amazing fi lm he shot for director 
Michael Glawogger. He always 
shoots on fi lm rather than HD.

In my session I talked about references, and how I use them in 
my work. How sometimes directors will explain exactly how they 
see the images of their fi lm, or show me a relevant reference, 
and other times this happens during pre-production, through 
being open to fi nding the ‘look’ of the fi lm together. How I source 
and offer up references from other fi lms, photography, paintings, 
various forms of art or stills that come from scouting locations 
for the movie... different angles and times of day. I showed clips 
from my fi lms and then the photo or painting etc that directly 
infl uenced me. I then explained the way the scene from the fi lm 
was shot.

It was a great experience for me... seeing how other 
cinematographers, from different cultures and periods in the 
history of our industry, approach their art.

Mandy Walker ACS ASC

“Haskell Wexler ASC...

is now 90 years of age and the 

list of films he has worked on filled 

two and a half pages. His 

moderator mentioned that the film 

industry has existed for roughly 100 

years and Haskell has been involved 

for over 70 of those years.”

 Oliver Stapleton BSC Haskell Wexler ASC Lajos Koltai ASC HSC Mandy Walker ACS ASC Wolfgang Thaler AAC
  still fi lming

IMAGO CINEMATOGRAPHY MASTERCLASS ON INSPIRATION



Cine Gear Expo 2012
The Studios at Paramount, Hollywood, CA

May 31-June 3, 2012 Expo & Conference
Premiere & Master Class Seminars, Film Competition

www.cinegearexpo.com

phone: 310.472.0809
fax: 310.471.8973

email: info@cinegearexpo.com

Where Industry 
Professionals Meet
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Film Screenings & Competition
New Products
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FILM REVIEW 
BY JONATHAN DAWSON

SPOTLIGHT ON TINTIN 

(Steven Spielberg, 2011)

Who better to bring the wondrous creations of Hergé’s many 
adventures of Tintin to life than Steven Spielberg, the ultimate 
kid in the front row of the Saturday movies? Throw in movie 
visionary and fanboy Peter Jackson as a co-producer and 
you have enough enthusiasm and nerve to relaunch the 
Titanic.

Spielberg, with his wild acrobatic cameras and scenes 
plotted like roller coasters gone berserk, brings energy to 
Tintin that is only outmatched by Hergé himself. It’s worth 
remembering the original style of the Tintin comics is, in a 
sense, inimitable: the series has long been admired for its 
clean, expressive drawings in Hergé’s exquisite ligne claire 
style. Perfect, really.

Spielberg (and the CGI and post production crew of, well, 
thousands) have, however, opted for motion capture (as in 
Robert Zemeckis’ dismal early trial fl ight of the technique, 
The Polar Express). The lighting and attention to detail that 
makes The Adventures of Tintin one for the ages is faithfully 
caught. Up to a point.

The plot is the usual mélange of stories you’d expect, 
centering on The Secret of the Unicorn, Red Rackham’s 
Treasure and bits of The Crab with the Golden Claws for the 
cute-meet between Tintin and Haddock. Once you get used 
to the (rather weird) humanoid fi gures, you are immersed in 
glorious scenes on the high seas, docksides, cityscapes, 
marvellous machines and the movie itself becomes a theme 
park ride. Jamie Bell is just right as the voice of Tintin and 
Andy Serkis captures the blowhard Haddock with his usual 
vocal skill. Daniel Craig makes up the card pack as the 
villainous Sahkarine.

But it is in the look of the fi lm that the true wonder – and 
some of the real diffi culty – resides. 

Certainly Hergé’s original two–dimensional world is still 
the more marvellous creation (for it leaves space for your 
own imaginings to soar) and the three-dimensional, literal 
minded, Spielbergian world still has the problem that 
engineered motion capture anthropoids have, let’s face it: 
dead eyes. The fi lm is at times a little bit spooky, lacking the 
cinematographer’s touch. What would Roger Deakins make 
of all this? Or the actual, credited, cinematographer, Janusz 
Kaminski. Or any DOP with imagination? Would they have 
any more say in this rather Orwellian universe of matinee 
movies made of pixels, and characters with rubbery skin? 
The technique remains somewhat heartless.

On the bright side, it’s in the settings, particularly in Paris 
(exquisitely rendered down to the last cobblestone and the 
parades of Citroen traction-avants and doughty Peugeots!) 
that the fairy dust works best. 

The story is all thud and blunder (with the two coppers – 
neatly voiced by Mark Frost and Simon Pegg – particularly 
annoying as the ‘Shakespearian’ clowns) but the fl oating 
world created for the cinema is seamless, lit by the warm 
golden light of nostalgia and full of treasures that only 
examining the movie with a microscope could fully reveal!

The Adventures of Tintin, then, takes us back to a simpler 
and more innocent world, where villains are clearly identifi ed 
by voice and by costumes and even fl awed heroes always 
win out in the end. And bursting to the seams with the 
chunkiest – a mashup of 1920s to 1950s gizmos and most 
handsome engines, boats, planes and railways that a boy 
(and a feisty girl) might dream of. 

Ah, what more could the vanished, sweet child in us all 
want? Unless they might fi nd all that CGI work at times a little 
bit nightmarish?

A Note:

Janusz Kaminski has shot fi lms as disparate and marvellous 
as Schindler’s List (1993), The Lost World: Jurassic Park 
(1997) and Saving Private Ryan (1998). All of them featured 
real people shot by a real DOP.

Jonathan Dawson was Associate Professor and Foundation 
Head of the School of Film, Media and Cultural Studies at 
Griffi th University as well as ABC Radio fi lm critic for forty 
years and rolling.

He’s been a writer-director for TV series, features, 
documentaries and hundreds of commercials as well as 
publishing countless essays and three books on fi lm. His 
proudest possession is his honorary ACS membership!
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ONE WORLD FUTBOL PROJECT
Cinematographers are blessed with an extraordinary ability to 
see. Or a better way to put that would be that 
cinematographers are blessed with an extraordinary ability to 
S E E !!!

To  S E E   light, like no mere mortal.

To  S E E   colour, texture, shapes and perspective, like no 
mere mortal.

To  S E E   emotion, like no mere mortal.

For many years now I’ve used my ability to  S E E   to 
advance the human cause. And the cause of koalas, people 
with dodgy hearts, skin cancer, you name the cause... so 
when I met Tim Jahnigen and his wonderful partner Lisa, 
at a soiree held in a funky little atelier in Paris last year, his 
was a cause waiting for me to contribute to. Tim has seen 
his fair share of suffering, especially little children in war torn 
countries, so he decided to try to make their miserable lives 
better. Everywhere he travelled he saw defl ated, discarded, 
useless soccer balls, rotting in the sun. Now he had a 
problem, he set about solving it.

Tim had a blinding fl ash of the obvious... a soccer ball that 
does not, WILL NOT defl ate. Stab it with a Bowie knife, run 
over it with an army jeep, kick the crap out of it, and it will 
just pop right back up. Suck on that war lords!!! He called 
it Futbol, the world’s most durable ball. With the help of the 
ever willing and benevolent $ting, he made a prototype and 

set up One World Futbol Project... then went global. The 
rest, as they say is... on his web site, www.oneworldfutbol.
com, or just have a Google at him.

Now... what has all this got to do with the honourable 
members of the ACS? Simple... I have asked Tim to send 
me some balls, God knows I need them, hoping that some 
of our more kindly members might slip one into their kit when 
next they travel around our great, free country... or anywhere 
overseas, and shoot a few shots of kids playing with it. Even 
better if the kids happen to be in a poverty stricken 
environment, as they are the eventual recipients of the balls. 
And doubly-even-better if the person kicking the ball with the 
kids around the dusty paddock is a sizzling star of the big 
screen, like Angelina, or Brad, or Russell, or Nicole, or Kate, 
or Tin Tin... you get my drift. The objective is to give Tim the 
footage, so he can make global TV commercials to raise 
awareness... and sales. FOR EVERY BALL HE SELLS, HE 
DONATES ONE TO KIDS IN THE THIRD WORLD. Check out 
the web site for the number he has given away to date. The 
man’s a saint.

If you’re up for it, just contact your AC Magazine, and we will 
arrange for a ball to be squeezed into your camera case. If 
you take one and shoot nothing, I shall not be coming after 
you. Karma will look after that.

Editor.

Sting with ONE WORLD FUTBOL PROJECT creator Tim Jahnigen. 
You can play your part.
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and I am now working on expanding my knowledge in 
this fi eld. I wish I was in Hollywood to attend to GCI !

Thank you again Vilmos and Yuri for this great initiative.

Guillaume Cottin
Cinematographer / Gaffer

MORE CML LINKS

http://www.cinematography.
net/3D_Macro_Rig.htm

http://www.cinematography.net/
Hi_Speed_3D_Additional.htm

http://www.cinematography.net/
Large_Sensor_Cameras_For_
Docos.htm

http://www.cinematography.net/
African_Actors_Dark_Skin_Colour.
htm 

http://www.cinematography.net/
Simulating_Gun_Muzzle_Flashes_
On_A_Budget.htm

http://www.cinematography.net/
Tow_Rig_For_Motorbike.htm

Recently, I chanced upon what, at fi rst, appeared to be a benign post on the CML web site. By the time I fi nished reading it, 
I knew that it would cause not only intense debate, but serious heartburn for thinking cinematographers around the world. I 
decided that it was a conversation we had to have, if cinematography was to continue to have a long term future. To ignore it 
would, in my view, simply subject our craft to insidious, incremental loss... which, over time, would see the end of 
cinematography as we know it. 

Editor.

Rosco Australia - 42 Sawyer Lane, Artarmon NSW 2064
Phone: 02 9906-6262 email: roscoaus@rosco.com.au web: www.rosco.com

LitePad Axiom is a revolutionary LED light from Rosco speci cally 
designed for lmmakers, videographers and still photographers.
Its steel and aluminium housing is designed not only to protect the light 
source, but to make a variety of mounting solutions quick and easy.  
The housing includes a gel slot for adding Cinegel colour or spot 
lenses.  A wide range of kits & mounting options are now available.

CML

Hello everybody,

I think this is a very bright, refreshing, future-proof initiative. 
As a young DP, I just graduated from fi lm school, and yet 
don’t feel ready for all the future changes in the profession.

When I saw the movie Tintin a week ago or so, it was the fi rst 
time that I saw such potential in a new technology. The level 
of detail and creativity and control that this technology allows 
is just huge: directors can still be on set and “shoot” the fi lm, 
direct real actors who are no longer bound to their physical 
appearance or their age. Scenes are shot at once, which 
is easier for actors, and coverage is done in post. Camera 
moves are easy and costless, lighting is freed of the real 
world physical limitations (computing limitations of course still 
exist!). Production design and set design is only limited by 
imagination, no more need for location scouting. As a result, 
action scenes become both more impressive and cheaper, 
etc, etc...

When this process of digital fi lmmaking is streamlined, I 
strongly believe that the whole profession is going to move 
towards digital acting and lighting, sooner or later. What’s 
more frightening is that the work of a Cinematographer as 
we know it would end. Currently, lighting on digital fi lms is 
performed by lighting technicians under the supervision of a 
chief, DPs being (sometimes) asked to be only consultants. 
Although CG Lighting technicians do an amazing job, I 
believe digital fi lms would benefi t from “real-world” DOPs 
who would be the keepers and would envision (along with 
the director) the fi lm’s global look, framing, camera moves, 
composition, lighting (+texturing !)... which are currently 
spread in different departments on a 3D CG production. 
Guilds and cinematographers should fi ght for this, otherwise 
it may not happen and then, the bright days of 
cinematography may be at peril in the long term.

No later than yesterday I bought a book on digital lighting 
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NEW GEAR

CINEBAGS INTRODUCES 
CB33 SKINNY JIMMY

Los Angeles based bag manufacturer 
CineBags is proud to introduce its 
brand new CB33 Skinny Jimmy 
Camera Bag. Designed to protect 
popular medium sized cameras such 
as the Sony HVR-A1U, Canon XA10, 
JVC GY-HM100U, RED Scarlet, or 
modular DSLR rigs, the bag features a 
heavy duty padded main compartment 
that can be customized with multiple 
removable dividers. Two small side 
pouches, one large front pouch, as well 
as see through mesh pockets keep your 
accessories such as cables, batteries, 
fi lter, media, and charger organized.

The CB33 Skinny Jimmy features 
oversized zippers allowing for an easy 
access to all compartments while the 
waterproof fabric keeps you gear well 
protected. A 3D padded side molding 
is adding to the carry comfort when 
the bag is carried over your shoulder. 
A Heavy-duty shoulder strap with 
adjustable shoulder pad and CineBags 
popular heavy-duty silver brushed metal 
hardware are standard features of the 
CB33. 

Other features:  

Waterproof fabric

Multiple removable padded dividers

3D padded side molding

Adjustable padded shoulder strap

Two small pouches for accessories

See through mesh pouches for 
accessories

CineBags key chain

CineBags was established by cinema-
tographers and camera operators to 
accommodate the tools and cameras 

we use every day. Our CB-01 Produc-
tion Bag was given the  Broadcast 
Engineering Award at the 2003 NAB. 
We constantly thrive to create the best, 
most versatile, while affordable gear 
bags in the market. All our bags are 
designed by working camera men.

CineBags products are distributed 
through a worldwide network of dealers.

www.cinebags.com

ODD BRODSKY’S FIRST 
LINE OF DEFENSE IS 
LITEPANELS
For their indie feature Odd Brodsky, 
cinematographer Matthew Irving and 
director/producer Cindy Baer chose to 
use LED lighting from Litepanels.

Irving has been the cinematographer 
on two-dozen feature fi lms, including 
Fox Searchlight’s hit romantic comedy 
Waitress and Lionsgate’s teen comedy 
Waiting, but when he and Baer 
conceived the story for the ultra 
low-budget Odd Brodsky, they were 
concerned about the limited resources. 
“Despite some major sacrifi ces in the 
lighting department, I made sure my 
favorite Litepanels fi xtures would be 
on hand,” says Irving, who has been 
an avid user of these LED lights since 
2007. “We had to have a MiniPlus kit 
(Daylight Flood) and a 1x1 Bi-Color 
Flood fi xture. As it turns out, they literally 
saved the day!”

Odd Brodsky is a quirky comedy about 
a lovable loser named Audrey 
Brodsky who quits her steady day job 
to pursue a lifelong dream of becoming 
an actress. There is just one problem: 
she’s not good at it. What she lacks in 
talent, she makes up for in heart. Baer 
and Irving created a fi lm-style akin to 
Wes Anderson’s Rushmore or the Coen 
brothers’ Raising Arizona to capture the 

unusual moments of Audrey’s life.

“One day I found myself in an offi ce 
location where we had two lead actors 
and multiple featured performers for a 
party scene, without our grip/electric 
truck or our usual lighting package,” 
Irving recalls. “Luckily, I had my Lite-
panels! Armed only with the 1x1 
Bi-Color fi xture and the two MiniPlus 
‘bricks’, we carried on without missing a 
beat. We made our day and the footage 
looks fantastic!”

“The versatility of the Litepanels fi xtures 
cannot be over-stated,” says Irving. 
“They have nuance and subtlety when 
I need them to sparkle in an actor’s 
eyes, and yet the very same fi xtures can 
put out enough punch to light an entire 
scene. To me, they’ve become as 
essential as a C-stand.“

Odd Brodsky is now in post-production 
and is expected to hit the fi lm festival 
circuit by the end of 2012.

www.litepanels.com

DEFOG IT
One of the things that pisses me off 
most is lens fogging... and glasses fog-
ging. Clarity DEFOG IT is the anti-fog-
ging solution. Available in tiny towelettes 
or liquid form made by Nanofi lm, a 
gentle wipe onto the front element of 
the lens or glasses will prevent fogging 
when moving from temperature chang-
ing environments. One wipe/squirt 
of DEFOG will keep your lenses from 
fogging all day. Good for safety goggles 
also, plus it’s a pretty good lens cleaner. 
Wipe and shoot.

I shoot with the Canon 5d Mk11, using 
a Zacuto viewfi nder attached to the 
LCD screen, and fogging is a major 
problem... for me, anyway. I have 
ordered some DEFOG IT and shall 
report back next issue.

Indie feature Odd Brodsky, cinematographer Matthew Irving and director/producer 
Cindy Baer chose to use LED lighting from Litepanels
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EDUCATORS ADOPT 
SONY F3 CAMERA FOR TV 
AND CINEMA 
ACQUISITION 
The Sony PMW-F3 Super 35mm digital 
cinematography camcorder has struck a 
chord with Australian educators looking to 
equip their students with industry 
standard systems to meet current and 
future requirements.

Sony’s fi rst professional handheld digital 
production camera with a Super 35mm 
imager was the right acquisition tool at the 
right time for three of the country’s leading 
tertiary institutions.

Faced with students trending to DLSRs, 
tutors were looking for a large sensor 
camera that could deliver the desired 
shallow depth of fi eld ‘look’ without 
breaking their budgets.

F3 KIT DELIVERS DOP FOR 
GRIFFITH UNI

“Students were chasing a 35mm aesthetic 
but DLSRs don’t provide enough 
functionality or sound recording options to 
make it a practical option for a fi lm school 
so we looked for an alternative,’ 
explained Dean Chircop, a lecturer at 
Griffi th Film School, part of Griffi th 
University’s Queensland College of Art.

“We were stuck with cameras with 2/3” 
chips or 16mm  frame sizes but the 
students were after DSLRs because the 
chip size has a shallower depth of fi eld. 
After discussions with local 
cinematographers to see where the 
industry was going and what the trends 
were, we looked at options ranging from 
ARRI to a fully kitted DSLR. Then we 
heard of the Sony F3 and set it up in a 
benchmark test against a Sony HDCAM 
HDW-750 and other cameras from 
Panasonic, Canon and ARRI.”

Based on the outcome of the shootout a 
PMW-F3 camera kit complete with three 
Sony prime lenses was ordered in May 
2011 through local reseller Videopro. 
The decision was announced to third 
year students about to commence their 
graduate short fi lm work and seven out of 
eight projects planning to shoot on DLSRs 
moved to the F3.

“Shortly after it arrived the F3 went straight 

into seven weeks of work, going from one 
student production to the next. Some of 
these projects were quite ambitious - one 
was shot 12,000 kilometres west with no 
quick back-up available but the camera 
came through without problems,” said 
Chircop.

“As an out of box solution that can be 
quickly built into a production camera for 
single camera acquisition it performs really 
well in terms of integration with existing 
accessories. The ability of the F3 to marry 
a full 35mm sensor with the PL prime 
lenses was a beautiful combination to 
curb students gravitating to DSLRs and I 
have no doubts the F3 will service the fi lm 
school well.”

AFTRS ADDS F3S

At Sydney’s Australian Film and Radio 
School (AFTRS) the Head of 
Cinematography, Kim Batterham ACS, 
also noticed the industry’s move to large 
sensor cameras.

“In the last two years the television 
landscape has radically changed and 
there has been an acceleration of big 
sensor shooting, especially in Australia. 
AFTRS has been at the mercy of these 
changes and part of our teaching 
philosophy is that we need to have a 
certain industry currency where we refl ect 
what is happening in the industry.

“We bought a RED camera in December 
2009 because it was the cheapest to buy 
but in mid 2011 we bought two Sony 
F3s because we saw the opportunity to 
expand our large sensor offerings at 
reasonable cost and they fi tted our 
teaching needs very nicely.”

Batterham explained that the F3s have 
enabled AFTRS to continue to provide 
training for feature fi lm makers in the face 
of the declining use of fi lm due to 
increasing costs. “It was becoming hard 
for students to practice in large format  

shooting but the F3s have maintained that 
teaching opportunity without the cost of 
fi lm. “Staging and lens choice with the F3s 
is very similar to 35mm fi lm cameras. We 
have new Zeiss lenses and are also using 
Zeiss primes from 20 years ago which 
have a nice look. Panavision lent us older 
Cooke zoom lenses which work well with 
the F3 too.”

Batterham believes the Sony F3 
represents the meeting of 35mm fi lm 
with the handycam revolution of the late 
90‘s where a lightweight, portable, shoot 
anywhere camera can be handheld or 
shoulder-mounted and deliver high 
resolution images.

“It also means we are giving students a 
camera that they can shoot with outside 
of workshop environments - the F3s don’t 
require professional technicians to take 
care of them.”

The F3s were fi rst used for a one week 
television directing module and have 
since been utilised on an in-house project 
to interview well known AFTRS alumni 
including Alex Proyas. “The F3s were a 
natural choice for that - the images looked 
good and the cameras were easy to use,” 
said Batterham.

WA FINDS F3 ADVANTAGE

At Edith Cowan University, Director John 
Rapsey also selected the Sony F3 to 
teach cinematography to his students.

The Screen Academy has a relatively small 
intake of local and international students 
with industry experience and offers them 
specialist classes in 
cinematography taught by leading local 
DOP Jason Thomas.

“We set up in 2005 with Sony Z1 
camcorders then upgraded to the EX1s 
but a big issue was that we needed 
to have cameras with interchangeable 
lenses. We know the RED camera has 
made an impact in our industry but we 

NEW GEAR

Students from the Griffi th Film School
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understand it has limitations - it’s big and 
bulky and takes a lot of infrastructure to 
support it. So we began talking to Sony to 
fi nd a camera that was light, portable and 
easy to use,” said Rapsey.

Working with Perth reseller Vizcom 
Technologies, the Academy put the F3 
through three days of testing under a wide 
variety of conditions before ordering the 
camera and its three prime lens kit which 
was delivered in September 2011.

“The lenses supplied with the camera are 
surprisingly good considering other lenses 
cost much more. We are also waiting for 
the new Sony SCL-Z18X140 14x zoom 
lens. It is important that we have 
equipment that appeals to prospective 
students as they want to learn using the 
best cameras so they will go where the 
best cameras are. It has been a real 
advantage to us to have the F3,” 
explained Rapsey.

As the convener of the Academy’s 
graduate third year production slate, he 
has already seen his students’ work gain 
international attention. After projects were 
screened at an international student short 
fi lm festival in France, seven short fi lms 
and six documentaries were selected for a 
festival of fi lm schools in Russia.

AN EYE ON FUTURE EXPANSION 

Both AFTRS and Griffi th Film School tutors 
are keen to explore the expansion options 
available for the F3.

An RGB and S-LOG Gamma output 
option, the CBK-RGB01 delivers 
uncompressed 10-bit RGB 4:4:4 1080p, 
over industry-standard dual-link or 3G HD-
SDI. This signal can be recorded on units 
such as Sony’s SR-R1 SRMaster recorder 
or SRW-1 HDCAM-SR recorder that are 
capable of up to visually lossless 880 
Megabits per second image capture.

“I’m looking forward to recording 
uncompressed to a hard drive with 4:4:4 
capabilities - that’s the fi nal 
frontier,” said Chircop. “4 and 8K 
image sizes are what people are 
heading to and with the F3 we are 
meeting the minimum requirements for 
digital projection being 1920x1080, so we 
are getting a toe into that market without a 
huge cost.”

“AFTRS has looked into getting a 10bit re-
corder to bring the F3 data fl ow up to the 
Apple ProRes standard,” said Batterham. 
“For our use the camera is able to be used 
native for television work or maxed out 
with dual-link output and uncompressed 
data capabilities so our students can train 
for high-end cinema shoots.”

LEMAC LEADS THE 
WAY WITH THE 
LATEST IN DIGITAL 
CINEMATOGRAPHY WITH 
THE SONY F65!
As diffi cult as it is to ‘future-proof’ digital 
cameras and formats, the Sony F65 
CineAlta Digital Motion Picture Camera 
gets closer to doing this than anything 
before it. Featuring a newly developed 8K 
sensor, the camera is designed to record 
4K, 2K and a pristine HD image, and 
possesses the ability to deliver beyond 4K 
in the future as industry needs evolve.

This unique 8K image sensor offers higher 
image fi delity than any other digital camera 
currently available through a combination 
of extraordinary resolution, 14 stops of 
total latitude, ISO800 sensitivity and wide 
colour reproduction to fi t the IIF-ACES 
workfl ow. With 16-bit linear RAW output, 
the F65 also establishes the gateway to 
a complete, end-to-end 4K mastering 
workfl ow.

Other key features include: 

• ultra-secure recording onto 
SRMemory™ media using the SR-
R4 dockable recorder

• 60 minutes of RAW recording onto 
a 1TB SRMemory card at 24fps 

• MPEG-4 SStP (HDCAM-SR 
native) mode will be available from 
April, for exceptional quality HD 
recording

• rotary mechanical shutter model 
eliminates motion artefacts and 
includes four built-in ND fi lters 

• Wi-fi  operation for remote control 
from a tablet (Android Sony S1 
and iPad) 

• HD-SDI output with viewing LUT 
for on-set monitoring with focus 
assist magnifi cation 

While the very impressive technical specs, 
such as huge colour gamut and true 4K 
resolution speak for themselves it’s always 
about capturing the image to enhance the 
storytelling. This is what excites the team 
at Lemac about the F65. We believe that 
this camera is one that will truly allow the 
cinematographer to capture an image 
with all the detail and nuances that brings 
a story to life –especially for the feature, 
commercial and TV production markets.

The subtlety of details in shadows, the 
ability to capture scenes with huge latitude 
will make the F65 a stand out in digital 
cinematography. The F65 will give great 
fl exibility in not only capturing the images 
but also in post-production. Being the 
fi rst camera designed from the ground up 
to work with the new Academy standard 
ACES-IIF, Sony have really shown that 
they are about collaboration and a close 
working relationship with the people who 
use their camera to create digital cinema. 

Lemac Managing Director Sue 
Greenshields said “Lemac have always 
been the fi rst to provide the latest in 
production technology and we believe 
the Sony F65 represents a very exciting 
addition to our high-end camera fl eet. 
We are very pleased to be among the 
fi rst in the world to offer this ground-
breaking camera, as well as provide solid 
backup and support for on-set and post 
production workfl ows. Lemac will be 
rolling out new training programs that will 
include an F65 course. 

One thing we can all be sure of -the 
technology will continue to evolve!

Watch this space. www.lemac.com.au

Lemac Sydney’s Ben Raymond with the 
Sony F65 Digital Motion Picture Camera
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I’LL TOW YA TO 
THE NEXT TOWN.

Ronnie Johanson’s location scout was 
hurtling along a dusty outback road in 
Western Queensland, surveying for a TV 
commercial shoot. He came across a 
broken down Holden Kingswood sedan 
full of aboriginal men, who were 
heading in the same direction. And by 
full, I mean seriously full. Their front 
windscreen was smashed, but that was 
the least of their problems. They were 
very keen to get to their destination. 
As there was nowhere near enough 
room for them to cram into his vehicle, 
he offered to tow them into the next 
town. Problem solved. They tied on, 
crammed back into their stricken vehicle 
and off they went. Now as you know, 
the straightness and monotony of the 
outback road and landscape can often 
overtake one and cause a certain loss 
of concentration, as on this occasion 
it did. About an hour later, our good 
Samaritan was indeed in that condi-
tion, as he careered along the track, 
white powdered bull dust billowing in 
his wake. Deep in semi slumber, he 
dragged his heavy eyelids up to the rear 
vision mirror to see a refl ected vision 
that was instantly seared into his brain. 
Through the dense fog of dust, he could 
just make out the old Kingswood 
swaying madly on the end of the tow 
rope, a young aboriginal man spread 
eagle on the bonnet, his mates 
clutching his ankles. Their faces where 
white with fear and dust, their eyes like 
chapel hat pegs. The brave but 
desperate young lad was sawing at the 
tow rope with a pocket knife.

Ronnie’s good mate had completely 
forgotten he was towing them.

FUTURE FILMMAKERS...

Invited to Schools Day at GC Film 
FestFor the fi rst time in its ten-year 
history, the Gold Coast Film Festival, 
presented by Australia Fair Shopping 
Centre, will be hosting a day of FREE 
secondary schools seminars for future 
fi lmmakers and those curious about the 
industry and all its possibilities featuring 
discussions with national and interna-
tional industry experts. Students will 
have the opportunity to meet Science-
Fiction writer Alan Dean Foster. The day 
will also feature a panel hosted by GCFF 
Festival Director Casey Marshall Siemer 
which will focus on career pathways into 
fi lm making and will feature well known 
producers Cathy and Mark Overett (Iron 
Sky, Unfi nished Sky, Separation City) 
and Todd Fellman (A Few Best Men, 
Bait 3D, Mental) as guests. 
Representatives from Bond University 
will also speak about BUFTA, the Bond 
University Film and Television Awards 
and how students can win a full scholar-
ship to Bond University. Local animation 
house Visual Monkies Studio will hold a 
Manga and Anime drawing workshop 
for students from years 8-12. 
Festival director Casey Marshall Siemer 
is excited for the opportunities the day 
will present for upcoming local fi lm-
makers. “With 75% of Queensland 
screen industry revolving around 
the Gold Coast, it is crucial that we 
develop and inspire our creative youth. 
We’re thrilled to offer the seminars to 
all schools, and know that they’ll see 
the value in allowing their students to 
interact with such prominent members 
of the industry, all for free.”

The seminars will be held at the Robina 
Community Centre on April 23rd. 
Registration is encouraged. To reserve 
seating or for inquiries please email 
mail@gcfi lmfestival.com

The Gold Coast Film Festival will be held 
April 19-29 at Birch Carroll and Coyle 
Cinemas at Australia Fair Shopping 
Centre in Southport. Gold Coast City 

SHORT ENDS

WHY YOU KEEP?

This is Dick Marks’ story, told to him 
by Mike Edmonds, owner and über 
creative CD of Meerkats Advertising in 
Perth.

Mike was travelling somewhere in Chi-
na. Waiting at an airport for a fl ight and 
stricken, as is always the case when 
one fl ies these days, with a dreaded 
lurgi, he whipped out his 
handkerchief and blew hard. Job done, 
he neatly folded it up and put it back 
into his pocket. Post blow, he noticed a 
Chinese man staring at him. He looked* 
away, paused, then looked back. The 
man was still staring at him. Soon the 
man made his way over to Mike, 
pointed to his hankie pocket and 
innocently asked ‘Why you keep?’.

Postscript by DM. Anyone who has ever 
been to China, I can assure you they 
do not collect or ‘keep’ snot. It usually 
lands right next to where you’re 
standing.

From The Sydney Morning Herald  18 
January 2012 Anthony Inatey for 
Bathurst wrote 

The Costa Concordia disaster is a 
tragedy indeed. What is potentially more 
tragic is that somewhere in Hollywood a 
B-grade producer is currently reading a 
C-grade script which will be populated 
by D-grade actors to produce an E-
grade tele movie. I reckon release date 
by about April.› 

Council’s Film Gold Coast is the major 
Government sponsor of the event. The 
full program of fi lms and events will be 
available to view at www.gcfi lmfestival.
com in due course.

All DOP’s have wonderful stories to tell... 
tragic, screamingly funny, sad. I’d love to 
hear them, so send them in to 
editor@acmag.com.au
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EDITOR’S PIC PICKS
I don’t know about you, but as a DOP, 
I always looked to the printed page for 
inspiration. Especially Italian, Spanish 
and French Vogue. The photography 
was, and still is, of the highest possible 
standard, and I have always felt that our 
stills mates were ahead in the creative 
department. After all, they had only one 
frame at a time to capture. Funny, but I 
bet they think the same about us.

I also pored over art works by the 
old masters, especially Caravaggio, 
Monet and Rembrandt, the masters of 
light, perspective and mood.  I love Cy 
Twombly’s work, but diffi cult to interpret 
on fi lm.

So I thought you might be interested to 
have a look at some of the work that 
stills guys and girls are doing around 
the world. Thinking about our theme for 
this edition of AC Magazine, the Future 
of Cinematography, I urge you to have 
a look at Regina Pagles work. Could be 
coming to a screen near you soon... and 
much sooner than you think. Bless ‘em.

URBAN PLAN by Matthieu Belin - 
http://www.photographyserved.com/
gallery/Urban-Plan/2369070

PORTRAITS by Regina Pagles
http://www.photographyserved.com/
gallery/Portraits/2208908

AQUEOUS FLUREAU by Mark Mawson
http://www.photographyserved.com/
gallery/Aqueous-Fluoreau/2634099

BURNING MAN 2010 by Hector Santizo
http://www.photographyserved.com/
gallery/Burning-Man-2010/750371

CECROPIA by Christian Scholer 
Maldonado
http://www.photographyserved.com/
gallery/Cecropia/2434417

Following the tsunami-like ground swell 
created from the fantastically received 
world premiere at this year’s Berlin 
International Film Festival, Finnish/
German/Australian co-production Iron 
Sky is confi rmed to have its Australia 
premiere when it opens the 2012 Gold 
Coast Film Festival presented by 
Australia Fair Shopping Centre on 19 
April 2012.

As World War II came to a close, 
several German scientists deployed 
Nazi spaceships to the dark side of the 
moon to establish a military base from 
which they could once again strike out 
at the countries of Earth. Now, in 2018, 
they’re coming back.

The plot of the fi lm entrhralled fans 
internationally, many of whom invested 
money in Iron Sky through its now 
well-known crowd funding scheme. 
The fi lm went on to sell out at all six of 
its screenings in Berlin, with both critics 
and fans showering the fi lm with 

SPACE NAZIS INVADE OPENING NIGHT AT 
GOLD COAST FILM FESTIVAL

adulation in the aftermath of the festival.

After the world premiere, the offi cial trail-
er for the fi lm saw 5 million views within 
a week, making it more popular than 
fi lms such as The Amazing Spider-Man 
and Battleship. These results mean it’s 
toppling giants with ten times or more of 
the fi lm’s budget (the fi lm was made for 
approx. $9 million AUD, with around $1 
million stemming from crowd funding). 
High praise for the fi lm is popping up 
everywhere, including Kaleem Aftab of 
The Independent (UK), who says “... 
it’s clever and much more savvy than 
Quentin Tarantino’s 
Inglorious Basterds.”
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The new Alura 15.5-45/T2.8 and Alura 30-80/T2.8 zooms are compact and lightweight: perfect for handheld, 

Steadicam and 3D rigs. They are compatible with the ARRI Lens Data System, deliver outstanding 

optical performance and, like the original two Alura Zooms, match all other ARRI prime and zoom lenses.

FOUR YOUR CONSIDERATION
Two new lightweight zooms expand the ARRI/FUJINON Alura series



www.panavision.asia
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Melbourne  +61 3 8532 8800

Gold Coast  +61 7 5656 7333
Auckland     +64 9 360 8770

Red Epic is already in Australia. 

Supplied and supported by Panavision, it is debuting on 
the east and west coasts for the Australian features 
Mental and Drift.  

“I chose the Epic as it was the only camera that would 
achieve a high quality ‘Super 35’ 2.33–1 frame across 
the chip that could be squeezed and released as a 
35mm anamorphic print.” said Don McAlpine ACS, ASC.

And naturally, RED Epic comes with the backup of the 
trusted Panavision ground crew.

Is RED Epic as good as they say?

It’s already gone Mental.

Portrait of Don McAlpine 
by Jasin Boland


