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electronic recording systems”
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As we approach our fiftieth issue I am reminded of the work 
done by our Founding Editor Craig Pickersgill, who produced 
the first twelve issues single handed. He was responsible for 
advertising, accounts, business arrangements, generating 
content, mailing list, design and final layout. Although Craig 
has moved on due to heavy work commitments at 7, he 
remains with AC as a consultant.

Our Proof Reader is Morris Hood BA DipEd who returns 
each issue to me after his corrections. I know it as the ‘red 
ink’ edition. Morris worked at St Peter’s College for 30 
years; he was Head of English for 17 years, and Director 
of Publications for 30 years. He is an extremely valuable 
member of the editorial team of this magazine and is 
responsible for the use of the English language in 
Australian Cinematographer.

If you need to get in touch with the magazine - submission of 
articles, complaints, suggestions or anything else, please send 
it to

editor@acmag.com.au  or

Austcine Publishing, PO Box 402, West Ryde NSW 1685

Butch Calderwood  OAM ACS
Editor

FROM THE EDITOR
FROM THE EDITOR
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FROM THE PRESIDENT

On Friday, 31 October 1958, some 52 years ago, an 
historic meeting was held at the Film Club in Sydney. The 
agenda was, “The proposed formation of an Association 
of Cinematographers.” At this meeting a steering committee 
was formed; Syd Wood was elected Chairman, Ron Horner 
as Secretary, Keith Loone as Treasurer and a committee 
consisting of Ross Wood, Reginald Perier, Jack Fletcher, Arthur 
Higgins, Bede Whiteman, John Leake and J.W. (Bill) Trerise.

On 14 November 1958, the steering committee held its first 
official meeting. The first motion made at that meeting was 
moved by Ross Wood and seconded by Bede Whiteman “To 
further the advancement of Cinematography in Australia, both 
professionally and socially” and proposed that the association 
be named the Australian Cinematographers Society.

On 8 December 1958 a further meeting was held for the 
formal election of office bearers. Elected were Syd Wood as 
President, Ron Horner Vice President, Keith Loone Secretary, 
Gus Lowry Assistant Secretary, Reginald Perier Treasurer, Jack 
Gardiner Assistant Treasurer, and a supporting committee 
made up of Ross Wood, John Leake, J.W. Trerise, Bede 
Whiteman, Arthur Higgins and Arthur Hansen: names that 
many of us have grown up with, true icons in our field of 
endeavour. I’m sure even then they knew there was much 
work still to be done.  

Early in 1960, a Constitution Sub-committee, comprising 
Messrs. J. Kingsford-Smith, Robert Feeney, Jack Gardiner and 
Arthur Hansen presented a formal constitution to a general 
meeting on 3 March 1960. The ACS was truly up and 
running.

I cannot speak for those founding fathers but I’m sure they 
all had one thing in mind and that was to have a permanent 
home for a Society that was, at that time, in its infancy.

So here we are, 52 years down the track and on 15 
November  2010 we saw the culmination of many years 
of saving, planning and discussion that has led to us finally 
taking possession of our ACS National Headquarters.

This is a truly historic event for the Society and has only come 
about because of the dedicated people within the ACS and 
those supporters from within the Industry itself.

There are many individuals who deserve credit for this 
purchase finally coming to pass. From our founding fathers 
to successive Federal / National Executives, the list is a long 
one, but there are men like John Leake OAM ACS, Jack 
Gardiner ACS, Syd and Ross Wood ACS, Ron Windon 
ACS, Milton Ingerson OAM ACS and former President and 
Treasurer, Bruce Hillyard ACS, whose canny ability to invest 
wisely has really paid off, in spite of the GFC.

The National Executive two years ago decided to name the 
headquarters in honour of one of those remarkable men, 
John Leake OAM ACS. But it must be said, the National 
Headquarters is a testament to all our founding fathers and to 
those who have come along since, those who have continued 
to “follow the dream”.

The Headquarters Committee, chaired by current NSW 
President Calvin Gardiner ACS, who is, I’m sure you know, 
the son of Jack Gardiner ACS, searched relentlessly to find the 
right property. There was one other in contention, but it was 
felt the property at 26 Ridge St. North Sydney, comprising 
an entire floor, ticked most of the boxes. It was in a very 
central position with great facilities and represented a sound 
investment for the future. It required only cosmetic work to 
be undertaken on the interior once we took possession. That 
cosmetic work is now underway.

This National Headquarters gives the Society the opportunity 
to begin to centralise its operations, build a solid foundation 
for the future and give all members a place to belong. The 
National Executive is pleased that all branches of the Society 
worked together to bring this historic event to fruition.

I’m absolutely certain our founding fathers would have 
been very pleased with the end result, and to mark the 
significant date of 3 March, when that first constitution 
was presented, we will have the official opening of the 
ACS National Headquarters on the same day, some 50 
years later.

This will be the final AC Magazine for this year, so I wanted 
to take the opportunity to wish each and every one of you 
a safe and Merry Christmas. Thank you all for your support 
of the Society and I look forward to next year with great 
optimism and enthusiasm.

Ron Johanson ACS 
National President                                                

FROM THE PRESIDENT
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Nicola Daley talks to Anna Howard about her time shooting South Solitary

ON SET A BEACON 
OF LIGHT

DIRECTOR OF PHOTOGRAPHY 
ANNA HOWARD ACS 

BY NICOLA DALEY

Shirley Barrett directing on South Solitary
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The year is 1928, and the backdrop is South 
Solitary Island, an isolated lighthouse island. 
Meredith Appleton, played by Miranda Otto, 
arrives on the island with her uncle, played by 
Barry Otto. Meredith brings controversy to the 
island and desperate for companionship she dives 
headfirst into a relationship with Stanley (Rohan 
Nichol), the married assistant keeper; things don’t 
go well and following the demise of her uncle, 
Meredith is left alone with the brooding Fleet, 
played by Marton Csokas. 

The year is 2009 and Anna Howard ACS was approached 
by Shirley Barrett, Director of Love Serenade and Walk the 
Talk, and Marian MacGowan, who has produced amongst 
many Two Hands and Death Defying Acts, to take up the 
challenge of shooting South Solitary. South Solitary is Anna’s 
third feature film, “I was incredibly excited when I read the 
script”, Anna recalls. “I loved the story, I thought it was really 
terrific and I thought Shirley was great; she has a great sense 
of humour. I found the central idea of the film very exciting 
and for a DOP it was a really challenging film because 
everything centres on the lighthouse”. 

The backdrop to shooting all the exteriors was on the coast 
of Portland, Victoria, near the border of South Australia. 
The filmmakers made the coastal location look like an 
island in post-production.  Shirley wanted originally to shoot 
on the magnificent but very remote island of Maatsuyker, 
off the coast of Tasmania, but as the budget shrank and 
there was no accommodation available for the crew, that 
possibility soon became an impossibility. The elements were 
a battleground for the 36 day shoot. The script of South 
Solitary called for a remote island, encircled by stormy seas 
and moody foreboding skies, where these isolated characters 
find a lost connection.  As Anna explains, “the shoot was 
extremely challenging for numerous reasons. One of those 
challenges was the wind. We had a very small crew and we 
had a lot of locations that were really hard to get onto. Some 
of these were an hour’s walk so we were very limited as to 
what we could use equipment-wise. Even putting up lighting 
frames was hard because of the wind. We used them now 
and again, but it was a challenge. We did use a couple of 
smaller frames, 6’ x 4’s, which the lighting guys held onto for 
their lives, and the sound recordist was saying ‘I can hear it! I 
can hear it!”

As part of their pre-production Shirley and Anna watched 
numerous archival films from Film Australia about lighthouses 
and lighthouse keepers. They also used filmic references such 
as Vera Drake, and The Wind that shook the Barley. “Shirley 
and I wanted South Solitary to be a very static film in terms 
of camera movement and these two films are very static; the 
movement is within the frame. We wanted the movement of 
the wind blowing people’s clothes and hair. We wanted the 
shots to have a strong sense of composition. We watched 
a lot of films that were shot without much camera movement 
and I like films like that. I like classic films. I am not a big fan 
of hand held, unless it is a horror movie or something more 
appropriate.”

As Anna explains, they also looked at old photographic 
references, “I was particularly interested in looking at the 
lamp that’s situated inside the lighthouse. It is an original 
kerosene lamp and I was really interested in trying to see 
what that was like. The lighthouse we were using was not 
a working lighthouse and actually had a solar lamp but the 
actual lens itself was an original lens. We had to source the 
kerosene lantern from a museum. We tested the lamp in pre-
production, to see what colour temperature it was and it sat 
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around 2300 Kelvin. It had a kerosene lamp colour and a 
tiny bit of green in it. The mantle that sits around the lamp has 
such a beautiful glow to it and the actual kerosene lantern is a 
beautiful brass. It is stunning, really stunning.” When you see 
the lighthouse from the outside at night the beam of light was 
a post effect but for the interior scenes at night Anna used an 
open faced 5k situated inside the lighthouse lens, that standby 
props would spin around to mimic the moving beacon. Anna 
describes the lighthouse light as, “a real character in the story. 
When Meredith first goes into the lighthouse there is this great 
shot where we are looking down from the top of the lens onto 
her, and it was really fantastic because she sits down on the 
stairs and looks up and sees this huge lens turning above her, 
it’s very mesmerizing and it has a real presence about it.” 

Whist the lighthouse light itself proved to be a great 
storytelling tool for the filmmakers, the lighthouse also threw up 
many challenges, “It was an incredibly small space. Imagine 
being in an area that’s 11 feet in diameter, all night. We 
could only ever have eight people in the lighthouse; no one 
could be anywhere near the shot because you could see 
their shadows when the light was turning. And whenever you 
needed to move the camera, everyone would have to go out 

onto the balcony or down the stairs! We did use a slider on 
a couple of shots in the lighthouse to achieve a little bit of 
movement.  The other thing about the period of the film was 
that there was no electricity on the island, only lanterns, and 
so that was very tricky indeed. When we shot upstairs in 
the lighthouse, apart from the actual lens turning, we had a 
kerosene lamp on the desk and the characters would come 
and go with these lanterns. The lamps we had were called 
Aladdin lamps and they were very new in 1926 and they 
threw a lot more light than the kerosene lanterns that had 
preceded them. So to mimic the lanterns I used a 150, with 
a bit of gold/silver bounce and a 1 tube kino and that is 
about all we used in the lighthouse. It was really difficult to 
light because everything was bolted down so you had to be 
really careful where you put your lights so you did not get 
these big shadows across the walls everywhere. We also 
weren’t allowed to paint the inside of the lighthouse and the 
walls were all high gloss white. So I thought to myself, throw 
something else at me just to make it a little bit more difficult!”

For the night interiors and night exteriors, Anna used Kodak 
stock 5219 500ASA and rated it at 250 ASA to achieve a 
nice ‘fat’ negative. Anna also used 50ASA and rated it at 

Miranda Otto, who plays Meredith, leaves.



13

ON SET A BEACON OF LIGHT

25ASA for the day exteriors, and 250ASA rated at 125ASA 
for the dusk and dawn sequences and her day interiors. 
Her post pathway was to finish on a 35mm print with a 
DI. “Super 16 had been decided when I came on board 
because the budget had been lowered, 35mm would have 
been great particularly for the exteriors but it was not to be. I 
was really glad it was 16 because digital would have been 
a nightmare; mainly because a lot of the film was shot in a 
lot of white and grey skies and I don’t think the digital would 
have handled it. Super 16mm is just so flexible and fantastic. 
I really needed the latitude because we had these really 
white skies, and when you are looking up at people against 
skies and still trying to get definition in their faces, I just don’t 
think you’d have been able to do that on digital.  As good 
as digital is getting, I think that it isn’t good enough yet. Film 
was also physically easier in such a small space; we didn’t 
have to worry about monitors and all that sort of stuff. Shirley 
just used a little clam shell. We were really compact and we 
had to be because not only were we shooting in a tiny space, 
we also had to walk long distances to get to the locations. 
We only had two grips so there just weren’t a lot of people 
to carry a lot of equipment around. As great as digital can 
be, it is still big, bulky and heavy and these were also serious 
considerations.”

Film does however bring up the question of processing and 
rushes. Shooting in a remote location provides not only 
shooting challenges but challenges surrounding how to watch 
rushes, and monitor what is being shot each day. “Rushes 

were a disaster and I don’t mind saying that. It was so tough 
and every single person who works on films in Australia has 
exactly the same problem. It is something that really needs 
to be thought about because we were away on location 
and we had a turnaround problem with rushes. I was relying 
on other people to tell me how my rushes were and I was 
getting them on a compressed DVD and I was watching them 
on my laptop which of course means it is impossible to see 
what was happening. As a clapper loader, it used to be my 
responsibility to set up the double head projector at the end of 
the day and screen rushes on a 35mm with sound and I can’t 
believe we can’t get a system together in this day and age. 
As a DOP we need a tuning fork. On the next film I do I’ll 
certainly push to have a better viewing system. You’ve got to 
have a standard to work with.”

Anna hired her Arri SR3 and ultra 16mm lenses from 
Panavision. “I had used the Arri Ultra 16 lenses on a 
commercial before in New Zealand and I really love the 
look of them. I pushed really hard to get the lenses out of 
Germany and Paul Jackson at Panavision was great getting 
them organized for us. They have got a really big element so 
they are like the Ultra Primes but they are made specifically for 
16mm. They have a great range, 6mm through to a 50mm 
and they are absolutely beautiful. Sharp as sharp can be, 
which I felt was so important for the post pathway we had. 
They are all T1.3 lenses but I always shot around T2 and a ¼ 
and not really below that”.

Anna Howard ACS
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Anna used NDs on the exterior shoots to bring her depth of 
field down. “I didn’t use any polas because I just wanted 
everything to be a little bit flat, I didn’t want it to have that 
pop. And so I used mainly NDs so we could shoot fairly wide 
open. The only other times I used filters was correction filters 
shooting dusk and dawn in the middle of the day.” 

The island itself is made up of gorgeous grey-green tea-
trees. The film imbues a colour palette that is pastel and the 
wardrobe and production design echo the colours of the 
island. “It’s really stunning and the only thing that had any 
colour was the top of the lighthouse which was red, and 
that was about it.”  Inside Meredith’s house the audiences 
discover a cool starkness. Anna shot these on location and as 
she explains, “we’d talked a lot about the house and it was 

meant to be very cold, government issue, minimalistic interiors 
so really you walk into the bedrooms, and basically there is a 
lantern and a spring bed with an old straw mattress. Inside the 
house was very cold – I hardly used any lighting in the house 
at all, I just used the light coming in from the outside through 
the windows so it is really dark in there.”

Amongst the many challenges Anna faced, the script also 
called for long scenes set at dusk and dawn. Despite shooting 
in October and November in southern Australia and having 
the added bonus of longer dusks, the crew shot over as 
many dusks and dawns as they physically could. Sometimes 
being behind schedule could be counted as a blessing in 
disguise; “one or two dawn scenes ended up being sunrise 
which was actually quite beautiful in the film because it gave 

Anna and Shirley line up a shot
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you a little something a bit different. Shirley was quite happy 
with that but it was very much like first light – sunlight – so it 
was hurry, hurry, and shoot, shoot, shoot! We only had one 
camera for most of the shoot and we had more dusk scenes 
than we had dusks, so we would start shooting dusk at 3 
o’clock in the afternoon, and I had to just make it up! I had 
my dusk package that I would shoot – this entailed shooting 
at a stop and a half under exposed and I would shoot around 
6200 or 6300 degrees and if it wasn’t cloudy, obviously we 
couldn’t shoot, and of course I got a little bit of help from post 
production.”

The location was chosen for its beauty but also as the 
weather was supposedly a fit for the stormy landscape of 
South Solitary, but in true filmmaking irony, when the crew 

settled into shooting they were faced with bright blue skies 
and gorgeous sunny weather. “I think the First AD did 43 
schedules,” Anna remembers, “and there wasn’t one day 
when we shot to schedule, not one day. It was very stressful. 
One of the reasons for picking that location was the fact that 
it’s got really bad weather and huge seas. Some days it was 
just beautiful weather and calm seas - not the tumultuous seas 
we had been wanting– such gorgeous weather and it was 
really depressing!” 

Anna did have some help in post-production to help with those 
weather anomalies on set and for other finishing touches. 
“There was quite a lot of CG in the film.  There is a big hail 
storm in the film and it smashes the glass in the lighthouse - 
that was CG. The Lab worked so tirelessly, they also added 
the steamship in at the start of the film– that was just a still and 
they have done a really beautiful job. In the opening shot you 
can see the characters rowing away from the ship and it looks 
fantastic. It is at dawn and the Lab has put the lights in.  At 
the landing where they come ashore, it was actually a beach 
but they have erased the beach and put a jetty in. There was 
a lot of CG work and they did just a stunning job. And that is 
another thing I was really worried about shooting 16 mm for 
these effects - but it was fine, the Lab’s work was really quite 
extraordinary. CG helped me a bit with lightning which was 
really great. We did do a few great cloud shots once we got 
to Cape Otway; when we were inside, I had my assistant 
grips and lighting department off shooting some stuff for me 
outside. It was one of those films where everyone pitched and 
it was really great fun. They got some really great footage 
and I had an absolutely fantastic crew including Chris Childs 
as my focus puller, Adam Hunter my gaffer, and David Cross 
as my grip. I warned my crew from the very early stage, 
before they came on board, what it was going to be like. 
I could not reiterate enough that there weren’t going to be 
enough people, the money was going to be crap, we weren’t 
going to have a lot of equipment, we would have to walk a 
lot, we were going to be in a lot of rain, a lot of wind, it was 
going to be really unpleasant but gee, I’d really like you to do 
it!!  So, my crew were just amazing, absolutely amazing.”

It seems as if Anna thoroughly enjoyed working on South 
Solitary despite all of the challenges they faced, “When I 
went for my interview and I said, ‘So I assume the upstairs of 
the lighthouse will be a set and we’re shooting on 35mm?’ 
And they said, ‘Hmm... no, we are shooting on 16mm and 
in the actual lighthouse!’ In a way, as difficult as it was, 
Shirley had made a really good choice because it was so 
claustrophobic in there that you really got that atmosphere 
of the location when you are shooting and the audiences 
also get that when they watch the film. The actors really 
loved it too; it was their lighthouse and they revelled in that. 
When we were all stuffed in there at night you could hear 
the wind circling around the building. It was a truly magical 
experience.” 
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TV DRAMA GOES 
LARGE SENSOR BY JOHN BRAWLEY

To date, Australian television drama production 
has largely resisted the mania surrounding larger 
sensor cameras like the RED. Rumours around 
reliability are clearly of concern to producers 
worried about tight budgets and delivery 
schedules. 

In 2009, the pilot of Offspring was shot off the back of Rush 
Series 2, utilising many of the Rush crew. On the strength of 
the pilot, Network Ten went on to commission the series, with 
the obligatory few ‘tweaks’.

Bruce Young, who’d done a terrific job shooting the pilot, 
was about to go into Rush Series 3, so an exciting opportunity 
opened up for me. With my experience on ABC’s Lowdown 
(the first television series in Australia to be shot on RED) behind 
me, I was given the pilot to watch and asked to pitch my own 
‘take’ on how to shoot the series.  

Offspring follows obstetrician Nina Proudman and the 
Proudman family’s adventures searching for love, fulfilment 
and balance in the chaos of modern life. Offspring mixes 
conventional narrative drama with flashbacks, graphic 
animation and fantasy sequences, profiling the vibrant 

world of Fitzroy, Melbourne, where Nina and the extended 
Proudman family go about their unpredictable daily lives.

With elements of comedy and drama, Offspring is both 
quirky and offbeat in flavour. Producers John Edwards and 
Imogen Banks wanted the series to have an aspirational feel, 
but not be too polished or affected. Stylistically it was to be 
accessible, but not over-done or self-conscious.  

After commissioning the series, Network Ten reiterated that 
they wanted the series to have a colourful, vibrant look and 
feel. Although the series would be set in and showcase 
Fitzroy, they were concerned about it looking grey and feeling 
cold - definitely a challenge given we would be shooting right 
through the middle of a Melbourne winter. John Edwards was 
also very keen on locations with a view, to sell the built-up, 
inner-urban environment.  

After meeting with the setup director Kate Dennis (who’d also 
directed the pilot), we came up with a plan to push the show 
towards a big screen experience, to try and choreograph 
camera staging in a more filmic way. We’d look to stage 
with depth, and to try and have objects to shoot through for 
depth. Lighting would be naturalistic and relatively high key, 
and although there was a temptation to glamorise our mainly 
female protagonists, we tried to keep it very simple (while 
still being kind!). Aiming for a sense of fun and liveliness, 
we decided to try and stage longer one shot scenes as well, 
especially for the hospital location. We realised early on that 
Steadicam would be a crucial part of our camera staging.

Production designer Penny Southgate came up with an eye-
popping colour scheme, particularly for the new hospital 
location that would be constructed as the show’s only true set; 
this featured huge swathes of bright colour, principally orange 
and teal.

Imogen, Kate and John were all great at communicating what 
they didn’t want the show to be....it wasn’t a hospital drama, 
it wasn’t comedy and it wasn’t Sex in the City, though the 
story is principally told through the eyes of a single protagonist 
whose inner mental dialogue the audience can hear. There 
would be many fantasy sequences, where the lead character 
Nina Proudman, played by Asher Keddie, would take brief 
diversions through to other imagined scenarios.  

We discussed how we could treat these fantasies visually to 
set them apart. As we work-shopped the visual approach, 
we agreed that the comedy in these scenes would have far 
more impact if we had them play out without signposting them 
to the audience. In other words, aside from a flash to white 
which would signify a return to the ‘real’, the segue wouldn’t 
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be marked at all visually, unless it was relevant to the material. 
A fantasy sequence in a late episode had Nina imagining a 
retired male stripper performing in the hospital corridor, which 
demanded a certain amount of theatric lighting licence!

As touched on above, I shot an ABC comedy series Lowdown 
in late 2009 - the first Australian free-to-air broadcast series 
to use the RED one camera system. For me, a large part of 
getting a big screen feel for Offspring would be shooting with 
a larger sensor. After shooting RED for Lowdown, I felt very 
confident about taking it into TV series.  

Offspring’s producers weren’t so sure, and they took some 
convincing. They were naturally hesitant to use a system that 
they felt was still unproven. Would RED’s shallow depth of 
field take too long for focus pullers to get right? We needed 
to average more than 35 setups and 8-10 minutes of screen 
time a day. Network Ten were quite late in commissioning 
the show, and we had to deliver the episodes very quickly, 
literally within weeks of the cameras rolling.  There would be 
no room for error if the workflow was swamped with data 
management bottlenecks, and it just took too long on set to 
get the shots in the can. 

Lowdown was only a single camera show. Offspring would 
utilise up to five cameras, shooting across two units. There 
would be a huge increase in the amount of data created and 
processed every day. The producers were still reluctant to 
commit to RED with such a tight deadline and weren’t sure if 
they were ready to blaze a trail.

It was really only when Peter Millington from Melbourne’s Blue 
Post threw his weight behind RED, drawing on their successful 
experience doing post on the telemovie Hawke, that we 
eventually were able to assure the producers that it could be 
done. After exhaustive discussions about the pros and cons, 
John, Imogen and Line producer Ross Allsop to their credit, 
took the risk and backed my preference to shoot RED.

RED has other great and distinct advantages over the 
current crop of cameras that are being used in episodic TV 
in Australia. Off-speed frame rates and in-camera speed 
ramping was definitely going to come into play, given the 
requirement for the fantasy sequences. Shooting everything at 
4K also makes it relatively easy to do minor reframes or even 
resizes without the image quality ever taking much of a hit.

Like film, RED’s workflow creates files which are difficult to 
edit unless they are processed or transcoded into a more 
manageable format - just like a camera negative. Two editors 
would be working full time, alternating episodes, cutting using 
AVID. A single editorial assistant would sync the rushes. 

Red Rocket was just literally shipping at that point, but no-
one had really used it on a show or even really tested it on 
a production in Australia. Red Rocket is a card that fits into 
a desktop computer that dramatically increases the speed at 
which RED files can be processed or transcoded through a 
PC into other edit-friendly file formats like AVID MXF. Before 
Red Rocket, it wasn’t unusual for it to take 4-6 hours to process 
1 hour’s worth of rushes…in other words, a slower than real 
time process. Red Rocket could do it faster than real time in 

DOP John Brawley and “A” Camera Operator Richard Wilmot at the hospital lining up 
a shot - Photo by Giovanni Lovisetto
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most cases.

After committing to RED, the next step was to work out a lens 
package. I was keen to keep things as compact and mobile 
as possible, as most of the Offspring locations would be in 
real houses - most of them tiny Fitzroy apartments. We chose 
two sets of Angenieux DP zooms, basically a digital version 
of their popular Optimo 15-40, and the 28-76 lenses that are 
optimised for digital sensors.  

The DP 16-42 and the 30-80 T2.8 lenses would subsequently 
perform as my workhorse lenses, though I did end up carrying 
a set of Ultra Primes as well, mainly for longer focal lengths 
and the valuable extra stop.

When we commenced shooting, there were only a handful of 
the upgraded MX bodies in the country - certainly not enough 
to allow me to shoot the whole of Offspring with MX bodies, 
as much as I would have liked to. While the MX bodies are 
notionally 800 iso, the non-upgraded RED’s are realistically 
rated at about 200 iso - a huge difference!

In fact, Lemac were the only company that really had enough 
REDs to safely cover the job and accessorise them in the way I 
was after. I’d had a great experience with their RED package 
on Lowdown, and they seemed the most knowledgeable with 
regards to the camera’s quirks. 

As I knew we’d be using Steadicam a great deal, I also was 
able to source a fantastic Century 17-35mm compact zoom. 
Although only T3, it was about the same size and weight as 
an ultra prime – this was greatly appreciated by Steadicam 

operator Richard Wilmot.

We also had two Canon EOS 5Dmk2’s that we used for 
car interiors, and for the many insert shots of mobile phone 
screens (a device that now regularly crops up in both film and 
TV).

The other key component of our workflow was to choose to 
shoot on hard drives rather than the on-board compact flash 
cards.

Spinning mechanical hard drives rightly give most DOPs the 
willies. Taking a very slight risk, I much prefer to shoot with 
them at the moment simply for speed and convenience. I 
developed a system on Lowdown that I expanded going 
into Offspring, whereby a single drive is used on the camera 
till lunch, then swapped for another. The 320Gb RED RAID 
drives offer over two hours of record time and then there’s no 
requirement to actually have a data wrangler on set.

This greatly reduced on-set interruptions to re-load CF cards 
and meant we never lost a take due to the media being filled, 
something that’s happened to me previously with the smaller 
capacity CF cards. It also reduced the amount of physical 
media to be dealt with on-set and the camera being handled 
for reloads, freeing the loader for other tasks on set. Rather 
than potentially a dozen or more CF cards from each half 
day plus paperwork and managing that physical media, it 
was two drives for each camera. The rushes were then sent 
to the ‘lab’ to be ‘processed’, backed up, then transcoded for 
editorial. 

Over 75 days of production, we produced 12,800 minutes 
and 20,036 Gb or 20 Tb of data. 

That 20 Tb of data was transcoded by Blue Post’s Cail Young 
into AVID friendly rushes (DNX-36HD) and backed up onto 
additional hard-drives and LTO data tape. A first for Southern 
Star, the show was cut using HD rushes at the production 
office’s editorial facility provided by Blue Post, where five 
AVIDs used a Unity shared storage system. 

The EDL’s were then returned to Blue Post after they were 
signed off, and they were re-conformed from the original 
RED files, much like a film style ‘neg select’.  This is the real 
advantage of the RED workflow as you get a chance to eke 
out as much information as you can from the RAW files. Blue 
Post then rendered 2K DPX files from the native RED files and 
the show was graded in Colour by Blue Post’s Marcus Smith. 
Any re-frames or enlargements were also done in the conform 
from the RED 4K files.

The first block was especially difficult as we needed to re-
shoot about 20% of the pilot, mainly due to a recasting of one 
of the characters and the rewriting of another character’s story 
arc.  This meant using F900Rs for these sequences and then 
swapping back to RED for the first episode of the season. I’d 
spoken to Bruce in pre and he’d advised me of his approach 
to setting up the F900Rs so I could get them to match - as 
we’d be shooting shots to cut within scenes that had been 
shot twelve months earlier!

Shooting in one of the many Fitzroy cafes - Photo by Lana Williams
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Each block was shot over two weeks for main unit and then 
an additional four days of second unit (which was shooting 
concurrently with main unit while main unit went on to the next 
block). This was done chiefly to speed up the turnaround. The 
second or ‘green’ unit, as they were known, would not be 
doing anything less important than main unit - and in fact they 
often had the plum scenes. Green unit DOP James Grant often 
had to do more with less!

James did a brilliant job and some of the best work in the 
show is his. It was also a privilege to have most of the 
Victorian ACS committee working on Offspring, between 
James Grant (green unit DOP), Peter Falk (camera operator - 
green unit) and Richard Wilmot (A-camera /Steadicam - main 
unit).

Against convention, both John Edwards and Imogen Banks 
really encouraged me to embrace each director’s own 
visual style for individual blocks, rather than trying to force 
an Offpsring ‘house’ style onto them. Arguably a cause for 
disruptive visual discontinuity between each episode, it in fact 
led to a greater, and I feel, very positive visual distinction for 
each block.  

Director Glendyn Ivin refused outright to do any dolly shots 
and we had to twist his arm to get him to use the Steadicam.  
Immediately after his block, Shirley Barrett was always looking 
to track and dolly and we did our first crane shot of the series. 
While both directors were seemingly opposite in their visual 
approach, the episodes don’t feel in any way less cohesive to 
watch.

Second block director Darren Ashton started an informal 
competition amongst the directors, coming up with a trophy in 
the shape of a gauntlet. Points were awarded for finishing the 
day early, picking up scenes and for any single shot that went 
for longer than 30 seconds that made it into the cut. Points 
were also deducted for every minute of overtime or scenes 
that were dropped. It certainly brought out a competitive spirit 
amongst some of the directors!

Offspring has a very naturalistic lighting approach, out of both 
choice and necessity. The hospital set was in fact a disused 
floor of the former Panch hospital in Preston. The walls were 
repainted, as mentioned, with a far more colourful scheme, 
and we installed dimmable tungsten practicals in the corridors 
and some of the rooms. Half way through production we also 
installed an extra row of fluorescent pracs in the ceiling of 
the main corridor. We also swapped out the practical fluros 
for Tld 95’s, about 4500K-5000K, which closely matched 
the RED’s native colour temp. Knowing that we’d have many 
caesarian operations to shoot, we opted to simply use the 
original operating theatre lighting that was still in place. As 
well as extra practicals that were changed for Tld 95’s, I used 
the amazing Hanolux operating theatre light in shot, simply 
bouncing off some unbleached muslin on the patient’s tummy.

I also had some heavily tinted acrylic sheets cut to fit the 
window interiors at Panch and many of the other regular 
locations. Tinted or ND acrylic made it far easier to prevent 
the windows blowing out in shot and, more importantly, made 

it possible to actually see the views and remind the audience 
that these were real locations in fabulous Fitzroy. It also made 
it a lot easier to do day for night scenes, as it greatly reduced 
the amount of daylight ambience within the scene. Combined 
with rating the camera at sub 3000 degK, we got a great 
moonlight ambiance.

Kinos and especially the terrifically versatile Vista Beams 
covered many of the situations we ran across. Although we 
did have a reasonable package available to us, my gaffer 
Adam Hunter didn’t have a lot of time to bring out any of the 
bigger toys. The Vistas pack a huge amount of punch for a 
very small footprint on set. They are a large soft source, by 
virtue of their size, but they have incredible reach compared 
with their predecessors, the Wall-O-Light.

Shooting with two cameras, I was often relying heavily on 
Adam and A-camera operator Richard Wilmot to pick up 
things I was missing on the B-camera shots. Both Adam and 
Rich saved me countless times and I really appreciated their 
proactive approach. Key grip John Smith also saved me 
numerous times rigging custom mounts for the 5D’s to go into 
cars and on pushbikes. He also had a great crew with him 
and was super-fast to build anything I wanted.

Shooting with a larger sensor also meant a higher degree of 
difficulty for my focus pullers. RED’s shallow depth of field – 
one of the reasons it shoots great images – can be a potential 
burden for them. While we were shooting at T2.8 most of 
the time, I certainly inflicted a few 200mm T1.8 shots on 
them. The B-camera ‘house’ lens seemed to be the 135mm 
Ultraprime.

Asher Keddie as Nina had such a phenomenal work load. 
She almost always seemed to be at her awkward best from 
on the first take, so we really always tried to get it right 
straight up.  We tried to get into the habit of religiously 
marking the actors during blocking. Most of the cast, and 
especially Asher as awkward Nina, wanted to shoot their 
rehearsals - so the pressure was really on both of my fantastic 
focus pullers Cameron Gaze (A-camera) and Geoff Skilbeck 
(B-camera).  I asked a lot of them and editorial later told me 
our success rate was very high in terms of sharp takes.

Television seems to have resisted the move to larger sensors 

Director of Episodes 8 and 9, Glendyn Ivin lines up a frame at 
the hospital - Photo by Lachy Hulme
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for origination. RED certainly makes larger sensor acquisition 
feasible, and with the right post support it can certainly work 
as well or faster than tape and most data based camera 
platforms. This is also a rapidly changing market. Arri will 
certainly knock on the door with their new Alexa, and 
Panavision have their new camera due out sometime next 
year.

Offspring is something of a contradiction – a serious drama 
with plenty of unexpected, quirky comedy in the mix. I had an 
outstanding time being involved with such a talented cast and 
crew. I certainly spent a lot of the show trying to stop myself 
laughing mid-take! We had such a enjoyable time making 
Series 1 and there was such a playful atmosphere on set, it 
literally permeates the show.

MAIN UNIT - CAMERA PACKAGE

2 x RED Bodies ( plus occasional MX body )
Optimo DP 16-42 T2.8
Optimo DP 30-80 T2.8
Century 17-35 T3 (Steadicam)
Ultra Primes - 16, 24mm, 35mm, 50mm, 85mm, 
100mm, 135mm T1.9
Angenieux 25-250 HR T3.5
Canon 200mm T1.8
RED 300MM T2.8 

2 x Canon EOS 5dMK2
Canon 24-105 IS T4
Canon 100mm Macro IS T2.8
Canon 28-70 T2.8
Canon 70-200 T2.8 IS

GREEN UNIT - CAMERA PACKAGE

2 x  RED Bodies
Optimo DP 16-42 T2.8
Optimo DP 30-80 T2.8
Superspeeds - 18, 24mm, 35mm, 50mm, 85mm, 
100mm, 135mm T1.3
Angenieux 25-250 HR T3.5
RED 300MM T2.8 

Canon EOS 5dMK2

Canon 24-105 IS T4
Canon 28-70 T2.8

TV DRAMA GOES LARGE SENSOR

“A” Camera Operator rides the crane amongst the clouds 
- Photo by Lana Williams

L to R: ‘A’ Camera Focus Puller, ‘A’ Camera Operator Richard Wilron, DOP John 
Brawley, unknown, not a crew member, ‘B’ Camera Focus Puller Geoff Skillbeck
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THE RACE THAT 
STOPS A NATION BY ROBERT C MORTON

After a number of years in the planning, 
Melbourne’s 2010 winter saw production of 
The Cup finally come to fruition.

The film is based on a book written by Eric O’Keefe and 
adapted for the screen by director, Simon Wincer. The 
story follows the journey of jockey Damien Oliver and 
the challenges he overcame in the lead-up to his 2002 
Melbourne Cup victory on American-bred, Irish-trained 
gelding, Media Puzzle. 

In the week leading up to the race Damien’s older brother 

Jason was killed in an accident during a barrier trial in Perth 
when his horse broke both front legs and fell.  Oliver’s father, 
Ray, suffered this same fate 27 years earlier.

Damien’s decision to race so soon after his brother’s death 
gained worldwide attention.  Most Australians will remember 
the television footage after his win when Damien, dressed in 
his brother’s riding pants, looked to the sky and paid tribute to 
his brother and father. His winning ride was selected for the 
Sports Hall of Fame as one of the most memorable moments 
in Australian sporting history.

The Cup was photographed by Australian DOP, David Burr 
ACS and directed by Simon Wincer.  The duo had previously 
collaborated on six films including The Phantom and 
Crocodile Dundee in Los Angeles.  

Prior to 2010, Wincer had gathered wider coverage at 
various Spring Carnival events and although this original 
footage was acquired on 35mm negative a decision was 
made to complete the remainder of the film using a digital 
acquisition method. 

In preparation, David researched the various digital formats 
available to him before eventually deciding to go with the 
Sony F35.  The aspect ratio would be 2.240:1 to match the 
existing Super 35 footage. 

Two F35s were supplied by Gear Head of Sydney and 
David’s lenses of choice were a set of Arri Master Primes 
supplemented by 15-40mm, 17-80mm and 24-290mm 
Angenieux Optimos plus a Canon 150-600mm on occasions.  
Contrast, latitude and sensor sensitivity tests were conducted 
during pre-production and a decision was made to rate the 
camera at 500ASA. 

This film was David’s first feature film experience with digital 
cameras and whilst he was a little tentative to begin with, 
the F35s performed admirably and he was very happy with 
the images captured.  Being from a film camera background 
David found the F35’s electronic viewfinder limiting for 
judging his lighting.  He preferred to judge the ‘ground glass’ 
image from the calibrated 17” HD LCD monitor in a tented 
environment, although this “tent” was often just a piece of 
black cloth hurriedly thrown over himself and the monitor.

David would light the set camera agnostic until the final 
stages when exposure would be determined based on light 
meter readings, LCD monitor and Waveform. He and focus 
puller Chris Child developed a system to sometimes quickly 
determine the exposure via the waveform – “eye on the 

David Burr - in the gates and ready to go
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waveform, hand on the aperture ring – “looks good to me – 
right to go”.

The Sony cameras have a generic REC 709 LUT that adds 
contrast to the image in the viewfinder and on the monitor as 
the S-log recording mode is inherently flat and not particularly 
pleasing to view. This LUT was mostly left on but occasionally 
turned off when parts of the frame such as hot skies or views 
outside windows looked blown out. In such instances the S-log 
would be monitored to determine if these areas were holding 
detail.  

Although the majority of the film is set in Australia, a number of 
scenes take place in both Ireland and Dubai. Under overcast 
skies and shrouded in fog, the rolling green hills and stud 
farms around the Mornington Penninsula stood in admirably 
for Ireland.  Wincer had previously travelled to The Curragh 
Racecourse in Ireland to shoot (on film) establishing wide 
shots.  Having to match closer coverage shot in Australia with 
the F35 would be a post-production challenge. 

One particular Dubai location, a Sheik’s palace, was found in 
a high rise in the CBD, but Melbourne suburbia seen through 
the windows and stretching off into the distance would have 
given the game away.  A locked off camera helped the VFX 
team create Dubai city and desert circa 2002.

From past collaborations David knew that Wincer liked to 
work fast.  He also understood that the schedule was tight 

with numerous location moves. To maintain a consistent 
look whilst keeping to the schedule, he knew he’d have 
to work fast and decided to use a system of lighting he 
called ‘enhanced available’. This meant that where possible 
available light would be utilized and added to or reduced or 
modified if necessary.

For interiors this modification usually meant the use of Kinos or 
small HMI or tungsten lamps along with bounce boards and 
negative fill for contrast.  Large lamps were not used except 
on occasion when even “enhanced available” had to be 
enhanced even a little more with the addition of a 6, 12 or 
18K.  

Although a range of prime lenses were at his disposal David 
chose to shoot the majority of the film with the 17-80mm and 
the 24-290mm Optimos – one on the A and one on the B 
camera.  This meant less time between setups and time saved 
allowed more coverage for the director and sometimes an 
early mark.

As expected, a film set around horse racing entailed shooting 
in grandstands and luckily most of those used in the film faced 
south. This meant they didn’t get direct sunlight but rather 
natural soft light that allowed David to work quickly, although 
at times large blacks were erected to alter contrast and 
sometimes fading daylight was supplemented with HMIs.

The Melbourne winter meant that the sun didn’t rise very high 

L-R: Ben Bryan A Cam 2nd AC, Pip Wincer video split operator, David Litchfield dolly grip, Simon Wincer Director, Chris Child A Cam 
focus puller, Bruce Phillips A Cam camera operator
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B Cam focus puller Peter White, Ben Bryan and 2nd AC Charlie Saroff prepare an F35
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in the sky and this provided good shape and quality to the 
light.  In certain circumstances large light sources diffused 
through a 12by or 20by would have been the right choice; 
however the temperament of some of the horses prohibited 
that. Thoroughbreds are very excitable which meant pieces 
of poly and diffusion frames were generally not used as these 
could make the horses skittish, creating a safety issue. 

Apart from a few days’ use of a fifty foot Techno Crane, a 
Louma Crane and a Libra head, specialist equipment was 
kept to a minimum, although Harry Panagiotides with his 
Steadicam was on set regularly.

On a daily basis Wincer would shot list the scenes scheduled 
for the day’s work and after discussion with David, assistant 
director Bob Donaldson, and camera operator Bruce Phillips a 
plan of attack would be formulated. These lists were certainly 
not “set in stone” and would be modified if and when 
needed.

Wincer tends not to work with storyboards except for 
instances where they are required for planning a scene with 
complicated VFX elements.  There was only one such scene in 
The Cup.  It was the scene in which Jason Oliver’s horse falls 
and this was storyboarded so that all concerned with the stunt 
and VFX were “reading from the same page”.

The fall occurred about 20 seconds after the horses exited 
the barrier. Eight horses had formed a tight group when Jason 
Oliver’s horse stumbles. Jason is thrown off his horse to the 

ground and the horse rolls over the top of him tragically killing 
him.  

The sequence was completed using a combination of various 
shots of the eight horse field captured from a tracking vehicle, 
and a series of shots of a stunt performer being thrown from a 
rubber horse. This horse was mounted on and then propelled 
along a 36’ rail at the end of which the stunt performer 
was catapulted into the air.   The stunt elements were 
photographed on location against green and it was the job of 
the VFX department to seamlessly integrate the actual horses 
with the rubber horse and a CG 3D horse.

Coverage of track work and of races in the lead-up to the 
Geelong Cup and finally the Melbourne Cup were all shot 
in a similar manner to that regularly seen on television – long 
lenses panning and low angle wide lenses for horses out of 
the barrier.  Wincer wanted to hold back on more “meatier” 
coverage including tracking in close to the field, until the 
finale of the film, and so the camerawork used for the last two 
races was differentiated by its “up close and personal” nature.

A Libra head and F35 proved to be a little too cumbersome 
for these close shots with wide lenses, so David opted for an 
Olympus EP1 stills camera with 720P movie mode function.  
Its light weight and size enabled it to be mounted on a small 
gimballed head which was attached to an adjustable boom 
pole -  designed and manufactured by key grip Lester Bishop.  
The boom pole was then hand-held by Bruce Phillips whilst 
travelling on the back of the tracking vehicle.  This allowed the 

Steve Well’s two tracking vehicles rigged to capture race action simultaneously
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team to get the camera safely in close and find great angles 
without hindering any of the action. Obviously a reduction in 
quality from the F35 to the Olympus meant that it was only 
used for very quick action-filled cuts.

The production was able to stick to the schedule up until 
the last week of filming when the weather turned wet and 
prevented shooting at waterlogged racetracks, the most 
important of these being Flemington.  Re-creation of the 2002 
race itself then had to be delayed until after the Melbourne 
Spring Carnival when the track had dried and the VRC 
permitted the production to use a tracking vehicle on the 
hallowed Flemington turf.  The tracking system consisted of a 
crane arm and stabilized Libra head mounted on a purpose-
built tracking vehicle, owned and operated by Steve Wells, 
and the Olympus with boom pole.

In addition to this equipment, the art department supplied a 
mechanical horse (from the saddle up) which was attached 
to the rear of another tracking vehicle. This setup mimicked 
a horse at full gallop, and allowed the actors to be filmed 
in close-up during race sequences.  For this the F35 was 
suspended on a bungy rig.  To further create the experience 
for the actors of riding in a race, thoroughbred horses would 
often be galloping only a couple of feet or so away from the 
tracking vehicle while travelling at 60km/h – very exciting.

The Sony F35 records to SR tapes which at the end of each 
day were transferred as a “one lighter” for editorial and DVD 
rushes. As well as the DVD, David had the AJA Ki ProRes 422 
files copied to hard drive for later viewing as this was far 
superior in quality to the DVD.

David will complete temp grades using stills from the AJA 
material as reference looks, prior to DI at Digital Pictures. 
Though most of the grade will maintain a contemporary feel to 
the film, there are a number of scenes that will need to reflect 
the look and quality of television footage from the seventies.

David laments the demise of ‘traditional” rushes as they used 
to be where one and all gathered at the end of the day to 
view the previous day’s work. A great day’s rushes were 
enjoyed and appreciated and any problems found were 
mulled over and discussed.  Most of all rushes brought cast 
and crew together as a cohesive team.  Viewing rushes alone 
and on a computer screen just doesn’t have the same effect.

David also notes that one’s experience of working on and 
making a film is different every time and in terms of that 
experience no two films are the same.  The Cup he explained 
was a great one to be involved with.  The feeling and 
atmosphere on set are often determined by the personalities 
and temperament of those higher up the ladder.  In this case 
the experience and composure of this particular group made 
for a very pleasant shoot.

The Cup is a film that will appeal to a wide audience. 
Many people are aware of Damien Oliver and the events of 
2002, and will want to understand more of the lead up to his 
emotional victory. 

On the first Tuesday of every November, the race that stops a 
nation captures the attention of those in Sydney pubs, Western 
Australia mines, country shearing sheds and Melbourne 
malls. This film is an extension of what captivates millions of 
Australians for three and a quarter minutes once a year.

TECHNICAL SPECS:

Sony F35 2.240:1

SRW-1 – 880Mbit HQ Angenieux 24-290

Angenieux 17-80 Angenieux 15-40

Arri Master primes 

Olympus EPL1 rigged to Key Grip Lester Bishop’s lightweight remote head
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THE PARADIGM SHIFT 
BY TOM GLEESON

It’s a brave man who attempts to foresee the 
future but I would like to suggest that the second 
decade of the 21st Century is shaping up for an 
unparalleled shift in the way Cinematographers 
work.

In the 1970s we saw electronic cameras start to challenge 
and slowly erode the domination of film-based acquisition. 
This evolution was based more on economics and efficiency 
than on any artistic or technical improvements as these 
cameras were designed primarily for TV production. 

At the turn of the Century beginning with the Genesis in 
2004 and Arri D20 and then RED One cameras we saw a 
new breed of camera system specifically for Digital Cinema, 
the traditional domain of 35mm cinematography. Over this 
decade these cameras have been moving from modified TV 
camera technology to IT-based computer/data systems. The 
fact that cameras are becoming sophisticated computers will 
allow ever more features and abilities.

There are several key developments. The last decade has 
finally seen the electronic hegemony of the 2/3” sensor 

supplanted, firstly with 35mm motion picture size sensors 
and then with Full Frame (Vistavision) 35mm sensors and in 
the next few years never-before-seen large sensors*. The 
cinematographer now has choice not only to choose sensor 
size for a project based on resolution and depth of field 
requirements but sensor size can be varied from shot to shot 
changing lens characteristics as artistically required. Cameras 
are moving to such high resolutions and pixel density that it 
is easy to window a sensor. This also means in the very near 
future a single camera will be able to give you a 16mm, 
35mm, medium format or any user-defined  “gate size” from 
the same sensor. In the digital opposed to the optical world 
we are no longer locked to standardised “gate” sizes.

Camera sensitivity is now moving to a point where 1000ASA 
is easily obtainable. The Nikon D3S DSLR can shoot at 
speeds of up to 12,800ASA with minimal digital noise, and 
in the coming years we will see this performance appear in 
motion cameras. Couple this with ever-higher dynamic range, 
and the nature of how cinematographers work changes. The 
presently-shipping Spheron Camera has a claimed 20 stop 
latitude and the upcoming Epic is also claiming an 18 stop 
capability, meaning the vast majority of real world ambient 
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light situations are well within the camera’s capability. 

A vital skill of cinematography is setting exposure to best 
capture a shot with the limited dynamic range available. An 
example is shooting a face in front of a hot, bright sky. You 
can choose to capture the face or the sky or bring up the light 
level on the face to within the cameras range. Basic stuff, 
but soon to be a thing of the past. I would suggest we will 
no longer light for just exposure. Even the lighting balance 
between objects becomes less important. Does it matter if that 
window is three stops or five stops over base exposure? Does 
it matter that the light level in the room is only one foot candle 
or 10? These cameras coupled with the ever increasing 
power and decreasing cost of sophisticated, intelligent post 
tools mean the image is becoming ever more malleable.

I am sure we have all come across a magical moment 
where the natural ambience creates great beauty but either 
the limitations of contrast and exposure have defeated 
our ability to capture it. No longer. If you can see it, you 
can photograph it. 10,000 ASA plus cameras open the 
possibility of revealing lighting conditions that even our own 
eyes struggle to perceive. I believe we will see a trend for 
even more naturalistic lighting. Cinematographers’ logistical 
footprint is likely to continue to shrink with smaller lamps and 
generally smaller lighting setups. Talented Cinematographers 
will learn to model ambient light and to intervene only to 
“garnish” the light.

Lighting will not become redundant. Far from it. Lighting is still 
required for the way it shapes and models objects. We are 
not lighting technicians whose job is to capture technically 
correct images. The job is to tell a story through pictures by 
creating mood and emotion supporting a narrative. A leading 
lady will still need to be lit for beauty. Locations will still need 
to be lit to support the genre. Is it a horror film or a romantic 
comedy? It may be possible to walk into any location and 
start shooting without setting a lamp but does the existing 

ambience support the scene’s narrative? 

The very nature of cameras is changing with the advent of 
DLSRs that shoot video and REDs new upcoming camera 
the Epic that shoots motion and DSLR quality stills. The 
convergence of the photographer’s and the cinematographer’s 
tools will have repercussions that are hard to determine. 

Another tangent to this technology is the affordable cost 
of high quality cameras democratising image taking. My 
generation’s “up and coming” used Super 8 film, a nostalgic 
but poor quality and expensive format. Amateur or student 
cinematographers now have the technical potential to create 
sophisticated visual stories. A Canon 5D may have limitations 
but is capable of awesome cinematic images in capable 
hands. Panasonic has  announced the release of its AF100 
4/3 sensor camera in late December for $4,995. And Sony 
is releasing the PMW-F3K, a PL mount 35mm size sensor 
camera based on their successful EX camera range. In the 
past large (35mm) format motion cameras were the territory of 
only top DOPs; that will end in 2011.

Another challenge facing the 21st century cinematographer is 
the growing demand for 3D cinematography. While nothing 
new, 3D has exploded into relevance with the universal 
adoption of flexible digital technology and the financial 
success of Avatar. Worldwide 3D broadcast has boomed 
and in Australia Foxtel has now launched a 24/7 3D 
channel. In October Sony announced 15% of large flat panel 
TVs sold in Australia were now 3D capable.  

Stereo images require cinematographers to rethink their 
approach. So much of classic 2D cinematography uses 
lighting, contrast, blocking and lenses to create a sense of 
depth in a shot. In 3D you are confronted with images that 
inherently capture depth. How to use this new medium to its 
artistic potential will be an exciting challenge.

Cinematography is now changing on many fronts at an 
unprecedented rate. They 
are exciting times and in the 
next few years there will be 
technical breakthroughs that 
we have not yet imagined. We 
will be witness to more change 
than anytime in the history of 
cinematography. 
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As the first of our new ‘next generation cameras 
arrive - the new ARRI ALEXA - it marks a decisive 
moment in camera history. In the past we’ve 
bought lots of ARRI film cameras - but never an 
electronic one. ALEXA is a whole new commercial 
start for 90+ year old ARRIFLEX company in a 
digital future.

In recent years, our camera technology has changed at a 
frightening pace in this fad-driven ‘must shoot with’ era. Film 
camera technology of the past appeared to move more 

slowly because the regular advances and improvements in 
image came courtesy of Kodak. Better pictures, but no capital 
investment required. If only that would apply to video media!

The life cycle path of today’s state of the art technology is that 
it inevitably ends up as tomorrow’s junk faster than ever - often 
before it’s recouped its original capital investment! But as 
history has it, the kit that lasts longer has usually started with 
an A! AATON, ARRIFLEX and in those really early years it was 
the AURICON.

At the very start of television - long before the electronic 

 ...a look back in the technology trash can!

ALEXA REWIND TO 
THE AURICON ERA   BY JOHN BOWRING ACS
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revolution and cameras from RCA, SONY, PANASONIC, 
IKEGAMI  and others - if you had to shoot pictures and sound 
on location, chances are you’d have been shooting with an 
AURICON on 16mm film.

For nearly 4 decades from the 1940s, AURICON became a 
big name in portable location sound cameras. it was an icon 
as common as the brand Betacam is today.

AURICON was the king of 16mm optical sound on film 
recording cameras - a photographic reproduction of sound. 
So not only did the camera person have to expose the picture, 
the sound exposed had to be set as well, depending on the 
film stock. Processing or accidental edge fogging could ruin 
the sound track - so it was all a bit fiddly! Later as colour TV 
hit America, optical sound recording was dropped because 
the fast colour film made for poor quality optical sound. 
Magnetic recording was introduced on film as a magnetic 
stripe on the edge of the colour film. For the first time, thanks 
to a playback head after the record head, it meant  that the 
cameraman could actually confirm that he’d recorded sound.

The AURICON camera was beautifully made, steady, sharp 
and quiet, but it was built like the proverbial brick sh**house 
with the weight to prove it. Many operated these cameras as 
a ‘one man band.’ and for those poor users the AURICON 
was not exactly an ergonomic delight. It looked like a 
shoebox, with a lens (or 3) and mickey mouse ear magazines 
and required a shoulder brace for hand-held just to push all 
that weight out in front, to add to back discomfort! The weight 
wasn’t just in the camera; its optical sound amplifier was a 
beast, full of heavy EverReady heavy duty dry batteries. It was 
battery power that further added to the weight issue as the 
AURICON ran on 115 volts AC. Inside with mains that was 
easy, just a 240-115v step-down transformer, but outside it 
required a DC to AC inverter connected to a car battery - or if 
you were really lucky, a Frezzi power pack in the later years.

Before the days of light weight nicad batteries, the power 
inverter required heavy duty car or motorcycle batteries. For 
the one man TV crew, to set up the Auricon camera for fast 
field use was a nightmare and time consuming. The answer 
for the camera departments at GTV9 in Melbourne and 
NWS9 Adelaide, was to have their AURICONs already to 
shoot in vans, akin to today’s ENG link vans. The cameraman 
would arrive at the scene, shoot the story mute on a Bell & 
Howell DR70 or Arri 16S, then drag the interview talent or 
journo back to the van to shoot the sync sound interview or 
piece to camera.

And using an AURICON there was always that bit of extra 
knowledge crews needed that was never written in the 
manuals. Like the use of ‘nose grease’ for filmstock that 
chattered - remove the pressure plate from your AURICON 
and rub it on the geasy spot of your nose! It usually worked! 
Veteran cinematographer, David Haskins has ‘fond’ Auricon 
memories of having to flop out his old fella to save the sound! 
- On hot dry days with the old ABC AURICON, to stop static 
cracking in the camera’s audio, an earth wire staked into the 
ground was set up, and if that didn’t work, “we’d have to piss 
on the stake to get a better earth connection!”

There was an AURICON for every purpose.The AURICON 
CineVoice was the noisier baby of the family holding only a 
100’ daylight load of film (2mins40seconds) 

The AURICON PRO 200 was quieter and had twice the 
running time - 200’ daylight loads. The workhorse of the fleets 
was the “whisper quiet” AURICON PRO 600 boasting over 
15 minutes of continuous recording, although I’ve never seen 
a 600 foot film roll, but you could cut down a 1200’ roll. But 
the Rolls Royce of the AURICON fleet was undoubtedly the 
“quiet as a candle flame” AURICON SUPER 1200. With over 
1/2 an hour of recording capacity, (1200 feet) AURICON 
boasted that the the “SUPER 1200 was the camera of 
tomorrow! - here today! Its only competition is another SUPER 
1200”.

As a kid reading my AMERICAN CINEMATOGRAPHER, I 
was always amazed at the hype of AURICON’s ‘50 style 
advertising, for what even then appeared to be a camera 
product more suitable for a museum! AURICON ads bragged 
“Strictly for Profit - choose AURICON” - “AURICON a 30 day 
money back guarantee” -”You must be satisfied!” “Designed 
for the Hollywood sound stage - but yet rugged enough for 
top newsreelers ‘round the world.”

“Preferred by professionals - producers and cameramen alike 
have named the AURICON SUPER 1200 as the finest and 
fastest working 16mm sound camera ever built”. I never 
shot with a SUPER 1200 so I never got to test out its “Magic 
Brain”, which consisted of a green “convenience” button 
which opened the shutter for ground glass focusing (it was a 
non reflex camera!) What ingenuity to have a ‘magic brain’ to 
make the cameraman’s life so much easier!!! I still can’t figure 
out what was brainy or magic about it!

AURICON story part 2 in the next issue....
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EPIC FILMS

The Epic Films journey began when Viv Madigan and 
Kirsty Stark, both camera assistants and emerging 
cinematographers, realised that they hadn’t shot on any non-
digital formats since finishing their Bachelors of Creative Arts 
in Screen Production at Flinders University.  Since it didn’t 
look likely that anyone would give them the money to shoot 
film on a low-budget short in the near future, they decided to 
take matters into their own hands and put together some ‘epic’ 
short film projects.  Their plan was to not only shoot on film 
themselves, but to give emerging writers, directors and other 
key creatives the opportunity to work on a semi-professional 
film set, under the mentorship of industry professionals.

After raising an initial $4000, Viv and Kirsty approached 
Ernie Clark ACS and local producer Leona Cichon, who 
agreed to come on board as mentors.  Emerging writers were 
invited to submit scripts, which a selection panel cut down 

to a shortlist of three, before choosing Landscape Scene and 
L’Artiste! to go into production.

From there, they set out to raise the additional costs needed to 
ensure they could shoot the films.  As well as the NFSA-ACS 
John Leake OAM ACS Award, the films have been supported 
by the ACS SA branch, Helpmann Academy and a huge 
number of family, friends and industry members who came 
to a fundraising quiz night or offered their time and support 
to the projects. In particular, Epic Films would like to thank 
the following people and sponsors for their support of the 
films: ACS, NFSA, Cameraquip, Fuji, Kodak, Deluxe, Digital 
Pictures, Ernie Clark ACS, Leona Cichon, Robbie Morgan, 
John Smith, Graeme Shelton and all of their cast and crew.

Viv and Kirsty write about their experiences shooting the films.

Landscape Scene and L’Artiste! are two short Epic Films productions, shot in September by SA 
members Vivyan Madigan and Kirsty Stark.  Thanks to the $5000 they received as part of the 
NFSA-ACS John Leake OAM ACS Award to an Emerging Cinematographer at the National 
Awards in May this year, and the generous support of many sponsors and ACS members, they 
were able to shoot on S16mm film.

Kirsty Stark and Maxx Corkindale L’Artiste shoot



33

EPIC FILMS

LANDSCAPE SCENE
The perfect place for a painting is also the perfect place for 
murder. 

Producer: Daniel Charlton

Writer: Luke Marsden

Director: Mike Williamson

Cinematographer: Viv Madigan

Camera: Arri SR3 with Zeiss Superspeeds; Kodak 50D 
and 250D stock.

Landscape Scene is the story of a painter who sets up his 
easel ready to paint the perfect landscape, only to come 
across something more sinister when a hitman arrives at a 
quarry in the distance, ready to shoot his victim.

We were lucky to find our perfect location near Victor Harbor 
– with the existing quarry contrasting well with the green hills.  
The scenes at the top of the hill in the landscape were shot 
to be brighter and lighter, while the ones in the quarry were 
designed to be of a darker, brooding feel.  Once the painter 
runs down the hill, the situation becomes quite tense.  We 
decided to base a lot of our shots on traditional westerns, 
building the suspense of the action between the three 
characters.  

One challenge involved keeping the film interesting once the 
painter reached the bottom of the hill and the longer dialogue 
sequences began.  We tried to come up with a variety of 
different angles and used tracking shots to add movement to 
what was essentially a stand-off between the three men.  We 
also tried to use the unique landmarks in the quarry to add 
interest to the shots and create a more foreboding mood.

We were lucky to have a lot of support from local filmmakers, 
especially our gaffer, Graeme Shelton, and our grips, John 
Smith and Dan Sandford, who gave up their time to come out 
on set and enable us to experience using professional lights, 
a panther dolly and tracks, and even a crane.  Thanks to their 
help, the film has a much more polished and professional feel 
to it.  The rest of the camera team included Maxx Corkindale 
(focus puller) and Victoria Cocks (clapper loader), plus Ernie 
Clark ACS, our amazing cinematography mentor.

The processing for both films was done at Deluxe, and the 
telecine at Digital Pictures, in Melbourne.  Unfortunately, we 
couldn’t make it over to see the telecine, but the results of our 
first rushes screening were fantastic.  Thanks also to Malcolm 
Richards from Cameraquip for supplying the SR3 package.  
Because we did not have an equivalent S16mm camera 
available in Adelaide, it made a huge difference to shooting 
the film.

BY Viv Madigan

Viv Madigan gets up close on Ernie Clark ACS on Landscape Scene
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L’Artiste
The greatest mime in the world unleashes his masterpiece on 
an unsuspecting public.

Producer: Daniel Charlton

Writer/Director: Luke Marsden

Cinematographer: Kirsty Stark

Camera: Arri SR3 with Zeiss Superspeeds; Fuji 64D & 
250D stock.

I have wanted to shoot another project on film since having 
the opportunity to do so for two of my Honours shoots at 
university.  As well as the obvious benefit of the film ‘look’ for 
the right project, I love the structure and precision involved in 
a film shoot, where everything is planned and tested before 
you hit the run button.

What I didn’t realise when Viv and I made the decision to 
begin this project was the amount of work that would need 
to be done in order to make it a reality.  It has now been a 
year since we came up with our initial idea to make two short 
films, and without the incredible support we have had from 
our friends, families and colleagues, we’d probably still be 
planning today.

While reading through the scripts that were submitted for our 
consideration, L’Artiste initially attracted my attention due to 
the challenges that would be involved in shooting it.  It tells the 
story of a mime who goes on a shooting rampage at a public 
park, drawing an unsuspecting public in on a performance 
that blurs the line between art and reality.  Largely a sound-

based film, there are many invisible elements – both objects 
and people – that needed to be shot in a way that made 
audiences believe they were there.

L’Artiste was shot in a combination of styles.  Luke Marsden, 
the director, wanted to keep the scenes where bystanders 
were shot fairly detached, so we chose long lenses to keep 
a distance between them and the audience.  The drama 
between the three main characters is played out more 
traditionally, with the additional challenge of making the shots 
of invisible objects as realistic as possible.  To do this, we 
panned with invisible cars, set focus on invisible people and 
generally treated the scenes as though the objects were really 
there.  We also chose to use a 45-degree shutter angle for 
all of the shots of the mime during the massacre, in order to 
separate him from the public and make his character larger 
than life.

Being on set and looking through the lens of an SR3 is so 
different to watching a screen on the side of the camera.  
After shooting digital for the majority of the work I’ve done, it 
was a different experience to be back holding a light meter 
and worrying about whether what I was seeing through the 
lens would come out the same after processing.  Having now 
seen the rushes, I have to say that all of the fundraising and 
planning was worth it to have shot on film – the image quality 
is better than I had hoped for.

As well as giving me the opportunity to shoot on film, this 
project enabled me to work closely with Ernie Clark ACS 
as a cinematography mentor.  Having Ernie available both 
in pre-production and on set was invaluable to me, as the 
amount of technical and creative knowledge he has built up 
over the years is astounding!  Both Luke and I were able to 
discuss ideas with Ernie from the script stage, and having him 
available for questions during the location scouts and to offer 
advice or even hold a flecky during the shoot enabled me to 
learn so much over the process of making the film.  Even some 
of his seemingly small tips will make a huge difference to my 
work in the future. 

A huge thank you must also go to my camera team – focus 
puller Maxx Corkindale, clapper loaders Jim Hogevonder 
and Victoria Cocks and gaffer Graeme Shelton, grip/gaffer 
Darcy Sullivan, grips Robbie Morgan and Django Nou, and 
best boy Michael Tessari.  I was extremely lucky to have 
this amazing mix of experienced industry professionals and 
hard-working emerging filmmakers working with me.  I really 
appreciate all of your support.

BY Viv Madigan

L’Artiste and Landscape Scene are currently in post-
production and will be entered into festivals from the 
beginning of 2011.  Stay up to date with their progress by 
becoming a fan of Epic Films on Facebook

http://www.facebook.com/pages/Epic-
Films/118250941543220

Alirio Zavarge as the Mime
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MY YEAR AT AFTRS BY MARK BURKETT

I still can’t quite remember how I first heard about the 
Australian Film Television and Radio School, but I do 
remember reading the names of the Alumni, which included 
the likes of Jane Campion, Andrew Lesnie ACS ASC and 
Dion Beebe ACS ASC.  

I came to the realisation that I wanted to study 
cinematography not just practise it, but analyse, deconstruct, 
test and challenge it as well. I figured why not aim for AFTRS, 
a grand ambition. Living it turned out to be quite an eventful 
time.

As I’m sure everyone is aware, AFTRS recently changed its 
course structure and moved into a shiny new building at Fox 
Studios,Sydney. The course is now one year, with seven full 
time cinematography students, as opposed to four in past 
years. These changes happened across the board at AFTRS, 
with 18 directing students, no production design students, no 
masters matriculation and a change in the department heads.

I would be lying if my fellow students and I didn’t start the 
year feeling a bit apprehensive. I remember in our first week 
opening up IF Magazine to read Aaron Smith’s parting 
concerns about the course changes and lack of production 
designers for us to collaborate with. Slowly our concerns 
subsided and in the end, we were all kept wonderfully busy 
looking after 18 directors while collaborating with graduate 
production designers. 

The course certainly delivered! We spent days experimenting 
and exploring a range of lighting styles and differing 
locations. We shot 16mm, 35mm and various high-end 
digital camera systems. We followed the process through 
the lab and post houses, grade and printing, even projecting 
work prints and 4k dailies in the school’s theatre.  

We put all the film stocks through their paces, dissected the 
RED One and Sony F35. We all pushed forward with an 
ever varying (and expanding) range of shooting formats. The 
productions last year were shot in at least 10 different formats 
across 18 productions. But enough about the cameras.... 

I would like to recall that of all the one-liners, quotes and 
comments I heard throughout the year, the one that stuck with 
me the most, was from Jan Kenny ACS, herself quoting Lance 
Armstrong, “It’s not about the bike”.

It’s from that point, we started on our biggest learning curve, 
discussing technique, creative choices and how to use our 
craft to tell the story. We learnt how our choices alter and 
shape the project’s outcome. I can’t say that we exhausted the 
topic, as I doubt any of us ever will.

Conrad Hall described cinematographers as “belonging to 
a brotherhood”. I would not disagree with this statement, 
after the education and friendship I received from my fellow 
cinematography students. We leant a lot from our lecturers, 
guests and professional colleagues, but this pales into 

Mark operates a crane shot using a RED one
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insignificance in comparison to what we learnt from each 
other. With seven wide ranging backgrounds, there was no 
technical or creative challenges we could not solve (or at 
least discuss for hours.)  I feel very honoured to count these six 
talented individuals as my colleagues and my friends. 

What did I get out of the year? Confidence, experience, a 
sharpening of the creative eye and expanding of technical 
knowledge. These are the things that I take away from AFTRS; 
sure it doesn’t deliver anything new or truly ground breaking, 
but it builds on existing skills, transforming cinematographers 
from grafters to professional artists.

I hope this doesn’t sound like an advertisement for AFTRS; I 
am not saying it was a perfect year. The school does have 
a little way to go in catching up with current production 
technology, and should keep striving to deliver a better student 
experience, cutting back on red tape, freeing its students 
to spend more time creating and less time worrying about 
gaining approval to shoot.

Having barely commenced the year, we were all thrown 
head first into a feature film. Before The Rain, an AFTRS 
NIDA co-production which was produced to celebrate the 
50th anniversary of NIDA. The project featured the entire 
graduating class from NIDA, spread across four stories 
within the confines of a bigger feature. Each ‘episode’ of the 
production had a different DOP. I was lucky enough to do 
2nd unit across the entire feature. 

Working within the different styles established by each 
DOP, whilst trying to establish a commonality to the piece 
as a whole, was a major challenge in itself; let alone the 
experience of finding myself working on my first feature as 
DOP. The production was shot under the watchful eye of 
our very supportive mentor Steve Arnold ACS. He poked, 
prodded, suggested and cajoled us all to follow our gut and 
head in the right direction.

We put the camera through its paces in pre-production, 
shooting tests in studio and location, then following through 
the post workflow. We were using RED ONE build 18, 
placing the native ISO at around 160. Each main unit DOP 
established a range of Look Up Tables for a range of different 
shooting circumstances. This included frame rates, colour 
temperatures and ‘looks’ to suit their particular story. We shot 
4k 16x9 for 1:1.85 extraction, transcoded to DNXHD36  for 
offline editing, rushes viewing on Avid. The project was then 
reconformed to the R3D’s in Final Cut Pro, before grading off 
the RAW files in Apple Color. V                                            

It was a brutal crash course on the RED camera, and the 
problems it can throw at you. For a cinematographer, 
checking playback and recalling LUT’s correctly, while 
dancing around with all the onboard metering systems and 
menus is hugely important.

The experience also gave me the opportunity to play with 
my passion for time-lapse, which produced both stunning 
successes and abject failures. Personally I will admit it was a 
steep learning curve, this being my first feature experience as 

a 2nd unit DOP. But everyday, I learnt something new, built in 
confidence and grew into the role. 

It was during this period that the camera assistant training 
scheme (CATS) commenced at the school. The camaraderie 
and support they provided fostered a wonderful environment 
for collaboration. They put in a tremendous effort in working 
over 18 productions as both focus puller and clapper loader; 
they were always keen for last minute tests or late night time-
lapses. Without their efforts, I doubt whether we would have 
made or been able to complete the number of films as well 
as we did. My thanks must also go to Erika Addis, who 
trained not only the CATS students, but also ourselves. She 
provided us with the necessary training, and took on the role 
of confidante throughout the year.

Something I am personally proud of from the year is the 
variety of productions I worked on.  First off was a dramatic 
short film Fallen, shot on Super 16mm, which was the 
recipient of the Kodak Cinematography Grant. My sincere 
thanks to Boris Mitchell, for his support and advice during this 
challenging project. 

Working in a pseudo-Dogma style, with a (deliberately) 
limited lighting package, I really pushed my resourcefulness 
and the limits of the film stock. These devices were used to 
keep a genuine raw energy to the production. The characters 
were stripped back and laid bare within the image. I felt the 
cinematography had to create an environment for the actors 
to portray this. I lit some scenes with literally a couple of prac 
lamps, while pushing 7219 500T one stop to 1000ASA, 
trying to see what was out there in the darkness. It was a 
tough line to toe, whilst shooting, not to descend too far down 
the documentary rabbit hole. 

The final production I undertook was Australia’s first ARG 
(Alternative Reality Game) called Demonicon, consisting 
of story-based video content produced and designed for 
web-based delivery. The project encompassed a variety of 
documentary and drama style techniques across a range of 
formats to deliver the ‘found’ look. This included degrading 
an old handicam down to beaten up VHS, shooting on the 
iphone (after it won hands down on my mobile phone shoot 
off test) and perfecting my news camera work style.

This project concluded with a live event, during which 
we summoned a demon as the final climax to the game. 
Not cinematography ground, I know, but I took on the 
responsibility for the visual elements of the project and saw 
this though to the end. The summoning of the demon was 
created by projecting an image onto a wall of cascading dry 
ice. Grant Page and his stunt team catapulted our antagonistic 
bad guy through the mouth of the demon, swallowing him in 
a hair-raising ending. When will villains learn that things are 
only going to end badly for them…

Overall, it was an eventful year, living up to every 
expectation. It provided me with creative and support 
networks for life and pushed me in the direction where I 
dream of being, enabling me to express and push myself. 
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The ACS attended the inaugural World Cinematography 
Conference with 19 countries, including the host country 
Hungary(HSC) who were celebrating the 20th anniversary 
of their Society. There were over 40 delegates, including 
legendary cinematographers, Billy Williams OBE BSC and 
Vilmos Szigmond ASC HSC. Representing the ACS were 
myself, Peter James ACS ASC and Laszlo Baranyai ACS 
HSC.

The evening prior to the conference commencing, Peter and 
Laszlo screened their respective films, Mao’s Last Dancer 
and Noise to much acclaim at the Urania National Cinema 
Palace. This beautiful, Moorish influenced cinema has been 
restored and is a fitting venue to screen so many inspirational 
films, from so many different countries.

At the official World Conference the delegates were 
welcomed by acclaimed Hungarian cinematographer and 
HSC Vice President, Lajos Koltai ASC HSC and IMAGO 
President, Nigel Walters BSC.   

The main topics of discussion were Authorship Rights for 
Cinematographers and Working Conditions. These topics 
were to be discussed and debated at a European level, but 
will no doubt have an effect on our Australian conditions   in 
the future when it comes to Authorship Rights. 

Peter Dubovitz HSC from the Hungarian Society presented a 
detailed report dealing with working conditions and sought 
ratification from the conference to support their request to 
consolidate requested working conditions in Hungary.

WORLD CINEMATOGRAPHY 
CONFERENCE, BUDAPEST 2010 
BY RON JOHANSON ACS

This included things that we in Australia take for granted: an 
11 hour working day, 45 minute lunch break and a 10 hour 
turnaround. This was obviously ratified but it was suggested 
that the HSC take into account and refer to the IMAGO 
Working Conditions Model Contract, which has existed for 
some time and is available online at the IMAGO web site.

The Authorship Rights topic was next on the agenda and a 
very passionate and informed presentation was given by 
Mercedes Echerer, who heads a company called EU XXL. 
IMAGO were seeking ratification from the World Conference 
for EU XXL to represent the IMAGO member countries in future 
dealings with the European Parliament. It was felt that we, 
as cinematographers didn’t possess the necessary expertise 
to deal with this on a governmental level. The first step was 
to collaborate with the other European guilds: Federation of 
European Film Directors, Federation of Script Writers Europe, 
European Composers, Federation of Audio Visual Companies 
and European Council of Artists, which EU XXL would do. 

When the Authorship Rights subject was raised it became 
obvious that there were many mixed feelings on the subject. I 
felt, a little naively, that this would be cut and dried. Not so. 
Russia, Poland, Hungary, Bulgaria, Mexico, Argentina, Czech 
Republic and Croatia recognize cinematographers as authors. 
There are those that receive Secondary rights. That is, where 
the cinematographer is not considered by law as an author, 
but collecting societies based on the law for photographers 
recognize the cinematographer, so the cinematographer 
has the right to have a share of royalties. Those countries 

The ACS delegates at a leisurely lunch
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recognized are Denmark, Sweden, Germany and Austria. 
Not all countries are as fortunate as those above. Surprisingly, 
the French have nothing in place regarding Authorship Rights, 
but have near perfect working conditions. In the 60s French 
cinematographers considered themselves technicians not 
artists and in effect declined the opportunity to participate. The 
following countries have nothing in place at all; UK, Spain, 
Italy, France, Portugal, Canada, USA, Australia and New 
Zealand.

The French delegate abstained from the vote to go ahead 
with the approval for EU XXL which was nevertheless carried. 
Part of that proposal follows; the whole proposal is on the 
IMAGO web site. 

“IMAGO agreed that it should be part of and support a 
common initiative together with the other relevant European 
umbrella organizations like FERA, FSE, ECSA, FFACE, ECA to 
improve the lobbying for all creatives of audiovisual works and 
increase the flow of communication and information between 
these organizations and the EU institutions”. 

The German (BVK) delegate, Michael Neubauer delivered a 
report from the Institut fur Rundfunktechnik (IRT) an organization 
similar to the BBC and the ABC, regarding their insane 
proposal/recommendation to limit the use of Super 16 
film being used on German productions broadcast in HD, 
because of an excess of grain. The Conference totally 
dismissed this report from the IRT as an absolute absurdity, 
given the de-grain technology available to us currently and the 
fine grain capabilities of all Super 16 stocks. The recent use 
of Super 16 by cinematographers, Barry Ackroyd BSC on the 
Oscar winning film The Hurt Locker and Matthew Libatique on 

the recently completed The Black Swan give further credence 
to Super 16. 

There was also opportunities for informal one-on-one 
discussions. As the ACS is interested in the matter of 
Education, we discussed with Emil Novack HSC, the principal 
of the HSC Film Crew School how their particular model 
worked. This school gives young filmmakers the opportunity 
to study and train not only in the Camera Department but 
Assistant Directing, Gripping, Electrics, Data Wranglers, 
Production Assistants, Unit Managers etc. These students are 
instructed and guided by industry professionals for 2 days a 
week, Friday and Saturday. They receive a diploma from the 
HSC saying they are proficient in these chosen areas of study. 
This could be the right model for the ACS to pursue, without 
bringing us into direct competition with any of the existing 
Australian film schools as it takes the form of our current system 
of Master classes and workshops. The ACS could well need 
to become an accredited learning institution, but I’m confident 
we could achieve this after consultation with the existing 
learning institutions and Government departments. Certainly 
food for thought!

There was also discussion, regarding the ACS hosting the 
2012 IMAGO Assembly and the World Conference in 
Sydney as part of our own National Awards. The main 
stopping block is distance and related travel costs to bring so 
many delegates from Europe and other countries.

We have for some time discussed presenting a white paper to 
the Australian industry and the general community explaining 
what a cinematographer is and what it is that we actually do. 
The French society (AFC) have taken this a step further and 

Laszlo and Peter at Korda Studios back lot. Note the scaffold supporting the NY Street Set
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WORLD CONFERENCE OBSERVATIONS 
BY LASZLO BARANYAI ACS ASC

Firstly, I would like to say thank you to the ACS and our 
President, Ron Johanson for the privilege of representing the 
Australian Society of Cinematographers at the first World 
Conference of Cinematographers in Budapest. We had 
a great time, we saw fantastic movies, we discussed our 
films with  a wide range of cinematographers and we 
collected ideas regarding the further improvement of our 
own Society. 

It was encouraging to learn, how this economically ruined 
small country, Hungary, is still investing full hearted fate into 
the future of film making, film education and the wellbeing 
of the filmmaking community, despite the devastating state 
of the Hungarian economy that we can’t even imagine here 
in Australia. 

It was an inspiring time to watch the different European 
societies negotiating their way through the different member 
countries’ social and economic state in order to reach 
agreements for fairer working conditions and Authorship 
rights.  

begun a program in schools where they explain this and more 
to students of all ages. Perhaps this is something the ACS 
should also consider.

There were a number of excursions enabling the delegates 
to visit some of the infrastructure available in Budapest to 
all filmmakers. First was a tour of the new Raleigh Studio 
complex, where it turned out that Dean Semler was shooting 
an untitled film for director, Angelina Jolie. Dean very kindly 
took some time out to greet us and say g’day. The studio 
complex consists of 9 sound stages about 30 minutes outside 
Budapest. This is a one stop shop with great facilities and 
a pleasant working environment.  On the lot is ARRI, who 
showed a presentation on the new Alexa, which is a runaway 
success for the company. Also attached is a processing lab 
and post production facility managed by PHOTO-KEM, who 
very kindly showed their full digital intermediate suites with 
both 2k and 4k capabilities that are directly tied into the 
LA operation and a state of the art theatre and projection 
facilities. The “Magical Mystery Tour” ended with lunch in the 
studio restaurant. 

The other excursion was to KORDA STUDIOS, about an hour 
from Budapest.

This complex is vast with 6 sound stages which includes the 
largest purpose built sound stage in the world today of 5975 
square metres! Named after Sir Alexander Korda, the studio 
aims to create an international centre of excellence for the 
filmmaking community. The studio opened for business in  
2007, and while its development continues, it has already 
hosted some of the most prestigious local and international 
films and commercials ever filmed in Hungary. At this moment 
the lavish television mini series The Borgias is using 3 of the 
stages along with one of the back lots where a Renaissance 
village has been constructed. The other back lot area includes 
Europe’s largest permanent New York City street set, with a 

full Brooklyn street block, four-story facades on both sides, a 
movie theatre, bank, restaurant, repair shop, freight loading 
docks, and fire escapes. There’s also a scaffolding system that 
has to be seen to be believed. After the tour, numerous photo 
opportunities, except on the sets, and lunch, it was back on 
the bus to Budapest.

The first World Cinematography Conference concluded with 
the presentation of the HSC Golden Eye Awards, which 
included an Achievement Award to Billy Williams OBE BSC 
and the HSC Cinematographer of the Year was Andras Nagy 
HSC, a truly gifted cinematographer and a fine young man. 

I have to observe that even though the Conference was a 
great success, it was a very narrow agenda and perhaps 
consideration should be given to more discussion on a 
broader scale with more issues facing us on a daily basis 
and less emphasis on the social side of things. It would also 
benefit all IMAGO member countries if a detailed agenda 
was prepared beforehand with all the relevant proposals in 
place and ready for ratification by the World Conference. 
This would be of course after the member countries have had 
the opportunity to discuss the agenda items with their relevant 
Boards or Committees in their home countries, prior to the 
meeting.

Congratulations to the Hungarian Society and thank you 
for your kindness and hospitality. A special thanks to Emil 
Novack HSC, Nora Szilagyi, Nora Cser, Lajos Koltai ACS 
HSC and to the memory and the spirit of the HSC Founding 
father, Gyorgy Illes who remains the defining influence for all 
Hungarian cinematographers.

In conclusion, the resolve of us as IMAGO members is to 
continue to bring forward progress to all the issues facing 
cinematographers collectively, as a World industry. IMAGO 
will meet in Estonia in early 2011, where the theme could 
well be….Cinematography: the bridge that joins us all.                                     

One thing we have all learned at this conference, is that 
the unity of the different sections of filmmakers is the only 
chance we have to effectively put pressure on our own 
government, in order to save our own industry and to 
improve our working conditions. 

We leave this conference with plenty to think about and we 
are strongly motivated to participate in the fight for the future 
of our industry in Australia. 

Laszlo busking while Peter photographs yet another building
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BEER, TOKAY AND GOULASH
BY PETER JAMES ACS ASC

When our President, Ron Johanson ACS  invited Laszlo 
Baranyai ACS HSC and myself to screen our films at the 
World Cinematography Conference organized by the 
Hungarian Society of Cinematographers in Budapest, I 
wasn’t sure what I was getting myself into. It is a long way 
to go for a three day conference and to see a few movies. 
My fears quickly evaporated, however, when I had a 
chance to meet Billy Williams OBE BSC (Gandhi, Women 
In Love, Sunday Bloody Sunday) along with many other 
wonderful Cinematographers from all over the world. The 
Hungarian hospitality was wonderful. Emil Novak, who 
some of you may know, as he worked in Sydney for ten 
years, and his team did a fantastic job making our visit so 
rewarding. 

Dean Semler ACS ASC and Mark Goellnicht were just 
finishing shooting the film that Angelina Jolie was directing 
and starring in. Danny Ruhlmann ACS has just started 
shooting in Budapest and will be moving on to Slovakia. 
IMAGO co-hosted the conference, taking the opportunity 
to discuss and advance the rights of Cinematographers in 
such areas as working conditions, moral rights, residual 
payments, lobbying politicians, and joining with actors, 
directors and other guilds and societies to bring about 
change and encourage more film production. IMAGO 
was joined by some of its associate member countries from 
all around the world including Australia, Japan, Israel and 
Vilmos Zsigmond ASC HSC representing the USA. It was 
the first time the ASC has been officially present at IMAGO 
and their presence was very welcome. IMAGO provides 
a very good world balance to the powerful ASC, but 
both organizations will continue to play a vital role in the 
increasing globalization of cinematography, as more and 
more cinematographers transcend their national boundaries 
to practice their craft away from their home countries.

Seeing how IMAGO is working was a real eye opener. 
I have always thought that IMAGO was taking on a big 
challenge in what it is trying to achieve, but it appears to 
be working. It requires a lot of perseverance and diplomacy 
from all the delegates. Great care is taken to allow every 
country to have their say, in an effort to achieve consensus. 

Of course, with so many countries represented, it is often hard 
to make every one happy – rather like the United Nations. 
But in spite of the challenges, the IMAGO President, Nigel 
Walters BSC, is doing a fantastic job of calmly moving the 
decision-making process along. IMAGO has also brought 
on board lawyers and lobbyists as part of a team putting 
issues related to cinematography on the agenda of the EU 
Parliament.

One of the interesting things I observed at the conference 
is how enormously important a tool the Internet is, not just 
for communications among ourselves as cinematographers, 
but also for educating the general public and policy makers 
about what we do. The conference itself was streamed live 
on the Internet and with the recent improvements in WEB 
TV, Apple, Google, and Yahoo TV, this is only the start. All 
Cinematography Societies have a wonderful opportunity 
to educate and inform even more people around the world 
about the profession of Cinematography, what we actually 
do and our unique and huge contribution to entertainment and 
the cultural life of our countries and the world.

IMAGO has an excellent Web site www.imago.org 
maintained by Tony Costa from Portugal. The site is constantly 
being updated and has extremely interesting and useful 
content. For example, check out the cool video about 
Cinematographers’ working conditions. 

I have also read in Alan Loan’s www.britishcinematographer.
co.uk that the BSC is offering membership to their new site 
www.bscclub@bscine.com. The site will be hosting BSC 
members’ comments, photos and Show reels and promises 
to be quite dynamic and interactive. Through their website at 
www.theasc.com < http://www.theasc.com/, the ASC even 
offer on-line shopping and access to their Magazine as well 
as the opportunity to become a ‘friend of the ASC’ via pod 
cast etc. 

Perhaps the most organized and politically involved approach 
is that of the Israelis. Through the website at www.act.org 
<http://www.act.org/ Idan Or, the very pro active CEO of 
the Israel Association of Cinema and Television Professionals, 
has managed to put every member on SMS and e-mail and 
is in constant touch with the entire film community, holding 
weekly meetings with representatives from all departments. 
They lobby and protest to the government regularly, the end 
result being that the government go to them to get anything 
done. The aim of all these efforts is to create a buoyant and 
less insular film community.

In Australia we may not be as organized as the Israelis and it 
is frankly not the role of the ACS to act as a union or even a 
political lobby, but we still have to find a way to communicate 
our goals and needs to policy-makers. Perhaps we can use 
some of these models, adapting them as necessary to reach 
out not only to our own members but also the rest of the 
Australian film community, as well as the general public and 
government policy-makers, to inform and educate them about 
the importance of cinematography. It is up to us to tell them 
what we are doing and what we need, as well as the direction 
we would like to see the Film Industry heading. They will never 
know how many of us there are unless we speak up and send 
them an email. It is up to all crew members to do this.

Peter James discussing Mao’s Last Dancer after the screening
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FLASH BACK

Jim Gilbert was born in England and migrated to Australia in 1952 with his family. His first job 
in the film Industry was working as a spool boy and assistant Projectionist at the local cinema. In 
1954 he commenced work in the production side of the film industry with Kinetone Productions in 
Brisbane, owned and operated by the late Al Burne ACS from his home, with a film processing 
laboratory operating under the house. 

JIM GILBERT ACS

In 1954 I answered an advertisement asking for a young 
person to be trained in all aspects of film production at a local 
film production company, Kinetone. I was only 15 at the time, 
applied, and obtained the position. I had a small grounding 
in film by virtue of having worked as spool boy/assistant 
projectionist at cinemas, therefore had an interest in what took 
place prior to films being finished and ultimately screened.

When I commenced work at Kinetone, I had no idea of what 
would be in store. The company was situated in two houses 
in Main Ave, Windsor, Brisbane. In one house Al Burne (the 
patriarch) lived with his wife Lucy, but the underneath had 
been completely cleared out and turned into printing rooms 
and a laboratory.  

In the first room in this under-house area, was the “timing” 
room, where films being made ready for printing, were 
checked and appropriate light levels were recorded. The next 
room was the actual laboratory where the “rack and tank” 
method was used for processing both B&W negative and 
positive films. There were three tanks, the first one held the 
negative film solution, the middle one the positive film solution, 
and the back one, the “fixer”. To one side was a large 
water tank where the film racks could be dunked, thereby 
cleaning off the processing solution prior to being inserted into 
the fixer. This processing room and the various racks could 
accommodate both 16mm and 35mm films.

In the same room the 35mm printer was installed for making 
positive prints from the various 35mm commercials/docos 

Jim Gilbert gets flour bombed at Brisbane University, 1966
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the company worked on.  Safe lights were installed with an 
amber filter over the top, with this light being left on when 
positive film was being printed and processed. If negative 
material was being processed, this was done in complete 
darkness. Needless to say, I found it very difficult in the first 
few months to handle both the processing part and also to 
find my way around the dark room in complete blackness.  

In the next room racks of film were being blown dry through 
an interesting “blower” vacuum cleaner system that Al had 
devised and put up, the racks were then hung in a separate 
cabinet room where fanned heaters were turned on to dry the 
films. This cabinet could hold up to 8-10 racks of film.  

The fourth self-enclosed room in this area contained the 16mm 
printer which printed colour copies of the various 16mm 
Kodachrome films that Kinetone made.  Again, printing on 
to colour print stock, this had to be undertaken in complete 
darkness.  Len Burne undertook all areas pertinent to the timing 
and printing of films. 

I mentioned earlier about films being timed over a light box 
set into a bench, where Len would grade the respective 
scenes for printing. I would note down the relevant numbers 
on a printing card, and he would make a punch mark on the 
edge of the film at the appropriate spot prior to the scene 
change in order to activate the light change on the printer.

When it came time to print this particular film, Len would 
naturally undertake the printing side, and I would be sitting in 
one corner of the room behind a masked off area, with a safe 
light filtered torch to read out the appropriate light changes as 
they came due, which Len would implement.

What is interesting about a large amount of equipment that 
Kinetone Sound Films had at this stage, was that Al Burne 
himself had designed and built most of it. 

Even though it took me a couple of years to realise it, Al was 
a very, very, talented and clever person. His early work was 
as a cinematographer in Queensland and he filmed a number 
of features for Charles Chauvel. When he started up his own 
company, he realised that to fully equip it, and to make it 
function adequately, he would not be able to come up with 
the huge outlay for purchasing new equipment. Therefore he 
would need to be very versatile and build most of it himself.  

Both printers to which I have referred were designed and 
built by Al Burne.  When one considers the fine tolerances 
required, particularly for 16mm film, his design and building 
of the 16mm printer was a very fine piece of work indeed.  
Some of the original 35mm cameras that Al would have 
used in silent filming were also modified in order to film 
the “smaller” projects, such as Title Cards for Openers and 
Closers, on their various films.  

The house next door, which had been almost gutted, 
contained studio space in the main central part of the house, 
sound recording room, and projection booth.  The main 
central room had some form of sound deadening material 
down all walls so this area could be used adequately for both 

sound on film shooting, as well as narrative voice recording 
for some of their projects.  

When recording narration, the narrator would sit in the main 
studio at a microphone, I would be operating the projector, 
both 16mm and 35mm, and George Burne (the eldest son) 
would be in the sound recording room doing the appropriate 
mixing with voice and music.  As can be seen, the narrator 
would literally record his voice to the film, unlike these days 
where the voice is simply recorded “cold” and then matched 
to the film at a later stage.  

Both George and Len were competent cinematographers, 
as they both had worked on theatre newsreels in their 
heyday. However, in the company structure, George took 
more of a front of house role in meeting clients, undertaking 
cinematography and conducting the sound recording. Len 
was quite happy with the “behind the scenes” role of printing, 
processing, etc.

I stayed with Kinetone learning the ropes from 1954 through 
to 1959, and was involved in just about all facets of film 
production. As Kinetone were also the Movietone News 
representatives for Queensland, I did accompany George 
Burne on a few newsreel assignments, sometimes even acting 
as second camera for him, using a very well dated single lens 
Bell & Howell Eyemo.  

This triggered my interest in camerawork, and when television 
came to Brisbane in 1959, I was successful in applying for 
and obtaining the position of Senior News Cameraman at 
BTQ7. 

During my years with BTQ7 I gained enormous experience 
and shot many memorable and interesting stories, in a 
wide range of situations. See the attached photo of when I 
was flour bombed in 1966 while filming the Brisbane Uni 
Orientation Day.

Major news stories covered included:

1960 – Manam Island volcano eruption.

1962 – Handover of West New Guinea from Dutch to 
United Nations temporary rule.

1962 – Commonwealth Games, Perth.

1962 – Buka Island – PNG – Tax dispute.

1962 – Peter Monaghan Story, winner of TV Society of 
Australia Award for Best News Story.

NB: Peter Monaghan was sold to Cinesound for Theatre 
Newsreel distribution.

1963 – Royal Tour of Queensland

1963 – Lord De Lisle, Governor General Tour of PNG.

1963 – Handover of West New Guinea from UN to 
Indonesia.

1964/1965 – Mount Isa Strike and State of Emergency.

One event that is particularly memorable was the famous tied 
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1960 cricket test between Australia and the West Indies. 

Little did the cricket fans expect that the match would end in a 
tense heart-pounding tie, the first of only two such instances, 
and regarded by many as the greatest ever test match. If ever 
a cricket match could be the script for a drama, this was it.

I stayed with BTQ7 until 1966 when I was “headhunted” to 
go into commercial film production. I then took up a position 
as Cameraman/Editor with a well-known stills photographic 
studio in Brisbane that was now branching into the production 
of television and cinema commercials, plus documentaries 
Photo Commercial Studios (later renamed Robinson Jones 
P/L). Of particular interest was a 20 minute doco I shot and 
edited for the Queensland Government to use in London as an 
aid to attracting prospective migrants to Queensland.

I stayed with that company till 1969 then returned to 
Kinetone, this time as a fully qualified cinematographer in my 
own right. I remained with them working as Cameraman/
Editor mainly on documentaries until 1972, when I again 
departed, and joined Gold Coast Television (A new company 
formed with the ultimate aim to obtain a TV Station licence on 
the Gold Coast). This company appointed me as Manager/
Cinematographer of their subsidiary company, Films 
(Australia) Pty Ltd. In my three-year stint with this company 
I photographed many television commercials for leading 
Brisbane advertising agencies as well as educational and 
industrial documentaries for large companies. 

In 1975 I joined the long established production company 
Cameracraft Film Productions as their DOP, shooting television 
and cinema commercials, plus documentaries for various 
Queensland State Government departments. This company 
closed in 1981, I then freelanced for a short period, often 
shooting for Tripod Prods, producers of the Ch9 current affairs 
programme Today Tonight, and Film Centre (Queensland 
Government Education Dept Film Unit). 

Following this period I retired from active participation in 
further film production activity. I had many memorable years 
behind the camera, which will stay with me forever.

FOOTNOTE: 

Jim served for many years on ACS Queensland committees, 
serving as ACS Queensland State Secretary from 1965-
1972, then was elected as State President in 1972 and 
remained as President till the early 80s. Jim has given an 
enormous amount of time and support to the Society, and 
helped to consolidate the other State Branches during the 
early years of the ACS. 

Jim was granted ACS Accreditation in 1976. And in 
recognition of his contribution to the Society, was inducted 
into the ACS Hall of Fame in 2009.

Ron Windon, ACS
Historian

LitePad Axiom is a revolutionary LED light from Rosco which is specifically designed for filmmakers, 
videographers and still photographers. Its steel and aluminium housing provides a durable and 
rugged case for the LitePad. The housing also allows for easy and quick mounting solutions as well 
as a gel slot for adding colour.  Its slim profile, low heat and power consumption and outstanding 
quality of light make LitePad Axiom an excellent choice for professionals everywhere.

Call Rosco Australia (02) 9906-6262 for more information and dealer locations. www.rosco.com
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mailing list
Carbon Arc Photometrics:
http://www.cinematography.net/edited-pages/
CarbonArcPhotometrics.htm

Kino’s On Inverters:
http://www.cinematography.net/edited-pages/
KinosOnInverters.htm

Police Car Lights:
http://www.cinematography.net/edited-pages/
PoliceCarLights.htm

The Pain Of Hand Holding The Camera:
http://www.cinematography.net/edited-pages/
ThePainOfHandHoldingTheCamera.htm

Martial Art Film Effects:
http://www.cinematography.net/edited-pages/
MartialArtFilmEffects.htm

Silent Film Tricks:
http://www.cinematography.net/edited-pages/
SilentFilmTricks.htm

ProMist, White Mist, Black Mist:
http://www.cinematography.net/edited-pages/
ProMist_WhiteMist_BlackMist.htm

“That Seventies Look”:
http://www.cinematography.net/edited-pages/
ThatSeventiesLook.htm

Foot Candle Requirements For Red:
http://www.cinematography.net/edited-pages/
Foot_Candle_Requirements_For_Red.htm

RED vs Film:
http://www.cinematography.net/edited-pages/RED_vs_Film.htm
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S E C O N D  S E R I E SBIGPICTURE BY MANNY ASTON BA

BEHIND THE LENS
LICENCE TO KILL

There are few times in my life when I can recall a genuine 
sense of fear … perhaps fear is not the best word. Maybe 
dread. Root canal therapy, a medical procedure (any 
procedure for that matter), a tax audit, poor Rover’s last trip to 
the vet … never a pleasant outcome. And let’s add renewing 
the five year driving licence to the list. My local Motor Registry 
office is always crowded. It’s a fact of life I’ve gotten used to, 
just like long queues at my post office, malfunctioning boom 
gates at car parks, people who sing loudly while they work 
and too much mayonnaise on my chicken schnitzel sandwich.

So I arrived at the Motor Registry bright and early (it was 
already crowded) and took a ticket from one of those 
dispensing machines – another of life’s little conveniences 
that annoys me beyond belief. Now I can quantify exactly 
how long I’m going to have to wait. I have A182; currently 
serving A172. At least in the old days there was hope. It may 
look crowded but if you pick the right line, you could beat 
the odds. There was an element of skill. Now the dreaded 
ticket machine allocates your pecking order with merciless 
precision. 

A small speaker hidden God knows where, makes a noise 

very much like when an elevator arrives. Ding. Then a 
female voice – monotone, clinical, yet unnervingly cheerful – 
announces, “Ticket number A-one-seven-three, please go to 
counter five.” At this stage I look hopefully around me. Maybe 
A173 has deserted. Maybe he or she has left their post. No 
such luck. A senior Australian leaps to his feet and shuffles 
toward the counter aided by his walking stick, his winning 
ticket held high.

My adventure with this licence renewal began well before 
my arrival. The minute I received the renewal notice weeks 
before, I sprang into action. It’s essential to pre-fill the form. 
It is important to convince the unseen powers that grant my 
licence for another five years that I’m still fine – no blackouts, 
no fits, no deterioration. Check. Glasses? Hmm … I wasn’t 
wearing glasses the last time. Okay, time to formally admit 
that I wear these things all the time. Time for it to sink in 
that as a younger bloke I could tell the difference between 
a full stop and comma from twelve feet away, but now, 
without glasses I can’t even see the keyboard! Address? 
Same. Name? Same. Smooth sailing. Licence renewal form 
complete.
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Ding. A176. Now for the most critical decision of all. 
What to wear. Many years ago, in a moment of madness, 
I decided to wear a white skivvy. My clothing completely 
blended in with the white background. For five horrible years 
my licence displayed just a head floating in mid air – a head 
with an expression that teetered between confusion, fear and 
shock. I heard it all, “Kangaroo in headlights,” “Alien probe,” 
“Where’s your neck?”

For my last licence photo, determined not to get caught out, I 
wore a bright orange shirt. The sort of shirt a rescue helicopter 
could spot in a jungle from 20,000 feet in the air. I literally 
looked like a giant Jaffa with a head arbitrarily balanced on 
it. Not just any head – a head with the meanest expression 
perhaps ever captured on film. In my defence the lady at 
the Motor Registry told me not to smile. It’s true she didn’t 
say scowl, growl, grit your teeth and squint your eyes – but 
obviously at that particular moment in time I only had two 
contrasting expressions available to me … happy friendly 
motorist or decidedly unhappy serial killer. 

You see it’s obvious the person behind the lens has the power. 
Ms Motor Registry could easily have waited until I settle a 
little. She could have told me to look up, straighten my head. 
I mean they do it for models, don’t they? “Come on Manny, 
you’re feeling funky … that’s it … head up a little … now 
pout.” Click. Done. The perfect shot. 

A179. Ding. Instead I end up looking like an inmate from 
Guantanamo Bay. Not the best look when you consider the 
various reasons one may need to produce a driving licence. 
“Ah … just a minute Mr Aston … I’ll just have a quick word to 
the Manager,” or “Step out of the car please Sir.”

A181. Ding. So you can see why I have some ‘issues’ with 
having my licence photo taken. Five years is a long time to 
carry an image of Ivan Milat’s twin brother in your wallet. I’d 
seriously considered opting for the one year licence, so I don’t 
have to live so long with the consequences of a bad photo; 
but the downside is I’d have to go through this same ordeal 
five times!

A182. Ding. My turn. I’m nervous. I walk up to the counter. 
I have a blue business shirt on, casually open at the collar, 
and a nice business jacket. I’ve been mentally rehearsing this 
moment for days. I have to be as nice as I can to Ms Motor 
Registry. In her hands lies the fate of my official image for the 
next five years.

“I don’t think you’re busy enough,” I quip light-heartedly. No 
response. No smile. She doesn’t get it. I’m doomed. I hand 
over my papers – resigned to the fact that perhaps today is 
not Ms Registry’s best day, but clinging to the hope that my 
facial muscles will override any negative sentiment she may 
be generating. 

“How are you paying for this?” she asks. I grapple for my 
wallet, but it fumbles in my hands. “Obviously I’m paying 
quite slowly,” I say. She smiles. Thank God. I hand her the 
card.

“Can I have your old licence?” she asks. It was really difficult 
to stop myself from laughing out loud. Can you have it? You 
can set fire to it with a blow torch if you like! I hand over Ivan 
with a mixture of relief and embarrassment. Ms Registry cuts 
a large v-shaped chunk out of the licence and pauses before 
she hands it back. “Would you like me to dispose of it?” 
Finally, I found someone who understands. “I think that would 
be best,” I mutter.

“Just sit down and we’ll take your photo.” 

How many times I’ve heard that. The scary thing is that there’s 
no second chance. It’s not like the movies where you get 
another take. It’s all or nothing. One split second and I could 
be once again condemned for five long years. 

“Could you take your glasses off please?”

Oh that’s great. Now I feel vulnerable. Where the heck do 
I put my glasses? Have I straightened my collar? I’m not sure 
about my hair. Should I try to get away with a half smile?

“Thank you, Mr Aston. Just wait and we’ll call your name out 
when it’s ready.” 

Thank you? What does she mean, “Thank you.” When did 
she take the picture? At what Godforsaken point in this whole 
miserable process did she take the Godforsaken miserable 
picture … and what in the name of humanity was my face 
doing?

I walked away from the counter, clutching my papers and my 
glasses … numb. It’s all over. She probably took the photo 
just as I was looking for a place to rest my glasses. I’m going 
to look lost, confused, distracted and abstract – a five year 
sentence to the Twilight Zone.

I can see the other poor souls around me – all waiting just 
like me. Ms Motor Registry is serving someone else but I keep 
my eye on her intently. At some point she is going to get my 
licence and read my name out. Here she goes. She picks up 
the card, looks. Oh my God, she’s smiling. She’s walking 
over to one of her colleagues … they’re both laughing. This is 
worse than I could have imagined. 

“Mr Kalithrakis.” The senior Australian walks over to the 
counter. He probably already knows what’s ahead. He 
takes his licence and without even looking, shuffles out of 
the registry as fast as he can. He’ll take a good look at the 
licence outside … no doubt it will be a disaster. Poor bugger. 

“Mr Aston.” I’m at peace – resigned to my fate. Lost and 
abstract is not as bad as ‘mean’. Besides, look what 
happened to poor old Kalithrakis. Like my old friend before 
me, I take the freshly minted licence without even looking and 
head straight out of the motor registry. 

I stand just outside the door – too scared to look. Here goes 
… one… two … three. Serious but dignified. My God, it’s 
near perfect. I’m free.

Now on to my passport photo.
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NEW GEAR SONY UNVEILS FIRST PROFESSIONAL HANDHELD 
SUPER 35MM DIGITAL PRODUCTION CAMERA

PMW-F3: NEW HORIZONS FOR 35MM PERFORMANCE ON A BUDGET

Representing a breakthrough in features, performance and 
price for independent producers and filmmakers, Sony has 
unveiled its first professional handheld digital production 
camera with a Super 35mm imager.

The new PMW-F3 camcorder is designed for a range of 
digital production environments that demand the creative 
flexibility offered by a large frame sensor – from commercial, 
documentary, television and feature film production to 
capturing education, event, corporate and government 
content. 

“Sony has a long and successful track record of developing 
digital production technologies that give producers at any 
level access to the highest-quality imaging tools and the 
right workflow for their needs,” said Nick Buchner, Senior 
Product Marketing Manager for Content Creation at Sony 
Australia. “With the new F3, we’re putting the full power of 
our expertise to work for professional filmmakers, resulting 
in high-performance digital image capture at a new price 
benchmark.”

The new compact camcorder has an expected going 
price below $19K. Combined with the availability of a 
new remarkably affordable PL lens kit, which includes 
35/50/85mm T2.0 fixed focal length lenses, this pricing 
broadens the camcorder’s range of potential applications and 
gives users more flexibility in lens selection. 

The on-board recording capability of the new F3 camcorder 
is based on Sony’s well-established XDCAM EX workflow and 
uses Sony’s SxS™ ExpressCard-based recording media. The 
Super 35mm CMOS imager delivers shallow depth of field, 
with high sensitivity and low noise levels (ISO 800, F11; and 
S/N ratio of 63db in 1920x1080/50i mode), as well as 
exceptional latitude.

The camcorder offers filmmakers a wide range of image 

creation options. Through the use of an HD-SDI dual-link output 
for external recording (4:2:2 1080 50/59.94P as standard, 
and RGB 4:4:4 1080 23.98/25/29.97PsFas an option), 
footage shot with the F3 can be seamlessly inter-cut with 
content shot on other Sony digital cinematography camera 
systems. 

Additionally, ‘S-Log’ or ‘Hyper Gamma’ modes can be 
selected, which can significantly increase the camera’s 
latitude. S-Log is Sony’s unique approach to the raw ‘Digital 
Negative’, allowing access to the full dynamic range of 
the Super 35mm imager for maximum flexibility in image 
manipulation during post production. This capability allows 
users to take advantage of already well-established HDCAM-
SR and other file-based workflows.

Recording formats include 1920x1080, 1440x1080 and 
1280x720 at 23.98/25/29.97p, 50/59.94i and, in 
standard definition DVCAM mode, 25/29.97PsF and 
50/59.94i. Filmmakers can also take advantage of the F3’s 
under and over cranking capabilities, shooting from 1 to 30 
fps at 1920x1080 (17 to 30 fps in dual-link mode) or 1 to 
60 fps at 1280x720 (17 to 60 fps in dual-link mode). 

The PMW-F3’s PL mount adapter can accommodate both PL 
and Sony’s upcoming zoom lenses, and offers compatibility 
with a variety of cine lenses such as Arri, Cooke, Fujinon and 
Zeiss.

Sony is also planning to introduce a compatible SR Memory 
Portable Recorder for the PMW-F3 camcorder. SR Memory, 
Sony’s new high-speed, high-capacity card format, will give 
users the ability to record directly to the industry standard 
HDCAM-SR codec using the SR Memory Portable Recorder 
connected to the F3 camera’s single-link and dual-link output. 

The camera will also support Look-up Tables (LUTs), necessary 
for dailies and on-set colour management. Up to four LUTs 
can be stored in the camera and stamped onto the footage 
recorded on the SxS card, whilst the unprocessed S-Log output 
is simultaneously captured on an external 4:4:4 recording 
device. This creates the perfect off-line/on-line workflow 
solution for highest possible image quality.

The PMW-F3 is just the latest stop on Sony’s digital 35mm 
roadmap, continuing the leadership position in digital 
motion picture production that was solidified with ‘film style’ 
cameras like the F23 and F35, and most recently with the 
first camcorder to integrate the HDCAM-SR format, the SRW-
9000PL. 

“Sony’s digital cinematography cameras have shot everything 
from documentaries to big-budget blockbusters, winning 
industry awards and totalling more than $12 billion at the 
global box office,” said Buchner. “The F3 continues our history 
of innovation as the first professional camcorder to integrate 
S-35mm technology in a cost effective, portable form factor.”

The PMW-F3 camcorder will be available in Australia from 
February 2011. 
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REVIEW BY ANDREW L. URBAN

SYNOPSIS:

Young police officer Shane Cooper (Ryan Kwanten) and his 
pregnant wife Alice (Claire van der Boom) have relocated 
from the city to the small country town of Red Hill. He 
has hardly had his first breakfast on the job when news 
of murderer Jimmy Conway (Tom E. Lewis) escaping from 
maximum security sends the local top cop Old Bill (Steve 
Bisley) and his handful of cops, like his second-in-charge, 
Jim Barlow (Kevin Harrington) into an uncharacteristic spin. 
Payback is mentioned but Shane has no idea for what - until 
Jimmy does indeed arrive bringing the hell of revenge with 
him in a prolonged, bloody hunt for his prey. By the dawn 
of his second day in town, Shane has learnt the cruel truth 
behind everyone’s behaviour and has to step up to the law 
in ways he never imagined.

The clever thing about Red Hill is how debuting feature 
filmmaker Patrick Hughes almost overstates the genre - the 
Western - but manages to make it a positive and useful 
tool. The dedication to the Western is complete with its 
marvellously evocative costume and production design, 
camera positions, shot selection, plot, music, horses - and 
even the names (Shane, Cooper, Slim, Earl, Rex), in a 
contemporary Australian country town setting. His holistic 
vision proves that genre films can take any bending or 
beating filmmakers dish out as long as they know the basic 
rules. Hughes knows them well enough to reinvent and 
recast them on the anvil of Aussie social history. Good call.

Selected for its world premiere at Berlin 2010, Red Hill is 
rich with Western filmmaking lore, including a pronounced 
(and wonderfully old fashioned) score by Dmitri Golovko,

Proud supporter of the Australian Cinematogrpaher Society & Magazine. 
For reviews of all films releasing in Australia please visit 

www.urbancinefile.com.au

FILM REVIEW

who makes himself noticed from the very first entrance cue 
of clangs and expectant vibes. Wailing trumpets are not 
far behind.

But let’s get to the story; this is classic Western fare about 
a stranger coming to a small town, having to try and fit in 
yet stay true to himself. But this one’s not a loner, he has a 
pregnant wife. And he’s not running away from the city, but 
being considerate of his wife’s condition. So we have the 
makings of a classic hero; strong but sensitive, even a bit 
naive. Ryan Kwanten does it well; so does lovely Claire van 
der Boom making the most of her limited screen time as his 
pregnant wife Alice.

Steve Bisley is the star though, complete with a drooping 
Wild Bill Hickok moustache above a brittle goatee, a wide 
brimmed hat rammed down his forehead and attitude 
oozing from every pore. He is Old Bill, the top cop of the 
town and intends to run things how he always has; with an 
eye on his self interests. He isn’t impressed by city cops and 
holds Ryan Kwanten’s Shane in disdain.

Tom E. Lewis (of The Chant of Jimmy Blacksmith [1978] 
fame) who plays another badly-done-by Jimmy, has just one 
line of dialogue, but it’s memorable. The rest of the film he lets 
his guns, spear and boomerang do the talking. A powerful 
presence, his long coat is typical of the old Westerns, his 
silent hunting ability the equal of an Eastwood.

The theme of revenge is dressed in the robes of justice, and 
we are gradually drawn to Jimmy’s point of view and finally 
call it retribution. The film doesn’t pretend to be a moral 
sermon, but like all good Westerns, it has a heart and a 
soul so we have something to hook onto amidst the thrills of 
the chase and the gunplay.

The film isn’t perfect but it gets the all-important things right. 
Striking images are scattered throughout, cinematographer 
Tim Hudson referencing old masters superbly but doing 
it with a freshness, such as the final montage, where the 
posed characters in silhouette emphasise our hero’s moral 
clarity.

AUSTRALIAN RELEASE NOV 25, 2010

REVIEWS

RED HILL [MA 15+]
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SHORT ENDS
ACS PURCHASES FIRST EVER 
HEADQUARTERS WITH HELP 
FROM FUJIFILM
NATIONAL HEADQUARTERS AND 

CLUBHOUSE

According to Australian 
Cinematographers Society National 
President, Ron Johanson ACS the 
organization first started thinking about 
a headquarters as far back as 1958 
when the Society was first formed. 

Johanson said, “It was a dream then 
and has been up until now.”

2010 saw the culmination of many 
years of saving, planning and 
discussion that has led the ACS to be 
able to purchase their very first ACS 
National Headquarters.

Johanson continued, “This truly historic 
event for the Society has come about 
because of the dedicated people 
within the ACS and those supporters 
from within the industry itself such as 
Fujifilm. There are many individuals that 
deserve credit for this purchase finally 
coming to pass. From our founding 
fathers, to successive Federal/National 
Executives, the list is a long one, but 
there are men like, John Leake OAM 
ACS, Jack Gardiner ACS, Milton 
Ingerson OAM ACS and Bruce Hillyard 
ACS, whose canny ability to invest 
wisely has really paid off. Two years 
ago the ACS decided to name the 
headquarters in honour of one of those 
remarkable men, John Leake OAM 
ACS. It must be said however, that the 
National Headquarters is a testament 
to all our founding fathers and to those 
that have come along since.”

The headquarters committee, chaired 
by NSW President, Calvin Gardiner 
ACS, searched relentlessly to find the 
right property. When all the available 
options had been considered, it was 
felt the property at 26 Ridge St. North 
Sydney, comprising an entire floor, 
ticked most of the boxes. 

Johanson added, “The building is in a 
very central position with great facilities 
and represents a sound investment for 
the future. It requires only cosmetic work 

to be undertaken on the interior once we 
take possession later this year.”

The new National Headquarters gives 
the ACS the opportunity to begin to 
centralise its operations and gives all 
members a place to belong. 

Ron Johanson concluded, “Marc Van 
Agten and Fujifilm have also played 
a pivotal role in realising our dream. 
With their generous subsidy offer to all 
those cinematographers who choose 
to use Fuji stock, we have been able to 
consolidate our investments and have 
a firm financial base from which to 
negotiate. The Society is very grateful 
to Fujifilm for this support and as ever, 
special thanks must also go to Marc Van 
Agten for his wise counsel and continued 
commitment to the ACS.”

Kodak has introduced a new color 
reversal film available in the Super 8mm 
format. KODAK Ektachrome 100D 
Color Reversal Film 7285 is a daylight 
balanced, 100 speed film incorporating 
bright saturated colors and fine grain 
with excellent sharpness.

“Super 8mm film is a versatile, affordable 
option for filmmakers who require the 
image quality and flexibility of film,” 
says Chris Johnson, product manager 
for Kodak’s Entertainment Imaging 
Division. ”Many of todays’ great 
cinematographers and directors began 
their careers at the counter of their local 
photo shop, buying a cartridge of Super 
8 film. But KODAK Ektachrome 100D 
Color Reversal Film offers filmmakers 
image quality far beyond that of the 
familiar home movie format of the 
1960s. Quantum leaps in film emulsion 
technology have made Super 8 – once 
considered a hobbyist’s format – a 
viable option for professional filmmakers 
and students.”

How many cars appear in the average 
movie? Sixteen, which seems unlikely 
but there is statistical proof.  Go to 
Internet Movie Cars Database – www.
imcdb.org – which identifies 271,550 
cars in 17,250 movies, telemovies and 
television episodes.

You can read more at www.drive.com.
au/blogs.

From The Sydney Morning 
Herald –April 2010.

The Australian Cinematographers 
Society has announced the names of 
the 4 cinematographers who were 
recently Accredited at screenings 
held on September 11 & 12, 2010. 
Those accredited were:

Gamal El Boushi (QLD) 
- Certificate # 329

Damian Wyvill (NSW) 
- Certificate # 330

Nick Matthews (SA) 
- Certificate # 331

Matthew Horrex (NSW)
 - Certificate # 332

These 4 members join 328 other 
Accredited cinematographers since 
the inception of Accreditation by 
the ACS in 1963. They will have 
their certificates presented at their 
local State & Territory awards in 
November/ December.

SHOWREEL FINDER 
WELCOMES BORIS MITCHELL 

We’re pleased to announce the 
appointment of Boris Mitchell as our 
new Business Development Manager.

Boris brings with him a wealth of industry 
knowledge; for 19 years he was an 
Account Manager for Kodak’s motion 
picture products servicing the needs of 
local and overseas DOPs, production 
companies, independent filmmakers, film 
schools and post houses, and before 
that a television background as Facilities 
Manager at Channel TEN along with 
time spent as a Territory Manager in the 
professional audio industry and more.

Boris will be utilising his customer 
relationship skills along with many years 
of sales and marketing expertise to further 
enhance the Showreelfinder experience 
for all of our customers.

Boris’ contact details are 
0439 885 980 
E: boris.mitchell@showreelfinder.com
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Andrew Commis ACS, 
Australian Cinematographer 
of the Year recently completed 
his FUJIFILM and ACS 
sponsored tour of Beautiful 
Kate. National President Ron 
Johanson ACS went along to 
keep an eye on things.

The tour began in Melbourne with 
a group of Victorian members and 
colleagues present to watch the film, 
which was shot on Fuji negative and 
printed on Fuji stock, projected onto the 
big screen at the Lemac theatre. With 
sound volume lowered Andrew added 
his commentary throughout the movie, 
which was very candid and informative 
and Andrew was able to answer 
questions. There was sushi and fine wine 
consumed before the screening began.

Next morning the tour moved to 
Adelaide where the capable Ernie 
Clark ACS and the SA Committee took 
over. The screening was held in the 
Mercury Cinema that everning again 
with comments from Andrew enlightening 
the audience about the challenges and 
problem solving he faced on Beautiful 
Kate. Ron Johanson said, ‘Andrew, 
as always was generous, passing on 
all sorts of info on how he lit scenes, 
art department tips, approach to the 
flashbacks, his on-set dealings with 
the director Rachel Ward, actors Ben 
Mendelsohn and Rachel Griffiths.’

The next day was the WA Branch 
screening hosted by WA President 
Jason Thomas and the committee, with 
the screening taking place in The Jaffa 
Room theatrette. RJ remarked, ‘this was 
the perfect venue for such an intimate 
screening with leather couches, retro 
chairs and bean bags. The 35mm 
screening was a pleasure to watch, 
and having Andrew on hand to answer 
those questions that just couldn’t wait 
was a rare privilege. But it was after 
the screening that everyone realised just 
how forthcoming Andrew was with his 
information and insights into the shooting 
of Beautiful Kate. He told the assembled 

company about everything from lens 
testing to on-set lighting. He explained 
his method and how he approached the 
production and the reason for doing so. 
It was one of those nights where camera 
people of all levels came away with 
something they could apply to their own 
skill set for the future. It was not only a 
technical and artistic exploration, but 
also an inspirational one.’

The tour then moved to the legendary 
State Cinema in North Hobart, where 
Andrew joined ACS Tasmania President 
Peter Curtis ACS, David Hudspeth, 
Evan Maloney and 120 others. There 
was a contingent of students from Rosny 
College’s VET Screen Course, local 
filmmakers, producers, writers, directors 
and various freelance operators. There 
were people who had expressed 
keen interest in Australian films, and 
had a desire to learn more about the 
making of a film such as this, from an 
industry insider. Ron Johanson said that 
the audience was simply spellbound 
during the screening, and moved by 
the stunningly styled images, and the 
sometimes disturbing and tragic story. 
There was a diverse range of questions, 
some were technical, but many more 
were about the art of movie-making. This 
screening was a great way for the ACS 
and our sponsor FUJIFILM to contribute 
to the development of screen culture in 
Tasmania. 

The final stop on the tour was Canberra, 
where the ACS and the National Film 
and Sound Archive hosted the screening 
in their impressive ARC cinema. 
Everyone was particularly delighted 
to see a great looking print in such a 
wonderful space. Andrew talked about 
his stylistic approach to the look of the 
film and how he had matched many 
of the farmhouse location interiors in a 
studio environment.

Ron Johanson said, ‘There are many 
people to thank for their contribution to 
the success of the tour. First is Andrew 
Commis who gave his time so freely. 
FUJIFILM and especially Marc Van 
Agten, Simon Murphy, Ali Peck and 
Giessa Alonso gave support and 
encouragement to the ACS on a daily 
basis. The committees of the Victorian, 
South Australian, Western Australian, 
Tasmanian and ACT branches were 
exceedingly helpful. There are others 
to be thanked. Rachel Ward, Leah 
Churchill Brown and Bryan Brown, The 
National Film and Sound Archive, Reece 
and Roadshow, John and Sue Bowring 
and all the people at LEMAC and 
Deluxe Media Logistics. Beautiful Kate is 
an excellent example of what Australian 
filmmakers are capable of, and this tour 
was a brilliant showcase of the industry 
and those who keep it alive.’

ANDREW COMMIS ACS TOURS AUSTRALIA WITH FUJI/ACS
SHORT ENDS

Andrew Commis ACS on left talks with Rob Shaw-Velzen
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Holiday Villa  
at Byron Bay
Sleeps 5  
Pet Friendly
150m to beach
Easy walk to shops,  
restaurants + hotels
Phone Jo at Byron Beach Realty on
02 6685 4039 or email bbrealty@bigpond.net.au

ARTIST  RETREAT  BYRON

www.artistretreatbyron.com

ealaltyty on
y@bigpond.net.au

         S
pecial ACS Deal

10% off all bookings

           
 (quote this ad)

A TREASURE FROM THE ARCHIVE - CLAPPER BOARD USED BY JOHN LEAKE OAM ACS
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CAPTION COMPETITION
please send your entries to editor@acmag.com.au



CAPTION COMPETITION

55



SNAPS

56

a. - Grip Cory Smith keeps the fish off Matt Temple and 1st AC Murray Johnston on Cloudstreet. 
Photo by David Dare Parker.

b. - Matt Temple pursues Hugo Johnston-Burt with the Steadicam on Cloudstreet by the Swan 
River, Perth. Photo by David Dare Parker.

c. - 70th Birthday Party for Ian Baseby of Rosco fame - in Sydney with friends - Ian Centre at rear

d. - College of cardinals - accreditation judging

A

C

B
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In my world it
’s all about t

he end result 
but more 

importantly it
’s about where

 you start. Fi
lm  is a 

proven process
 that is fast,

 robust and de
livers 

that outstandi
ng quality tha

t I love to wo
rk with. 

Film gives Al H
ansen the power

 to captivate a
n audience as w

ell as the tech
nology to 

push the limits
 like no other 

format can. See
 why film captu

re continues to
 be the 

standard for ma
king a statemen

t at kodak.com/go/motion

Al Hansen 
Colourist. Technician. Innovator.   
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