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06 / FROM THE EDITOR

YOUR OPINION
Dear Ron,

Thank you for publishing Peter’s 
article. I am glad someone has 
raised those very valid questions! 

Yes, the problem is here, it is hurting us and we are obliged 
to do something about it. Everything Peter referred to in 
his article is valid, the situation he described is awful and 
we are in no position to control it anymore. The freelance 
nature of our industry, the ever-shrinking budgets and the 
lack of time, pushes us to constantly lower the standard 
of our work, regardless of how much heartache it causes. 
It shouldn’t happen at all. In the last couple of years I have 
noticed that our creativity is only measured by the time we 
spend setting up a shot, or solving the problems due to the 
sloppiness of others. There is nothing wrong with working 
fast, keeping the energy up on the set, as long as we have 
the chance to refi ne our footage in post, as Peter clearly 
explained. It’s my experience that when we get to that stage, 
no one remembers what happened months before on the set 
and especially when the post production budget is almost 
expended. Sadly, the budget to afford us the opportunity to 
grade our images was probably never there in the fi rst place, 
as should be the norm.

I believe one of the most effective actions we can take is to 
educate the next generation of cinematographers, directors 
and producers. You might recall my fi xation with the idea 
of the ACS being involved in this endeavour and since we 
last discussed it, I am even more convinced that no other 
institution is better equipped to fulfi ll this role.

There is one more point I would like to make. In Hungary, 
the government (the old communist one), awarded 
cinematographers a fi lms intellectual property rights. 
According to the law of media intellectual property rights, 
the distributor can only take delivery of the fi nished project 
from the producer after the director, director of photography 
and the sound mixer have signed off on the fi nal print. This 
is just one of the reasons why I’ve always pushed for the 
recognition of intellectual property rights for the director of 
photography, instead of just the copyright, for which many of 
our colleges are hoping.

Laszlo Baranyai ACS HSC

that bloody word again!) unemployment fi gures. And 
understandably so. So how excited should we be about this 
wonderful, liberating, democratic, life changing but constant 
change? How vigilant should we be, less we become the 
next redundant member of the crew? That’s up to you, the 
individual cinematographer. All I can suggest is that we raise 
our concerns with our crew mates, our director and producer 
friends. Remain true to the art. And that cannot be a bad thing. 

Me, I’ll stay in Tassie. A local member down here Paul Di 
Benedetto ACS, has a boat and with that boat he zooms 
around the waters close to Hobart, hurls himself seal-like 
into the freezing water and plucks big daddies like this from 
the clear, pristine ocean, then very kindly deposits them on 
my doorstep. Quite often accompanied by side plate size 
abalone, fresh scallops, and mussels.  And that, my friends, 
is defi nitely, without doubt, a bloody good thing! 

Cheers, Dick Marks.

I retired from active duty in the fi lm industry 8 years ago, 
being of the opinion that 37 years was enough. And just to 
make sure I wouldn’t be running into my old fi lm mates, who 
would most likely try to drag me back in, I moved to Hobart. 
Great place to escape the rat-race, the heat of Bris Vegas, 
and to smell the roses. 

Right to the very last day I was shooting 35 mm fi lm… very 
pre 9/11 wouldn’t you say? Since then the fi lm industry 
(which, by the way, should no longer be called the ‘fi lm’ 
industry, but the ‘digit’ industry might take some getting 
used to), has changed so much that I sometimes ask 
cinematographers of my vintage ‘Remind me, what industry 
did we belong to?’ But that, in itself, is not such a bad thing. 
You see, I’m not a total Luddite, but at-the-speed-of-light 
change can more than often challenge the status quo to the 
extent that people just hurl their hands in the air and refuse 
to be buffeted by those gnarly winds. And that, too, is not 
such a bad thing… you know… wheat, chaff, men, boys, 
springs to mind. I have got used to not referring to shooting 
as fi lming, I now know what LUT means, I can read Andrew 
Lesnie discussing the shooting (or should that be capturing?) 
of The Hobbit without feeling seriously without and I can 
almost accept that cinematographers are now talking 
about ASA’s in the thousands… given that I started my fi lm 
career using 16ASA reversal stock, you can understand 
the massive leap I’ve had to make there. Now surely that’s 
a good thing, wouldn’t you say? Higher speed, less light… 
less light, smaller lighting bills. Maybe you won’t even need a 
gaffer. But now, on You Tube, I see a program called a warp 
stabiliser, which converts very wobbly moves into smooth, 
seamless dollies… a very dark science. But think about 
it… no steadi-cams, no dollies… that’s great, isn’t it? The 
democratisation of our industry… you know, now anyone 
can make a fi lm, er, movie, with little or no crew. Wow! Now 
we’re getting somewhere. Just you and your little HD DSLR, 
your Blair Witch equivalent masterpiece storyboarded on 
your I-pad, a few good actors on deferral and some willing 
little helpers to schlep the tiny amount of gear you will/might 
need to make the break-out movie of the year. Brilliant! It’s all 
good... isn’t it?

Yes, until the technology replaces us!!! Now I’m seriously 
uncomfortable with technology that tosses people onto the 
scrap heap, but gaffers, grips, steadi-cam operators and 
DOP’s?! Jobless people quite often become dysfunctional 
people, sad and very angry people, as is evident in many 
countries around the world with double digit (there’s 

So

FROM THE EDITOR

PHOTO: Paul Di Benedetto ACS
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FROM THE PRESIDENT
I want to begin by thanking retiring ASC President, 
Michael Goi ASC, for his support and dedication overall, 
but in particular for the bringing together of a large 
number of Cinematography Societies for the International 
Cinematography Summit Conference in Los Angeles in 2010. 
This was a momentous event and gave us all the chance to 
voice opinions and encourage dialogue on subjects that have 
and will continue to affect us all. The ACS wishes Michael 
nothing but continued success and welcomes new President 
Richard Crudo ASC. Under his stewardship, we look forward 
to continuing the relationship we have forged with the ASC 
and other Societies worldwide, through our membership of 
IMAGO.

The 2012 National Awards are behind us and preparations 
now commence for the State and Territory Awards during 
October - November and then on to the National Awards 
2013 in our nation’s capital Canberra, to be hosted by the 
ACT Branch.

The National Awards was a truly fantastic evening and the 
contribution from the NSW Branch was overwhelming. Add 
to that host Ray Martin and our Guest of Honour Rebecca 
Gibney and the event was guaranteed to be a success.

What struck me most was the opportunity it gave us all to 
simply stop, refl ect and catch up with old friends and make 
new ones. It was a perfect opportunity and one that really 
only happens, on this scale, once or twice a year. It reminded 
me of a similar thing that happened a little while ago in Los 
Angeles.

I’ve never been known to knock back a feed. So when a 
casual breakfast in LA was suggested by Brad Shield, I 
jumped at it. A group of us, Dean Semler, David Eggby, 
Peter Moss, Brad Shield, Peter James, Mark Gollnicht and 
David & Margaret Lewis, descended on the unsuspecting 
staff at The Griddle, up on Sunset. How exotic! We tucked 
into pancakes, eggs in all forms and coffee. PJ held out for 
a cup of tea. I’m still not convinced our American friends 
really know how to make a good cuppa, but Peter seemed 
happy enough. During and after breakfast we yapped on 
and on, until we were asked to leave and then continued the 
conversation at the back of the restaurant, in the car park. It 
was a great morning and even greater to have us all together, 
albeit for just a few hours.

The friendships we all make in our industry, particularly 
between those who work in the camera department, are 
what it’s all about. That simple breakfast really brought it 
home to me and observing those who attended the National 
Awards, the feeling was the same.

The Shadowcatchers has been launched with great success 
and what a wonderful book it is. I congratulate Martha 
Ansara for not only the book, but all she does to encourage 
people to understand the role of the cinematographer and 
the history that is attached to it.

Our Society has come a long way and I for one couldn’t be 
happier to be a member of the Australian Cinematographers 
Society.

Ron Johanson ACS
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AC: My sincere apologies for keeping you up mate. But 
there never seems to be a good time to talk to you guys, 
you’re always so busy. 

GF: No, it’s ok. But a note to the transcriber that I have had a 
glass of wine during the grade, so there’s every chance that 
there’s a certain amount of bullshit that goes along with my 
‘coherentness!’ 

AC: I would have been very disappointed had you not 
had a glass or two. French Bordeaux, I hope. Let’s get 
stuck into it then. We know where you are, but what are 
you doing there? 

GF: I’m grading Snow White and The Huntsman at Ascent 
142 in London… they’re a division of Deluxe.  There’s a feed, 
which is piped across the Atlantic between Los Angeles and 
London, which I get to watch in real time, as Ivan Lucas, who 
is my EFILM colourist in Los Angeles, grades the fi lm with the 
Director.  So I virtually sat in with the Director, the Producer 

and the post production guys and we all watched the fi lm 
together and commented... and had a laugh about the good 
times and the bad times, and this and that.  It was good… 
for me it was my last opportunity to voice my opinion before 
the colour timing gets locked off.

AC: So you’re in London with Ascent and the fi lm is on a 

machine in EFILM LA.

GF: Yes, the fi lm has been scanned.  It’s being colour timed 
in LA.

AC: Are you happy with it?

GF: Yeah.  I mean it’s the fi rst time I’ve seen the fi lm since 
January.  I sent off a colour look in January, before I left Los 
Angeles and it’s the fi rst time I’ve seen it since then.  I saw a 
new edit today, a revised edit with all the visual effects in.  It’s 
good, it’s really good, it’s a good fi lm... it seems like a good 
adventure.

AC Magazine tracked down cinematographer Greig Fraser in a hotel room in London, at around 
10.00pm London time. He had been up since 3.00am in the morning, having just fl own out of Jordan to 
attend the fi nal grade of his latest fi lm. He was a little weary.

Kristen Stewart
PHOTO: Greig Fraser
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AC: Obviously there was a particular colour look you 
were going for.  How did you describe that to your 
Colourist and what was the process for that?

GF: That’s a very hard question to answer, because 
essentially you start by setting a look in the dailies. I mean, if 
I was to try and describe the look of Snow White, it would be 
along the lines of… it’s not hyper real, but it’s not naturalistic. 
It’s trapped somewhere in the world of a painting, yet it’s not 
so hyper saturated that it’s garish. It’s trying to be slightly 
subtle, but it’s also got a richness to it. It’s absolutely not 
Walt Disney! But there are elements of it that, if you were to 
take it out of context, might have the same saturation that a 
Walt Disney fi lm might have.

AC: Was that something that transpired during the 
course of the shoot or was it something that you and the 
Director decided on right at the beginning?

GF: Well sometimes some things aren’t physically decided 
upon.  Luckily I’ve worked with Rupert (Sanders) a lot in 
the past, so we don’t necessarily sit down and go, “OK we 
don’t want it to be garish”. I mean, you develop a language, 
a visual language, which is the benefi t of a Director working 
with people who they’ve worked with before.  And the 

same for me, the benefi t of working with a Director who I’ve 
worked with before.  I mean, I can come out and say, “you 
know what, that looks like shit, or that looks really fantastic”. 
I don’t have to pull my punches. It’s not like you’re dating, it’s 
like you’re married. I can be honest with the Director about 
all kinds of stuff.  I’m not trying to impress him, it’s just like, 
“You know what, it’s too red, it’s too something…”.  So we 
have a relationship, a past visual relationship, so we know, 
hopefully, what each other’s thinking.  But we’ve looked at 
references for the fi lm, we’ve looked at lots of images.  So 
with my dailies, I kind of pushed it in that direction, and then, 
in January, we did what we call the Colour Bible, which was 
essentially one shot out of each scene for the whole fi lm, and 
I colour timed them so that we came up with a kind of a look 
that everybody knows – visual effects, the trailer people... 
everyone knows what the look of the fi lm is.

AC: It seems to me that you’re an intuitive 
cinematographer.

GF: I respond to the elements, the surroundings... yes.  
That’s part of the joy of doing what we do.  We all do it... 
when you go into a shoot and you hope that the sun’s out 
and it’s not, sometimes you actually end up with something 

DOP Greig Fraser
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that’s better. Same thing with colour; you might have an set 
idea about a scene and then the Costume Designer comes 
in with a certain coloured costume for a key character, and 
you go ‘That’s amazing… let’s go with it’.   You get inspired 
by it. It’s kind of like, one plus one doesn’t equal two in 
fi lmmaking, one plus one should equal four or fi ve. Each 
person adds something, that adds up to something that’s 
greater than the sum of the parts.  

AC: Snow White and The Huntsman.  Is it digital or fi lm?

GF: Film.  Anamorphic.  35mm 
anamorphic.  And 65mm fi lm.

AC: Were you given a choice, 
digital or fi lm?

GF: Yep, well it was up to me 
and the director ultimately.  I tested all the formats; I tested 
spherical, I tested anamorphic, I tested 65, I tested RED, 
I tested Alexa.  And we decided that given the amount of 
colour depth that we needed and the quality that we needed, 
we decide that anamorphic fi lm was the best pick out of all 
those. 

AC: Do you enjoy shooting those kind of fi lms?

GF: Well yeah, there wasn’t that much green screen.  I 
mean, if I was to do a fi lm with just green screen then I would 
probably last a few days before I quit.  I reckon there’s 95% 
set, 5% green screen.  Which is a good mix.  It was a good, 
fun fi lm to do, we created worlds out of thin air. 

AC: Have you shot digital before?

GF: I have never shot digital, but I’ve tested it on three fi lms, 
previous to this fi lm.  Digital gets better, every three months 
it kind of improves. So you have to keep testing to make 
sure that you’re keeping up to date.  With this fi lm... digital 
came close, the RED in terms of resolution, the Alexa came 
close in terms of colour depth, but neither format had the 
resolution and the colour depth that anamorphic fi lm had.  
And still probably doesn’t right now.  As we speak right now 

on April 15th, it may change on April 16th!  But digital still 
doesn’t quite have the resolution, the colour depth that fi lm 
has.  It’s so damn close that for most projects it wouldn’t 
matter.   And in fact, for the Kathryn Bigalow fi lm, we are 
shooting on the Alexa, because the pros of digital outweigh 
the cons.   It doesn’t resolve as well, but it’s much better in 
low light, and less lighting means that you’re more able to 
shoot natural light.  Work faster?  That’s a misnomer I think, 
I don’t know that you always work faster, you have to work 

differently and that’s a whole 
different conversation.  Because 
you have to pull light out and it’s 
sometimes harder to do that than 
it is to add light.  Already I’ve shot 
some scenes where  I’ve looked 
at the dailies and go, “wow, that’s 

way over-lit” as in, it’s done by a novice because I don’t 
understand the format 100% yet.

Greig puts us on hold to order room service.

AC: How much say do you have in the look of the fi lm at 
pre-production stage.

GF: I think I have a signifi cant amount.  The director and I 
chose to shoot the forest locations outside. So rather than 
building the forest on a stage, lit with a thousand space 
lights, we chose to do it outside.  Now that signifi cantly 
alters the way the forest looks.  You know, there’s me and 
the director basically sitting in his offi ce going, “Should we 
do it, should we really suggest that we do it it outside?  It’s 
a gamble, what if it rains for 10 days out of the 15 of the 
scheduled shoot?”.  If they have to call an insurance day, 
we’re going to look like idiots.  But do we do it?  Does it 
actually signifi cantly change the way the fi lm looks.  At that 
stage that’s a huge change.  It may not seem like much, 
but it changes the way the whole thing feels.  The type of 
lenses, the cameras that you choose... for example today, 
in the grade, today was good because I saw a whole heap 
of things, a whole heap of visual effects, a whole heap of 

“...one plus one doesn’t equal 

two in fi lmmaking, one plus one 

should equal four or fi ve.”

PHOTO: Greig Fraser
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pick-up shots that I hadn’t done.  But there were a few shots 
done on a RED that were cut into this fi lm.  Now the RED 
camera’s an amazing camera, it’s revolutionary.  But I saw 
these shots cut in and I thought “That doesn’t look like my 
fi lm.  It looks different”. And it was, it was RED, I found out 
subsequently.  So, maybe that’s not even a 2% thing, maybe 
it’s a half a percent thing, where people don’t quite know 
what’s going on, but subconsciously they have a feeling of 
what’s going on.

AC: Is it more diffi cult to shoot a big fi lm than a small fi lm?

GF: It depends what the subject material is.  If you do a small 
fi lm...  I don’t know, I doubt it, I think it depends what the fi lm 
is. I shot a fi lm in NZ called Out of the Blue which was about 
a  guy who went on a shooting 
rampage in a small town.  I didn’t 
shoot another fi lm for a year 
and a half after that, because it 
emotionally scarred me so much 
having to fi lm children being 
shot.  That was a horrifi c, horrifi c 
job.  Very worthwhile, don’t get 
me me wrong, a beautiful fi lm, 
a fantastic fi lm.  But it was one 
of the hardest fi lms I’ve done.  
So is Snow White harder than that? No, it wasn’t at all.  It 
was easier.  Because it was light hearted, it didn’t take itself 
too seriously. Technically was it harder?  No probably not, it 
was probably easier. Small fi lms... it depends on the subject 
material.  I can assure if you if you ask Adam Arkapaw, who 
shot Snowtown, I guarantee you that was a hard fi lm to 
shoot. That subject material is heavy.  

AC: You would shoot a small fi lm if the story was good?

GF: Totally, it’s all about if you’re interested in it.

AC: Is that how you pick your fi lms?

GF: Yeah, if I’m interested in the subject or if I want to do it, 

absolutely. 

AC: Do the big fi lms ever intimidate you?

GF: Well not really, because I don’t think about where I am. 
I know what you’re saying, when there’s multiple cameras 
on set and there’s lots of action going on, you might start 
to go, “Why the hell have they hired a fake, a fraud to do 
this?”  But I’ve done a lot of commercials in my life, and a 
lot of really good, decent sized commercials where you’re 
in the same position, where you’re in a foreign country, you 
know, crashing cars or doing stunts.  I mean, you kind of get 
into the moment, you don’t really refl ect... refl ection is a post 
thing. At the time you try and be pragmatic about getting 
the job done.  Because essentially you are a cog in a wheel.  

You just need to make sure that it 
keeps turning.  If you don’t turn, 
nothing else turns.

AC: So do you still put your 
hand up for TV commercials?

GF: Absolutely. For sure.  I think 
commercials are an extremely valid 
form of fi lmmaking... far more valid 
than some people give them credit 
for. They’re like pieces of art.

AC: Couldn’t agree more. In our last magazine, some DOPs 
voiced serious concerns that they were not being allowed to 
grade their fi lms.  Did you write that into your contract?

GF: My contract is a Los Angeles based contract.  And 
unfortunately the studios have... well basically, we are 
dispensable.  Cinematographers are dispensable.  And in my 
contract I am dispensable.  I am allowed to attend the grade 
but ultimately it’s not my decision.  I guess it’s like a director 
not having fi nal cut.  The younger the director is, the less 
chance he’ll have fi nal cut.  And probably the same goes for 
me.  I remember I was invited to a round-table discussion for 
Hollywood Reporter, with DP’s like Roger Deakins ASC BSC 

“I didn’t shoot another fi lm for 

a year and a half after that, 

because it emotionally scarred 

me so much having to fi lm 

children being shot.”

“I think commercials are an extremely valid form of fi lm-making... far more valid than people give them credit for. 
They’re like pieces of art.”



and Dion Beebe ACS ASC and quite a number of high-level 
cinematographers and they all had in their contract they are 
to be invited along to the grade and that they are to be paid, 
as if it’s just standard.  Which is the way it should be, as we 
all agree.  But if studios don’t have to pay you, they won’t.  I 
guess what they assume is they pay a good Colourist to take 
over from you.  Then the battle comes with who chooses 
the colourist – is it the studio, 
is it the director, or is it the 
cinematographer? And I don’t 
know who that is.  I’m still too 
inexperienced in this industry 
to offer a good answer to 
that.  I mean I would hope that 
I would get paid my rate to 
attend every single day of the 
grade that I want to go to.  And I would hope that I get to 
choose the colourist, and I would hope that I get to choose 
the format that it goes out on, I would hope all these things.  
But that is not the case, unfortunately.

AC: But these days all cinematographers are making 
snap decisions on set to do certain things in post, as 

against in camera, on the day. So how does that work if 
you don’t have control over the grade?

GF: That’s true, that’s very true, but I kind of think that’s 
the fi nal 2% of the fi lm. You know, the ND grad for example 
or the cutter which takes the top right hand of the frame 
down a third of a stop.  I think that’s the fi nal 2% and 

I don’t think studios or 
producers as a whole value 
that 2%.  I don’t mean that 
in a defamatory way, I just 
mean that they paint with 
broad brushstrokes.  And as 
cinematographers we paint 
with small brushstrokes and 
we would hope to be able to 

continue our small brushstrokes.

One thing is that the colourists at the moment are becoming 
better at lighting.  And I experienced this with Ivan who is 
grading Snow White, where he’d already done some work 
before I stepped in and he lit it, he re-lit it, the scene, which 
was fantastic. He did a great job of it.  A scene that was 
exterior that I had no control over, you know he pulled down 

“Then the battle comes with who 

chooses the colourist - is it the studio, 

is it the director, or is it the 

cinematographer?”
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the edges, he lifted up the actors, he brought down the sky, 
he re-lit the scene.  Now that’s the type of thing where I lost 
control, but I also give control over to someone who is good.  
It’s like saying as a cinematographer, let’s use Roger Deakins 
as an example, “Listen, I can’t attend this day but Roger 
Deakins has stepped in for me”.  I mean, you’re not going to 
get pissy about that are you, 
I’m mean you’re going to go, 
“Thank you Roger, I appreciate 
that”.  So getting somebody 
who knows about lighting to 
enhance your work can only 
be a positive thing.

AC: So you need a good 
relationship with your 
colourist and trust them. But let me get back to that 
2% that you were referring to. What say we call that 
2% loss of control the thin edge of the wedge and work 
backwards from there, don’t you think that it will soon 
blow out to 3%, then 5% and then who know’s where it 
will stop, if indeed it does? 

GF: I understand what you’re saying, but I don’t think 

they could ever do without a cinematographer.  Putting 
a camera on a set and pointing it at a wall is not very 
hard.  But then you put an actor in front of that wall who 
needs to be illuminated in a non-garish way, then the only 
people who can do that are the people who have extensive 
lighting experience.  Yes, you could say “Well let’s hire a 

gaffer to light them and a 
camera assistant to set the 
camera up”.  But ultimately 
the cinematographer is 
the aesthete.   It’s the DP’s 
decision to either put in less 
light or more light, to choose 
a 21mm versus a 75mm.  
The cinematographer is the 

eye.  But on the other hand, yes, defi nitely, some people will 
eventually get rid of cinematographers.  I mean, tonight I saw 
the post production company that did the titles for Snow 
White and they did some slow motion images of our sets and 
props and they looked fantastic. And I went, “I really wish I’d 
been able to shoot that.”  But purely because I was jealous, 
actually not for any other reason, I was simply jealous.  
Admittedly the aesthetic was slightly different to what I would 

“Let’s hire a gaffer to light them

and a camera assistant to set the

camera up. But ultimately the 

cinematographer is the aesthete.”
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“Rather than build the forest on stage lit with a thousand space lights, we chose to do it outside... 
if they have to call an insurance day, we’re going to look like idiots.” PHOTO: Greig Fraser
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have done, but it was still great.

AC: You wouldn’t be a good cinematographer if you didn’t 
get jealous of other DP’s best work, now would you? 

GF: Correct.

AC: You’re a very busy young man at the moment. Aren’t you 
supposed to be shooting with Kathryn Bigalow right now?

GF  Yes, I am shooting with Kathryn Bigalow, but I have a 
weekend off, so I zipped over to London for the Snow White 
grade.  I’m back on the plane tomorrow morning... back to 
Jordan. Kathryn’s fi lm is about Osama Bin Laden, and it’s set 
in Afghanistan, Pakistan and America.   

AC  I look forward to seeing that when it comes out.  I’d 
like to do a story on it sometime down the track. Now 
let’s step back a few years.  You’re only 36 years old, so 
you’ve moved up the ranks 
quite quickly.  How did you 
get your start in fi lms?

GF  I was a photographer, I 
studied photography at RMIT 
in Melbourne. When I was 
studying photography I fi gured 
out that I much preferred fi lm to stills; moving fi lm.  There 
was a company in Melbourne called Exit Films that was 
primarily a commercials production company that also had 
photographers.  I started working there as a cleaner and 
got to know the photographers and the fi lmmakers, and just 
started working with them and hanging out and assisting and 
eventually I was working for the company as an assistant 
director. I thought maybe my path might be towards 
directing.  But I soon realised that I probably was not a very 
good director and didn’t have the mind for directing but 
actually really enjoyed shooting.  So I started shooting small 
projects for the directors that were there and you know, 
worked really hard.  I mean, I can’t remember a time since I 

was about 21 where I haven’t been working extraordinarily 
hard, just for fun really. 

AC: You’re driven, obviously.

GF: Well, maybe.  But before the age of 21 I was a bit of a 
drop-kick, but after that I saw a direction, I saw something 
that I enjoyed doing, so I started working very hard.  I 
started shooting fi lm, started shooting commercials and 
then did a fi lm with Glendyn Ivin at Exit called Crackerbag.  
It was entered in Cannes in 2003 and won a Palme d’Or 
for short fi lms.  So it was quite a successful short fi lm.  
Throughout that I was also shooting other short fi lms for 
other Melbourne-based directors.  I guess that was the start, 
where I just did other projects and continued on. I’ve got to 
say, the only way to get a start in the fi lm industry is to be 
completely abused.  When you’re younger and you have less 
overheads, I mean obviously that changes when you’re forty 

and you’ve got four kids and 
you’ve got a mortgage, but 
when you’re a young kid, you 
have to expect to be doing 
a lot of stuff for free and you 
have to be expecting to work 
a lot harder than anybody 

else.  No one will give you a free ride, and if you expect a free 
ride, then you’re probably not going to get anywhere. I think 
attachments to fi lms in Australia are priceless.

AC: Back to you. Do you obsess about things?  Do you 
fear things?

GF: I think, as a cinematographer, you have to fear things, 
otherwise you don’t care enough.  When I’m shooting fi lm 
(I’m not shooting fi lm right now, Bin Laden is digital), I always, 
always obsess about the exposure or the focus.  Always.  
If I’m doing a night scene or a scene where I’m trying to 
underexpose a negative in order to get a certain look, I’ll 
always go home dreading the neg. report the following day.  

“I started working there as a cleaner

and got to know the photographers

and the fi lmmakers.”

Chris Hemsworth
PHOTO: Greig Fraser
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Because potentially, if I’ve screwed up, then there’s hundreds 
of thousands of dollars at stake.  So yeah, absolutely, I 
obsess about all of that.  I obsess about the way the main 
actors are looking.  I obsess about that the fact that they’re 
happy with it, that the director’s happy with it.  I mean, I’m 
quite neurotic when it comes to visuals, but I look and re-
look at what we’ve shot, to make sure it’s working.  I become 
as much of a neurotic as anybody else when it comes to 
that.  If you don’t obsess, then 
you’re not normal.

AC: Your biggest mistake?

GF: There’s been many.  The 
one that always stands out 
in my mind was I lit a scene 
for a fi lm where the actor 
was supposed to be very sad, and it was supposed to be 
dark.  Whenever you’re lighting darkness, you run a very 
fi ne line.  So I lit this dark scene and the actor walked on 
and said, “this is too bright, I don’t feel it, I don’t feel the 
mood, it should be darker”.  Essentially, what I did was, I 
explained to that actor that actually my T stop was deeper 
than... you know, it wasn’t T2, it was going to be like T4 or 
T5.6, so therefore it was going to appear really moody.  And I 
actually did, I shot it at T4, I shot it two stops underexposed, 
where I should have shot it T2.  And I missed some of his 
performance. I had allowed that actor to intimidate me into 

changing my exposure, simply because he didn’t understand 
what I was doing.  I learnt a lesson.  I mean, it’s still 
intimidating, as the actor has a big say in the mood of a set.  
So if the actor wants a light moved or has an opinion about 
something, you have to listen to it... but not always agree or 
knee jerk to it. 

AC: What’s life like living in Hollywood?

GF: I live in Venice Beach LA.  I 
moved out of Melbourne three 
years ago. I live as far away 
from the Hollywood sign as I 
can!   

AC: Did moving there 
change work offers?

GF: My career’s done nothing 
but grow since I moved there, but I can’t say that I moved 
there for my career.  I moved there for lifestyle, I moved 
there because it was closer... I wanted to live at home and 
work from home, and I wasn’t doing that where I was in 
Melbourne and Sydney, so... I didn’t move there to make it 
in Hollywood, to do that whole Hollywood thing.  But the fact 
of the matter is, when I moved into that world, because I’m 
close to it, in it, I’ve had  more opportunities than if I hadn’t 
moved there.  So it’s defi nitely improved my existence, but 
it’s not the be-all and end-all.

“...when you’re a young kid, you expect 

to be doing a lot of stuff for free and

you have to be expecting to work a

lot harder than anybody else.”

Kristen Stewart
PHOTO: Greig Fraser

“I obsess about the way the main actors are looking, I obsess about the fact that they’re happy with it.”
Charlize Theron   PHOTO: Greig Fraser
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I can actually shoot in America 

cheaper than Australia at the moment. 

I can get twice as much out of South 

Africa. It’s all these things that are 

inherently wrong, when you’re trying 

to compete on a world stage.

MARK TOIA 
ONE MAN BAND OR THE COMPLETE SYMPHONY ORCHESTRA

Dick Marks chats to Mark Toia on Skype

Mark Toia and his wife Carolyn own and run a 
very successful TVC company out of Brisbane 
called Zoom. I have known Mark for all of his 
commercial making career and I have to say I 
know of no one better. He is at the top of his 
game. But he’s different, a powerful visualizer, a 
fi ne-eyed maverick who does things his way… 
and seems to always get it right. Only Mark would 
know when he failed. 

These days home is where he puts his Red Epic 
batteries on charge, as he spends eight months 
of the year working overseas. Carolyn keeps the 
company running from home and Mark keeps 
his family together via Skype. Tough gig, but it’s 
a global business and you have to go where the 
work is. Then you’ve just got to be bloody good. 
Ed.



MARK TOIA /        17

AC: Hi Mark, where are you at the moment?

MT: I’m sitting in a place called Kumang, just out of Jakarta.  
Actually it’s not just out of Jakarata... I don’t know, Jakarta’s such 
a huge city, I don’t know where I am!

AC: Does that happen often?  In your travels, you just 
completely forget where you are?

MT: Yeah, I just get moved around like cattle you know. I get 
wheeled in and worked to within an inch of my life, so I don’t 
really care where I’m actually deposited hotel wise. As you 
know!

AC: Yes, absolutely. We’d better get started... you’re 
going into an edit very soon aren’t you?

MT: I’m doing it as we speak.

AC: In your hotel room?

MT: Yes.

AC: Times have changed haven’t they? What are you 
shooting at the moment?

MT: It’s for a cigarette company, not trendy, I know, but... it’s 
a very, very big commercial.  

AC: Tell me about the shoot. What does it entail?

MT: It begins with the birth of the company in this region and 
we’ve got to depict its last 100 years of operation. It’s shot 
over eight different time periods, from 1913 to now, and in 
doing so we’ve had to build massive sets to depict some 
very large scenes that took place throughout Jakarta and 
Indonesia… and I wanted them to be culturally correct  in 
every way.

AC: How many crew?   

MT: I lost count of crew at about the 200 mark. 

AC: And you know them all by name, of course! (Wry 
smile from Mark). And tell me, how many cast?

MT: Our biggest day, I think, was also about 200. Plus they 
all had their minders with them, and their casting people 
and drivers and all the circus that comes with them. For 
a few scenes I’ve got to make the crowd look like several 
thousand, so we’ve got lots of 3D sprites, which we’ll 
duplicate further. Should look pretty cool.

AC: Can you tell me the budget on the commercial 
you’re shooting? Must be huge. 

“One of the set builds was over 200 metres long... to shoot this commercial in Australia would cost at least $3 million plus.” 
PHOTO: Mark Toia
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MT: All I can say is that it was more than a million. One of the 
set builds was over 200 metres long and four stories high. To 
shoot this commercial in Australia would have cost at least 
$3 million plus. The scale is massive. You just can’t do big 
things like this in Australia any 
more because the economy 
just won’t let you. And this is 
why, unfortunately, Australia 
is suffering. You know, 
everyone’s quite expensive 
these days, everyone wants 
to do the eight-hour day thing, 
everyone wants to charge 
double time for overtime, crew 
meetings, week-end loadings, 
and everything takes too 
long, building sets take too long. You know, it all becomes 
too diffi cult. There are only certain things you can do cost 
effectively in Australia, the rest you have to do elsewhere.

“I can actually shoot in America 

cheaper than Australia at the moment. 

I can get twice as much out of South 

Africa. It’s all these things that are 

inherently wrong, when you’re trying 

to compete on a world stage.”

AC: So you would argue fairly strongly that we’re not 
competitive?

MT: Australia and New Zealand are defi nitely not competitive. 
These days, I’m running around the world, shooting all over 

the place, and even though 
I’m getting good budgets, 
I still demand value for 
money, and great production 
values on-screen. We’re in a 
global business, in a global 
market, and budgets are 
shrinking. The only thing that’s 
coming down in Australia is 
post production costs. But 
production costs are just too 

high, compared to the rest of the world. I can actually shoot 
in America cheaper than Australia at the moment.  I can get 
twice as much out of South Africa. It’s all these things that 
are inherently wrong, when you’re trying to compete on a 



world stage. It’s sad, because I’d really love to work more 
in my own country. Just so I can be at home with my family, 
you know.

AC: I know exactly the feeling; there are only so many 
club sandwiches you can eat! (MT laughs). Where are 
you going to do the fi nal assembly?

MT: Cutting Edge in Brisbane. I haven’t done a job with them 
for a while, so it will be good to get back with the team there 
and see what they can do.

AC: What editing system are you using?

MT: I just use Final Cut Pro. There are so many different 
editing programs out there and they’ve all got their own 
attributes. I don’t know if FCP is the best edit program, but it’s 
certainly the fastest of all of them, so that gives me more time 
to play, be creative… it ticks that box, which works for me. 

AC: How much do you do yourself?  What are you doing 
now in your hotel room?

MT: I’ve transcoded all my RED footage to the colour LUT 
that I like. I can now sit here and grade to my heart’s content 
while I’m editing, because there were quite a few times when 
I thought that a shot wasn’t suitable and rejected it, but I 
was rejecting the shot for reasons other than content and 
fl ow. It could have been because it wasn’t graded, so didn’t 
look good. But now, because I can grade real time, any shot 
that has potential, I grade it and quite often fi nd that it works 
perfectly. I don’t like fi ddling with the grades too much. I try to 
do them in one or two layers. I don’t like too many layers or 
keys, I like to really try and do it in a raw fashion, where I’m not 
trying to touch it up to much. I just want to get what I got in 
camera and manipulate it a bit through tones and colour, but 
not keying individual colours to enhance it. I don’t like what 
that does with certain shots… they start to look too fake.

AC: So you’re going fairly close to the fi nal grade right 
there in your hotel room… as we speak?

MT: Correct. And I’ve got my own particular work fl ow...  a 
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PHOTO: Mark Toia
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lot of the post houses don’t like the way I work, but I like to 
have complete and utter control. These days I’m using post 
houses mostly for individual shots. A lot of big shots I’ll just 
do myself.  I’ll composite, grade, do the whole box and dice, 
but if they’re just too complex for me, I’ll farm them out to a 
post house. My compositing skills are quite good, but my 3D 
skills are quite minimal. For instance, if it’s a shot that needs 
two or three people working on it rather than just one guy in 
a hotel room, I’ll outsource.

AC: The model of your business - you’re now a global 
production company?

MT: Pretty much.

AC: So are you getting work from all parts of the world?  
Where does it come from?

MT: It comes from everywhere to be honest. Sweden, 
Norway, Germany (a lot), and Italy. We just got a huge one 
out of Spain for Coca Cola that’s just come through, but  
we’re going to shoot that in Prague, if it fi ts into my schedule. 
A lot of work comes out of Moscow, all through the Middle 
East, a fair bit out of Lebanon and Dubai and Qatar. A lot 
through Asia, obviously, because Asia’s just huge. It’s very 
hard to get into Asia, but once you’re in, you’re in. But they 
only want top-shelf guys, they don’t want to muck around 
with middle-weights. That’s the tough thing about being a 
young director or a middle-weight director trying to work here 
– they go up to Asia and the agencies remember them for 
what they showed them the very fi rst time. You want to make 
sure, when you go up to Asia to rep. yourself, that you’ve got 
the goods fi rst, because they’ll always remember you with 
the lesser reel and you won’t get work for another ten years, 
until you go up there and prove yourself.  But once you’re in 
the Asian area – especially Shanghai, Beijing, Thailand, India, 
and here in Jakarta, it’s like the ultimate meal ticket to be 
honest. You’re talking about the two biggest economies in 
the world. 
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AC: How do you get work? Do you have reps. in various 
locations around the world?

MT: I do… I have hundreds actually!

AC: Surely not literally? Explain that.

MT: I’ve tried the single rep. thing, especially in America, 
Europe and up here. The problem is, one individual is not 
going to get you the work you want. They always say you’re 
unreal, you’re the most amazing director, they always tell 
you all these great things, but at the end of the day, that 
production company probably has 25 or 30 directors on their 
books who they are trying to sell. They’re just feeding off 
your creativity. So they’re not going to run around town every 
day trying to sell you. They’ll just hope to get you on a job 
that may come in their door. So I thought about it long and 
hard, because I owned my own production company, I had 
directors, I knew the machine and how it worked... I thought, 
I’m not going to do the single rep thing– you know, one 
single person or one production company repping me in one 
country, for example the whole of America. So I’ve turned all 
that off now and I’ve told everyone that if they want to rep 
me, it’s on a job by job basis. Anyone can represent me; I 
don’t care if I’m on your website or if I’m off your website. 
And since then, I literally get more work from all around the 
world – more great work – more than I could poke a stick at. 
If we’re talking numbers, when I was doing the rep. thing, I’d 
probably get two or three jobs out of America a year, now 
I’ll probably get offered 200. I can’t do them all, obviously, I 
can only do twelve to fourteen jobs a year, but on top of that, 
out of China, I was getting about half a dozen jobs a year, 
now I’d possibly get two or three hundred. The world is at 
your fi ngertips, when you work like that… just leave yourself 

open. But you’ve got to have good relationships with people 
– they’ve got to know that you’re honest and hardworking 
and can deliver. And that builds over time. I’ve got to the 
stage where I’ve got hundreds of people wanting to rep. me, 
but they have to be guaranteed that I’m not a problematic 
director, that I don’t demand all these stupid things... blue 
Smarties in my room, ten hookers, all that sort of stuff; I 
just go in, do the work and leave. And I do the job well, I’m 
respectful to their clients and I’m respectful to the agency 
people. The job gets done properly and everyone leaves 
happy. And that’s all they want to know. In this day and age, 
they just don’t want to know you if you’re a ratbag.

AC: So in this tough economic climate, it sounds like 
you’re doing ok?

MT: It’s the best it’s ever been, over my whole career. The 
last 3-5 years have been massive.

AC: How many jobs would you quote on per week?

“if you want me, unfortunately, 

you’ve got to pay a holding deposit 

for that time slot. And it’s 

substantial, so we don’t 

muck around,”
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MT: If I can’t do the job because of schedules, I won’t quote. 
We’ll probably get in anything between 5 and 30 scripts 
per week. It all depends on the week I suppose. We may 
quote on one or two of those, because most times they’re 
out far enough on our schedules so we can quote on them. 
I’m usually booked 2 to 3 months in advance, so with 
that in mind, we’ve had to educate a lot of the production 
companies’ clients that if 
they want me, they have to 
organise themselves early… 
which is good. I don’t do any 
jobs or any prep, nothing, 
until we get a deposit to hold 
me. We don’t do pencil holds. 
And the reason why we don’t 
do that is because there’s so 
many times a job will fall over 
two weeks before starting it, or clients change their mind or 
whatever, so now if you want me, unfortunately, you’ve got to 
pay a holding deposit for that time slot. And it’s substantial, 
so we don’t muck around, and what that does is that keeps 
everyone committed.

AC: Tell me about the structure of your company, Mark. 
What is your business model and is it still the same 
today as early days, starting out?

MT: 1998 was when I committed to turning my amateur 
television or video shooting skills into a business. I didn’t 
shoot fi lm then, because no one would give me a budget to 
shoot fi lm. I was a stills photographer, so I just copied the 

way I ran my stills business. 
I always owned my own 
equipment, I had my own 
studios, I had everything, so 
really walking into TV land just 
meant more people being 
involved; gaffers, grips, sound, 
dollies, and stuff… but buying 
my own camera and having 

my own grip and basic lighting gear gave me so much more 
fl exibility and freedom to do what I wanted, when I wanted. 
I wasn’t constrained by any sort of gear compromise or 
anything. If I wanted to shoot 10 days instead of 2, I could, 
because I employed everyone, I owned the studios, I owned 
everything… so I could outshoot anyone. But it grew to a 

“...they have to be guaranteed that 

I’m not a problematic character, that I 

don’t demand all these stupid things... 

blue smarties in my room, ten hookers, 

all that sort of stuff.”
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size where it became a huge dragon, and I was riding the 
bloody thing. I was paying out a million bucks or more a year 
in wages. It got to the size where I didn’t want to ride that 
beast anymore. It got to the stage were I was becoming a 
CEO and not a fi lm director.  Yes, I could have employed 
some heavy weight to come in and drive the boat for me, 
but that would have made it bigger and even more hungry. 
I’m not from a fi lm school background, I’m completely 
self-taught. I knew nothing 
about the fi lm industry when 
I got into it... production, 
how you’re supposed to do 
anything. Everyone told me 
that I was doing it wrong, and 
that I would fail. But there was 
never any compromise and I kept value-adding on all of my 
commercials. I got work because people would say to me 
“Wow, the budget for that job was $800,000, but it looks like 
you had a million or more”. Or “Holy mackerel, how did Toia 
do it with that budget!!!?” Or it might be a really small budget, 
especially in my earlier days when I was getting budgets of 
less than one and two hundred thousand dollars… which 
back in the nineties was a very small budget and I’d come 

“Honestly, if Google or Coca Cola 

made a camera that ticked all the 

boxes, I would buy their camera.”

back with a job that looked like four, fi ve hundred thousand 
bucks. And a lot of people would go “How is this bastard 
doing this?”  It was simply because I owned everything. 
That was the big key. Then I started editing my own stuff 
and posting it also… continuing to value add, all the time. 
Mind you, I had a huge amount of support from Cutting 
Edge in those early days… they were really putting a lot of 
effort into my jobs, because they knew I wanted a bigger 

look, and they were excited 
by that. They were using me 
as much as I was using them. 
They needed big ads on their 
reel and I need big ads on 
mine… a win win.  Everyone 
comes away looking good. 

But you’ve got to convince clients too, so you have to know 
the business side of it and how it connects with the creative, 
you have to work the two... seamlessly. Otherwise the client 
and the creatives won’t let you do anything and you’ll just 
be told to shoot the storyboard. What you need to do is 
fi gure out a way to communicate with clients and agencies, 
so they say “We love your vision, go with it.”  If you can’t 
get yourself into that position, then you’re just going to be 

“My biggest asset was getting my head around post-production. That’s when I started to really turn the ads into 
something bigger and better.”    PHOTO: Mark Toia



screwed to storyboards for the rest of your life. It’s all about 
good communication, right down the line. My biggest asset 
was getting my head around post- production. That’s when 
I started to really turn the ads into something bigger and 
better, because, you know, I could actually value-add myself. 
I could sit next to a Flame operator and open up my laptop 
with After Effects and just blaze away and do half a dozen 
shots, which meant the Flame guy could actually do bigger 
and better shots for me.  He 
wasn’t wasting his time on 
rubbish that I could do. So 
then my money was well 
spent with the post house.

AC: You’re a dedicated RED 
man?

MT: I am, but not to the 
brand, more to the actual machine. Honestly, if Google or 
Coca Cola made a camera that ticked all the boxes, I would 
buy their camera. The RED does that for me; it ticks every 
single box. If I want high speed, it ticks that box. If I want 
massive raw data that I can grade from dark to black, or do 
a shot where it’s daylight and I want it to look like rain, if I 
want to make it day for night, if I want to change skin colours 

from yellow, pink, blue, whatever, I can just do it – that’s what 
RED gives me. And it does it quickly as well… and it’s small. 
I shove it in a backpack, travel around the world and shoot 
up a storm. I’ve got quite a few kits right, here’s one here… 
(Mark picks up a medium size back pack)… that’s a full EPIC 
kit in a knapsack… full kit, including lenses, everything. I’ve 
got three of these. Now that’s something I could never do 
with my 35mm cameras, that’s something I could never do 

with an Arri Alexa, you can’t 
do that with a Phantom, you 
can’t do that with anything 
else. Well, you could do it with 
a 5D, but you don’t get RAW, 
you don’t get high speed. 
And the 5D, unfortunately for 
me, I’ll never use; I’ve tried, 
I’ve tested the arse out of it, 

but it just doesn’t deliver. But don’t misunderstand, I rate the 
5D highly. I think it’s an incredible camera to be honest, but 
it just lacks several things that I’ve always had with 35mm 
and it can’t do the things that 35mm can do so well, like 
shooting in high contrast situations. But the RED camera 
can. I can easily shoot in the shade, shooting out into broad 
daylight, without a single light or a single piece of poly. Even 

“I used to get trucks of lighting 

equipment turning up to set, but now 

I barely use lights, because I don’t 

really need to. I use post.”
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This image is a composite fom 6 different crash images, that Mark made 
on his Mac in one of his many edit suites, a hotel room somewhere in the 
world. That’s what he means when he talks about value adding.
PHOTO: Mark Toia



fi lm struggles with that, because I’ve tried. With the RED 
camera, you’ve got so much range. And when you use the 
HDR function, you’ve got even more range. You know, I used 
to get trucks of lighting equipment turning up to set, but now 
I barely use lights, because I don’t really need to. I use post. 

Mark sends a shot that he did of a white car moving through 
a tunnel and exiting into full sun. You can see this test at 
http://www.zoomfi lmtv.com.au/ftp/Dynamic_range/REDMX_
latitude_test..mov

AC: That’s amazing. Tell me 
about that shot.

MT: The tunnel light reading 
was f1.9… the outside 
exposure was f16.  So I set 
the lens at f11 and just left 
it through the whole shot. But actually, what I was after 
was the shot of the car passing out of the tunnel, not so 
much inside the tunnel, but when I got the fi le back I was 
just curious to see if I could actually bring any information 
back and as you can see, no worries at all. Things like that 
I used to do with 35mm fi lm, or try to, but as soon as I 
started pushing it, it just got grainy and muddy, so straight 
away I realised that that the RED camera, for me, was a far 

“The guys who are getting the best

pictures out of these cameras, the 

Arri Alexa in raw mode, the RED 

camera in raw mode, the Phantom

in raw mode, are the guys who have

been purist fi lm shooters, with many,

many years experience, who know

about proper exposure, about 

latitude... they can get the best out

of their digital raw data fi les.”

better tool, straight up, purely because of latitude range, 
300 frames per second and an incredible fast laptop RAW 
workfl ow.

People shoot the ARRI ALEXA in Pro res. for almost 
everything these days, but it’s quite literally shooting 
compressed colour baked video. You end up with less 
control in a grading situation. Fact.  Alexa has the ability to 
shoot non-colour baked RAW fi les, but some people aren’t 
using it to its full potential.  It’s sad to see it so wasted.  Many 

DP’s don’t realize what they 
are missing out on, most may 
not care.  They are blind to 
post and that’s what lets a 
lot of them down. But people 
need to shoot the way that 

suits them, and I respect that.

At the end of the day, I’m after fast, lightweight horse-power.  
For me the EPIC is perfect, until something comes out and 
kicks its arse. Which I’m sure will happen one day.

AC: How many stops either way would you think you’ve got?  

MT: Look, I don’t reckon you’ve got much highlight room, 
so don’t ever overexpose it. I treat it just like fi lm. I never 

“I don’t even use the aperture half 

the time. Just park it somewhere 

and shoot away.”
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used to overexpose fi lm, because you just couldn’t retrieve 
highlights. And I never used to underexpose fi lm, I just get 
it within cooee and shoot away, but I reckon you’ve got 
about four good, usable stops underexposed, but I reckon 
you’ve got one stop overexposure latitude – that’s if you 
want to move around. I think, overall, you’ve probably got 
at least 12 or 13 stops.  Overall. Which, I think, in this day 
and age, is fi ne. When you hit the HDR function you’ll have 
18 to 19 stops – quite often I’ve used that function, I’ve not 
even set the aperture, I’ve 
just left it - I don’t even use 
the aperture half the time. 
Just park it somewhere and 
shoot away. (Mark sends AC 
a high contrast shot he did 
in London. View it at: http://
www.zoomfi lmtv.com.au/
ftp/Dynamic_range/RED_hi_
contrast_test2.mov). With that 
shot in London, I was sitting 
there shooting, looking at the 
monitor thinking, geez this 
might be a pain, and I’ve got 
the Creative Director going 
“Mark, I’ve been shooting 
fi lm for 100 years blah blah 
blah,… and you won’t be able to save this shot... dah dah 
dah”. So what I did, right there beside him on my laptop, I 
graded that shot to show him exactly what I could get out of 
that particular Red fi le.

AC: And what was his comment?

MT: I didn’t really hear a peep from him the rest of the 
shoot. So what I’m saying is, what I would normally do if 
I’m shooting fi lm, I would have put up some huge great 20 
x 20’s, pump light in there and fi ll that whole area. Now, 
because I’m post-production savvy, I know that I don’t need 
to do that.

AC: What’s in your lens kit?

MT: I’ve got a bunch of PL glass. I’ve started to favour older 
glass... the Zeiss Mark 3 super speeds, which I’d never liked 
at all when I shot 35mm, because they weren’t pin-sharp; I 
preferred master primes. But with a lot of the current lenses, 
things are looking too crisp, far too sharp. Plus the chips in 
the Epic and the Alexa are so good, everything just looks 
too perfect. It’s funny, the old Zeiss lenses used to just sit on 
the shelf and no one would even look at them. You put them 
on the Epic and they just look beautiful. They’re still sharp, 
but they’ve got this beautiful creaminess that I would have 
killed for when I was shooting fi lm. The other good thing I like 
about the Mark 3’s is they are light, small and bright, and I’m 
all about light, small and bright. If you put a master prime on 
the Epic now, the lens weighs more than the camera, so it 
gets in my way.  Mind you, I’m a big master prime fan, I love 
them. And if I’m doing a special effect, I’ll use master primes 
or RED primes, which are also amazing. They’re probably the 
sharpest lens in the world at the moment, as primes go, and 
they’re just fantastic when you’re on special effects work, like 
keying and stuff like that. One of my Epics is tooled up for 
Canon lenses, and they blow me away, to be honest. They 
are as beautiful to look through as master primes, they’ve got 

no vignetting, because they cover 7 or 8K chips and the Epic 
is 5K, where as the Zeiss lenses and a lot of PL glass, when 
you start pushing grades, you just start seeing the corners 
darken. You’ve got to go back to 4K to eliminate that. But I 
shoot on 5K, so I want to keep 5K. So you start getting a bit 
of compromise in certain areas and chromatic aberration with 
some of the PL glass, but not with the Canon glass… it’s 
exceptional. The only problem with Canon glass is you’ve got 
to look for the right lens. I was just saying to someone earlier, 

I went through about three 
85mm  f1.2s to get a good 
one. But you can’t expect 
too much from a $1,000 
lens. Compared to a $20,000 
master prime it’s got to have 
some issues and one of those 
issues is manual focusing. But 
now they’ve given me auto 
focus and lens stabilisation, so 
I can frame up, touch a button 
while I’m recording and zap 
it onto something pin sharp, 
without even needing to check 
focus or use a focus puller.

AC: You shoot with the Epic 
using auto-focus Canons?

MT: Yes. And I mix them with my master primes or any 
other PL lens and you can’t see the difference at all. I know 
I’m brave, but it’s fun. The thing is I’ve now got disposable 
lenses on set, so I can do whatever I want with them. They 
fall in the water or get crushed, get scratched, it doesn’t 
really matter. You just go and buy another one.

AC: With things changing so fast, what do you think is 
the future of cinematography then?

MT: I truly believe it’s going to be exactly what it is now. Even 
though 3D VFX is becoming simpler, there will continue to be 
a huge amount of money and effort go into post-production. 
There’s going to be two types of movies… the big budget 
one and the little budget one. You can’t do big 3D VFX for TV 
series quickly, or docos and ads. The modern day DP (and 
it’s happening now) must know how to shoot for 3D VFX…
and how to shoot for compositing. At the moment, people 
are just blazing away and the post houses are sort of loving 
it in a way, because the more the DP screws up, the more 
money is in it for them to fi x it. The next generation DP’s 
won’t know anything about 35mm fi lm. A lot of them won’t 
even understand what you can get out of raw. The guys 
who are getting the best pictures out of these cameras, the 
Arri Alexa in raw mode, the RED camera in raw mode, the 
Phantom in raw mode, are the guys who have been purist 
fi lm shooters, with many, many years of experience, who 
know about proper exposure, about latitude… they can get 
the best out of their digital raw data fi les. They’re getting 
massive amounts of information. So what they can do 
afterwards is, irrespective of whatever meta data they chose 
to shoot to make the video split look good for the client on 
set, they can discard all that and start again. After you’ve 
shot it, you can change your ASA. For example, if I’ve shot 
320ASA on day 26, two years ago, I could get that fi le back 
into my system and go “you know what, that was never really 

“The guys who are getting the best 

pictures out of these cameras, the 

Arri Alexa in raw mode, the RED camera 

in raw mode, the Phantom in raw 

mode, are the guys who have been 

purist fi lm shooters, with many, many 

years of experience, who know about 

proper exposure, about latitude... 

they can get the best out of their 

digital raw data fi les.”
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good at 320” so I could just slide my slider and go “now 
it’s 1600ASA”… I could change all that afterwards. Same 
with the colour temperature, if I want to change the colour 
temperature from the original setting of 3200 degrees Kelvin, 
because the tungsten in the room wasn’t really that warm, 
I just slide my Kelvin up to 4600, because that’s the perfect 
colour temperature. And you could do that any time in the 
future. All these things you can adjust later on… you don’t 
need to muck around; your gamma curves, your blacks, 
your whites, your highlights. All of that is so adjustable with a 
raw data fi le. But when you’re shooting with a 5D, or you’re 
shooting an with an Arri Alexa in pro-res mode, you are 
stuck with colour – burnt-in colour – so if you’ve shot with 
the Arri and it looks good on the on-set monitor, but it gets 
in the post house and it looks a bit warm, then you’ll have a 
colourist going crazy, trying to get rid of the warmth out of 
the blacks or out of the whites or the skin. You are stuck with 
a colour that you just can’t get rid of after the fact, it is there 
forever. A good colourist will do what they can to get the best 
out of it, but all of a sudden you’ve just created yourself a lot 
more work. 

AC: So if cinematographers keep up with the technology 
and apply what they’ve learnt from the past, the future 
looks good… they’ll have a job for life?

MT: Sure, I’m teaching a lot of DPs… I have a lot of DPs 
ringing me up asking me about RED. The common problem 
is they don’t really know its capabilities. They come around 
to my house or hotel room somewhere and I show them 
what can actually be done with these fi les. And their eyes 
explode, they cannot believe that what I’m doing on my 
laptop is what they don’t see on set, they don’t see in post. 
They are blown away with the capability of that fi le.  And all of 
a sudden, they’re happy again. Half of them now have their 
own computer on set and they’re doing their grading on set. 
One of RED’s biggest problems is education. Even though 
the RED people try to explain its operation in layman’s terms, 
their layman is different to someone else’s layman. But my 
son, he’s 15 years old, can shoot RED at an amazing quality 
and grade it right in front of me. So if he can do it, anyone 
can.

AC: At fi lm school, who’s teaching it?  Do you think 
there’s anyone at fi lm school who understands RED like 
you do?

MT: I’ve had quite a few lecturers from unis ring me up, so 
they can get their head around it, which is a good thing and 
good on them. Because they could see it, they could see the 
change, they could see everything. You know, fi lm’s dead, 
there’s no misconceptions about that, it’s all over. And it’s 
not coming back, unless it’s purely for a hobby. So people 
need to get their heads around what these cameras are 
really capable of. And I’ll tell you, the biggest problem with 
RED shooters and Arri shooters and 5D shooters – well, 5D 
you’re screwed, what you shoot is what you’ve got - but for 
the other cameras, shooting raw, what they give you is a 
wallop-load of information. But when you give those fi les to 
a post house, what a lot of people are doing from that point 
on is they are trans-coding or converting these fi les to the lut 
or the colour that they shot on set. And once they’re trans-
coded and exported out as DPX fi les or pro-res fi les or DNX 
HDs or tiffs or whatever, that colour that they’ve trans-coded 

to, that’s your colour space now, you’re stuck on that. The 
secret is to stay in raw as long as you can. Or before these 
fi les get trans-coded out, grade them to within an inch of 
their life and spit them out like you used to do with 35mm. 
When I was shooting fi lm, I used to grade all my rushes. If 
I shot 30 rolls of fi lm, I would sit there with a professional 
colourist and make every shot look beautiful, then I’d start 
editing and then I’d do my post. The same thing needs 
to happen with RED. You sit there and you grade all your 
rushes, so at least they look presentable, so you’ve got room 
to move later on. Don’t just get some kid in a lab or some 
guy in the back of a post house to spit out a bunch of fi les, 
‘cos when you get into the edit suite and you go “they don’t 
look really that good, do they?” who have you got to blame? 
And then the guy in the Avid suite or the Final Cut suite is 
trying to pull some information out, but it’s too crushed. 
It’s because what you saw on set wasn’t necessarily 
correct, because you’ve got some client there in front of 
the Panasonic HD monitor, setting the contrast, adjusting 
the dials, so you don’t really know what you’ve got. You’ve 
got it roughly where you want it but, isn’t it better to have 
total control all the way to the end? I change my mind like I 
change clothes! I wake up the next day and go “I don’t really 
like that grade now” and I’ve put myself in a position where 
I can just change it. I’m talking about half an hour before the 
thing goes to tape, I can still sit there, make the change and 
bash it out, you know. And that’s what people are missing 
out on, they’re not having that opportunity, because they 
don’t want to seek the knowledge to keep in that space, you 
know. You’ve got to create your own looks and be in control 
of them.

AC: Do you have any staff at the moment?

MT: I’m down to just one producer now. I’ve gone from a 
staff of 15 down to 1. That was the monster I was talking 
about… we had directors, producing teams, everyone had 
company cars, all on pretty good wages, the studios… the 
whole thing was just a big machine. And one day I came 
home from being overseas and I hadn’t been home for a 
couple of months and what actually ticked me off or pushed 
me over the edge was I saw a big spider’s web coming down 
from my ceiling and sitting on my offi ce chair and I looked at 
it for a minute and thought, “When was the last time I was 
here?”  And at that moment, one of my producers came in 
and whinged to me about how there’s no work out there, 
blah, blah, blah… I went to bed that night and I woke up and 
thought, I actually don’t need this machine, because I’m in 
a good position, I’m in a very good earning capacity already. 
Technically, Zoom, my company, had become a university, 
because it was just bringing young directors up through the 
fold. And after a while, all young directors get resentful and 
want to do it their way and do their own thing. And I thought 
this was a good chance to give them the opportunity to do 
that. You know, set up companies and do their thing. And it’s 
good, it’s great, because all the young directors still work for 
us, do great stuff, and they’re great guys and I wish them all 
the very best. But the thing is, for me, it had run its course, 
that whole monster machine.

AC: Moving right along. How many days of the year are 
you away from home?

MT: Last year I was away about eight months, broken up 
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obviously. Any job I get from Australia, I do it, just to be 
home. Even if it’s rubbish and I don’t like it, I’ll do it, just to 
keep me home... so I can sleep in my own bed.

AC: You’re fi nishing off another job right now, aren’t you?

MT: It’s actually a job out of Bangalore India, for TVS 
Motorcycles. We were supposed to shoot it in Bangkok, but 
what happened was the motorbikes never turned up, so I 
shot all the stuff that didn’t need a motorbike while we were 
there and that morning we jumped on a plane and fl ew over 
to India into Bangalore, and then we jumped into another 
plane to Ooty or some sort of mountain area, national park 
area, and jumped into the car for a few hours and drove 
into the bush, where two motorbikes and 150 crew were 
waiting for us. And then we 
shot to our heart’s content til 
4 o’clock in the morning. So 
then I just jumped in a plane 
the next day and raced home 
back to Australia and I edited 
it back there... actually, no I 
didn’t do it all there, I had to 
jump on another plane back 
here to Jakarta, so I’ve been 
fi nishing the edits while I’m up here in Jakarta. 

And the Chinese job, that was another thing altogether. That 
was a huge commercial out of China, for a company called 
Black and Cameron, for their Nike equivalent. That was a 
massive, massive job, where we had to recreate the last 
eight Olympic Games.  In four giant sound stages, we built 
the actual Olympic Games... I wish I could show you some 
pictures. We had four lighting crews, four grip crews, four 
camera departments… it was only a fi ve day shoot, but fi ve 
very intense days. 

AC: Must have been a massive budget also?

MT: Yes, you could shoot a movie with it. The post has been 
going on for fi ve months, so you can just imagine the budget 
for that also.

AC: Now you’re shooting digital, do you shoot more? 

MT: No. I still don’t shoot much. About the same as when I 

shot on 35mm fi lm. If the shot doesn’t look any good, I turn 
the camera off. I don’t just keep the camera rolling. It’s only 
when it looks good, that’s when the button gets pushed.

AC: A change of pace. What do you do in your spare 
time, in the evenings?

MT: I usually keep working. Or I learn a lot of software, a lot 
of programs. I’m always learning new technology. So instead 
of watching TV, I’ll sit and I’ll learn. Learn some program that 
might benefi t or help me to get better pictures, tinker with 
some fi lter, learn a bit of 3D... knowledge is power.  

What everyone has to watch out for is the next generation 
of kids, just talking strictly from a business point of view... 
the next generation of kids, who will know nothing about 

fi lm cameras, and very few 
of them would have gone to 
fi lm school. What we call the 
fi lm industry is creating new 
business models, creating 
new effects, new styles, new 
looks… it’s happened over the 
past hundred years and it’ll 
happen again. And I can’t rest 
on my laurels either, because 

there’s going to be lots of young fi lm makers, some really 
talented, who will emerge from the pack and once they learn 
how big productions work, once they learn about business 
attitudes and dealing with clients and all that sort of stuff, 
there’s going to be a whole new wave of new styles. I’m 
not going to fall into the trap of  sticking to my old looks. I 
spend days, weeks, months, scouring the internet looking 
for new looks. I see something that’s fantastic and I fi nd it’s 
just some bloody kid with a 5D doing something stupid, but 
he’s created something really nice. Because, you see, these 
kids... most of them using cheap plug-ins… all these kids 
are learning After Effects, and Photoshop, they’re learning 
everything. So you’ve got to stay up with contemporary 
styles… remain vigilant, keep learning, maintain the passion.

And if you don’t become multi-skilled at all these things, you 
will be dead and buried.

“...a big spider’s web coming down 

from my ceiling and sitting on my 

offi ce chair and I looked at it for a 

minute and thought, “When was the 

last time I was here?”
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THE CENTENARY OF DOUGLAS 
MAWSON’S EPIC EXPEDITION
DOP Peter Curtis ACS 
Peter Curtis ACS is a Tasmanian based cameraman and lighting director, working for ABC 
Television in Hobart.  In a 28 year career, Peter has worked as a cameraman/DOP on a wide 
variety of network TV news, current affairs, magazine and documentary programs. His work has 
taken him all over the world.  He has been posted to ABC bureaux in Moscow, Jerusalem and 
Washington DC.  He continues to work on occasional international assignments for programs 
such as Foreign Correspondent.  He has been assigned to cover stories in  the Antarctica 
four times and his most recent trip took him to remote Commonwealth Bay to document the 
centenary of Douglas Mawsons epic expedition. 
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Broadcast cameramen, like myself, gathering outside State 
Parliament in Hobart on bleak winter days can be forgiven 
for thinking that the biting southerly winds buffeting us are 
being whipped straight off an iceberg sitting somewhere near 
the mouth of the Derwent River.  Like penguins we huddle 
close together, turn our backs to the wind and shuffl e our 
feet to stay warm.  At times like this Antarctica’s proximity to 
our island state seems incredibly close and, compared to the 
rest of the country, I guess it is.  

Living in Tasmania can offer you a great lifestyle, but for 
keen cinematographers, apart from having the opportunity 
to capture the sheer beauty of Tasmania’s light and scenery, 
there are few advantages we hold over our counterparts 
on the ‘mainland’.  The big end, big budget work isn’t 
here, and opportunities for us to specialise are very limited.  
Nevertheless one thing many of us cling to is the possibility 

of one day getting to work in Antarctica. 

In recent years the chances of ‘going south’ have improved.  
The media is very interested in Australian research into 
Climate Change and much of it involves scientifi c studies 
made in Antarctica.  The organisations charged with carrying 
out this research realise that future funding is supported 
through community awareness, and the media plays a big 
role in publicizing what they are doing.  

Logistically it’s become easier too.  In addition to the regular 
half dozen sea voyages to Australia’s Antarctic territories 
each summer there is now an air-link to the Wilkins blue-
ice runway, situated 70km inland from the Antarctic coast 
near Australia’s Casey station.  For a couple of months 
each summer, depending on weather, weekly jet fl ights 
leave Hobart and its possible to fi nd yourself in Antarctica 
in just four and half hours!  Nevertheless the demand for a 
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ships berth’s or an aircraft seat is enormous and Antarctica 
still remains an incredibly diffi cult place to reach.  To get 
there takes a big commitment from everyone involved, and 
sometimes even a bit of luck too.

I have been more fortunate than most in getting to 
Antarctica.  I had a track record for working in cold climates, 
having been an ABC Moscow bureau cameraman, plus 
spending some time with Inuit people in the Arctic when 
based in the ABC Washington offi ce. Therefore back in 
2002 when the chance came up for a cameraman to go to 
on a six-week sea voyage to Davis and Mawson stations 
in Antarctica, I got the gig.  Like with so many projects, 
assuming you don’t stuff it 
up, you often get asked again 
- and so that’s how I found 
myself heading south early 
this year on my fourth visit to 
Antarctica.

Of course I didn’t do this 
trip alone.  I was part of a 
three-person team. Producer, 
Ben Hawke, and reporter, 
Karen Barlow, were my fantastic companions and comrades 
on this assignment.  Ben and I had worked together with 
ABC reporter Tracy Bowden on a trip to Macquarie Island 
(in the sub-Antarctic) in April 2011 and we had become 
great shipmates, work-mates and just plain mates.  Ben 
is a Current Affairs veteran and excels in managing ever-
changing assignments like this.  He has great people skills 
and kept everyone we met amused as well as prepared to 
help us.  There were several times he saved this tired and 
grumpy cameraman/editor from imploding, with a well-timed 

witty aside or a supportive word and a pat on the back.  Ben 
was also a keen stand-in sound recordist, with a genuine 
interest in getting good audio – something not that common 
nowadays.

Karen is the very essence of a 21st century journalist.  She 
embraces new technology and fi les daily for every possible 
cross-media platform including– regular TV news bulletins, 
on-camera ‘Rants’ for News-24, radio news and current 
affairs pieces, live Q&A’s with local radio programs, a daily 
on-line blog, and even Twitter feeds.  She was never spotted 
without her trusty DSLR and took thousands of terrifi c 
photos during the trip, many of which were viewed on her 

well-hit blog, In Mawson’s 
Footsteps.

Despite travelling south on 
a nice big ship, we had to 
pack light, as the journey 
home was by air and included 
legs in helicopters and small 
aircraft, fl ying across the 
trans-Antarctic mountains.  
My entire camera/edit kit had 

to weigh no more than 100kg, so there was little room for 
luxuries.

Essentially I took a standard ABC Current Affairs camera kit, 
consisting of a Panasonic P2 camera, two lenses (22:1 and 
a 4.5mm wide angle), plus a boom and radio-microphone 
kit.  In addition to these basics I had accessories to suit the 
cold conditions, including a Portabrace ‘Polar Bear’ camera 
cover, an insulated gear bag, chemical heat packs, extra 
camera batteries, and a ‘blizzard-proof’ microphone blimp 
and wind-gag.  To help get steady shots in high winds I 

“For a couple of months each summer, 

depending on the weather, weekly jet 

fl ights leave Hobart and it’s possible 

to fi nd yourself in the Antarctic in 

just four and half hours.”

PHOTO: Karen Barlow
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took a heavy-duty Miller tripod and an ancient but reliable 
Canon image stabiliser.  This combination proved very useful 
for long lens shots from the moving ship, and of course 
the stabiliser was vital for helicopter aerials.  For a backup 
camera, or to use when I was working in small boats or tight 
spaces, I took a Panasonic P2 172 camera, plus Go-Pro 
and Replay mini-cameras.  When it came to a lighting kit 
the weight restrictions meant I could only afford to take a 1ft 
LED light panel, a 150w dedo and a 100w HMI camera light.  
Given there would be no power ashore, the light panel with 
its V-lock battery mount was ideal.

To cut the stories I had a laptop with Aurora edit and M-Link 
FTP software.  Luckily I could use the ship’s BGAN satellite 
link to send completed pieces back to Australia.  Although it 
was sometimes slow at such low latitudes it was remarkably 
reliable, even in rolling seas and bad weather.

The catalyst for the trip was to provide ABC news and 
current affairs coverage, plus pool vision, of events being 
held to mark the centenary of Australian explorer, Sir 
Douglas Mawson’s 1912-13 expedition. The two years that 
Mawson and his team spent exploring eastern Antarctica is 
considered part of the ‘heroic era’ of Antarctic exploration.  
Although he was a contemporary of Scott, Shackleton, and 
Amundsen, (indeed Mawson was also part of Shackleton’s 
famous 1908-9 expedition), he was different to those men, 
in that his primary reasons for Antarctic exploration was 
science, rather than trying to be the fi rst to reach a particular 
spot or to claim vast new territories for the Empire.  

Mawson’s great legacy is Australia’s ongoing involvement 
in studying the icy continent.  It is thanks to Mawson 
and his hardy fellow expeditioners that I found myself at 
Commonwealth Bay, in what is regarded as the windiest 
place on the planet, standing with my camera inside what 

has become the symbol of Australia’s presence in Antarctica 
- Mawson’s Huts. 

Antarctica is a staggering place that’s hard to comprehend 
– even when you are standing on it.  It is genuinely pristine 
and wild and works on a scale that’s unlike anywhere else.  
Words like vast or immense simply don’t do it justice.  It 
is even harder to visually illustrate its proportions.  In my 
previous trips south there have only been a handful of shots 
I have got that I think hint at its endless grandeur and sheer 
magnitude.  This is partly because there are so few visual 
references to give the place scale.  That’s why a half buried, 
hundred-year-old wooden hut, poking through the snow 
on the only rocky outcrop along hundreds of miles of icy 
coastline is impressive, to say the least.  

Given that I had done some background reading about 
the expedition and already knew what Eastern Antarctica 
was like, I was in awe of what Mawson and his team had 
achieved a century before.  Two of his men, Mertz and 
Ninnis had lost their lives travelling with Mawson, exploring 
the massive glacier east of Commonwealth Bay.  Several 
other expeditioners returned to Australia physically or 
mentally worse-for-wear after living through two winters in 
the home of the Blizzard, while others simply thrived on the 
experience.  One such person was the great photographer 
and cinematographer, Frank Hurley.  

For me, the most privileged, almost spiritual, moment of 
the trip was fi nding myself alone in the main hut and shining 
my light into Hurley’s tiny darkroom, situated in a corner 
conveniently near the coal-fi red stove.  His neatly shelved 
bottles of photographic chemicals and un-exposed glass 
plates were glistening with haw-frost.  I was too scared to 
enter the tiny room with my bulky clothing and camera, for 
fear of knocking or even smashing some of these perfectly 

Karen Barlow (ABC Journalist), looking very Mawson’s Hut High Street.
PHOTO: Peter Curtis ACS



preserved artefacts that sat as a kind of shrine to Hurley.  
I did, however, poke my head around the corner of the 
darkroom door and using a torch read the neatly chalked 
words Hurley had written to himself on the wall of the 
darkroom  - ‘Near enough is not good enough’.  The goose 
bumps I felt popping up on my arms and neck had nothing 
to do with the temperature.  No pressure on me then, hey 
Frank, I thought to myself!  

While it is a genuine privilege and honour to visit such a 
place you always have to focus on the job you have been 
sent to do.  This was essentially a 2-3 week remote News 
and Current Affairs assignment. Much of the hard work was 
dealing with logistics.  That’s where the fantastic people at 
the AAD (Australian Antarctic Division), and their expedition 
team aboard the icebreaker Aurora Australis stepped in 
to support us at every stage of the trip.  Collectively they 
made many of our shooting wishes come true.  They are an 
amazing bunch of positive and talented people who have 
the skills and genuine enthusiasm to assist a small media 
team in what is a pretty tough location.  There was defi nitely 
some pressure on the voyage leaders and ships crew to 
get a party of around 30 people ashore to visit the huts and 
commemorate the 100th anniversary of the expedition. 

Thanks to B9B - a massive rogue iceberg approx 200km long 
and 90km wide that had run aground off Commonwealth Bay, 
not a single person had managed toreach Mawson’s Huts 
this summer.  The length and position of B9B had essentially 
locked in the sea ice that had formed over winter, and when 
we arrived in mid January it was still 1.5m thick right out to 
20km from the coast.  While the Aurora Australis is a true 
icebreaker, no ship can smash through 20km of ‘fast-ice’ (ice 
that is solid and attached to land).

Unlike several tourist ships that had reached this point over 
summer and had to turn back, we had helicopters that could 
get us the last 20km to shore.  For a few days we had a bad 
run of cloudy weather where visibility was generally poor.  It 

was particularly dangerous for fl ying helicopters, as there 
was very little defi nition and virtually no horizon.  Essentially 
the sea ice just merged into the sky.  In such conditions 
it’s possible for pilots to become disorientated or even lose 
perception of their height above the ice, which can end in 
disaster - thankfully not on any Australian expeditions.  

One morning the weather fi nally cleared and the transfer 
of people ashore began.  I was lucky enough to be on one 
of the fi rst rides off the ship, because a sea fog came from 
nowhere and the fl ights stopped.  Conditions remained poor 
for the next 48 hours, so I found myself with nine others 
having the pleasure of spending two days and nights ashore.  
This allowed me to spend considerably more time than I had 
expected in Mawson’s Huts and amid the enormous Adelie 
penguin colony that surrounds them. 

As a bonus, I briefl y had the pleasure of living and sleeping 
in a hut used by the amazing people who normally come 
to do restoration work each summer.  Sadly due to B9B 
they weren’t able to reach the huts this season, so we had 
the place to ourselves.  The company was excellent and 
everyone kindly helped me with the gear, given that Ben and 
Karen were stuck on the ship.  It was a magic experience 
and was probably the highlight of what was a trip full of 
wonderful moments.  Finally two days later the remainder 
of the shore party fl ew in and a simple yet very moving 
ceremony was held at the huts and on nearby ‘Proclamation 
Hill’.  After a few minutes where everyone could just enjoy the 
wonders of being somewhere so remote and beautiful the 
choppers started shuttling everyone back to the ship and our 
visit to Mawson’s Huts was sadly over.

It’s shoots like this that remind me what a lucky and 
privileged person I am to have chosen a profession that 
allows me, from time to time, to see incredible places, soak 
up some amazing history and work with outstanding people.  
Next winter when I fi nd myself shivering outside on a cold 
Hobart day I will remind myself of that!
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Windswept McMurdo Station at 87 degrees South. In the foreground is Shackleton and Scott’s DISCOVERY HUT.
PHOTO: Karen Barlow
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Brad Dillon - “I just wrapped the last leg of an interesting yet very diffi cult 3x1 hour dramatised 
documentary series for Animal Planet US, titled Raised Wild. It focuses on three people who, as 
children, were raised by animals – and survived.  It will premiere mid-2012 in the US.

The series follows anthropologist Mary-Ann Ochota on a quest of discovery to reveal the truth about 
children bought up by wild animals in far away, exotic lands. Through interviews and investigations, 
and many twists and turns, Mary-Ann unwraps the mystery of their neglected, tortured childhoods. 

The pay-off for Mary-Ann’s investigations is a face-to-face meeting. She meets “Chicken Boy” in 
Fiji, “Dog Girl” in the Ukraine and “Monkey Boy” in Uganda. The stories are tragic, touching and 
deeply emotional. Only two of the three, now aged between 30-40, are capable of speaking, though 
this was limited and in their native tongue.

Commissioned to UK production company DragonFly, the crew were all local except me. It was lead 
by Series Director/Producer Adrian MacFarlane, an extremely talented, visual story-teller, with a 
beautiful way of seeing pictures & threading a story. These diffi cult stories needed all of his skills. 

Despite the problems of bringing in a Singapore-based DOP – fl ights, excess baggage, travelling 
with kit on my own – Adrian requested I shoot the series. We’d previously worked together on the 
docu-drama series, Fatal Attractions (Animal Planet US/Oxford Scientifi c Films). Thankfully I had 
also worked with the Executive Producer on a major Discovery US series. She approved Adrian’s 
request. Camera assistant, Andy Kemp, who had worked with Adrian for many years and who 
shoots beautiful pictures in his own right, shot 2nd unit. 

We fi lmed in Fiji, the Ukraine, Uganda, then fi nished with the drama reconstructions & links in 
Bristol, UK. We shot main camera on my Sony HD XDCAM 700 kit. Andy was on a Canon 5/7D 
kit with a variety of lenses. The cameras were never fi xed, but always loose head on the sticks, or 
handheld travelling through busy locations: on trains, buses, motorbikes, or old Russian Lada’s, 
whatever transport we used to transition between locations & clues. We often had Andy at 50fps on 
the 7D to capture that little shock moment that we could hang on in the edit. 

After seeing the teaser for Fiji, Animal Planet’s Exec Producer cautioned that “it perhaps looks too 
good, the framing, the lighting, sometimes I just feel it’s perhaps too lovely to be true. It felt more 
like watching a drama than a documentary”, and that they wanted to keep a raw, ‘boots on the 
ground’ feel. On the following legs, we got ‘more dirty’. We did all we could with natural light while 
hanging onto a look, and used minimal lighting at other times, including for the drama. Dark, edgy 
& mysterious was all well received. I had two Lite Panel 1’ x 1’ Flood/Spots, two Lite Panel Mini 
Plus’ & hired in a small HMI for drama days. I took my little Dedo 200w HMI to the Ukraine because 
we were well off the beaten track (& that mean far!) where renting wasn’t possible. Other than that 
it was two 5-in-1 refl ectors & one negative fi ll refl ector. Refl ectors, or a Mini Plus, were usually the 
only source of fi ll other than natural light. Everything else always back-lit. We worked long lens, with 
minimal depth of fi eld & often obstructed to help ‘keep viewers looking to see what’s back there’. 

We got lucky in Uganda. The make-up artist from The Last King of Scotland worked on our drama 
shoot, helping out enormously. The actors playing the young Monkey Boy & his violent father were 
brilliant.

Things were different in Fiji. The make-up team there had used Vegemite – the iconic Aussie 
breakfast spread - to ‘dirty up’ Chicken Boy’s appearance. But hey, it worked. I think the English 
boys were miffed it wasn’t Marmite! 

I popped into the edit suites in Bristol when I was there to shoot the reconstructions. Editors, Prod 
Co & Animal Planet execs were all very happy with the look. Hopefully it will have people on the 
edge of their seats, glued to the screen, when it airs.”  

RAISED WILD
DOP BRAD DILLON
When I read the title to this story, Raised Wild - DOP Brad Dillon, 
I thought I couldn’t agree more. But at the nationals he introduced me 
to his delightful mother and I immediately realised my folly. 
Apparently the title refers to others less fortunate than himself. Ed.
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Manuell plays Sujit Kumar, ‘The Chicken Boy of Fiji’ 
being hosed down by wardens at the old people’s home in Suva, Fiji. 

PHOTO Brad Dillon
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Najib Ruzigmanzi plays a young John Ssebunya. He is raised in the jungles of 
Uganda by vervet monkeys. PHOTO Brad Dillon

Prynce Okuyo, Joel Atiku plays John Ssebunya’s abusive, drunk father. Entebbe, Uganda. PHOTO Brad Dillon

Presenter/Anthropologist, Mary-Ann Ochota on a trail to uncover the mysteries of 
“The Dog Girl from Ukraine’, Oxana Malaya. PHOTO Brad Dillon

Presenter Mary-Ann Ochota, Producer/Director 
Adrian MacFarlane and DOP Brad Dillon.
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The 2012 ACS National Awards for 
Cinematography were held in Sydney on 
Saturday 5th May at the Manly Pacifi c 
Hotel.

Hosted this year by the ACS NSW/ACT, 
the National Awards is the gala event on 
the ACS calendar.

Ray Martin MC’d in his smooth, 
professional and personable style and 
the Guest of Honour was everybody’s 
girlfriend, the lovely Rebecca Gibney. Well 
attended by over two hundred members, 
guests and sponsors, this ACS night of 
nights was a huge success.

I was going to write an introduction to 
the ACS 2012 National Awards, but 
when I listened to the beautiful, delightful 
Rebecca Gibney explain her love of the 
art of cinematography and her admiration 
for cinematographers, why would I bother 
even trying. Here is the wonderful speech 
she gave on the night. Ed.

“When John Stokes called me a few weeks ago and asked if I would be a special guest presenter at these very 
special awards, of course I said, “No! No!” [laughs, shakes head].  No, seriously, I thought about it, and I realised 
if it wasn’t for some of you here in this room I wouldn’t have enjoyed the thirty-year career that I have had.  And, 
on screen, I would look a lot older! I might even look my age. That’s a scary thought. You know that famous line 
from the movie Tootsie - “How far do we need to pull back to make her look more attractive?” “How do you feel 
about Cleveland?”. That’s going to be me soon if I don’t keep you onside!  

You see, I remember the days of fi lm.  You know, good old fi lm! The Schneider fi lters, a classic soft or a pro mist, 
a bit of a poly and a back light. Even after an all night drinking session, I still looked OK. And then some smart 
arse invented HD! I am not a grasshopper; I don’t look good in macro! Really! Lucky for me you all adjusted and 
with the help of my trusty fi lters I am back to looking young... ish! Well, not so old... yet. 

Anyway, all jokes aside, I have been incredibly lucky to work with some incredible DOPs; Mark Wareham, 
Lou Irving, John Stokes, Russell Bacon and recently the great Don McAlpine. I am truly in awe of the 
Cinematographer. Your ability to capture light, to transport us to another place, and to paint the pictures that 
stay with us in our memories and in our dreams. You are the true artists of our industry and I am truly honored to 
be here tonight, so thank you for inviting me.”  Rebecca Gibney.

No, thank you for being Rebecca Gibney, as lovely offscreen as onscreen. Ed.



40 / ACS NATIONAL AWARDS

MILLI AWARD - Ben Nott ACS

HALL OF FAME - David Eggby ACS

HALL OF FAME - David Muir ACS BSC

HALL OF FAME - Barry Woodhouse ACS

MILLI AWARD 
AUSTRALIAN CINEMATOGRAPHER OF THE YEAR

Ben Nott ACS - Tomorrow When the War Began

INDUCTED INTO ACS HALL OF FAME
David Eggby ACS 

David Muir ACS BSC 

Barry Woodhouse ACS

ACS CONTRIBUTION AWARD
Heidi Tobin

Martha Ansara

Craig Pickersgill

David Lewis ACS

BEST STUDENT CINEMATOGRAPHY 
sponsored by AFTRS

Boris Vymenets (NSW) - Moth

EXPERIMENTAL & SPECIALISED
sponsored by Gear Head

Daniel Graetz (QLD) - Z-Flex Skatelapse - GOLDEN TRIPOD

JOHN BOWRING ACS, 
TV STATION BREAKS & PROMOS
sponsored by Lemac

Tony Luu ACS (QLD) - Slide Promo - AWARD OF DISTINCTION 

Andre Deubel (NSW) - SBS2 Launch Promo - GOLDEN TRIPOD

MUSIC CLIPS
sponsored by ARRI Australia

Callan Green (NSW) - Megan Washington - Holy Moses
GOLDEN TRIPOD

SINGLE CAMERA NEWS, LOCAL & REGIONAL
sponsored by Sony

No Award given in this category

MULTI CAMERA NEWS, LOCAL/REGIONAL
sponsored by Speak Easy

Mark Steven (VIC) - Solar Challenge 
AWARD OF DISTINCTION

NEIL DAVIS INTERNATIONAL NEWS
sponsored by Miller

Daniel Soekov (SA) - Libya Hotel Attack - GOLDEN TRIPOD



THIS YEAR’S 
WINNERS
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CURRENT AFFAIRS 
Peter Barta (NSW) - Raising Kids at 70
GOLDEN TRIPOD

TV MAGAZINE, LIFESTYLE 
& REALITY
sponsored by Panasonic 

Anthony Sines ACS (QLD) - Under Her Spell 
AWARD OF DISTINCTION 

Campbell Munro (VIC) - Keeping up with the 
Jones - GOLDEN TRIPOD

CORPORATE & EDUCATIONAL
No Award given in this category

DOCUMENTARIES, CINEMA & TV
sponsored by Videocraft

Leigh Hubner (QLD) - Tour de Cure 2011 
AWARD OF DISTINCTION

WILDLIFE / NATURE 
Leighton de Barros (WA) - On a Wing and a 
Prayer AWARD OF DISTINCTION

Mark Lamble ACS (VIC) - Crocodile King 
GOLDEN TRIPOD

VIRTUAL CINEMATOGRAPHY
sponsored by EFilm 

No Award given in this category

COMMERCIALS LOCAL / 
REGIONAL
sponsored by Cameraquip Australia 

James Brown (VIC) - Hanger One Vodka 
AWARD OF DISTINCTION

Aron Leong ACS (QLD) - Ozcare
GOLDEN TRIPOD

COMMERCIALS NATIONAL / 
INTERNATIONAL
sponsored by Kodak 

Brendan Williams ACS (QLD) - Hyundai i30 
AWARD OF DISTINCTION

Iain MacKenzie (NSW) - Dow “Fire” 
AWARD OF DISTINCTION 

Iain MacKenzie (NSW) - Dow “Snow” 
GOLDEN TRIPOD

DRAMATISED DOCUMENTARIES
sponsored by Showreelfi nder

Bradley Dillon (QLD) - Fatal Attractions Ep 13 
GOLDEN TRIPOD

FICTIONAL DRAMA SHORTS
sponsored by Digital Pictures

John Biggins (NSW) - Rosey and Me
AWARD OF DISTINCTION 

Nick Matthews ACS (SA) - The Palace
GOLDEN TRIPOD

TELEFEATURES, TV DRAMA & 
MINISERIES
sponsored by Movie Network Channels 

Mark Wareham ACS (QLD) - Underbelly Razor 
episode 6 - AWARD OF DISTINCTION 

Ben Nott ACS (QLD) - Sisters of War
AWARD OF DISTINCTION

Mark Wareham ACS (QLD) - Cloudstreet 
GOLDEN TRIPOD

FEATURES CINEMA
sponsored by Panavision

Garry Phillips ACS (NSW) - Burning Man 
AWARD OF DISTINCTION 

Ben Nott ACS (QLD) - Tomorrow When The 
War Began - GOLDEN TRIPOD

NFSA JOHN LEAKE OAM ACS 
EMERGING CINEMATOGRAPHER 
AWARD
Jimmy Ennett

NATIONAL NEWS 
DIRECTORS AWARD
Taryn Southcombe - High Water

INTERNATIONAL AWARD FOR 
CINEMATOGRAPHY
Emmanuel Lubezki ASC AMC 
- The Tree of Life
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Roger Lanser ACS (www.rogerlanser.
com) has been working on feature fi lms 
since 1975 and the DOP’s well regarded 
fi lm craft has earned him accolades 
describing his work as elegant, 
sumptuous, evocative and gorgeous. 

He was therefore well matched to the 
production requirements of Every Cloud 
Productions and its 13 part 
television series for the ABC, Miss 

Fisher’s Murder Mysteries. Set in 
Melbourne in the roaring twenties it 
follows heroine Phryne Fisher as she 
explores the highly stylised Flapper era 
and its new found freedoms for women.

“The demands on any camera for any 
production can be quite individual and 
in this case there were three elements,” 
said Lanser. “We needed to shoot fl ash 
back scenes showing clues and others 

showing memories of Phryne’s child-

hood - we wanted to delineate between 

those shots and the Sony SRW-9000PL 

had ability to do that in-camera through 

speed ramping which no other camera 

had at the time.

“We also were using a Steadicam so 

the camera needed to be Steadicam 

‘friendly’ so we could match up all the 

camera accessories.”

These requirements were paired with 

Lanser wanting to use new cutting edge 

technology so he revisited rental 

supplier Gear Head where he had 

previously sourced a Sony F35 camera 

for The Jesters series.

“Gear Head had given me a good leg 

up when I was entering the world of 

digital fi lm capture. David Knight ACS 

SONY SRW-9000PL BEHIND ACCLAIMED 
LOOK OF MISS FISHER’S MURDER MYSTERIES

gave me a lot of information that was 

not just sales pitch so he was my fi rst 

call when it came time to select a 

camera for Miss Fisher.

“In preproduction I also talked to other 

cinematographers and gaffers who had 

used it on Packed To The Rafters and 

Underbelly Razor to see how the SRW-

9000PL responded to light and if they 

used speed changes, used it on the 

shoulder and if it was easy to swap from 

Steadicam to production setup mode,” 

explained Lanser.

With further recommendation from 

director Tony Tilse, Lanser booked two 

SRW-9000PL cameras together with 

matching production kits and zoom 

lenses, plus a lightweight zoom for 

Steadicam use.

DOP ROGER LANSER ACS

DOP Roger Lanser ACS used the Sony SRW-9000P and traditional lighting 
techniques to capture the glamorous roaring twenties featuring Essie Davis 
as lady detective Phryne Fisher.



As a cinematographer moving from 
feature fi lm to television drama using 
digital cameras with large sensors, the 
DOP followed new protocols.

“Previously I did not normally shoot with 
two cameras due to the cost of fi lm but 
shooting ratios are not so much of a 
consideration now. I have moved into a 
world where everything is shot with two 
cameras which can compromise lighting 
but by having them skillfully placed by 
great camera operators, in conjunction 
with very skilled directors, they are part 
of the success of the show. Being able 
to use Steadicam constantly helped 
in many ways and the Sony cameras 
were very capable of supporting what 
was demanded of them with all those 
variables.”

On location shoots Lanser said the 
cameras proved very serviceable. 
Because of the murder mystery 
elements of show he shot 2, 3 or more 
locations each day in dusty 
environments, old buildings and in the 
rain using many setups such as hand-
held in vehicles or on the ground for 
pebble stone roads shots.

“There was no digital voodoo or inherent 
foibles or surprises that occur with other 
cameras that don’t handle while clipping 
very well and can’t see into the dark like 
the Sony can so I was very impressed 
with its response,” he confi rmed.

LIGHTING SUCCESS FOR THE LOOK

“I was lighting in the style of fi lm 
because of my background and found 
the camera was very responsive to that 
traditional type of lighting. I like to use 
backlight and this camera responded 
very well. The leading lady Essie Davis, 
was always a high consideration and I 
used a very minor softening effect with 
lamps which gave a very pleasing result. 
The challenge was lighting around her 
cloche hats with broad brims so I/we 
had to light carefully.”

The resulting look has attracted a lot 
of positive comment, particularly from 
female viewers of all ages who notice 
the beautiful look Davis carries on 
screen and Lanser believes the Sony 
SRW-9000PL helped him achieve the 

desired result.

“Production values are very important 
and the quality of light and how it falls on 
peoples’ face are of a prime concern to 
me,” said Lanser. “This type of work is 
not my specially and I was very nervous 
about the whole post-production path. I 
had people warning me that digital cam-
eras didn’t like shooting into the sun, 
they clip and don’t like contrast or black 
- all those fears were belayed when I 
saw it going to air on a conventional 

fl at panel television so I think there are 
several episodes worth entering into 
ACS awards.

“You don’t want technology that 
confi rms or limits you - you want a 
camera that stretches your creativity 
and I think the Sony SRW-9000PL did 
that for me on Miss Fisher’s Murder 
Mysteries.”
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(l-r) DOP Roger Lanser ACS with Every Cloud Productions producers Deb Cox and Fiona Eagger.

Steadicam operator Brendan Shaw shooting a fl ashback scene using the in-camera 
speedramping capabilities of the Sony SRW-9000PL.

f
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Anthony Maras and Nick Matthews 

have been working together for many 

years now. The Palace is their 3rd short 

fi lm collaboration and the fi lm won the 

AFI for best short in 2012.

THE PALACE came about for Nick in a 

fairly unusual way. Money was invested 

into the fi lm by Cyprus and so there 

was the understanding that a Greek or 

Cypriot would be the DOP. Early on 

Anthony asked Nick if he wanted to 

come over and shoot the B camera. 

The DOP was going to be quite a 

SHORT FILMS
CINEMATOGRAPHERS STATE ROUND-UP

“name” that was shooting US studio 

fi lms, but he suddenly became 

unavailable so Anthony was able to ask 

Nick to be the DOP without upsetting 

the money men. 

Nick’s fi rst experience of the fi lm was 

getting to a lovely villa in Nicosia, having 

a little coffee surrounded by stray cats 

and chatting to the crew. One of the 

German camera team turned to Nick 

and said “so what are you doing on the 

fi lm?” and he replied “I’m the DOP”. 

The German man said, “but I thought 

we were working with a famous Greek 
DOP, who are you?” Nick says this is 
one of the funniest starts to a shoot he’s 
ever had, but not to be deterred we 
pushed on and the camera crew were 
wonderful. 

The fi lm’s all set over one afternoon so 
that plan was really “the look” for the 
fi lm. Nick likes to add to the cinematic 
quality of the fi lm by using smoke, 
particularly on digital formats. He used 
smoke on The Palace even though 
the smoke operator kept falling asleep 
at his post! The fi lm was shot on two 
RED cameras. Nick operated A camera 
which was either hand held or on a long 
lenses on a loose head, the other was 
Sebastian Meuschel, a great German 
steadicam operator. Anthony and Nick 
were originally contemplating shooting 
on fi lm but Nick believes that RED gave 
the benefi ts of instant rushes out in an 
unfamiliar post-production environment.

Nick lit The Palace mostly from the fl oor 
with sources bounced into bed sheets. 
This was a slight shock to the crew, 
including the local producer who spent 
the fi rst day looking strangely at Nick. 
On the second day after looking at the 
rushes and the producer declared, “you 
know it looks like a movie!” Nick’s 
lighting plan allowed him a lot of 
freedom with the actors and also the 
ability to shoot two cameras without 
fi ghting lights or stands, and it gave a 
glowing afternoon and unlit quality to 
the pictures. 

Nick believes that it’s necessary to 
‘torture’ digital formats so they start to 
look more “like a movie” as the 
Producer put it…Nick says,  ”I’m slowly 
making peace with digital!”

THE PALACE     DOP NICK MATTHEWS ACS (SA)

f
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Set in the remote and exotic Tiwi Islands of Northern 
Australia, Scar is a short fi lm about a journey of rediscovery 
through memories and dreams; awakening a longing for a 
lost love.

Written and directed by Tiwi fi lmmaker Tiffany Parker and 
produced by Rhea Stephenson at Wedge Tail Media in 
Sydney; this story is a part of the ‘Flash Black Initiative’ of 
short fi lms funded through the Indigenous Department of 
Screen Australia and the ABC.

As the fi lm utilised several non-actors, many of which were 
children, Murray decided to shoot with two cameras. He 
used the Panasonic AF-102 with PL mounts sharing one kit 
of 35mm Mk III Zeiss Primes. Images were recorded 
externally via a NanoFlash unit. Filming dark skinned people 
in a bright, dappled forested environment can be daunting so 
the use of a NanoFlash and the extra resolution gave Murray 
a fi ghting chance in the grade.

Gripping consisted of a Wally Dolly, Mini Jib, Cine Saddle, an 
empty accessories box and a milk crate. Most of the fi lm 
was handheld as this allowed Murray freedom when working 
with non-actors, but the dolly and the jib certainly came in 
handy when a little bit of elegance was required for the shot. 
His lighting consisted of two 4X4 Polys (with hard and soft 
sides)...and of course the DOP’s silent prayer for consistent 
weather.

GREEN EYED  DOP SHELLEY FARTHING-DAWE (VIC)

Green Eyed (directed by Nathaniel Lindsay), is a mysterious and ironic look at obtaining social standing in the early 80’s. Shot 
by young up-and-comer, Shelley Farthing-Dawe, who at 24 years of age has accumulated an impressive reel, including fashion 
and music videos, commercials, documentaries and short fi lms. Shelley is currently in Africa location scouting for his fi rst feature 
fi lm. Green Eyed was shot on the Arri Alexa using Cooke S4’s and visually it channels the 80’s greats such as American Gigolo 
and Miami Vice. The fi lm features Mark Leonard Winter (Van Diemen’s Land) and Penelope Mitchell (Hemlock Grove, released 
later in 2012) and is complimented by an original 80’s inspired soundtrack mostly produced by Cut Copy’s Ben Browning and 
Jet’s Mark Wilson. The fi lm was produced by Sundance award winning producer Anna Kojevnikov (Deeper Than Yesterday) who 
recently established a business that creates festival release strategies for short fi lms and low budget features. 
For more information visit www.circuitbreakerfi lms.com or www.facebook.com/CircuitBreakerFilms

SCAR     DOP ERIC MURRAY LUI (NSW)

‘Scar’ set on Tiwi.

f
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Having started work in the industry as 
an ENG News Cameraman/Editor and 
then making the transition to narrative 
fi lmmaking after attending fi lm school, 
Hayden like many young directors 
today, has almost exclusively worked 
within the digital realm.  So when he 

TJANPI NYAWA! LOOK AT THE GRASS!        DOP-SKYE RAABE (NT)

Anthropologist and curator Christiane Keller, approached Skye in early 2011 with a concept for a short 30min fi lm. Skye Raabe 
has a substantial career as a visual artist working specifi cally in photography and video, in more recent years she has turned her 
eye to documentary fi lmmaking.

Christine’s idea required shooting in a very remote desert location in Western Australia near the Northern Territory border, cultural 
sensitivity and working very closely with the infamous women of the Tjanpi Desert Weavers from Warakurna, (infamous for 
having several years prior received the coveted National Aboriginal and Torres Strait Islander Art Award for their weaving of a life 
size Toyota truck). Skye knew the country would be stunning; the township being nestled amongst the spectacular Rawlinson 
Ranges in the Gibson Desert, and jumped at the idea. 

What resulted was a short, ‘visually stunning fi lm with humour and detail’, giving a rare insight into the day-to-day lives of these 
extraordinary women, and their craft. The fi lm was shot on the Sony V1P HDV camera and was skilfully edited by Julia Morris 
from Casuarina Media.

The fi lm has recently secured distribution through Melbourne based distribution company art fi lms and its parent company, 
Contemporary Arts Media. To view a except of the fi lm you can go to: www.casuarinamedia.com.au/index.php?...tjanpi-nyawa...

MANU MARMONT  DOP JASON THOMAS (WA)

wrote a simple script that revolved 
around a street performer who is forced 
to make a decision when his 
imagination and reality collide, Hayden 
saw the perfect opportunity to expand 
his knowledge and advance his skill set 
by shooting with fi lm.  After failing to 

Skye sets up a high shot in the NT - PHOTO Christiane Keller

f

receive government funding – Hayden 
self funded the project with the help of 
family and the encouragement of his 
DOP Jason Thomas. Manu Marmont 
was shot on Super 16mm over two 
days in the City of Rockingham. The 
biggest hurdle was attracting enough 
extras to make up a crowd, but with 
some creatively framed shots and free 
food, they managed to get it in the can.  
The Super 16mm fi lm was a delight to 
work with and proved to be extremely 
forgiving in regards to the fast paced 
cinéma vérité shooting style Hayden 
had designed for the fi lm. In the end 
Hayden and Jason were extremely 
happy with the fi lm and that they had 
the freedom to craft the heartfelt tale 
in a medium that has just as much 
character.
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Waiting Room tells the story of a young girl con-
sumed by an addiction that she has no ambition to 
beat. 

Waiting Room is being produced by Missing Bits 
Productions and directed by Ben Wade. DOP Miguel 
P Gallagher has worked as a professional camera 
operator in the broadcasting section of Parliament 
House for many years now. His experience and 
creativity has seen him become a prominent member 
of the short fi lm scene in Canberra.

Waiting Room was primarily shot on the RED One, 
with footage for fl ashback scenes shot on the Canon 
5D MKII. Miguel had the diffi cult task of matching his 
cinematography to the changing mood of the fi lm. 
The results are beautiful.

To get a behind the scenes look at the fi lm please 
visit: http://www.missingbitsproductions.com.au/
creative/waiting-room/

Being an army brat, Lucas originally was 
going to follow in his fathers’ footsteps 
and join the infantry, but having the 
opportunity to do something he really 
loved – study fi lm – it was too hard 
to pass up, and so he opted for the 
other kind of shooting. Director Kristy 
Campbell collaborated with Lucas on 
A Picture of War, their graduate fi lm 
in 2010. The fi lm primarily takes place 
at an art gallery, displaying the war 
photographers’ fi nal exhibition of his 
life’s work. Through the photos on the 
wall and the hero’s interactions with the 
public, the audience is taken through 
a series of fl ashbacks to different and 

A PICTURE OF WAR   DOP LUCAS TOMOANA (QLD)

WAITING ROOM  

DOP MIGUEL P GALLAGHER (ACT)

horrifi c war zones.

Lucas used a few different formats and 
techniques for each fl ashback. 
During the Bosnian fl ashback, a 7D was 
used for an under cranking effect at 
8fps and at a 1/30th of a shutter. This 
gave a nice sense of motion blur as the 
soldiers ran past an injured couple lying 
in the streets. For an Iraqi ambush on 
the bridge they also used the 7D shot 
through the perspective of the photog-
raphers’ lens. For an abstract scene 
in the desert involving a special effects 
shot of an explosion that goes off 
behind the main character, Lucas shot 
Super 16mm at 75 fps. The 

majority of the fi lm was shot on the 5D 
MkII and besides the art gallery Lucas 
shot mostly natural light to keep the 
fl ashbacks as gritty as possible.

Lucas won best cinematography in his 
graduating year as well as a student 
gold at the QLD ACS Awards in 2011. 
Last year the fi lm also premiered at the 
Cannes Short Film Corner and was a 
fi nalist for the Asia Short Film 
Festival, which screened before a panel 
of judges including Director Ridley Scott.

Lucas is very proud of the crew for 
being able to pull off such an ambitious 
project.     www.apictureofwar.com

Miguel lines up a shot) (photo by Jeremy Rodarz) f
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I was born in Warsaw, Poland and I 
have a master’s degree in structural 
engineering. I moved to Sydney with my 
family in 1991.

For the past 15 years I have been 
making natural history fi lms, mostly 
underwater and I have fi lmed from 
equator to Antarctica.

I have received “Best Documentary” 
award at the New York International Film 
Festival, two awards at the International 
Wildlife Film Festival and the First Prize, 
Gold Camera Award at the US 
International Film and Video Festival.

My underwater fi lming passion was 
always associated with my drive to 
achieve better images underwater. 
I have always been designing and 
building optical ports, housings and 
underwater lighting. Four years ago I 
designed a CinePort™ which to my 
knowledge still remains the sharpest 
and the highest contrast underwater 
port ever made.

Over a year ago I started feasibility and 
performance testing of Nikon Nikonos 
submersible lenses with the intention 
to adapting them to the new RED Epic 
camera. In the process, I designed 
and patented an innovative lens mount 
that wraps the camera around, like an 
underwater housing, but exposes the 
lens to the water.

As a scientist, I knew that I could not 
improve anything without ability to 
measure or quantify the performance of 
underwater optics. I have built several 
testing rigs allowing me to measure 
MTF (modulation transfer function) of 
underwater ports and lenses. From 
those tests I learned that Nikonos 
lenses were the only underwater optics 

actually able to match 
(and surpass) the perfor-
mance of the RED Epic 
Sensor.

On the other hand, 
traditional underwater 
ports performed very 
poorly. Even the best 
dome ports were unable 
to resolve the equivalent 
of standard defi nition 
quality in the corners 
and fl at ports performed 
even worse. It was clear 
to me that, in the age of 
4k and 5k cameras the 
progress of underwater 
cinematography lies in 
overcoming the defects 
caused by optical ports.

One of the problems 
caused by dome ports is 
image plane curvature. 
This defect increases with 
the size of the sensor exponentially and 
domes that used to produce good re-
sults with 2/3” chip cameras performed 
badly with S35 and larger sensors. Even 
my Master Prime 14mm lens looked 
like someone smeared Vaseline on the 
edges when placed behind an 8” under-
water port. It did not resolve standard 
defi nition on the edges of the frame.

Flat ports are even worse. The same 
14mm Master Prime lens failed to 
achieve 1/10 of the standard defi nition 
sharpness in the corners when placed 
behind a fl at port. On top of that the 
image had severe pin-cushion 
distortions and suffered from coma and 
astigmatism.

It was a great discovery that the old 
and wonderful Nikonos lenses had no 

problem resolving 5k RED Epic 
sensor right up to the Nyquist limit of 
the sensor. There is probably some 
more good left in those beautiful lenses 
and I’m awaiting the release of the 6k 
30mm wide Dragon sensor to test them 
even further.

While the sensor sizes increase, the 
already poor performance of traditional 
dome ports gets worse. In the DeepX 
that uses Nikonos lenses, it gets even 
better.

EVERYTHING OLD IS NEW AGAIN
BY PAWEL ACHTEL B.ENG(HONS) M.SC

NEW GEAR
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NEW CAMERAS 
FROM SONY

Sony’s new palm-sized NXCAM HD 
camcorder takes image stabilisation 
to a new level

The new HXR-NX30P palm-sized 
high-defi nition camcorder model uses 
Sony’s breakthrough Balanced Optical 
SteadyShot™ image stabilisation 
technology to make it ideal for 
eliminating camera shake in challenging 
shooting applications, all combined 
in Sony’s smallest, lightest handheld 
professional camcorder.

Conventional image stabilisation 
systems typically “fl oat” an individual 
lens element with a motor drive 
to compensate for camera shake. 
Balanced Optical SteadyShot™ 
combines the entire lens and image 
sensor assembly into one fl oating 
element that moves as a unit to virtually 
reduce the shaking effect caused by 
normal motion during shooting.

The new HXR-NX30P records at full 
1920 x 1080 HD resolution using a 
Carl Zeiss Vario-Sonnar T* lens (35mm 
equivalent : 26.0mm -260mm), a 
1/2.88-inch image sensor and a range 
of frame rates - 1080/50p, 25p, 50i and 
720/50p. Using AVCHD recording, the 
camera has 96 gigabytes of internal 
memory (approximately 40 hours of 
HD content), with a dual slot for that 
accepts either SD or Memory Stick 
media cards for additional recording 
capacity. The HXR-NX30P also features 
a detachable XLR connection unit. 

Sony’s new full-HD super slow 
motion Super 35mm camcorder

The new NEX-FS700/K Full-HD Super 
Slow Motion camcorder, is designed 
for high-speed shooting, capable of 
capturing footage at up to 960 frames 
per second. The camera also features 

a range of capabilities such as 3G 
HD-SDI output and built-in ND fi lters. 
Users can capture beautiful high speed 
full HD movie footage, with the creative 
freedom of a huge choice of E-mount 
interchangeable lenses fl exibility is 
designed to accept virtually all SLR 
and DSLR 35mm lenses, with the 
use of simple, inexpensive adapters 
without optical degradation. An ideal 
choice for music videos, fi lm and TV 
drama on a budget, commercials and 
documentaries as well as sports and 
variety of events shooting.

The camera delivers full HD quality at 
120 and 240 frames per second in a 16 
or 8 second burst mode respectively. 
Using a new 4K Super 35 CMOS 
sensor (total 11.6 million pixels). This 
high-speed readout chip is optimised 
for motion picture shooting, giving 

high sensitivity, low noise and minimal 
aliasing.

The camera’s built-in ND fi lters, with 
a newly designed ND fi lter wheel 
that rotates across the sensor like a 
turret. The wheel includes positions 
for Clear, 1/4 (2 Stop), 1/16 (4 Stop), 
and 1/64 (6 Stop). The camera has 
50/60Hz switchable recording and 
the 3G HD-SDI and HDMI connectors 
can output full HD 50p and 60p, with 
embedded time code and audio, 
virtually any external recorder can be 
paired. Users can save up to 99 camera 
profi le settings on a memory card, and 
can copy the same setting to multiple 
cameras. Sony is planning a future 
fi rmware upgrade that will enable the 
NEX-FS700/K to output a 4K bitstream 
data over 3G HD-SDI when used with 
an optional Sony 4K recorder.

Tape Optical Flash

The world’s most trusted brand in professional media.

Sony Pro Media Ad Sydney ACS.indd 1 21/05/12 10:59 AM
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Ninety nine percent of the time I’m 
fi ne – composed, happy, content. But 
there is that pesky one percent when 
I tend towards getting melancholy 
and downright maudlin. Nowhere is 
this more apparent than when I look 
at photos of my kids. I’m such a big 
softie that my family knows not to 
show me old photos. I’m usually at my 
worst around birthdays. This is when 
I become prone to a litany of wistful 
sentiments like “Where does the time 
go?” and “It just goes so fast, doesn’t 
it?” 

In fact, I was just ruminating about the 
topic for this issue’s Big Picture, when I 
had my attack of melancholy. The kids 
were all sitting around the kitchen table, 
chatting, laughing, drawing - for once 
they weren’t on their iPods, iPads or 
iPhones. It was nice to see. My kids are: Christopher (14), 
Gabriella (11, soon 12), and Emily (9). 

Our kitchen, probably like countless kitchens, is peppered 
with memorabilia created by these three little rugrats, or 
photos featuring these three little rugrats. And, again like 
countless other kitchens, these artefacts are very rarely 
removed. Rather, new artefacts are added along with the 
passage of time. So, our fridge is less fridge and more 
post modernist collage – photos, drawings, sketches, 
shopping lists all held in place by fridge magnets supplied 
by A1 Plumbing Service, and our local dentist, doctor, and 
candlestick-maker.

If the fridge resembles a collage, then our noticeboard would 
be a whole art gallery - easily spanning a decade or more. To 
be fair, old shopping lists, school notices and appointments 
are actually removed (eventually), but photos and drawings 
are culled far less regularly (if at all). In fact, if enough time 
passes, some artistic gems start to gain iconic status. We 
have a wonderful piece of scribble on the girls’ bedroom wall 
courtesy of Emily (my youngest) back when she was two 
years old. That part of the wall will never be painted over. 
Similarly there are photos that will never be replaced – they 
have become part of the very fabric of our house.

I don’t plan on leaving this house. Oh sure - travel, holidays, 
extended or otherwise – but never permanently. This is 

home. There are too many memories here for me to ever 
want to leave. 

Leanne (my wife) started me off this morning with a throw 
away remark, “Gabi’s getting so much taller isn’t she?” A 
few twitches of melancholy. “Remember when she had 
that funny little haircut?” Oh no. This is not good. “They’re 
growing up.” I’ve got no chance. My eyes wander over to 
the post modernist collage and I spot a very non-descript 
little photo tucked in the corner – all three rugrats, ready for 
school, in their uniforms, funny little grins – heaven knows 
what I was doing with a camera in my hand, must have been 
the fi rst day of school, perhaps even Emmy’s fi rst day at 
Kindergarten. I found myself outside, glasses pushed above 
my forehead, a tea towel plastered on my face. 

“Where’s Dad?” 

“Oh, he’s just outside ‘happy-crying’ because Mum said 
we’re growing up.” Emily, even at 9, has a gift for summing 
everything up in a sentence.

..oOo..

I recently read in one of the ACS e-news bulletins that over 
the last year Arri, Panavision and Aaton have quietly stopped 
production of fi lm cameras. The thought slowly dawned 
on me that somewhere in the world, someone is holding 
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(perhaps Arri, Pannavision or Aaton themselves) the last 
fi lm camera ever made. The ghosts of the Lumiere brothers 
and Edison must surely be restless. Is it really possible that 
their beautiful creation has come to an end? I could feel the 
melancholy resurfacing. 

Compared to the esteemed readership of this magazine, I 
have had such a brief professional experience with fi lm. But if 
I trace back to the Super 8 movies I used to shoot, edit and 
screen in my early teens, and fast forward to my fi rst job in 
the fi lm industry … then my experiences are both vivid and 
profound. They are etched as indelibly on my psyche as the 
countless memories that lie everywhere in our house. 

I remember being a camera assistant, marvelling at the 
expertise of the seasoned cameramen. We were shooting 
on 16 mm reversal fi lm. The camera was a CP-16. It lived in 
a wonderful old hardcase that protected it. I loved the look 
of the fi lm camera, but I really loved the feel of the camera. 
When the cameraman wasn’t looking I’d hoist it up on my 
shoulders and try a few quick pans.

I also remember handling this mysterious material that could 
not be exposed to light - protecting it in black bags and 
magazines. Somehow this was transformed to a pliable 
substance that we could handle, look through and feel. 

I remember watching perhaps the most miraculous 
transformation of all - the editor working on his Steenbeck, 
physically cutting the fi lm and then literally sticking it back 
together. This was not just some conceptual computer 
exercise using pixels, bits and bytes – this was tactile. You 
could hear the fi lm; you could write on it; you could smell it. 

The kids are growing up.

Film cameras are to be produced no more. But where is my 
collage on the fridge? Where is my iconic photo, my scribble 
on the wall? In one of those grand moments of epiphany, 
I knew exactly what I had to do – I had to buy a movie 
camera. Not just any movie-camera … a CP-16. 

So the search began: auctions, production companies, 
friends who still work in the industry … eBay. It wasn’t easy 
but a little patience and a decade of eBay experience helped 
me unearth a CP-16A from the University of Oregon. It 
was an ex-WFMJ-TV (Ohio) news camera which then was 

farmed out to the University to see out its days as a student 
camera. It arrived in Australia, shipped in its beautifully 
weather-beaten hardcase (original Cinema Products), along 
with two magazines (one ex-KMGH-TV Denver, one ex-ABC 
News San Francisco), fi lters and a black bag. A little bit of 
extra negotiation and I managed to get two batteries and a 
charger. 

I’m known in my local Post Offi ce for the procession of 
packages (courtesy of my eBay addiction) that arrive for me; 
but this package had the staff talking. “It’s so heavy. What is 
it?”

“It’s a movie camera.” I said proudly.

Blank stares.

“You know the old fashioned ones. A fi lm camera … with the 
Mickey Mouse ears.”

They knew Mickey Mouse.

“Anyway … it’s a classic. They don’t make them anymore.” 

I was childishly excited – couldn’t wait to get it home. There 
was a frenzy of unpacking, and lots of “Oohs” and “Ahhs” 
from my exceptionally tolerant family (“Dad’s eBay stuff” 
arriving is a very regular event). I carefully attached the lens 
and locked in one of the magazines. What a beautiful thing. 
What moments of history had this camera captured? An 
earthquake? Vietnam? Kennedy? Nixon? 

My wife also has a gift for summing everything up in a 
sentence. “That is very cool, Manny.” 

When everybody left the temptation was too great. I wonder 
if the battery is charged? In went the battery. Button on. 
Lights on. Press the switch. I still remembered exactly what 
to do. Ahhh … that unique whirring noise (minus the fi lm of 
course). I hoisted the camera on to my shoulders and tried a 
few quick pans.

I was a happy man. The scribble on the wall remains. f



Two fi lms released this year starkly illustrate the modern 
cinematographer’s dilemma and, more particularly, the nature 
of cinematography itself. These two movies give us utterly 
different imaginative worlds and set about the business in 
entirely different ways. John Carter was a 250 million dollar 
washout directed by Andrew Stanton, the genius who 
brought us WALL-E (2008) and Finding Nemo (2003) – so 
he’s an animator (or visionary, take your pick) turned live 
action director.

John Carter is a classic science fi ction action fi lm that is all 
about the fi rst interplanetary adventure of John Carter (who 
else?), the heroic protagonist of Edgar Rice Burroughs’ 
(Tarzan) 11-volume Barsoom series of novels (1912–43). 
The fi lm actually marks the centenary of the character’s fi rst 
appearance. Its wildly uneven and slightly mad narrative is 
a classic mythic piece of nonsense, with some truly glorious 
scenes on Mars and even a lively backstory set just after the 
Civil War in America. It looks great and is very silly.

Walt Disney Pictures distributed the fi lm and released it in 
the United States on March 9, 2012; the fi lm was shown in 
regular 2D and in the Digital 3D and IMAX 3D formats. Daniel 
Mindel was the heroic DOP and the movie was shot using 
the dear old Panavision anamorphic format and Kodak 35 
mm fi lm. R.I.P.

Upon release, John Carter copped a mixed critical reception, 
performed poorly at the domestic box offi ce but (ssssh!) 
showed strength overseas, particularly in Russia this year, 
where it set new box offi ce records. Come to think of it, 
it does have a kind of Russian Futurist steampunk look. 
Apart from some rousing cowboys-and-indians stuff shot 
in Nevada, the work of the cinematographer for this clunky 
period piece, lies mainly in lighting wild action scenes in green 
screen and in the great desert wide shots. It would have been 
absolutely exhausting for a DOP, but the hand of Stanton the 
Animator is everywhere to be seen. Indeed you could argue 
that John Carter might as well have been motion capture like 
Tintin – or just plain animation. Yet it was all shot on fi lm!

Whether or not John Carter  tanked in the USA will be 
irrelevant in the grand scheme of  movie ‘accounting’. It will 
still make its money back on the new Big and Loud movie 
international circuit. Indeed, though Disney claimed that A 
and P costs were another 100 million (minimum) and that the 
fi lm was a total loss (tax credits!), within a year you can bet 
that the balance sheets will show loss but the Box Offi ce will, 
remarkably, be huge. At around a billion worldwide.

Margin Call, on the other hand, is a very low budget indie 
feature by a fi rst time former commercials director, J.C. 
Chandor. It was shot digitally (credits nowadays seem to use 
the word ‘captured’ a lot, don’t they?), but otherwise has a 
real New Wave look (the 1960s one, that is), tight, fast, and 
energetic, it’s focussed, and resolutely human.

Margin Call manages to be both a full tilt boogie thriller 
and probably the best explanation you’re likely to get of 
the Global Financial Crisis, Day One. Tightly confi ned to a 
twenty-four hour time frame and geographically to one or 
two fl oors of an offi ce tower (that must certainly be meant to 
stand in for Lehman Brothers), it’s about a breakneck race 
to try to halt the collapsing house of cards that was – and 
is – the GFC.

With a cast of great actors at the top of their form: Jeremy 
Irons, Kevin Spacey, Demi Moore, and so on, the budget 
could have been twenty times the mooted three million. What 
attracted the stars was the script – and the director’s vision, 
beautifully backed up by cinematography on-the-run with 
Red One MX by Frankie DeMarco.

Margin Call is the fi rst feature-length fi lm from Chandor, who 
before this low budget tour de force, worked on commercials 
and documentaries. Whatever he’s having, I’ll have some too 
! This is great fi lmmaking, plenty of wonderful acting and, at 
heart, a dark moral fable that is all too dreadfully true! 

You’ll just have to watch Margin Call for yourself, not least 
because it’s a brilliantly constructed and mesmorising 
thriller. Of course things fall apart, but this is more than a 
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mockumentary, it’s a powerhouse ensemble performance 
from a wonderful group of actors (working for scale or less), 
which starkly exposes the moral black hole at the centre of 
hedge funds and bond and mortgage trading. 

Reading how the crew did it all is a bit like reading an old 
(circa 1968) American Cinematographer article on Haskell 
Wexler’s latest adventures.

For example, sync-sound recording meant that the air 
conditioning had to be turned off, but if extra lighting were to 
be used it would produce a lot of heat and without AC the 
heat could become unbearable for actors and crew  – so 
no big HMIs, either. Anyway, besides creating unwanted 
shadows, the lights would be refl ected in the windows. And 
they suddenly needed about ten Roscolex ND.6 and ND.9 
panels. How Haskell Wexler/Gordon Willis, is that?  Or, as 
we say in Oz,it’s all very stringybark and rawhide on a real 
location. But the fi lm looks great and never slows down.

So what can we deduce from all this confl icting info? Mainly 
that the industry is indeed splitting almost bang down the 
middle between genuine Indies and Big and Loud adventures 
with a PLAYSTATIONTM vibe. On the other hand, one thing is 
certain; the role of the cinematographer will never again be 
what it has been for over a century. Nor will studios be the 
broad church that every fi lmmaker heads towards, as to the 
Holy Grail. Writers, directors and, yes, cinematographers 
will be making lifetime choices: head for the Big and Loud 
universe of studios owned by banks, booze companies and 
media moguls, or, recognising that a vast, intelligent and 
growing audience for what we used to call “indies” exists and 
it’s there that you will be fulfi lled and do your best – maybe 
your only – work. Up to you.

Movie making at its fi nest has always been about telling great 
stories, beautifully fi lmed. CGI and green screen are not the 
end of the road. They are just a fork in the road and great 
movies, as opposed to great, er…’experiences’ – wait for 
anyone who goes that independent route. 

For this not to happen would be the end of cinema as art 
and the fi nal triumph of grandiosity over vision!

Remember the terror when talking pictures came in? Norma 
Desmond said it:

“You see, this is my life! It always will be! Nothing else! Just 
us, the cameras, and those wonderful people out there in 
the dark!...  All right, Mr DeMille, I’m ready for my close-up”. 
(Norma Desmond in Sunset Boulevard).

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

He’s been a writer-director for TV series, features, 
documentaries and hundreds of commercials as well as 
publishing countless essays and three books on fi lm. His 
proudest possession is his honorary ACS membership!
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FUNNY STORIES
Many years ago when I fi rst started in the industry, I worked at 
a company in Melbourne, Senior Films. I was lucky enough to 
go on a shoot to the Gold Coast, I was about 16 or 17 and very 
naive. The commercial was Directed by Max Varnell and shot by 
Robin Copping. I was a loader, but probably more of a runner 
who loaded!

The crew comprised only a few people, one of them being cam-
era assistant, Chris Morgan, who now lives in Tasmania. We’re 
all assembled on a sand hill overlooking the the beach shooting 
a girl walking towards us up the beach. Pretty simple set up, 
2C Arri, 25-250 zoom with a doubler. Obviously way back then, 
no video split. I’m standing there and Rob Copping says, “Hey 
Ron, would you mind heading up the beach so Chris can get a 
focus mark for infi nity?” Funny I thought, but I just said “Yeh, no 
problem”, always wanting to please and headed down the hill 
and started my walk to infi nity. So, I’m waking along the beach 
for about 5 minutes and thinking to myself; “Shit, I must surely 
be at infi nity by now?”  I stop and look back, shielding the sun 
from my eyes and see the tiny specks on top of the hill waving 
at me. I walk on, another 5 minutes and turn back again, not 
knowing that one of the guys has run down behind me to tell me 
that I had indeed found infi nity and this would increase my career 
chances no end!! Bastards!!!     Ronnie J.

An earless baby bunny that was a rising star on Germany’s 
celebrity aninmal scene had his 15 minutes of fame brought to 
an abrupt end when he was accidentally stepped on by a 
television cameraman.

The fate of 17 day old Til, a rabbit with a genetic defect, was 
plastered across German newspapers on the same day that a 
small zoo in Saxony was to have presented him to the world at a 
press conference.

Zoo director Uwe Dempewolf told Spiegel Magazine that Til 
didn’t suffer. “We are shocked. During the fi lming, the camera-
man took a step back and trod on the bunny. He was imme-
diately dead, he didn’t suffer, it was a direct hit. No one could 
have forseen this, everyone here is upset. The cameraman was 
distraught.        Butch

I was scrambling to complete the last shot of the day. We were 
perched very high upon a cliff top, looking into a deep, wind-
ing gorge, where we had been fi lming for the past 3 days. I was 
shooting dusk for dawn. Grant Kenny, our Nutri Grain kayak 
hero, was sitting by a campsite having breakfast... a light misty 
rain fell... it looked spectacular. I had and still have, a deep 
hatred of video splits, and had not schlepped one up the gorge 
for this particular shoot, so as a gesture of good will, invited 
the art director to have a quick look at the shot before I rolled. I 
was operating the camera, so moved away to allow him to look 
through the view fi nder. He approached from the right hand side 
of the Arri 3, bent over, and looked through the carry handle! The 
rod for the small matt box was not in place, so he was looking 
through the square opening designed for same. He then stood 
erect and proclaimed loudly  ‘Fuckin great... shoot it!.’ Henry 
Pierce ACS, who was focus pulling for me all those years ago, 
had to bite down hard on his arm to stop laughing in his face. 

ps. To add insult to injury, the art director was wearing a black 
(is there any other colour) ‘T’ shirt emblazoned with the words 
‘NEVER UNDERESTIMATE THE POWER OF THE ART 
DIRECTOR’. From that day onwards, I never did!       Dick Marks



“Photography is an elegiac art, a twilight art. Most subjects 
photographed are, just by virtue of being photographed, 
touched with pathos. All photographs are memento mori. 
To take a photograph is to participate in another person’s 
(or thing’s) mortality, vulnerability and mutability.” – Susan 
Sontag

Jane Ussher’s photographic essay Still Life takes us 
deep into that twilight – that of a frozen past. To visit the 
deserted Antarctic huts of the explorers of the last century, 
all touched to a lesser or greater degree by the nearness 
of death, is to feel the cold rustle of a fi nal breath. Here, 
Robert Falcon Scott had a last cocoa and a biscuit before 
setting out on that fi nal, mythic journey. The rusting tins 
remain there still, surrounded by evidence of a last meal 
like some icebound Marie Celeste. 

The enormity of confronting the end of the world, Arctic 
or Antarctic, outreaches the power of mere words. 
Sometimes it seems that for something of which we fi nd 
it hard to speak, photography is the only way to record 
it all. Even after sixty years or more, a beautifully sunlit 
photograph of the gates to Auschwitz (‘Arbeit Macht Frei’) 
is more than chilling and has a poetic power to evoke the 
unspeakable.

Yet the images that stand out and remain in the mind, to 
be endlessly rewound, are those that might sometimes 
appear the most banal. The beautiful foldout in Still Life 
(pp 104-5) of the kitchen is at fi rst almost casual, but it 
is also irresistible. You can return to it again and again, 
reading, scanning, and even recalling fl avours and scents 
from childhood or dreams.

Expeditions and adventures are at the heart of Australian 
photographic legend. From the beginning, documentary 
fi lms, notably featuring the location cinematography of 
pioneering documentary maker Captain Frank Hurley, 
became world famous. Today, cameramen like the ABC’s 
Peter Curtis, bring back endless, haunting images of the 
frozen south, each one elegant, unforgettable.

The realists do not take the photograph for a “copy” of 
reality, but for an emanation of past reality, magic, not an 
art. (Roland Barthes)

Barthes’ Camera Lucida, along with Susan Sontag’s 
On Photography, was one of the most important early 
academic books of critique analysis of photography. 
Barthes thought that photography acted on the body as 

much as on the mind. Magic, in other words: conjuring up 
the past like a spell.

Still Life, it must be said, is a quite beautiful book: poetic 
and historical both. At one level it’s a classic photo essay 
and study of the Antarctic huts that served as shed-like 
bases for the great and last expedition lead by Ernest 
Shackleton in 1907.  Part of that expedition headed for the 
south magnetic pole, the farthest point on the earth in the 
direction of magnetic south.  They reached it in January 
1909. Robert Falcon Scott was the doomed hero who 
inscribed Antarctica forever in the roll call of last, often 
fatal challenges facing the progressive scientifi c world, 
where everything is known, measured and written down 
and so controlled. Almost.

Silence. Immensity.

In these still photographs, most of them taken within four, 
fl imsy ageing and threatened walls, Jane Ussher has 
created a testament to the madness and the greatness 
of the drive to explore, when the only end is often death 
itself. Now, only the hut remains and it is here that Jane 
Ussher has come to record her haunting and utterly 
unforgettable photographs. 

These photographs are as far from holiday happy snaps 
as you can imagine: yet in their utter lack of guile, share 
with those everyday records, the sense that we are all, in 
the end, members of the same family. Photography is the 
most democratic, unifying of all the art forms.

Footnote: Robert Falcon Scott (1868-1912) became 
the fi rst person to reach the South Polar plateau, on an 
expedition that took place from 1901 to 1904. Leading his 
fi nal expedition, Scott sailed in 1910 from New Zealand 
on the Terra Nova. His party reached Cape Evans on Ross 
Island and set up headquarters there. Scott started over 
the ice with sleds in November 1911. The men reached 
the pole on January 17, 1912, but they found that Roald 
Amundsen, a Norwegian explorer, had already reached it 
about fi ve weeks earlier, on December 14, 1911. On the 
return trip, all fi ve members of the Scott party died. 

Three bodies, records and diaries the men had kept, were 
found at their last camping site.

“Photography affects us like a phenomenon in nature, like 
a fl ower or a snowfl ake whose vegetable or earthly origins 
are an inseparable part of their beauty.” – Andre Bazin
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I would be not inclined to assume that Cameron, 
Jackson etc are making a “mistake” in pursuing their 
image goals.  Nor would I be inclined to dismiss a new 
aesthetic on the say-so of a couple of journalists and 
bloggers.  Judging by the past work of these gentlemen, 
they both know how to make fi lms that make money and 
also how to make fi lms that look amazing: so why not 
wait to see the fi nished result before jumping to 
conclusions about “bad lighting” etc..

A while back I wrote about all moving images as 
“unnatural”.  By this I mean that a projection in 2D, 3D, 
5D at 24,48,60,128,2400 fps is all just that: a 
representation of reality that we learn to accept as 
“natural”.  At this present moment we are moving from 
one “look” (fi lm) to another (digital).  The projection side 
is more or less complete and the acquisition side is still 
in transition.  So it is not surprising to me that when our 
bolder fi lm-makers put something new on the screen that 
doesn›t look “right” (ie like the past) that people complain 
because it is no longer what your brain has accepted 
over a lifetime as a representation of reality.  But just for 
a moment imagine a child (a “shiny one”) looking at the 
Jackson presentation who has never seen a moving 
image before: then growing up and becoming an adult 
in this world of 60fps and 3D.  This would be “natural” 
for such a person, and when they were shown a normal 
movie at 24fps from today at some retro exhibition centre 
it would look as scratched b/w silent fi lm looks to us... 
(marvellous!).

Aesthetic judgements are very much part of a moment in 
history.  “Taste” is a complex and profound human 
emotion and the word itself implies a dismissal and a 
kind of arrogance.  My tastes are just that: mine - and 
they are borne and die with my life.  Some of them are 
shared with those around me and sometimes I think I 
put them out there in the world and they were enjoyed 
by others also: but how these things will be seen in the 
future is different to how they are seen now - and that is 
as it should be.  The constant evolution of both ourselves 
and our universe is a wonder to behold: we as Cinema-
tographers are in a particularly fast moving stream at the 
moment so only those who can stay afl oat will survive! 
We are surrounded by an amazing array of tools with 
which to make fi lms: let’s enjoy them while they are there, 
and applaud those rich and powerful enough to make 
change and maybe sometimes get it wrong.  
Stagnation is the enemy of the human spirit.

Oliver Stapleton
DP. Rainy Devon.
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3D PHOTOGRAPHY PREFERENCES

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

3D MONITORING AND OTHER NEEDS

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

3D PHANTOMS

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

A BRIEF HISTORY OF 3D

http://www.cinematography.net/
A_Brief_History_of_3D.htm 

MOTION CONTROL & 3D

http://www.cinematography.net/
Motion_Control_and_3D.htm

COMPACT PRIMES 

http://www.cinematography.net/
Compact_Primes_CP.2.htm

NEW BOOK

http://www.cinematography.net/
Next_Book...Vocabulary.htm 

SOFTENING THE CUTS

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

BUILD YOUR OWN AVATAR CAMERA RIG

http://www.cinematography.net/Build_Your_
Own_AVATAR_Virtual_Camera_Rig.htm 

SI2K 3D TESTING

http://www.cinematography.net/
SI2K_3D_Testing.htm 
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EDITORS PIC PICKS

Some people are addicted to drugs, chocolate, exercise, 
alcohol, sex… well, let’s drop that last one off the list… but 
me, myself, I? Well, I’m a sucker for images. Moving or still. 
Not only do I love images, I think I love anyone who makes 
them, but to a certain standard. For this reason I have 
selected my ‘picks’ from a long list of extraordinary image 
makers who continue to inspire. 

Google Dennis Manarchy, click to enter, click on ‘projects’, 
click on ‘vanishing cultures’. 

Google Carlos Tarrats, select ‘Images for Carlos Tarrats’. 

Google The Third and the Seventh. Select The Third & the 
Seventh on Vimeo. Alex Roman - genius.

Go to http://vimeo.com/39578584

Google Victor Skrebneski. Select ‘Images for Victor 
Skrebneski’.



AC: What are you shooting at the moment?

TO: A telemovie for the ABC called Devil’s Dust. Tomorrow, 
we’re recreating a factory where they used to make asbestos 
products in the 1970s. So it’s a period factory scenario with 
lots of people sawing asbestos and making lots of dusty 
action.

AC: A lot of future health claims.

TO: Exactly. So it establishes what caused the workers to 
get sick.  It’s quite a complicated, large setup.

AC: Are you guys all wearing masks?

TO: We will be when we’re shooting. I mean, they’ll be using 
safe dust, but there’ll be a hell of a lot of it in the air.

AC: We’re supposed to be talking about your latest 
telemovie, so we’ll have to leave Devil’s Dust for another 

magazine. First of all, congratulations on the look of 
Beaconsfi eld.  In my opinion, from a dramatic lighting 
point of view, you nailed it. During pre production, you 
must have had some big decisions to make about how 
little light you would use in the underground cage.

TO: One of the key things that we talked about at the 
beginning – and in fact one of the key things all the way 
through – was knowing that, in reality, a large part of the 
story takes place in total and complete darkness, and 
knowing that we couldn’t show minutes and minutes of 
complete darkness on the screen in the fi nished fi lm we had 
to fi nd a way to give the feeling of complete darkness, but 
still be able to see our actors trapped in the cage. 

When we went down the real mine on the reccies, quite 
a few times we asked the miners who were guiding us to 
turn off their head lamps and torches and any of the lighting 

DOP TOBY OLIVER ACS
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TOP: Crew members entering the A1 Mine. PHOTO Glendyn Ivin



sources we had with us, just to see how dark it really was. 
It’s a kind of darkness you never normally experience. It 
doesn’t matter, even in the middle of the night in the city, or 
even out in the country there’s a faint bit of light coming from 
somewhere. Down a mine of course, you can have space 
around you and you could be standing in a group of people, 
but the blackness is absolute.  Absolute darkness. It’s quite a 
freaky experience really, and often when the miners ask us to 
turn our lights off, people really don’t want to leave it like that 
for too long as the blackness is so intense.  It’s kind of a little 
bit overpowering and you’re waiting for someone to turn their 
torch back on.  

So really we’re trying to re-create that feeling, but still being 
able to see, so we can photograph something. The director 
Glendyn Ivin, was very interested in keeping a sense of reality 
and authenticity about the look and the lighting.  

AC: That would have dictated your choice of camera, 
wouldn’t it? What did you decide on and what ASA did 
you shoot down in the mine?

TO: That’s a big question, because really it leads on to a lot 
of other things, including the choice of camera that we went 
with, and the levels of extremes that we pushed the tool 
to try and take us into that area of total darkness.  I chose 
the Arri Alexa digital camera. It was the fi rst time I’d had a 
chance to use that camera, and it was still pretty new back 
in June last year when I had to make 
the decision. So I did quite a lot of tests 
with the camera, fi rst up here at Video 
Australasia in Sydney and then down in 
Melbourne, when we went down there 
just to see how far I could push it. And 
basically, the fi rst thing I really wanted 
to test was how low I could go with the 
light levels, before it started getting quite noisy and diffi cult 
to use.  My tests showed that I could take it to 1600ASA if I 
needed to, then I added master primes.  So that gave me an 
extra lens stop from what I’m used to and this allowed me to 
go that little bit further with the levels of darkness.  So I rated 
the camera at 1280ASA for the bulk of the cage scenes and 
a couple of scenes went to 1600ASA.

Normally it is 800ASA, which is the recommended standard, 
but when I use the Alexa, now, I rate it anywhere between 
400 and 1600 depending on the conditions and what we’re 
trying to do.

AC: How many cameras did you shoot with for the cage 
sequences?

TO: We had two cameras the whole time.  The cage itself 
was constructed in such a way that any of the four sides 
could be removed.  A clever design.  Jon Rohde was the 
production designer and he did a really terrifi c job. It was up 
on a platform for shooting purposes,  and at a slight angle, 
which is how the real thing was.  We also shot through the 
back of the cage, where Brant was digging the hole, so 
really there were no restrictions on shooting from any angle, 
it was a brilliantly designed set.  We had little wall pieces we 
could stick back in for a bit of shoot off and things like that.  
I crawled in there... then I realized just how claustrophobic 
it was.  Even though we had sides that came off, the ceiling 
was only really two or three inches above your head, so it 

really was a tiny space.  I think our cage was slightly bigger 
than the real one, just to allow a tiny bit of comfort for the 
actors, but it was pretty close to the real size.  It was one or 
two hundred millimetres wider, but that was enough to allow 
us to shoot two cameras, a two-shot and a single, or two 
reverses or a wider and a tighter profi le. 

Our schedule was so tight, there’s no way in the world we 
could have shot the movie on one camera. So we had to 
shoot two cameras on virtually every set up.  But sometimes 
we had more than two and I can tell you about that later... 
that’s another story.

AC: Let’s keep on this darkness story for a moment.  
You obviously made a decision, before you commenced 
shooting, that there would be times at the very 
beginning, immediately after the rockfall, where there 
would be complete darkness, until a light source was 
provided in the cage by one actor or the other.  Is that 
correct?

TO: Partly correct.  The way we ended up lighting the cage 
was, (and the amount of lighting in the cage did increase 
during the movie), at the beginning it was probably the 
darkest.  As they get some light sources handed down to 
them and other equipment that the rescuers push through 
the tube, the light levels increase.  But at the beginning, 
before they get found, there’s actually a faint sort of a glow 

that I created in the cage. Kind of a 
teal, greenish, cyan kind of glow that’s 
very, very faint. It’s there right from the 
beginning, so when you fi rst see them 
trapped, one of their head lamps is still 
on and that’s providing the main sense 
of ambience in the cage... when the 
guys are still half buried and struggling 

to breathe and the Brant Webb character’s trying to scrape 
the dirt off Todd Russell’s chest.  There’s a head lamp on, 
that’s slowly fading as the battery dies. But there’s also 
this cyan glow that’s very, very dim, so we could just make 
out bits of the faces, cage and surrounding rock shapes.  
Above the cage I had a 12x12 white sail cloth, into which 
we bounced a number of small tungsten lamps, gelled up 
with steel green, I think it was.  The roof of the set of their 
cage was actually covered with mesh, bits of fake rock and 
so on.  So only certain bits of that soft glow actually made it 
down to where the boys were.  Then we would use bits and 
pieces of black to either enhance or reduce little spots of 
that tiny glow.  In some areas there’s very little of it and at the 
back I left just a little bit creeping through.  But this was very 
minimal... we’re talking very under exposed. In the grade 
later on this exposure was reduced even more.

The other main source was the miners headlamp, plus a 
cigarette lighter. I wasn’t actually using a light meter, because 
I tend not to use a light meter when I’m shooting digitally, 
unless I’m doing a pre-light.  But it was extremely low, the 
lowest light levels I’ve ever used, put it that way. The reason 
for that is, when he does use his lighter, I wanted to create 
the illusion that it was incredibly bright and that the headlamp 
was also incredibly bright, compared with the faint cage 
ambience.  You don’t want the faint ambience to be at a level 
where it’s making a torchlight or a lighter or other sources 
seem on a similar level, because that would start to look 

“I crawled in there... 

then I realised just how 

claustrophobic it was.”
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fake.  Any ambient light is fake, as there’s no ambient light 
down there... it’s total blackness.  

I guess it was fi nding the level of that source of light and 
keeping it so low that the audience was almost unaware of it, 
that it was believable, and yet it’s there, giving a slight shape 
to the face.  

AC: When you shot with the lighter, did you supplement 
it with an inky, a Dedo or something like that?

TO: Absolutely not. Other than the soft very dim ambience 
from the overhead sail, there was no supplementary source 
for the lighter or the headlamp.  They are the sole practical 
sources of light during that sequence.  I found just the 
headlamp bouncing off bits of metal and rocks, gave me 
more than enough exposure.  Those mining torches have 
a fairly decent kick... oh, I did have one other, what you’d 
perhaps call a key light, that I ended up using... this was a 
little bit later into the story, where they are laying back having 
a conversation about their kids, about what footy teams 
they follow and stuff like that and they have the headlamp 
off, because they’re saving the battery. So to have more 
control over that faint ambience coming through from above, 
the gaffer Steve Price offered up a small hand-held torch 
with a soft cone on the front.  It was propped in the cage 
pointing down at their faces, as a kind of a little eye light and 
it matched the colour of the ambience, that magic ambience 
that was in there.  It was literally a torch with two D cell 
batteries in it, heavily ND’d, plus the special gel, plus a few 
layers of diffusion and that ended up being a little battery 
powered key light. Although it had to be a very low level key, 
as I was shooting 1600ASA at T1.3 most of the time.

AC: You certainly created a real sense of being 
down there with Todd and Brant. I could feel the 
claustrophobia.

TO: Yes, I think it worked. After they are found and the 
rescuers push the biscuits through and stuff like that, they 
push through a packet of glow sticks, little green glow sticks 
which they hung  up and that gave me the motivation to 
have a greenish glow, so we could see them better.  So the 
light levels built up in stages, but they still had their torch 
and because that was still the brightest thing that they had 
down there, it was important to make sure that nothing 
overpowered it, because in reality, nothing would have.

AC: With the torch fl ashing about all over the place, it 
would have been nigh on impossible to shoot with one 
camera. 

TO: Well that’s right. Having two camera coverage all the 
time does help the actors a lot, because they don’t have 
to repeat scenes as many times and it some setups that 
continuity is really useful.

AC: The sequence I think about is when Brant was 
thrashing around with the torch and rocks were fl ying 
everywhere.  Try and match that in close-up to a master 
wide shot.

TO: It’s funny you should ask about that, because one of 
the concerns that we had when we started shooting that 
sequence in the cage, (we were there for a week shooting 
that set), was how were we going to get the continuity right 
with the torch.  And you know, we were like “Let’s try and 
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keep an eye on it”, but you can’t really because he’s got to 
perform, you can’t tell him to hold the torch two inches this 
way, one inch that way in every take, it’d drive him crazy.  
So, in the end, with two camera coverage, it really wasn’t a 
problem.  The way it was cut, you don’t seem to notice any 
glaring continuity problems with the torch. 

AC: The light bouncing around looks very real.

TO: Well it turned out that Shane Jacobsen used to work in a 
lighting department before he became an actor. So if anyone 
was going to be holding the torch most of the time and have 
any idea of the effect it would have on his and Todd’s face, it 
was him. It wasn’t just a prop in his hand.

AC: Was there any time that you wished you’d chosen to 
shoot on fi lm or did the Alexa measure up to the task?

TO: Look, I’ve worked with fi lm for many, many years and 
I’ve worked with digital since 2000... with earlier video 
cameras, shooting mostly drama productions. I know there 
are a lot of cinematographers around the world saying the 
same thing, but the Alexa is the fi rst digital camera that 
doesn’t get in the way of what you’re trying to do... not at 
all.  It’s not like, “We’ve got to shoot this in a way to suit the 
camera” or “We can’t do that because the camera doesn’t 
look good” or “We can’t do this because the camera’s not 
sensitive enough or it’s got a few problems with highlights”. 
This Alexa camera, and I’m not a camera evangelist by any 
stretch, simply lets you do it, so that’s refreshing.  We’ve 
come to a point where what you create in your head and 
the way you want to shoot something, you can achieve with 
really minimal fuss, and that’s a good place to be, if you can 
afford to have that equipment. 

AC: If you had shot this on fi lm, would you have shot it 
the same way?

TO: Yeah. Well I’ll tell you, I shot a fi lm called Beneath Hill 
60 a couple of years ago, which was shot on fi lm and it 
had similar low light scenes to this - candle light rather 
than torch light, as it was set in the trenches and tunnels 
of the First World war.  I had to go with supplementary 
lighting throughout, except for a couple of shots lit only 
with candlelight.  Very small, supplementary lighting, like 
household bulbs on dimmers... I rated the fi lm stock at 1000 
ASA and I think we got good results. /CUT/  Whereas with 
Beaconsfi eld, I was able to go quite a bit darker than I ever 
did with Beneath Hill 60, but the approach was similar.  I like 
that sense of doing it almost as it was, but being very careful 
and adding tiny, little bits to help the light, to push it through 
and give it the look you want. You’re trying to capture a very 

visceral, real sense of what the light’s doing and the less you 
add to it, the more chance you’re going to get that.  The less 
movie lighting and artifi cial lights that you pump in there, the 
more chance you’re going to get the effect you want.  So I 
think if I had chosen to shoot fi lm, I would have approached 

it in a similar way as I did this. 

AC: Lets briefl y talk about the topside footage.  I 
was unaware of any unnatural lighting of any of the 
sequences up top. Was that ever discussed as a lighting 
style to match what you’d done down in the mine?

TO: That very natural look initially came from Glendyn, 
because that’s his aesthetic…the ‘unlit’ look, a found 
moment.  He was keen on taking it down that path and this 
one was a case of me jumping on board Glendyn’s vision 
and then fi nding a way to make it work.  It was a great 
experience, learning from him and exploring his particular 
aesthetic... we were very careful to adhere to it all the way 
through.  

But most of the interior scenes that look like they’re not lit at 
all... they’re lit.  There are fi lm lights everywhere for most of it, 
but it’s how you use them.  You have to be careful and quite 
subtle. You need to shape the light and the Alexa camera 
helps with that.  It actually works so nicely with natural light 
and it also works very nicely with directional sources, because 
the camera has such a soft contrast curve built into it.  And 
because it’s such a sensitive camera, if there is a faint natural 
light coming in that has a beautiful quality, I’d set the exposure 
to make use of that. In the past, often you wouldn’t be able to 
use that natural light, because it was never quite enough, so 
the door is now open for creating that kind of look.

This fi lm was about showing restraint... I think my way of 
seeing things, my way of lighting, is starting to go through 
a bit of a transformation, from a...  I wouldn’t say over lit, 
not by any sense, but just looking at it in a different way.  
Sometimes the beauty, the right light, is there already, without 
having to have that extra little bit of fi ll here, or an eye light 
there, you don’t need it.  And you might set up a 4k outside 
and that’s the only thing you use – there’s no fi ll, there’s no 
bounce boards, there’s nothing else, there’s no backlight 
inside, you take the natural light that’s coming through a 
window and enhance it and that’s all you do.  Nothing else. It 
can be such a beautiful way of lighting.  In the past I wouldn’t 
have done that, I would have gone “Oh, I’ll need this, and I’ll 
also need that other source” but now I fi nd myself just not 
needing to do that anymore. I guess it’s just letting things be 
a little more as they are, if it looks right.

AC: Technology is allowing us to do that, isn’t it?

TO: Yes it is, but I think you’ve also got to use your creative 
nouse, to fi nd out what the best thing is for a certain space.  
Even if you only do one thing, it’s knowing that it’s the right 
thing.

AC: So you can get away with a lot less lighting 
equipment. 

TO: Yes you can.  One of the things that is happening is 
that you don’t really need the big lamps as much anymore. 
On the show I’m doing now and on Beaconsfi eld, we didn’t 
have an 18K, as we didn’t need an 18K. What I’ve been 
using instead is a 4K Mole Beam, which is a much smaller, 
cheaper light, easier to set up and use. With a camera like 
the Alexa, you just don’t need that massive volume of light.  
You still need lights, and you still need to put them in the right 
places, but unless you’re doing a gigantic setup and you 
want this big huge sun effect across a whole row of buildings 

“This Alexa camera, and I’m not a

camera evangelist by any stretch,

simply lets you do it,”
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or something, then you can get away with much smaller 
lighting units.  Budgets for lighting are shrinking, but luckily 
the cameras are allowing us to step down a level with what 
we need, so we can still get the look we want.  But it’s two 
things; it’s that the technology allows us to use smaller units, 
and being able to shoot in the city at night... we don’t need 
to light as much anymore because the ambient, practical 
and street lighting can be enough.  Sometimes, all you need 
is some small lamps, just for your talent in the foreground.  
Even if I had a huge multimillion dollar movie budget and 
there was a night action 
scene happening in a street, 
I’d really be thinking twice 
about whether I needed 
to put up multiple boom 
cranes with 18K’s in the 
background to back light 
everything. I really don’t 
think I’d need to do it and 
besides, it always gives you 
the sense that someone’s lit it up anyway, it doesn’t look 
quite real anymore and I think audiences are kind of savvy to 
that kind of thing these days, unconsciously of course.

AC: What’s your favourite light?

TO: There is no one favourite light, but there’s a light I really 
liked using on Beaconsfi eld (only on the above ground 
shooting) and now on this show is the one I mentioned 
earlier, the 4K Mole Beam which I had never used before. 
It’s a light that really only does one thing but it does it really 
well and when you’re lighting with a broad stroke and maybe 
only one lamp, it can be a great tool. You can put it outside 

a window or a doorway and you get this very clean beam 
of light coming in, but then bounces around and does all 
sorts of natural kind of things. It’s the best way to create a 
feeling of sun streaming in a window without going to huge 
expense. 

AC: Did you do the grade on Beaconsfi eld?

TO: I went down and supervised it for three days.  The 
Colourist was good, at a little boutique facility called Blue 
Post in South Melbourne. They’re great... just a little 

company, only four or fi ve 
people work there, but they’ve 
got all the latest equipment 
and we got a beautiful look. 
They graded for four days 
and the director, Glendyn Ivin 
fi nished it off.  He had clear 
ideas about how he wanted it 
to look and it was really us all 
working together to achieve it. 

AC: Did you read the story in the last AC Magazine about 
DOPs being locked out of the DI and fi nal grade of their 
fi lms?

TO: Yes, it’s astonishing, frightening and I think it’s 
disrespectful, but it’s also just a bit silly on the producers’ 
side, because by not telling the DP or inviting them to the 
grade, or even the re-grade for the DVD or whatever it might 
be, they’re cutting out someone with an incredible amount of 
experience working with the images of that particular project, 
and if there are any problems or any weird things have 
happened, or some transfer didn’t go right, the DP is the 

“On the show I’m doing now and on 

Beaconsfi eld, we didn’t have an 18K, as 

we didn’t need an 18K. What I’ve been 

using instead is a 4K Mole Beam.”
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1st AC Chris Child (far left) and DOP Toby Oliver ACS 
shooting in the bitterly cold underground A1 Mine location 
Victoria. PHOTO Glendyn Ivin
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one that’s going to pick it up and say, “Hang on, something’s 
gone wrong here, we need to go and have a look at this”. 
I’ve seen it happen... some of the early TV I did, I wasn’t able 
to be there for the grade as I was on set shooting another 
episode, and some of the stuff that came back in some 
episodes that was graded without me, was just diabolical.  
Not with any malicious intent, but just bad mistakes and 
wrong choices and certainly not what was intended on the 
day we shot it.  So I’m very careful, I make sure I can be 
there, if not for the grade, 
at least for the review of the 
grade, and at the very least, 
look at a DVD of the grade 
before it gets locked off by the 
producers, to see that nothing 
glaring and horrible has gone 
through. I think each individual 
DP has got to really push for that when they’re doing a deal 
memo at the beginning of the job.  Just make sure that 
clause is there, that you do get asked to the grade, even if 
you don’t get paid, you at least get invited to supervise.

AC: Since the beginning of the digital era, DOP’s have 
lost quite a lot of control, don’t you think?

TO: That’s right, I think we’ve got to be very wary of 
technology that allows all the decisions to be made in post. 
There are some post people out there who say “We’ve got 
cameras that capture this huge dynamic range, massive 
resolution, so now we can grade it and frame it up how we 
want later on”. The director can sit in a room with someone 
else and make all those decisions or most of them and that’s 
against the whole idea of creative collaboration in fi lmmaking, 
I think.

Obviously, there are great tools that we can use, but they’re 
to enhance what we do on-set, not to totally replace it.  On 
set, ‘in the heat of battle’, there is a certain spontaneous 
creative ‘magic’ that often happens when collaborating with 
the director, actors and crew - and this usually infl uences the 
decisions a cinematographer makes about exposure and 
framing.  It would be a shame to leave all of that decisions 
making to a later date, in the comfort of an air conditioned 
post suite, far removed from the set.  The magic could be 

hard to fi nd.

AC: Is there anything new, 
innovative or anecdotal 
about Beaconsfi eld you 
want to add?

TO: As I said earlier, we 
shot with two Arri Alexas, 

but even with two cameras we didn’t have enough time in 
our schedule to shoot the whole fi lm.  We had to shoot a 
massive amount of material, so we ended up using a Canon 
5D as a third camera and on one day we had four cameras... 
we had the 5D plus a 7D.  The 5D wasn’t used all the time, 
but it was used on some of the really big heavy days.  It 
was used as a sort of second unit, sort of a splinter unit 
camera, in quite a bit of the underground stuff.  Not with the 
two men in the cage set, but the stuff involving machines 
driving and drilling, men at work, footage that built up the 
whole atmosphere of the gold mine.  It’s not ideal, it’s got a 
bit of a different look, but it cut in reasonably well and most 
people really wouldn’t pick it.  The reason we had to do that 
is because we found that our schedule was too short.  That’s 
something that’s been creeping into TV production; the 
schedules are getting shorter and shorter, but at the same 

“some of the stuff that came back in

some episodes that was graded

without me, was just diabolical.”
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B camera crew standing by (foreground, left to right) B cam 1st AC Steven Bailey, B cam Operator Jody Muston shouldering the 
camera. As part of the visual design of the cinematography we decided to shoot all the underground material hand-held (whether on 
location or the studio). PHOTO Glendyn Ivin



time, the quality expectation’s are getting higher and higher.  
Where ideally it should have been a six week shoot, main 
unit only had four.  But the guy with the 5D turned out to be 
a great cameraman called Marin Johnson, who shot a lot of 
extremely useful footage that ended up in the fi lm. Glendyn 
would have been struggling in the edit if he didn’t have it. 
In fact Glendyn also shot a great deal of additional 2nd unit 
material himself around Beaconsfi eld on his 5D, in a couple 
of extra trips during pre and post.

I’ve often used the 5D and 7D for car rigs and stuff, 
especially on a series situation where you don’t want to tie 
the Main Unit’s camera up for a rig shot, because you want 
to keep shooting up to the last minute when the actors jump 
in the car.  When I watch Beaconsfi eld, I know where all the 
5D shots are, because I didn’t shoot them, but if I was just 
watching it as a third party, I’d be really struggling to pick 
those shots.  For example, at the beginning of the fi lm there’s 
a little Anzac Day sequence that was shot well before pre by 
Glendyn and another DOP, even before I was brought onto 
the fi lm, that was also done on the 5D.

AC: Did you shoot down the actual mine, at 
Beaconsfi eld?

TO: A bit of the material was shot in the real Beaconsfi eld 
mine in Tasmania, but we were limited as to how much 
fi lming we could do there, because it’s a fully operational 
facility.  So we also used another smaller gold mine, with 
similar sized tunnels, that we found about four hours drive 
from Melbourne, at a place called Jamieson, which we 
took over for a week.  The fi rst part of that was 500 meters 
underground, so it was quite a huge technical and logistical 
exercise to get a full television production shoot down into a 
real hole.  I mean mines, no one ever goes down there unless 
you’re a miner, as there’s a huge OH&S scenario involved, 
including a full induction process and safety equipment for 
every crew member. It’s dangerous, it’s dark, it’s always 

wet and muddy... a  whole number of issues. But the crew 
that I had from Melbourne were absolutely extraordinary in 
dealing with probably one of the most diffi cult locations that 
any of them had ever fi lmed in before.  Not just for one day, 
but for days on end.   Because that’s the only way you can 
get access to the real drills and the real machines – shoot 
in a real mine!  You have to go where the machines are and 
being down there gave some of those sequences a credible 
look, because the walls were all glistening, there’s mud 
underfoot, there’s puddles of water everywhere.  If you’re 
trying to create a visceral experience on the screen, and if 
you’re actually living that experience, then you’re going to 
see it on the screen, but by the end of the day, everyone was 
just exhausted, totally exhausted every day. Special mention 
must go to Key Grip Dave Cross and his team, Gaffer Steve 
Price and the electrix boys, Jody Muston my B cam operator 
and Chris Child my 1st AC, for incredible dedication and 
good humour in crazy conditions.

AC: No pain, no gain!

TO: I think some of the crew would have liked a little bit less 
pain and perhaps a little bit more gain! But they were really 
great, such a great Melbourne crew. My hat’s off to them.

TECH SPECS

Arri Alexas shooting Pro res 4444

Arri Zeiss Master Primes

Arri Alura 45-250mm Zoom

Canon 5D Mk II

Canon 7D

Leica and Canon Lenses
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Day 23 - Todd Russell (Lachy Hulme) and Brant Webb (Shane Jacobson) celebrate after being rescued from the mine.
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Will Peter James ACS ASC, Dean 
Semler ACS ASC & Russell Boyd 
ACS ASC make the grade?

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

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

AN ACS INITIATIVE
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COMING UP IN THE NEXT EDITION OF AC MAG...
Here’s a taste of just some of the great stories we have lined up

64 / SHORT ENDS

David Eggby channeling Freddy Young 
at his very best. David, a digital virgin, 
puts the Arri Alexa to the test and 
voices his open and honest opinion 
about it. His career really kicked off 

after he shot Mad Max (the original) in 
1979… yes it was 33 years ago! Read 
about his equipment list (won’t take 
long) and giggle when you read John 
Seale’s package for the next Mad Max 

movie. Find out how he bounced back 
after falling out of a cherry picker on The 
Slim Dusty Movie. He’s a tough, gritty 
and talented little cinematographer. 

FINAL MOVE

DOP CHRIS MCHARDY
Cinematographer Chris McHardy refl ects on shooting 
his fourth feature Final Move and shows how the right 
attitude is critical to low budget fi lm-making. 

“With limited funds for a camera and no money available 
to pay crew upfront, I needed both a reliable camera 
system that didn’t depend on crew with expertise 
(think RED), but would also excite people to come on 
board (don’t think Canon 5D). Did I mention camera 
specifi cations relevant to theatrical distribution, or was I 
just discussing cost and what people think? When there 
isn’t upfront fees, what you are shooting on is important 
to crew (and actors for that matter), as this choice sets 
perceived expectations of what the fi lm makers can 
realistically achieve.” f

f

Robert Morton takes us surfi ng the worlds most monstrous waves and all the action is captured with a ship 
load of whizz bang 3-D equipment; we go epic with the Alexa on David Eggby’s fi rst digital feature Iron Clad; 
get down, bloody and dirty on-set with Chris McHardy as he shoots his low budget feature Final Move, and sit 
in on a fi nal grade in Los Angeles with uber colourist Siggy Feistl. And that’s just for starters. 

IRON CLAD - DOP DAVID EGGBY ACS
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f

Siggy Feistl did the hard yards 
in Oz before heading to LA 
and big time commercial 
and movie grading. His is a 
fascinating journey and very 
visual, I might add. 

Two of Australia’s most 
respected cinematographers 
David Burr ACS and David 
Gribble ACS, sat down with 
Siggy and grilled him about 
where the DOP/colourist 
relationship is heading and is 
the news good or bad? Find 
out in AC Magazine 55.

STORMSURFERS 3D
Riding the 3D Wave by Robert Morton.

Storm Surfers 3D follows two-time 
world champion Tom Carroll and big 
wave tow-in pioneer Ross Clarke-Jones 
as they hunt down and ride the world’s 
biggest waves.

Hunting waves the size of a four-
storey building involves strategy, 
timing and preparation in tracking the 
largest oceanic storms in the world. 
Meteorologist and surf forecaster 
Ben Matson uses storm prediction 

technology and historical data models 
to track swells and time their arrival in 
a mad, high-stakes race against time 
and the elements to conquer and fi lm 
massive waves.

SIGGY FEISTL - UBER COLOURIST

f



 DOWNLOAD A MEDIA KIT
For more information and a Media Kit visit   
www.cinematographer.org.au/magazine or 

advertising@acmag.com.au

WANT TO BE IN 
AUSTRALIAN CINEMATOGRAPHER?
Please contact the Australian Cinematographer 

Magazine Committee and let us know about your latest 
work, upcoming adventures or juicy gossip! 

All members are welcome to contribute to your magazine!

Contact the Committee at the following 
email addresses:

EDITORIAL: editor@acmag.com.au     

SNAPS PAGE: snaps@acmag.com.au    
SHORT ENDS: shortends@acmag.com.au

REVIEWS: reviews@acmag.com.au     

NEW GEAR: newgear@acmag.com.au

 NEXT ISSUE DEADLINES 
EDITORIAL 6 AUG 2012  ADVERTISING 6 AUG 2012

 HAVE YOU LOST YOUR COPY?
Back issues of the magazine are now available:

Magazine Subscriptions
Austcine Publishing
Level 2, 26 Ridge Street
North Sydney NSW 2060

Previous issues and articles available on the web at  

www.cinematographer.org.au/magazine

ADVERTISING INDEX

FUJIFILM  ................................................. 2

VIDEOCRAFT  .......................................... 3

SONY  ...................................................... 7

ROSCO  ................................................. 29

MILLER  ................................................. 35

SONY  .................................................... 49

CINOPTIX  .............................................. 51

ARRI  ...................................................... 67

PANAVISION  ......................................... 68

66 / SPONSORS

ISSUE #53

March 2012  RRP $10.00

australian 
cinematographer
Quarterly Journal of the 
Australian Cinematographers Society

www.cinematographer.org.au





If the hat fits...

Whether you have a local production or a Holllywood blockbuster 

to produce, you can rely on the team at Panavision to provide the 

expertise and back up that brings projects to fruition seamlessly. 

From choice of equipment to the in-depth knowledge DOPs have 

always valued, you can count on Panavision to deiver.
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