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06 / FROM THE EDITOR

   YOUR     
  OPINION

Dick

With all the interest concerning DOP grading their work 
I would like to share with our readers a most enjoyable 
experience.

On a recent job The Mystery of the Hansom Cab 
Margot McDonald from Moonlight Cinata Pty Ltd and 
Ewan Burnett from Burberry Entertainment who were 
the produces, actively encouraged me to grade the 
show.

Due to my other work commitments they changed 
dates so I could  brief  the colourist and reorganised 
the fi nal grade dates  to take place on a weekend to fi t 
into my timetable.

Better still they paid me. Terrifi c Stuff - Hallelujah!!

Cheers
Jaems Grant ACS

One should never let a chance go by, to get one up on one 
that is better than one, and as Ronnie is quite fond of telling 
us about the brotherhood of cinematographers, I thought I’d 
go one better and actually show you what that brotherly love 
looks like.

The other evening I was pondering where the tech tsunami 
might lead us, and fuelled by a very good Tassie pinot noir, 
I felt in a positive mood. Then bingo, the penny dropped. 
With the democratisation of our industry will come some 
extraordinary movies, documentaries, music clips etc, that 
would have never seen the light of day in a fi lm world. Now 
I’m not saying that they will be beautifully shot, edited and 
graded, but they will still be unique stories told in a unique 
way. The technology now available will allow ordinary people 
with extraordinary stories turn those stories into powerful 
movies. I think we are seeing the fi rst trickle through already. 
In the past, very few people with great ideas and great, gap-
ing holes in their pockets, somehow found a way to make 
their movie, but now, many, many more will be able to do so. 
Like I said, probably not the slickest of movies, but for them, 
‘content’ will be the new black. Can’t wait. However, some of 
us will have to fi nd a new way of enjoying movies. 

In this edition, we launch a new column, FILM FACTS, by fi lm 
industry uber bean counter Ran Duhig. Ran has worked with 
fi lm makers for well over 30 years and in each magazine he 
will present a very helpful list of accounting tips, which I know 
will save you $$$’s. He’s a good, honest man with a great 
depth of knowledge of all things accounting related to our 
industry. How many accountants would know that a fl oppy is 
not a fat grip or that apple boxes don’t contain apples? 

But w hat’s happened to my food theme? I hear you say. 
Well, I shall leave you with this little anecdote to turn you 
cyan with envy. When I moved to Tassie 8 years ago, I was 
urged to get my crayfi sh licence. This would allow me to take 

FROM THE EDITOR 5 crayfi sh every day during cray season (which starts soon), 
from the pristine waters harbouring Hobart. I was directed to 
go online and get my licence. It took me all of 10 minutes, I 
swear; and I came away with a licence to take 5 crays, 10 
abalone and buckets of scallops, oysters and mussels. The 
licence cost $25.00! I kid you not. 

And people still ask ‘What the bloody hell are you doing in 
Hobart?’ Ed.

PHOTO: Patricia Bromley-Marks
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June 18, 2012 
 
 
 
The Editor 
ACS Magazine 
26 Ridge Street 
North Sydney.  2060. 
 
 
Dear Dick 
 
I refer to the opinion piece by Peter James in the recent edition of your magazine and his comments 
about not being invited to grade the DVD of his favourite film. 
 
The film is BLACK ROBE, and I am the "very experienced" but unnamed producer referred to.  
Characteristically, Peter did not tell me he was going into print about the incident, but the matter needs 
clarifying. 
 
BLACK ROBE has been available for home viewing, first on VHS and then on DVD since shortly after 
its release in 1992.  It has been released on video and DVD all over the world.  Not until I did Peter the 
courtesy of inviting him to join the commentary group of Bruce Beresford, Aden Young and myself for 
a new Australian DVD by a new distributor, did he ever show any interest at all in the DVD master.  If 
as he says he has "dreamt of getting into a telecine suite and putting the finishing touches to it" it is 
news to me, and I have seen him often enough in the ensuing twenty years.  And what "finishing 
touches"?  Didn't he do the work at the time?   
 
All my films have been released on DVD and none of the cinematographers - who include Don 
McAlpine and Geoff Burton - have ever asked to be involved.  And how  would Peter James propose 
to regrade for the French release, or the Patagonian release?  Or even the Canadian release - all from 
different masters?  Has he ever been contacted by the Canadian co-producer and asked to regrade 
the picture for DVD?  I'll bet my knickers he hasn't.  
 
The Australian DVD company, Umbrella Films, has released many hundreds of Australian films, they 
do a fine and dedicated job of getting them out to the public in the best possible way.  The director and 
I are very happy with all the work they put into the new Black Robe DVD.  If the DOP's are interested, 
the DVD companies may be happy to have them involved - providing they don't try to reinvent the 
wheel at the distributor's expense.  There is little enough money in most DVD releases and the 
grading has, after all, already been done.     
 
If Peter wants to start a movement for DOP's to be involved in all media releases of their films,  that's 
his business.  But if this is what he wants, he should think about it ahead of time, and not attack 
Umbrella and me just because he's got time on his hands and has had a thought bubble. 
 
Kind regards, 
 

 



pro.sony.com.au

Poetry in Super Slow Motion
Shoot slow, work fast, capture everything

There’s more to the NEX-FS700 than meets the eye. The latest 
in Sony’s growing line-up of NXCAM interchangeable lens 
camcorders, the full-HD FS700 lets you push your creative 
boundaries using a range of E-mount or a wide variety of 
other lens choices.

The FS700 is designed for high-speed shooting, high 
resolution and high sensitivity image capture thanks to  
its new 4K Exmor Super 35mm CMOS sensor. With playback 
at up to full-HD 10x super slow motion you can count on 
capturing breathtaking images. Other highlights include 
built-in ND filters, multiple shooting profiles and 3G HD-SDI 
output. No matter how you look at the FS700 it is every bit  
a winning performer.

For more information, email us at
sonypro.anz@ap.sony.com

A-mount lens with 
LA-EA2 adaptor

E-mount lens

Use a variety of lenses 
via 3rd-party adaptors

NEX-FS700



FROM THE PRESIDENT
Greetings ACS colleagues

I always fi nd it interesting that whenever a group of 
Cinematographers get together, (there must be a collective 
noun for that), the one thing that is truly evident is the 
absolute joy at being able to talk and discuss freely those 
issues and challenges that confront all cinematographers. 
It is incredibly comforting to know and understand 
that what effects us here in Australia, affects our fellow 
cinematographers in Bulgaria, Sweden, USA, New Zealand, 
France, Hungary, Estonia, Italy etc. It’s incredibly uplifting to 
think that the voices of cinematographers from all corners 
of the world are being heard as one and recognised for the 
contribution they make.

While we are on the subject of contribution, we all recognise 
the selfl ess contribution made by our families when we are 
working away from home or experiencing diffi culties in these 
volatile times. I should emphasise that the Society is also 
there to listen, provide moral support, and assist where and 
whenever possible.

By now, most of the State and Territory AGM’s have been 
completed, and I congratulate all those re elected and 
welcome those who are commencing their tenure, as either 
Branch Presidents or Committee members. It’s a great 
honour and I look forward to working closely with you all over 
the coming twelve months.

As our State & Territory Awards and Accreditation screenings 
approach, it’s important to remember that these initiatives 
are in no way a competition, although I’m absolutely certain 
that the “competitive spirit” is very much alive and well. Most 
of the work that will be submitted is Australian based, and 
it’s important that we all continue to support our Australian 
fi lm and television industry at every opportunity. We have 
such a diverse fi lmmaking community, and the grass roots 
level is where the technicians of the future will come from. I 
wish the very best to all those submitting their work. 

The common threads that link us all are the images, 
and the integrity of those images, that are captured by 
Cinematographers working around the globe. The real 
beauty of all this, is that no matter where we are, we 
share a common language and the knowledge of previous 
generations, passed on to benefi t us all.

Until next time….

Ron Johanson ACS
National President

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

LitePad Loop™ is an innovative and unique approach to the ring light. 
Powered by the Rosco LitePad light engine, LitePad Loop is a soft, 
lightweight, and powerful ring light that can work with virtually any 
camera and lens system. The ingenious, two-part design allows for quick 
and easy attachment to the camera while its soft, diffused light is ideal 
for close up photography - the mode for which ring lights were designed

k
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10 / STORMSURFERS 3D

Ross Clark-Jones almost comes undone on a giant wave at 
Shipsterns Bluff in Tasmania. PHOTO BY Andrew Chisholm
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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.

RIDING THE 3D WAVE
BY ROBERT MORTON
STEREOSCOPIC SUPERVISOR



10 / SNOW WHITE & THE HUNTSMAN

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.

The initial conversations about 

3D began in March 2010 

between myself, Producers: 

Marcus Gillezeau, Elenor Cox 

and Directors: Justin McMillan 

and Chris Nelius. The outcome 

of that discussion defi ned the 

approach for the remainder of the 

production – was this going to be 

a 3D movie? Or was it going to 

be a movie in 3D? 

The choice for the directors was simple; to use 3D as 

a means to enhance the storytelling to create a visceral 

immersion – allowing audiences to be transposed into the 
world of big wave surfi ng, presenting the culture, technology, 
adventure and experience, whilst capturing the footage as on 
the fl y, observational documentary.

The creative choices of 3D were clear, but the practical 
realization had no precedence – generally 3D is shot in 

a controlled situation with 
relatively large and cumbersome 
equipment that’s often mounted 
on cranes or dollies. 

In the beginning it became 
apparent that Stormsurfers 

was going to be logistically and 
technically ambitious. There was 
a short season to fi lm a number 
of big waves in Australia, using a 
number of technologies that were 

in various stages of Beta development; each surf mission 
required packing, travel, preparation and a commute to sea, 
all within a few days notice; avoiding sickness, cold, sleep 

“...each surf mission required 

packing, travel, preparation and 

a commute to sea, all within a 

few days notice; avoiding 

sickness, cold, sleep deprivation, 

sharks and rogue waves”.
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deprivation, sharks and rogue waves. This is the story of how 

Stormsurfers was created.

In the early days of conceptual pre-production we constantly 

discussed the coverage of a surfi ng session in 3D. What 

would be the most effective and appropriate choices for 3D 

camera positions, but still place the viewer in the box seat. 

There was also the challenge that the project was being 

created as both a 90min theatrical feature and a 4x 1hr TV 

series, which made the choices for 3D equally challenging.

In January 2011, a small team, consisting of surfers, 

Directors, surf Cinematographer Rick Rifi ci and myself 

travelled to Hawaii with the hope that the Eddie Aikau 

competition would eventuate and we would be able to fi lm a 

test to fi nalise funding.

The Eddie is the most respected big wave event in the world 

– named after a Waimea lifeguard who lost his life trying to 

save the lives of others.

That week, Hawaii was hit with a massive swell, however, 

due to inconsistency, The Eddie did not run. That didn’t stop 

the world’s best surfers paddling into 20 foot plus monsters. 
The swell dropped in size over the next few days, giving us 
the opportunity to fi lm Pipeline and Haleiwa. 

We shot using the Panasonic 3DA1P – a small, all-in-one 3D 
camera, readily available to us at the time, and within the 3D 
parameters of the camera – most of the time shooting wide 
or marginally zoomed in, to avoid fl attening; and positioned 
near elements no closer than 12’ with an infi nite background 
and to 8’ with a closer background to maintain a 1.5% max 
positive parallax. 

Rick shot from the rear of a jet ski, whilst I shot observation 
coverage, interviews and surfi ng from the land. The material 
was posted at Cutting Edge, using an early Beta version of 
Cineform Neo 3D. The test was screened at Content and 
Technology 3D.

We were happy with the results of the Hawaii test, however 
with a 60mm fi xed interaxial, the camera’s sweet spot did not 
provide the range needed for what we wanted to achieve. 
We continued to evaluate the test material, discussing 
aspects of observational story telling and water based 



coverage to narrow down technical requirements.

We felt the overall coverage needed to convey a 
greater sense of connection with the characters 
through tighter framing – this was necessary for both 
land and water based fi lming.

From a technical perspective the solutions were 
relatively simple – a beam splitter with dynamic 
interaxial for the observational documentary elements 
and a side-by-side rig for the water elements – but 
there was still something missing. 

A camera system that could be mounted on 
surfboards, handles and jet ski’s – a system small 
enough and simple enough it could synchronise 
shutter, focus, iris and record for a long period of time; 
at this stage Dean Cropp and myself toyed with the 
idea of industrial camera heads, modifying lipstick or 
sports cameras for synchronisation. The requirements 
and level of complexity for this camera system were 
proving diffi cult to achieve; fortunately 3 months later - 
the Go-Pro 3D was released.

The initial camera inventory list went through a number 
of iterations – which all needed to be balanced 
between cost, size, operational fl exibility, sturdiness 
and post production requirements. 

The camera package eventually became:

• Silicon Imaging 2K, Cinedeck with customised 
Element Technica Dark Country Beamsplitter

• Sony EX3, 3D nanofl ash and Fujinon Synchronous 
lenses on a custom side-by-side rig

• Panasonic 3DA1P and 3D nanofl ash in surf 
housing

• Go-Pro 3D

• Sony TD10

14 / STORMSURFERS 3D

“...a rogue wave approached, 

caught inside the break zone the 

captain hit the throttle. The 25’ 

monster struck, arching the boat up 

at a steep angle and the 

camera crew dived to grab onto 

whatever was within reach”.
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The camera team fl irts with disaster on the fi nal mission of the fi lm 
75kms from land. PHOTO BY Mike Riley
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• Canon 550D with Custom trigger cable for timelapse

Around the same time, the camera team began to form.  
Veteran, David McGuire as Stormsurfers DOP, Dean Cropp 
as Water DOP, Richard Kickbush as Rig Technician and 
myself as Stereoscopic Supervisor.

As the team moved into pre-production, each had certain 
tasks to achieve. 

The directors were defi ning what surf breaks around Australia 
they would like to capture and 
the story elements that would 
amalgamate to form the scientifi c 
and adventure aspects of the 
show.

David began investigating 3D 
observational documentary 
coverage and Dean worked 
towards building mounts for the 
jet ski’s handles and surfboards, 
to secure Go-Pro cameras and a mechanism to duct 
compressed air onto the lenses. Richard worked on the 
beam splitter and side-by-side, utilising local engineers to 
fabricate a matte box for fi ltration and a shaft focus system 
for the beam splitter and a system that was rigid and water 
tight for the side-by-side rig. 

In pre-production, test shoots at Shipsterns in Tasmania 
and Cow’s Bommie in Western Australia, gave the team an 
opportunity to place the early camera rigs into formidable 
environments. These early tests proved benefi cial in 
discovering design fl aws, which ultimately led us to workable 

solutions.

So began the redesign of our systems in order to effectively 
shoot at sea in grueling conditions. We opted for the Mako 
stabilized head and dual Spintecs for the side-by-side. The 
beam splitter rig was slowly taking shape and we began 
testing it in our studio environment. The stereo base could 
be altered via a single Bartech; focused by dual Bartecs; a 
mattebox which accepted a ¼ wave retarder and ND9 fi lter, 
with comfortable hand held operation using an Easyrig 3. 

The system was then loomed 
to a Cinedeck connected to a 
portabrace harness; I had the 
ability to adjust interaxial and 
control camera parameters whilst 
monitoring through the Cindeck’s 
GUI.

During this period we tested 
varying lenses to decide on 
one for the observational 

documentary elements, as we did not have the time to 
change lenses, and using zoom lenses was not possible due 
to a number of factors. 

Ultimately we settled on the 8mm (2/3”) as it provided the 
balance between volume, distortion after 2’6”, subject/size 
depth relationship and operation, to hold a 3 shot and then 
physically move the camera a small amount into an MCU. 

The system was setup as a parallel rig due to the simplicity 
of the beam splitter not having any convergence control 
whatsoever. Borrowing from Le Méthode Dérobé that 

“Dean worked towards building 

mounts for the jet ski’s handles 

and surfboards, to secure Go-Pro 

cameras and a mechanism to duct 

compressed air onto the lenses”.
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stipulates: “the background divergence of a scene must be 
fi xed at the maximum percentage specifi ed, and that we 
should only vary the camera’s interaxial distance to set the 
desired convergence angle”.

I designed an approach to defi ne the stereoscopic 
parameters. By creating a Horizontal Image Translation (HIT) 
offset of the two images relative to each other; a max positive 
parallax is created (the placement of infi nity at a defi ned 
screen depth). Then by simply adjusting the interaxial, the 
convergence point moves 
relative to the interaxial distance 
and volume is created, whilst 
maintaining the max positive 
parallax.

Simply put, at zero interaxia l 
– the convergence point is 
at the camera head, with the 
image the image appearing 
at the HIT offset (essentially a 
2D image plane sitting behind the screen). As the interaxial 
is increased, the convergence point moves away from the 
camera head proportionally, dimensionalising the image, yet 
infi nity remains at the same depth is space. By continuing to 
increase the interaxial, the scene volume and relative depth 
of elements within the frame is altered.

The interaxial controller could then be marked up with the 
convergence distance relative to a lens and HIT; allowing 
interaxial to be adjusted in much the same way as focus. 
This modus operandi was utilized for the entire duration of 
the shoot. 

After testing the beam splitter, I chose to use a smaller 1.8% 
depth budget for interior elements to avoid image cross talk 
of artifi cial elements such as lights, shiny objects and tightly 
packed vertical elements, whilst using a larger 2% depth 
budget for exteriors where there were no such issues. Wider 
interviews sat at 2.3%, whilst tighter interviews were shot 
against uniform sky backgrounds with a 3.4% depth budget. 
For the water cameras – a 3.3% depth budget was utilised. 
This created a balance between natural volume/depth 

for documentary elements and 
enhanced volume/depth for action 
elements; these choices balanced 
the 3D effect with comfortable 
viewing for audience members 
watching a 40’ theatrical screen to 
a 42” 3DTV.

The convergence point on land 
was typically on the key subject 
of interest’s eyes, whilst in the 
ocean the key subject was pushed 

back to around 1.2-2% behind the screen. This gave a 
smoother transition between cuts and more natural spatial 
interpretation of the open ocean and the surfers relative 
position to the audience; specifi cally the surfer would come 
closer to the screen plane towards the end of their ride. From 
a 3D editorial perspective, going from an aerial to a long lens 
side by side to a board mount, then back to an aerial meant 
that the eye would go to the same relative depth position in 
space, relieving continuous vergence changes.

Having a larger depth budget for water elements was 
acceptable as ittis diffi cult to acutely defi ne any far distance 
points, plus there was little scene detail overall – so the 
relative references are the water in front of you and the 
distance of the wave and whitewash – clouds tend to meld 
together into an additional depth layer which cognitively, you 
pay no attention to. 

As part of the testing process, I discovered that on the 
side-by-side rig, an 8” interaxial worked for all of the surfi ng 
elements, with the subject framed in the same relative 
part of the frame, zooming in would alter the background/
foreground/magnifi cation relationship, yet positive and 
negative disparities would be similar – maintaining the same 
overall depth budget.

I also discovered when aligning the side-by-side rig at sea, 
upon a focal length change, the rotation and vertical offsets 
could be aligned using the horizon, with convergence sitting 
at a point in the water, by placing the surfers waiting for a 
wave at the desired max positive parallax – infi nity would 
refl ect the same parallax as the surfers due to stereo falloff. 
This allowed for focal length changes to be completed in less 
than 30 seconds, with sub-pixel alignment being fi nessed in 
post.

Once the Stormsurfers got into full swing, the approach to 
fi lming land elements in 3D became a matter of discussing 

Ross Clarke-Jones hand holds a tiny 3D Go-Pro as he gets driven back 
out to the waves by his tow partner Tom Carroll. PHOTO BY Mike Riley

“Out of the blue a WA-based 

big wave surfer phoned Tom 

and Ross to inform them of a virgin 

wave, kept in secrecy, which was 

going to break during the next 

week. It was a big gamble”.



where the camera was going to go, where the surfers would 
likely go and what angle were likely to be shot. 

Dave would operate the camera in such a way that the 
relative distance from camera to one character’s MCU 
was the same, allowing for a continuity of volume between 
alternate shots. By using the same lens it allowed for any 
inter cutting to have a similar 3D perspective.

Shooting for 3D is very different to shooting for 2D. The 

typical tricks for creating depth in 2D photography, such as 

long lenses, short depth of fi eld and out of focus foregrounds 

will not work in 3D, and it was necessary to fi nd a style that 

was appropriate for what we were shooting.

The common approach was to fi nd bold frames and move 

the camera around that central point to create motion 

parallax and a handheld aesthetic, in turn maintain a strong 

roundness by avoiding near foreground elements. This 
approach created a well-formed frame that was visually 
interesting.

The major surf missions throughout the season included 
Solander Bay (Ours), South Cost Bombie, Forresters Beach, 
Palm Beach and the big one – Turtle Dove Shoal.

A tiny 3D camera attached to the end of a boomerang-shaped device captures Tom’s action from behind.

The end of the season was approaching quickly and the 

production had still not fi lmed the major surf mission. The 

hopes of travelling back to Tasmania to fi lm Pedra Branca 

were fading fast, when out of the blue a WA based big wave 

surfer phoned Tom and Ross to inform them of a virgin wave, 

kept in secrecy, which was going to break during the next 

week. It was a big gamble.

The team fl ew to Western Australia and travelled north to 
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A 3D camera placed on the nose of his boad captures Tom Carroll as he negotiates a barrel.



the fi shing town of Geraldton. The team prepped two fi shing 

boats – a 70’ single hull used for carrying jet skis and most 

of the team, and a 50’ cat that would be used as a camera 

tracking boat.

At 3am the next day, both boats travelled 80km to the edge 

of the continental shelf where we wer were greeted by b a 

massive open ocean swell. The 

waves broke 30’ high, dwarfi ng 

the boats, as the surfers took 

off and rocketed down the 

mountainous faces. 

The camera boat and 

supercharged jet skis chased the 

waves; handle cameras, board 

cameras and a helicopter captured this rare moment.

Later that morning, after a set of waves had passed, the 

boat began turning around when a rogue wave approached; 

caught inside the break zone the captain hit the throttle. The 

25’ monster struck, arching the boat up at steep angle and 

the camera crew dived to grab onto whatever was within 

reach. The top of the wave began to feather as the captain 

steered the boat through the 8’ wall of whitewash at its peak. 

The boat punched through the whitewash, spray shooting 

across the deck, the boat spearing high in the air, before 
crashing down safely on the backside of the wave. 

The stereoscopic images that were created throughout 
the fi lming of the show are truly immersive. As an audience 
member, the connection to the character’s story through 
the imagery creates an impact not experienced in 2D 

surfi ng. The stereoscopic image 
and the eye/brain connection 
has a natural affi nity, the brain 
automates a physiological 
response, placing you in the 
picture, going from audience to 
onlooker. 

Upon completion of fi lming, 
editorial received material that was transcoded into Cineform 
3D (Beta) with a one-light alignment/colour balance occurring 
in Neo 3D. The completion of postproduction occurred 
through EFilm, with colour balance and geometric alignment 
processed in Mistika, and a fi nal grade/convergence pass in 
Lustre. 

Check out the Storm Ssurfers website at 
www.stormsurfers.com.au

“The waves broke 30’ high,

dwarfi ng the boats, as the surfers

took off and rocketed down the 

mountainous faces”.

f

The 3D camera team scramble to shoot Ross Clarke-Jones with the mk1 Beamsplitter as he gets ready for battle at Cow Bombie in Western 
Australia. R-L: Rob Morton, Chris Nelius, Ross Clarke-Jones, Dave Maguire and Rich Kickbush. PHOTO BY Jamie Scott
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SPFX mist blends beautifully with the back-lit cloud at sunrise. 

PHOTO Tim Battersby 1st AC  FILM Ironclad.
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DOP DAVID EGGBY ACS
WRITTEN BY JOANNE DONAHOE-BECKWITH

In the interest of full disclosure I must warn that this article 
is written by a nervous dyslexic DOP, not a writer. This 
has arisen because the opportunity to spend some time 
listening to David Eggby or ‘Googy’ talk about his work was 
impossible to resist.

With a catalogue of over fi fty feature fi lms there is much to 
be discussed, indeed an entire article could be written about 
any one of David’s fi lms. So, under the tutelage of our ACS 
editor we have decided to explore David’s work targeting a 
few areas which are topical. With the impending production 
of Fury Road, the fourth in the Max Max franchise, we will 
discuss the fi rst instalment shot by David in 1977 and then 
move on to his more recent productions, entering the world 
of digital capture. 

From our brief contact prior to the interview, it is evident that 
David is passionate about his craft and most generous when 
it comes to sharing his stories and lessons. When I arrive 
at his lovely home, I am immediately struck by his delightful 
warmth and charm as he makes what is agreed upon as a 
DP’s coffee, ‘milk with one’. David casually asks if I saw the 
article in the previous days’ Age newspaper covering the 
launch of The Shadowcatchers, which I had not. When I get 
home to follow up, I read that unfortunately the article gives 
Dean Semler ACS ASC all the credit for Mad Max. But the 
productions stills show very clearly that famous, or perhaps 
now infamous photo of David, riding pillion on a motorbike at 
very high speed (look at his horizontal hair), handholding an 
over shoulder shot for the fi rst Mad Max fi lm. 
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To be fair, asking David for details about a fi lm he shot thirty 
fi ve years ago is a big ask, but the making of the fi lm is stuff 
of legend. Did he really fi lm that motor bike speedometer 
handheld at 180 kph, while managing to act as a human 
gyroscope to keep the horizon level? Oh yes he did, with 
just a belt to tether him. And would he do it all again? In a 
heartbeat! There is a twinkle in his eye as he talks about that 
motorbike shot and then he comes clean, he is still an avid 
biker. No wonder he is so good at action. He has adrenaline 
in his veins.

Mad Max was a fi lm shot on a budget of $380,000, in an era 
before Occupational Health and Safety regulations. Although 
rubbing his head, David recollects much about the making 
of Mad Max, a twelve-week shoot where his planning was 
very different to now. He admits he didn’t really plan anything 
then. The visual approach was the unique angles, low and 
wide and a certain style to the composition of frames… it 
was an organic process.  In terms of lighting exteriors, the 
aim was to get as much backlit and side lit as possible, to 
have continuity in the shadow detail. Originally it was going 

A part replica of Rochester Castle, made of pressed plastic and plywood quic

JOHN SEALE ACS ASC’S EQUIPMENT LIST FOR 
FURY ROAD...

Just before John Seale ACS ASC disappeared into the 
Namibian desert to shoot Fury Road, he e-mailed me this 
brief note, short listing what he was arming himself with 
to capture the 4th Mad Max fi lm. I believe that second 
unit had 16 cameras and was purchasing a few more. For 
comparison, check out David Eggby’s equipment list for 
the fi rst Mad Max fi lm... it’s a hoot. Dick Marks.

Hi DM. I’ve have been involved in a change over of 
cameras from 3D to 2D. We now have this basic camera 
list... although testing continues!

• 4 x Alexa Pluses... 3 x Alexa M’s (to be delivered 
 soon)... 4 x Canon 5D’s or the equivalent... 8 x 
 small Nikon/Olympus crash cameras.

• There is a truck load of cranes, tracking vehicles 
 etc... including the new Ultimate Arm Edge, which 
 goes with the 5.6 litre Toyota Tundra, with desert 
 tyres and stabilized 24’ (7m) arm... which we hope 
 to wear out.

• There are 2 x ‘truggies’, which are specially built 
 dune buggies with Libra Head mounts, front and 
 back.

• We are looking into an “Octocopter” for the whole 
 shoot, to do the close aerials and helicopter for 
 higher altitude shots.

• We are building two sizes of ‘pole cams’... the 
 larger with a self leveling head. About four of those

• Grips have a formidable array of mounts and tracks 
 for use on the ‘war rig’.

• Electrics have a full truck of the usual day and 
 tungsten lights, enough to do the desert wide shots 
 at night and the interiors of the rig for day.

• There is a full ‘sim trav’ hydraulic rig to emulate the 
 prime mover ‘war rig’ and other dedicated vehicles.

• We have two complete ‘war rigs’ and one break 
 away rig for ‘sim trav’ work.

In a nut shell, that’s the broad brush strokes of the 
equipment package.

A lot is still being tested for shutter speeds and frame 
rates and post facilities... after all, most of the cameras 
can be bought at the local photo store. However, they are 
proving that in a fast edited fi lm, their quality is certainly 
reasonable.

Cheers John
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“...the making of the fi lm is stuff 

of legend. Did he really fi lm that 

motor bike speedometer handheld 

at 180kph while managing to act 

as a human gyroscope to keep the 

horizon level? Oh yes he did”.

The Goose’s POV. The faster we went 
the smoother the ride. Hand held 

was the only way to keep the horizon 
level. Speedometer in bottom of frame 

is approaching 180k as seen in the 
movie..  PHOTO Terry Gibson.  

RIDER Sam Emerson.
FILM Mad Max.

ckly became weather-beaten and began to fall apart. Thank goodness for VSFX. Dragon Studios backlot, Llanilid, Wales.  PHOTO David Eggby  FILM Ironclad

to be shot Techniscope, the cameras were available and the 
wet lab was available, but there was no dry printing facility 
within Australia for two perf printing, so it was decided to go 
with 4 perf anamorphic.

Shooting started November 
1977, over summer through to 
January 1978. The photos of the 
crew reveal just how remarkable 
and resourceful David was with 
three in the camera department, 
himself included (Harry Glynatsis 
1AC and Tim Smart clapper 
loader), two electrics (Lyndsay 
Foote gaffer, Garry Plunkett  best 
boy) and two grips (David Cassar 
and Noel McDonald). Equipment 
was minimal, one camera, an 
ARRI 35 BL, and fi ve or six Todd 
AO anamorphic lenses that had 
to be re-marked every week. 
David shot the majority of the fi lm 
looking at the compressed image, 
as he struggled with an old Italian 
eyepiece converter which had 
him scanning to see the whole 
anamorphic image. 

Grip-wise he had an old O’Connor 

head and legs, an Elemac dolly and a tracking vehicle, which 
was an F100 Ford with a jib or lattice arm on it. He cannot 
recall the full compliment of equipment in the lighting truck, 

which he describes as more a top 
heavy van with 3 mini brutes, 2 
x 5k’s and 1x 2k and a couple of 
blondies and redheads. On one 
occasion the old van, packed 
with all the equipment, had to be 
held up by crew and unloaded to 
stop it from toppling over. 

David recalls shooting a night 
scene at the time on the 
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“His theory is, if a script is timed 

at ninety six minutes, it should 

take you ninety six minutes 

to read”.

Setting up for a sequence of the barbarians arriving by sea, we had limited time between low and high tide. Old faithful, the Western dolly, 
gave us lots of mobility. Dunraven Bay, Wales.  PHOTO Tim Battersby 1st AC  FILM Ironclad.

Melbourne side of the Westgate Bridge freeway, as yet 

unopened; in fact the bridge was still under construction. It 

was the sequence in the movie where Fifi  (Rodger Ward), 

arrives at a crash scene with ambulances, tow trucks and 

carnage. In the scene, Fifi  approaches Max (Mel Gibson). 

David had been approached about a brand new light called 

an HMI, that had just come on 

the market, so he thought he’d 

try it out, using two 2.5K’s for 

that set-up. As it turns out, quite 

conceivably, the fi rst feature in 

Australia to use them. 

Surprisingly, when David refl ects 

cinematically on Mad Max, he 

sees the lighting as harsh and not some of his fi nest work. 

He concedes that it helps convey the story and there are 

some parts he is really happy with, but over time he had 

developed a different ‘style’.  As he puts it, he graduated 

from the old school of 2:1 lighting ratios, which he learnt 

from his early television days at Crawford productions, where 

everything was a backlight and a front light. His development 

and growth as a cinematographer revealed that ‘Shadows’ 

are something to embrace. He has learnt to take more risks 

and when he has done so, it has paid off, as is evident by 

his award winning Pitch Black and probably his turning 

point stylistically.  Backlight is 

not so important to him and he 

has become very keen on single 

light sources, especially in night 

sequences, admitting one of his 

dislikes is multiple shadows.

Story is really what it is about 

for David. He is methodical in 

his preparation and certainly has a process. Whenever he 

gets a project he is an avid researcher. He talks with an 

excited enthusiasm when recounting his research into 13th 

century English history for Ironclad.  Admittedly he is drawn 

to darker fi lms, but has mastered many genres, including the 
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box offi ce hit Scooby Doo, full of eye popping colour, Euro 

Trip, Racing Stripes and Underdog. His theory is, if a script 
is timed at ninety six minutes, it should take you ninety six 
minutes to read. “If I like a script, as soon as I fi nish it, I go on 
the Internet and print a suitable cover that I think will suit the 
script, just to get me in the mood whenever I pick it up”.

David has a method with the way he marks up every script. 
Every day scene he marks with a yellow marker, night with 
blue and visual effects scenes with green, as a very quick 
way to know what the ratio is for day and night, especially 
if ordering fi lm stock. He knows what his gel selection is 
by having that instant reference. This has become almost 
a necessity, because in movies now pre-production has 
to be so precise. “I’ve found that in movie making now, all 
the questions have to be answered in pre-production, so 
that you can hit the ground running day one of the shoot. 
Particularly, for example, a fi lm that I just fi nished, Riddick, 
a $60million dollar movie with eight hundred and fi fty plus 
visual effects shots, a 360 degree green screen (and nearly 

every scene involves green screen), in just 50 days”. 

“If you don’t adapt and change you’ll get passed over”. 

Reading the journals and staying current with equipment and 

technique is important. The digital world for him has been 

a gradual introduction. He fi rst started to absorb the digital 

world through stills and having the essence of photography 

as his passion helped with the transition. He has archived 

an incredible backlog of location stills, which were taken for 

reference and scouting. “One thing with fi lm is that, apart 

from its organic properties, its exposure latitude allows you 

to make mistakes and by mistakes you learn and you learn 

the hardest way, but you learn the best way”. Alongside the 

evolution of image capture has been the evolution of lighting 

products and lenses. Things have come a long way from 

the brut arcs to HMI’s and now LED’s and now faster clearer 

glass as well as fi lm stocks and digital.

“I have found that with digital my job is easier, because with 

fi lm, no matter how experienced you are, there are always 
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“Some people say that digital has

taken away something from the 

cinematographer, it has shaken 

the pedestal, the position of 

decision making authority that 

we once had”.

Making plans to hold back King John’s Barbarian army. Location interior of St Donats Castle, Wales. These days it’s a college. This set up is in 

the students main dining room. Piles and piles of tables and chairs just behind the camera’s view. PHOTO David Eggby  FILM Ironclad.

those doubts in the back of your mind with all the variables. 
What I have found with digital is that a lot of that worry is 
not there, because apart from some physical mishap, you 
have already seen what you’ve shot. Some people say that 
digital has taken away something from the cinematographer, 
it has shaken the pedestal, the position of decision-making 
authority that we once had. 
But this is the same for the 
director and editor; everybody 
can see what’s going on. The 
cinematographer still decides the 
look, exposure, lighting, style, 
lens choice, gels, colour... its just 
that everyone can see it now”.

His fi rst feature in the digital 
domain was Ironclad, a 13th 
century period fi lm set in England. Fortunately it was shot in 
Wales, UK, during autumn and winter, which allowed David 
to utilise the weather to help enhance the style. As with many 
jobs, it came with it’s own set of challenges; shorter daylight 
hours and equipment were some of the biggest problems 

faced. The style and budget demanded portability, but digital 
cameras at that stage were still predominantly tethered 
to a recording device. Fortunately, just prior to Ironclad, 
Panavision had developed the SSR magazines for the 
Genesis, which at the time had ten minute record-ability; this 
was important for the project, as it meant maneuverability 

and made it possible to shoot 
Steadi-cam and handheld. It also 
meant David’s introduction for 
the fi rst time to the data wrangler, 
who would download in real time 
onto hard drives & SRW1’s for 
back-up. He rated the Genesis 
at 400ASA, which allowed 
him additional latitude with the 
reduced daylight.

In contrast to Mad Max, Ironclad had a luxurious 6 weeks 
of preproduction, 37 credited crew across the camera, grip 
and lighting departments, including both an A and B camera 
operator. Digital capture has come a long way since Ironclad, 
even so David was blown away by the ability to see into the 
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Invading Barbarians on route to Rochester Castle 1215. Or a lot of 
local Welsh Rugby Players.  PHOTO David Eggby  FILM Ironclad.

shadows and mid range. Shooting the invading barbarians 
coming to shore against the hot, breaking waves was a 
challenge and tested the extremes of latitude. Shooting 
on fi lm, he would normally have underexposed by a stop 
and a half or even two stops, to compensate for the hot 

background, but in the digital domain detail in the waves 
was lost, unfortunately. True to form, David embraced the 
challenge and made it work for the production stylistically, so 
it became part of the overall look of the scene. 
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Becket (Jason Flemying) gets taken out by the Barbarians. Dragon Studios interior. Llanillid, Wales.  PHOTO David Eggby  MOVIE Ironclad

f

Director Rob Cohen wanted the camera to glide over the water, fi re and carnage. I came up with crane idea that straddled the tunnel.  
PHOTO Sam Emerson  FILM Daylight

The results David produced in the fi nished product of 
Ironclad by embracing the limitations of the format speak for 
themselves. He seamlessly mixes location work with purpose 
built sets, showing his ability to enhance the authenticity of 
the 13th century period fi lm. Our conversation continues to 
his latest production Riddick, which he is clearly very proud 
of and excited about sharing. Unfortunately I cannot divulge 
much, apart from saying that from the photos, it promises to 
be a great looking fi lm and justifi ably has been slated for an 
article in an upcoming American Cinematographer magazine, 
when the third instalment of Riddick has its cinema release. 
The photos are stunning and the techniques smart. 

David is not just an accomplished, visual storyteller, he 
has the gift of sharing good stories about his work with a 
fresh tone. It is no wonder that so many fi rst time directors 

are drawn to him. He makes a great mentor. His practical 
approach to problem solving is inspiring, as is his advice 
to any young cinematographer. There are many pearls of 
wisdom throughout our conversation, but this is what he 
repeats, his mantra ‘Understand light, understand contrast 
ratio and understand surface refl ectivity, regardless of 
capture medium’. 

I cannot wait to see what David does next, as the evolution 
of his work is exciting. Hopefully it will be something local, 
so I can sneak on set. Thank you to David for being so 
generous with your time, candour and information... and 
lunch. f



Production values 
start from the 
ground up, don’t 
compromise on 
camera support.

Philip Bloom 
DP, Director, Filmmaker 

www.philipbloom.net
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  100mm

Contact us now on:

Miller Camera Support Equipment
+61 2 9439 6377  l  sales@miller.com.au
30 Hotham Parade, Artarmon, NSW 2064 Australia

www.millertripods.com
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Phase 1
It all started with my dad Fred. Fred began life in the fi lm 
industry in 1917 at the age of 14 as a Spool Boy at a cinema 
in the Sydney suburb of Zetland.  This was the era of silent 
fi lm.  A few years later, now having advanced from Spool 
Boy to Assistant Projectionist, he managed to secure a 
job at the Lyceum Theatre in Pitt St, Sydney where he was 
eventually promoted to Silent Film Projectionist, then Sound 
Projectionist.  Fred was always smartly dressed, particularly 
in his younger days and was often referred to by his theatre 
colleagues as Debonair Fred.

Phase 2
In 1934, Fred was invited to be the Sound Projectionist at the 
marvelous, new Civic Theatre in Auburn and a new chapter 
in the life of Fred and his family began. The theatre, with a 
seating capacity of 2,500, featured a magnifi cent Wurlitzer 
organ which was played on the opening night by renowned 
organist Barrie Brettoner.

The Saturday matinee was very popular with the local kids 
and generally screened to a packed house. The matinee 
program consisted of two or three cartoons such as Popeye 
the Sailor Man or Mickey Mouse, Goofy etc. and maybe a 
serial like The Lone Ranger or Buck Rogers. When interval 
came the kids would race to the lolly shop in the theatre 
foyer, buy their ice creams and fairy fl oss and race back to 
their seats for the next session. Then prior to the main movie 
being screened the theatre manager – known by the kids 
as Uncle Jack, would appear on stage to present a sponge 
birthday cake to each of the local kids who’s birthday it was 
that week. Following the presentation of the cakes Uncle 
Jack would then announce that Uncle Fred, the man who 
magically shows the movies, is going to sing to you. Uncle 
Fred would then appear on stage, say a few nice words 
to the kids and then accompanied by the Wurlitzer, sing 
“Happy Birthday to you, Happy birthday to you”, then part 
way through he would stop and encourage everyone in the 
audience to join in the singing with him. This was usually 
followed by a movie that featured comedy actors such as 
Abbott and Costello or Laurel and Hardy. 

Auburn was a great suburb to grow up in, dinky di in every 
way. Dad would often play two-up on Sunday mornings 
with a bunch of his mates while mum toiled away in the 
kitchen on the wood fi red stove baking a wonderful lunch. 
Dad would play two-up in a variety of locations; sometimes 
it would be at Rookwood Cemetery amongst the graves, or 
maybe in a paddock near Duck Creek, or perhaps a local 

dairy cow paddock. As two-up was illegal the guys regularly 
moved locations to avoid the cops.

Our neighbours were the Smorty’s on one side, and the 
Neely’s on the other side. I recall that Mrs. Neely was a strict 
catholic, even had a small altar in her bedroom so she could 
pray for forgiveness of her husband and two of her three 
sons, for they were heavy drinkers. However, they did provide 
me with much entertainment as I can remember watching 
over the side fence as the two Neely brothers and their dad 
would often get into a drunken punch-up in their backyard. 
I loved it at the time, watching these drunken idiots bleeding 
from busted noses and black eyes from bashing one another. 
While they were fi ghting Mrs. Neely would run around yelling 
at them to stop, while at the same time blessing herself for 
screaming profanities at them – and reciting ‘Oh forgive them 
dear Lord for they know not what they do’. 

The Windon Boys
     

I hope you enjoy it and fi nd it enlightening 
- Ron Windon ACS

I started out with an idea to do an article on the Windon dynasty, Ron, Steve, Marc and Matt. Then Ron sent 
in his fascinating (and very long) story, so the boys will have to wait until the next issue of AC Mag. Sorry guys. 
More to look forward to . What a wonderful, gifted family. Ed.
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In September 1939 WW2 was declared, then in 1940 with 
the war well underway Dad decided we should have an 
underground bunker in the backyard. So at 7 years of age I 
was helping Dad dig a large trench in the backyard with a very 
solid roof on it in order that we have some protection in the 
event of an air raid attack by the enemy. Dad tried to enlist 
in the army but the government said his role in the cinema 
industry was important as they felt that the entertainment 
industry played a vital role in keeping up the morale of the 
general public; his age (36) was also against him.

Phase 3
I then started spending a lot of my time after school in the 
projection room at the Civic with Dad, learning the ropes of 
threading up the projectors, splicing fi lm, doing changeovers 
etc. Then in 1943 the Civic was taken over by Greater Union 
Theatres and they offered Dad the position of Projectionist 
at the Kings Theatre Bondi Beach. Both Mum and Dad liked 
this idea so we moved to a nice home in Bondi; just a couple 
of blocks from the Kings. 

Because of the war, Bondi was constantly hit with electricity 
blackouts, so it was no surprise when the movie would 
suddenly shut down, and the theatre be thrown into 
darkness. Dad would then run from the projection room 
with torch in hand and down to the diesel driven generator 
situated on a piece of land adjacent to the theatre and start 
it up – the audience expressed much joy when the screen 
fl ickered back to life. 

There were regular family gatherings at our home on 
Sundays, some of them also involved in the entertainment 
industry. Dad’s eldest brother Arthur was Head Mechanist 
at The Tivoli, Sydney’s vaudeville theatre on the corner of 
Hay and Castlereagh Streets, Sydney. My cousins Jim, Val 
and Cliff also worked there backstage. My Uncle Arthur’s 

wife, Nellie was a former showgirl in the chorus line, as was 
Val’s wife Valda. When television began in 1956 Val Windon 
departed the Tivoli and joined the ABC-TV at Gore Hill in the 
set construction department, but was soon elevated to the 
position of Production Manager on drama and documentary 
productions. On my mother’s side - my cousin and daughter 
of mum’s sister Leah was Beryl Gow, a talented tiny tot who 
often performed, ie: sang and danced, on stage and acted 
in three silent movies. She featured in the well-known silent 
movies The Dinkum Bloke 1923 and The Bushwhackers 
1925 directed by Raymond Longford plus For the Term of 
His Natural Life 1929 directed by Norman Dawn. 

Phase 4
In 1947, Dad was offered the job of lighting electrician 
at Cinesound’s Bondi Junction Studio. He accepted 
and remained with Cinesound until 1958 when he was 
approached by theatrical entrepreneur Harry Wren to take 
charge of the lighting on his stage production The Cherry 
Blossom Show scheduled to open at Her Majesty’s. I recall 
going with Dad to visit Harry Wren at his waterfront mansion 
on Sydney Harbour for Dad to meet the director and the 
beautiful Japanese cast. Wow, I’d never seen such luxury.

When that show fi nished its run in 1959 he was offered a 
job in the lighting dept. under well known Gaffer Alan Grice 
on the Warner Bros production The Sundowners directed 
by Fred Zinnemann with Robert Mitchum and Deborah Kerr. 
Following this shoot Dad did some further work in live theatre 
then retired, however, it was obvious that Dad was not a well 
man. Sadly he passed away in 1966 at the young age of 63, 
at his and my mother’s home at Umina, north of Sydney.

Phase 5 (Flash back to 1947).
Following Dad’s employment at Cinesound in 1947 I became 
a regular visitor, and got to know all the cameramen very 

1967. Camera right - Chief cameraman Ron Windon, shooting on his Arri 2B for Movietone, Bob Hawkins assisting. 
Left - Phil Dority shooting with the big 600mm bottle. Keep it steady Phil.
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well. Bert Nicholas was the Chief Cameraman, supported 
by Ron Horner, Bede Whiteman, Keith Loone and a young 
Lloyd Shiels. Mum and Dad loved entertaining so Saturday 
nights were party night at our Bondi home, with many close 
friends and relatives regularly attending, including many from 
Cinesound, Ron & Betty Horner, Bede & Sylvia Whiteman, 
Keith & Frances Loone, Stuart Ralston etc. A close family 
friend Alva Mills was also a regular visitor. Alva and Dad loved 
to sing and would often do a duet, emulating 1930s movie 
singing stars Nelson Eddy and Jeanette MacDonald and sing 
songs from their movies, such as, Sweethearts, Rose-Marie, 
The Chocolate Soldier. 

Our visitors loved to hear them sing and always called for 
more. 

On my 15th birthday the Cinesound cameramen gave me 
a Kodak 620 folding camera. I thought I was made; and 
carried that camera everywhere with me, spending every 
penny I earned as a paperboy on rolls of fi lm. During 
my last year at school I was often working in the lighting 
department at the Tivoli at night, and continued doing this 
when employed at the Sun newspaper. As a result I learnt 
a lot about stage lighting as well as the theatrical business 
and loved it. Obviously this work came about because of 
family contacts. In those days the young and innocent such 
as myself were often the subject of having tricks played on 
them by their superiors. As an example, on my fi rst night 
working back stage at the Tivoli and about thirty minutes 
prior to the show starting one of the lighting guys came to 
me and handed me two light bulbs and said ‘Ronnie, take 
these two bulbs downstairs to the showgirls dressing room 
as they have a couple of bulbs out on their make-up mirrors’ 
Innocently I obeyed and found my way down the staircase to 

the dressing room below the stage. Having knocked on their 
door it opened and there stood this tall almost totally nude 
showgirl, she said ‘You must be Ronnie, come in darling’. In 
a state of shock, in I went and this girl said ‘Hey girls, meet 
Ronnie, this is his fi rst night working at the Tiv’. There were 
all these gorgeous bare breasted young women parading 
around the room, most wearing nothing more than G-strings, 
it was obviously all a set-up for my initiation into live theatre. 

Wacky wacky doo, I think when I went to bed that night I 
probably had a wet dream or two. 

Although I was fortunate to work on a number of variety 
shows, I also worked on a number of operas when an Italian 
Grand Opera Company visited Australia and performed the 
operas Aida, Madam Butterfl y, The Barber of Seville, Faust, 
La Tosca etc. The staging and singing along with great acting 
was absolutely stunning.

One day, while visiting Cinesound, I ran into Stuart Ralston, 
their projectionist. He told me he was leaving and starting 
in a couple of weeks as projectionist at Dad’s old haunt the 
Kings Theatre at Bondi Beach, and offered me the job as his 
assistant projectionist. A month later I started at the Kings 
and was very happy, and Stuart was a great boss. 

Phase 6
In 1951 the Menzies government brought in compulsory 
National Service. All Australian males aged 18 had to register 
for 176 days training (ninety-nine days full time) then two 
years in the CMF (Citizen Military Forces). Unhappily, when 
I turned eighteen, I had to register for National Service, 
and when the time came I was posted to Old Holsworthy 
Army Camp and lived in a tent for three months with seven 
others. Employers were compelled to give those who were 
conscripted their jobs back at the end of the ninety-nine 
days period in camp. In the 1950s, Sydney had numerous 
nightclubs that featured talented artists and singers along 
with beautiful showgirls and generally an orchestra of maybe 
eight or ten musicians. One of the best-known clubs was 
the Celebrity Club in York St, in the city, owned by the well-
known scoundrel Joe Taylor. Joe also owned the legendary 
illegal two-up school, Thommo’s, near Central Station. The 
club was looking for someone to take charge of their show 
lighting, and someone had recommended me because of my 
Tivoli experience (even though it was limited), so after much 
consideration I accepted the position and spent an enjoyable 
year there.

Phase 7
In 1956, with television on the doorstep, Cinesound was 
busy preparing for what lay ahead. Ken G. Hall had left 
Cinesound to become CEO of TCN9, shortly afterward 
Cinesound was awarded the contract to shoot and edit the 
TCN9 news and have it ready for the station to screen at 
6.00pm every night. Cinesound was also going to be busy 
with television commercials and the fi lming of pilots for a 
variety of television shows. It was an exciting period, with 
new challenges ahead. 

This meant that additional cameramen, directors, assistants, 
editors, etc. needed to be employed. The lighting 
department, headed by my dad Fred, was enlarged from two 
electricians to six. Sid Mayo, Roy Crellin, Mark Wisken and 

This PIX covershot of Tanya Verstak on location at Michalmas Bay. 
PHOTO Ron Windon
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myself came aboard. 

I was now working as a Gaffer with cinematographers 
such as Lloyd Shiels, Mark McDonald, Volk Mol and Rod 
Johnson. By working with these guys I learnt a great deal 
about cinematography, especially lighting. I also got to know 
a number of the young models appearing in the commercials 
we were shooting, so would invite them to come to the 
studio on weekends so I could practice lighting, and take 
stills of them on my Mamiya 120 format twin lens refl ex 
camera. Many of them were very enthusiastic, for it meant 
they would get good photographs of themselves at no cost. 

Andy Helgeson had now taken over from K.G. Hall as GM 
and I got on fi ne with him, but the time came when I felt 
it was time to make a move to the camera department. 
But there was a problem, when I approached the Chief 
Cameraman, Lloyd Shiels he was responsive, but when 
Andy got word of it he wouldn’t have a bar of it, he said that I 
played to much of an important role as a Gaffer and wouldn’t 
consider agreeing to me making the changeover. But he 
didn’t realise how determined I was. In early 1960 I heard 
that Bob Feeney had just left Movietone to join the ABC-TV 
under Bert Nicholas, so needed a cameraman to replace 
him. 

In a fl ash I was on the phone to Syd Wood the Chief 
Cameraman, his reply was – I’m sorry Ron, you’re a bloody 
Gaffer, and we are not looking to train someone, we’re in 
need of an experienced news cameraman. I said - Syd I 
know can do it, just give me a go. But my plea fell on deaf 
ears. Then surprise surprise, two days later I get a phone 
call on the morning of the second day from Frank Killian, 
Movietone’s Editor-in-Chief, he said that Syd had chatted 
to him and asked if I could come over for lunch. Whoopee, 
l raced home and grabbed a bunch of my stills, then met 

Frank and Syd at their offi ce in Camperdown, showed off 
my stills and had lunch with them in the nearby Grose Farm 
Hotel. The following day I got a call from Syd to say I had the 
job - I nearly fainted and was dizzy for the rest of the day.

Phase 8
Three weeks later I started there, the camera department 
consisted of Syd (Chief Cameraman), Les Wasley and 
John Carnemolla. It was marvellous; they gave me my own 
camera to look after, a desk, and a rundown on what was 
expected of me. I had to read the newspapers thoroughly 
each morning, magazines and be on the lookout for 
possible news stories to photograph. I learnt quickly, for I 
was determined to excel in my new career. In mid 1962 Phil 
Dority joined as an assistant and quickly advanced to being 
an excellent cameraman. In those days all news cameramen 
were well dressed and always wore a tie, if you came to 
the offi ce looking a bit untidy you were reprimanded. Phil 
Dority played rugby league with Souths Juniors when he 
joined Movietone and I recall him coming into the offi ce one 
Monday morning with a black-eye, swollen nose and bruised 
face, I said “Jeezez, what the bloody hell, looks like you’ve 
been run over by a bus”. He said it was a very rough game 
they’d played on the weekend. The editor-in-chief Frank 
Killian, having caught sight of Phil, called me into his offi ce 
and said ‘Tell Dority he either gives up football or his job. If I 
ever see him in that state again he’s fi red’. 

Movietone Highlights 
• Filming Fashions on the Field at the Melbourne Hilton with 

special guests Sir Dallas Brooks, the Governor of Victoria. 
He and I got quite pally over a few drinks... I told him I 
was fi lming the Miss Australia fi nalists in the Botanical 
Gardens the following day and he replied with a wink, 

Ron and Stephen fi lming Simsmetal documentary 1980
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“Well then - as you will be close to Government House 
you better bring them along so I can meet them”.  

• Spent three months in and around Cairns in 1962 
photographing Tanya Verstak, Miss Australia 1961 and 
winner of the Miss International Beauty Pageant at Long 
Beach, California. The fi lm, Frontier of the Future, was 
released by 20th Century Fox. 

• In 1964, I won the Kodak Award for Best Cinematography 
for a one-hour fi lm about Australia’s Challenge for the 
1965 Admirals Cup in England, sponsored by Rothmans 
and directed by Neville Merchant. 

• In 1966, Movietone was chosen to represent both the 
cinema and television news industries for  Lyndon B. 
Johnson’s visit Australia. His security people were under 
the command of a man named Rufus Youngblood, 
a highly respected US security man. I was chosen to 
represent the newsreel cameraman at meetings with Mr 
Youngblood. 

There are countless great stories to tell as a result of my 
years with Movietone and my time there was probably the 
most enjoyable period of my fi lming life. The management 
and staff were absolutely fabulous. Frank Killian, Harold 
Dews, Syd Wood, Wally Bird, Phil Dority and our staff 
entertainer, laugh a minute Bob Hawkins, ex British 
Movietone who joined us in 1967.

I remained with Movietone until 1968, then decided, 
sadly, that the end was fast approaching for the cinema 
newsreel industry and that both Cinesound and Movietone 
would ultimately fold.  As a result, I joined Eric Porter’s 
as a DOP at their North Sydney Studio, alongside fellow 
cinematographers Gary Hansen and Boris Janic. A year or 
so later Phil Pike came on board. It was a large television 
commercial production house, with one large and one small 
studio in Union St, plus a very large studio in their Mitchell 
St, Nth. Sydney premises. They also had a large animation 
department... all up, the total staff was about 120 people.

Phase 9
I had joined the ACS in 1960, immediately after starting at 
Movietone. About 15 months earlier,  the ACS had been 
created, with Syd Wood as the founding President. I was 
accredited in 1968, but had served on the NSW committee 
for a number of years, and then in 1970 I was elected as 
both NSW and Federal President.  

At that time the ACS did not have ownership of its award 
system for cinematography. Although we gave out awards 
each year, a Kodak Award for best B&W and a Kodak 
Award for best Colour Cinematography, these awards were 
presented on behalf of Kodak and not owned by the ACS. 
In 1968 the Arri agents Swift & Bleakley, in collaboration with 
the ACS, instigated the Milli Award for the Cinematographer 
of the Year. The fi rst winner was John Bale from Tasmania, 
for his fi lm Asylum. The following year, Ron Jones, an 
engineer from Brisbane, devised the rolling loop fi lm transport 
system that was ultimately taken up and used in IMAX 
theatres and the ACS committee awarded him the 1969 Milli 
Award. 

Phase 10
I was elected National President of the ACS in 1970, with a 
fresh and enthusiastic committee.  Ossie Emery, Phil Pike, 
Oscar Scherl and a couple of oldies such as Stan Murdoch 
and Reg Edwards were very much onside with my ideas. 
Between us we devised a system of categories that were 
the forerunner of today’s ACS Awards; as an example, 
this meant that a television news cameraman was only 
competing against another television news cameraman. 
Once cinematographers became aware of this new awards 
system, it attracted many more cinematographers to joining 
the ACS. So we abandoned the Kodak Award and design 
our own.  With the help of Helmut Fischer, a well-known 
fi lm industry model maker, the Golden Tripod was designed 
and is still in use today.  Eric Porter was an enormous help, 

Publicity shot for the Tivoli Showgirls doing a charity performance at 
the Trocadero in 1946. Aunty Valda is in the middle row, 2nd from left
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he offered his Mitchell St. studio, The Film Academy, for our 
big night. As guests arrived, we had two large ex-military 
searchlights at the front of the studio doing a Hollywood light 
up of the sky.  We had a great roll-up of formally dressed 
guests and the evening was an outstanding success.  Sadly 
though, some who did not agree with the ACS going down 
this path, shunned the night. But I’m very pleased, because 
this awards system is still basically in place, albeit with new 
and additional categories with more polished events.

I had now been with Porter’s for four years and in 1971, 
the very same year of our fi rst ACS Awards, Eric Porter had 
asked me to take on a directing role. I was not keen, as 
cinematography was in my blood.  However, he fi nally talked 
me into it, so I agreed to give it a go with the right to be Dir/
DOP whenever I chose.  Eric agreed and I stayed in this 
position till 1973, then for a short time went freelance. 

I started up Ron Windon Productions in late 1974 and 
produced commercials for agencies in Paris, Manilla, KL, 
Tokyo, Frankfurt and Cologne, as well as many for agencies 
in Melbourne and Sydney. I had a great staff for many of 
those years, Sue Connell had a dual role - originally doing 
casting then production manager, Lex Merdith and Anthea 
Saunders-Lang, Wayne Hooper and Michael Beauman were 
editors, and Bob Hawkins was my ace camera operator for 
a considerable time. I commenced slowing down in 1999 
but continued to do the odd production, mainly for overseas 
clients up to 2003, then fi nally called it a day.

Including my years with Movietone and Eric Porter’s and 
my own company (40 years), I shot and directed countless 
commercials and docos.  I won 15 major international and 
local awards, plus a few minor ones, including being the 
fi rst Australian to have his work inducted into the Clio Hall of 
Fame in the US in 1985. I’m also very proud to have been 

inducted into the ACS Hall of Fame.  Whilst I’d shot the 
majority of my commercials, there were times were I felt it 
was too much, so should bring in a DOP. In my early days of 
directing Phil Pike, David Gribble and Peter James all shot 
commericals for me, then in my later days, I had the joy of 
having my son Stephen shoot a number of jobs for me as 
well as Russell Boyd and Andrew Lesnie. These guys were 
great and make it look so easy and uncomplicated.

I recall a very amusing time when Russell was engaged to 
shoot a job for me. It was a job for JWT Sydney and the 
agency creative team was a couple of young bloods. They 
were being diffi cult to deal with, as they obviously wanted a 
young director and cinematographer, not a couple of oldies. 
I’d previously shot many commercials for the agency and the 
agency’s client, and they wanted me to do this production, 
but here I was in my late 60s.  After my initial meeting and 
supplying a quote for the job, I was called into JWT for a 
further creative meeting and this young creative team said 
‘We want to look at your show reel’... I said that’s okay and 
screened it, then said to them that I would now like to see 
their reel – there was stunned silence for a moment or two, 
then when the creative’s asked why I wished to look at their 
reel, I cheekily replied “So I can make up my mind if I wish 
to work with you!”  That really stunned them.  I then said I 
thought it preferable they get another production company to 
do this commercial, and left the meeting. I was at a stage in 
my life where had had enough of the advertising business.

The following day I got a call from the agency producer 
apologizing if they’d upset me. She said they wanted me 
to do the job, and there would another meeting tomorrow.  
The job was rather tricky and I’d already advised them 
that if I were awarded the job I would be bringing in a 
cinematographer. The creative team then told me whom they 
would like; I said I would give it consideration.  

Wedding Samba at the Roosevelt Nightclub in 1949. Valda Windon, my Aunt, is the featured dancer in the centre of frame
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At the meeting the 
next day the client 
was also present, 
then the subject 
of who would be 
the DOP came 
up, I announced 
that it would be 
one of Australia’s 
most famous 
cinematographers, 
the man that had 
shot Picnic at 
Hanging Rock and 
won the British 
Academy Award.  
They were amazed 
and said ‘Really!’... 
I said ‘Yes’. So that 
was settled. (I had 
called Russell the 
previous evening at 
home to ask if he 
was available).  The 
following week we 
were on set and 
Russell was busy 
briefi ng the gaffer 
and his camera team 
when the agency 
creative team arrived. 
My PA came over 
and said the agency 
would like to meet 
Russell, so I took him 
over to meet them. 
They were sitting at a 
table drinking coffee 
when I introduced 
him and their facial 
expressions said it 
all... they seemed 
to be in a state of 
shock.  As Russell 
and I walked back to 
the set, Russell said 
‘Did you notice the 
look on their faces?’  
I said, ‘I think they thought you were a young spunk, about 
thirty years old’. Russell said, ‘You mean they now realise 
they not only have one, but two old buggers doing their 
commercial’.  ‘Correct’. I said, with a smile on my face.

I decided it was time to put the Spectra and stopwatch to 
bed. Maybe turning into a cranky old bugger and needed to 
spend more time on my boat. 

Finally, I must say that I always enjoyed the wonderful crews 
I had the good fortune to work with, they were a fantastic 
bunch and played a major part in whatever success I 
enjoyed. 

However, my proudest achievements have been in 

producing seven wonderful children, fi ve sons and two 
beautiful daughters - and proud of every one of them, plus a 
wonderful wife.

As you would be aware, three of my fi ve sons followed me 
into the fi lm industry, and all have succeeded in the fi eld 
of cinematography. Stephen has certainly excelled and is 
constantly in work with US studios, Matt has a well-earned 
name in the UK and is always busy, and Marc is currently 
shooting a feature in Sofi a, Bulgaria.

It’s been a great life.

Above: Marc Windon     Below: Matt and Ron Windon.

f
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AC:   From a colourist’s POV, have you noticed any 
signifi cant protocol changes as we move more into 
digital capture? 

SF:   Yes. What has happened now is that with the moving 
over from fi lm to digital capture it’s like the producers have 
really taken that opportunity to cross off a few line items 
and one of them is the colour correction of the dailies or the 
rushes. So what we fi nd now is 
that they either do a one light, 
they literally put in a single colour 
correction or a look up table 
that gets applied to everything, 
or there is some very crude 
rudimental colour correction. 
I shouldn’t even say colour 
correction but rather colour balancing on set, by someone 
who is not really experienced.

What we have found is that for both features and 
commercials we’ve lost a bit of control on the look, both 
the colourist and the cinematographer. This is something 
that Company 3 has really recognised over the last twelve 
months, so we’ve started developing a location based 
service. 

AC:   How does that work Siggy?

SF:   Well, we’re offering anything from just basic data 
rendering, right through to full colour correcting... on set; and 
we have different levels of service to suit your budget.

AC:   So after a scene is shot, you will be selecting takes 
and then doing it? 

SF:   There are a number of 
different services available. In 
one, our people who work near 
the set can take the material 
on data cards or whatever, and 
ingest it and grade whatever 
the fi lmmakers want - whether 
that consists of circled takes, or 

everything. We can set up a temporary projection room and 
screen them or deliver the graded dailies in any format the 
production needs.

AC:   What sort of feedback have you got from 
producers regarding this facility?

SF:   Just recently, in Los Angeles, we went around to a few 
production companies to tell them what we are offering and 

SIGGY FERSTL CHATS WITH DAVID BURR ACS & DAVID GRIBBLE ACS
As there has been a lot of discussion lately about DI’s and colour grading, which I’m sure will continue, 
AC Magazine thought it would a good idea to get the story from the horse’s mouth. So when we heard 
that Siggy Ferstl, Aussie uber colourist now working in LA, was back in town, we saddled him up for 
some tough questions and invited David Burr ACS and David Gribble ACS to pull out the whips. Ed. 

“we’ve lost a bit of control on 

the look, both the colourist 

and the cinematographer”.

Kate Beckinsale is the elusive Selen in Underworld: Evolution. DIRECTOR Len Wiesman. DOP Simon Duggan ACS. Lakeshore Entertainment



asked for their feedback. They were so excited - “Yes this is 
fantastic!” It’s defi nitely something people wanted. The fast 
turnaround and live interaction with the colourist can really 
help. I think cinematographers and colourists need to work 
together and really point out the importance of this process.

AC:   Do they hand you a DVD as you leave the set?

SF:   We don’t have much demand for DVD anymore but 
can output any format, whether it’s something on a handheld 
device or a laptop, in Blu-Ray or whatever. Every production 
has different needs.

AC:   By the end of the day?

SF:   That depends on a lot of 
factors. Often, by the end of the 
day.

AC:   Does the DP, at some 
stage throughout the day 
or the previous day or in 
preproduction, sit down with 
the DIT supplied by you and 
work out how these images will be presented to the 
director at the end of the day?

SF:   The DIT position isn’t something we generally provide 
but because of the technology that exists to create looks as 
LUTS, or lookup tables, it is possible for the cinematographer 
to design a lot of the “look” and have it show up in 
the dailies. Again, it all depends on what’s best for the 
production. A cinematographer might want to rely on the 
pre-built looks he built or have a dailies colourist interpret 
the material in a more traditional way. You can also combine 
a little of both. The idea Company 3 has for this service - 
which we’re doing with our sister facility, EFilm - is to provide 
whatever the client needs - not to say, “Here’s how it’s got to 
be done now”.

AC:   This all happens at a cost obviously?

SF:   There are costs involved, but as I said we can scale it. 
You can have full-blown color correction, or you can build 
a series of “looks” early on and apply those as metadata. 
We can combine some of this near-set service with some 
traditional dailies where media goes to one of our Company 
3 facilities and a dailies colourist does the work there. 

In the end it will benefi t everyone I think.  

AC:   Siggy, I’ve had a situation where I had spent 
several days grading a fi lm 
and then the director comes 
along and goes like – ‘Start 
again!’ Wiped it all without 
even looking. Traditionally 
the cinematographer and the 
colourist had a pretty close 
relationship, mostly they were 
the only two in the room. To 
what degree do you think 
that close relationship has 

changed, if at all and these days in the DI suite, who runs 
the show? Who has the power in there? 

SF:   Every show is entirely different... there are a number 
of factors. Sometimes the producers really take control 
of the fi lm and they will bring in the director and the 
cinematographer, just briefl y as a courtesy, to show them the 
images. But they are controlling what happens. Then you 
have the other scenario where nothing can be done unless 
the director is in the room, or nothing can be done unless the 
cinematographer is in the room. Usually the director will defer 
to the cinematographer in terms of the look and the style. It 
is a collaborative process, but it really just depends on each 
job. I just fi nished This Means War... McG was the director 
and Russell Carpenter was the cinematographer. I worked 

“Sometimes the producers really 

take control of the fi lm and they 

will bring in the director and the 

cinematographer, to show them 

the images. But they are 

controlling what happens”.
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David Gribble ACS, Siggy Ferstl, David Burr ACS. 
PHOTO: No one will own up to it.
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mainly with Russell and then 
McG would come in and sign 
off, then he would leave and 
Russell and I would do some 
more.

AC:   In the past, most 
cinematographers of our 
vintage and older have pretty 
much expected to have fi nal 
control of the image, but do 
you think with the younger 
DP’s, being used to digital 
acquisition, do they expect to 
have less control of the fi nal 
result?

SF:   I think there is a little 
expectation of that, but 
things just happen so much 
quicker now. You know, they 
have to work faster on set 
and be prepared to work in 
any conditions and at any 
time. Post is no different 
you know, we are working 
right up to the last minute. 
I’m always in contact with 
the cinematographer at 
the earliest stage possible, 
because they’ll always want 
to be involved. That is the nice 
thing about working with a 
cinematographer. It is more and 
more important to have that 
relationship with the colourist 
start early.

AC:  Yes, and earlier the better. 

SF:   It is a trust thing, you 
are both working on the same 
wavelength. That is one of the 
keys, because there are times 
where the cinematographer 
does not have time. 

AC:   We were talking the 
other day about ... what we 
can get away with on set 
knowing we can fi x it with 
someone like yourself in post. 
So rather than spend twenty 
minutes or half an hour on 
set, we say ok, we will fi x 
that in fi ve minutes,later. 
That is all very well if we can 
guarantee that you’re going 
to be there on the day.

SF:   Yes – that’s where the 
DP/Colourist relationship 
really becomes important. For 
example, I’ve worked with 
Simon Duggan ACS enough 

40 SIGGY FERSTL

Top: Teaser/trailer for Call of Duty videogame.  
DIRECTOR: Peter Berg. DOP: Tobias Schliessler ASC. AGENCY: 72andSunny.

Middle: Bruce Willis takes aim in Live Free or Die Hard. 
DIRECTOR: Len Wiesman. DOP: Simon Duggan ACS. Twentieth Century Fox.

Bottom: Clint Eastwood in Chrysler spot Halftime in America.  
DIRECTOR: David Gordon Green. DOP: Eric Treml. AGENCY: Wieden+Kennedy.



RAISED WILD /        37

to know the look he will be going for, or the style Ross 
(Emery) ACS likes, so if they cannot be there, you can take 
over. Often, if they can’t attend, they will give me notes. 
Sometimes they send through stills they’ve taken on set, 
maybe even done some rough photoshopping.

AC:   Is it common for cinematographers to send stills 
along?

SF:   Yes. I don’t think I have done a fi lm that I have not 
received stills at one level or another.

AC:   If I email something, what do you need?

SF:   You do one before and one after (photoshopping), so 
I know what you want and where you’ve started. That gives 
me somewhere to go.

AC:   While we are talking about contrast, would you 
prefer a DP to give you a fl atter image so you have 
more control, more to play with, or would you prefer the 
cinematographer to give you the gutsy image that he 
sees in his mind?

SF:  I’m a big believer in capturing as much as you can on set.

AC:   Any trends you 
see happening in your 
area? Or in the area of 
cinematography?

SF:   Well, I think we are in 
this era where technology is 
SF changing incredibly fast 
– there’s a different fl avour of 
camera – there seems to be 
a different fl avour of camera 
every month.

AC:   Every second!

SF:   So that is a challenge for everyone. For the 
cinematographer, the post house, as well as the colourist. 
Because, depending if you are shooting fi lm or data, they 
will have different workfl ows. Red cameras have their 
own, Canon also with their C300 and now C500 are each 
different. Whatever else, all the cameras will give you totally 
different results – totally different ways to capture and expose 
an image. Cinematographers will have to keep on top of that. 
Then it’s up to us to get those images and editorial through 
Post with time code issues, or lack of time code on some 
formats, so the colourist’s world is changing constantly also. 
We are getting constant software and hardware upgrades. 
Whereas in the past we would set up a telecine room that 
essentially wouldn’t change for something like ten years, now 
we are getting software updates which have major changes, 
toolset and capabilities every six months. 

AC:   How do you keep on top of that?

SF:   Everyone is trying to keep up and I think that is the new 
challenge.

AC:   For both DP’s and colourists. 

SF:   Yes exactly. Absolutely. 

AC:   What do you see happening to your role as a 
colourist over the next few years? 

SF:   The colour corrector is defi nitely playing a bigger role. 
There is a lot of different types or levels of colour corrector, 
so it’s a little bit like editorial and visual effects where things 
have just become more desktop orientated, instead of going 
with big expensive suites.  There is always going to be room 
for those specialised colourists.

AC:   Do you think you face competition from a guy who 
can go and buy Apple Colour? Or get Resolve for free, 
stick it on his Macintosh and sit in his bedroom and 
colour correct... as best he can?

SF:   Absolutely! I think we all feel that it’s becoming cheaper 
and cheaper to get into this game - cinematographers face 
the same pressures as colourists. What I guess I offer and 
working at a company like Company 3 and Deluxe, I offer 
infrastructure – I offer 30 years of experience, I see all the 
different formats of cameras come through constantly, so I’m 
very up to date with styles and looks of cameras and how to 
best handle them. 

AC:   I have done a couple of jobs in the last 18 months 
or so – television commercials where traditionally we’d 
go along to the telecine suites to grade it but on these 

particular jobs we went along to 
the editor’s cutting room. Now the 
editor, who in this case ran the 
show, was smart enough to go 
and hire an experienced colourist, 
but we graded it off a Mac Pro 
in his cutting room, using an 
indeterminate monitor and I was 
less than happy with doing that. 

I have seen commercials on air 
that must have been done like 
that and the chroma was like, 

‘What were you thinking?’. 

SF:   Well these boxes can do colour correction. Not all 
of them do a bad job, but I’ve seen so many... it is such a 
disappointment when you see the results, because you know 
exactly what it could have looked like – the potential!

AC:   It is disappointing, very disappointing. 
Commercials you see that were shot on 5D and you 
know they can’t quite get anywhere.

SF:   With the 5D, I’m seeing wild results caused by how 
they’ve been shot... there are so many settings in these 
cameras. I had a cinematographer who shoots a lot of 5D 
and his work is amazing. There are other people who will 
shoot on 5D and it’s just horrible; contrasty, clipped out and 
I mean ... I always say a 5D is a digital version of reversal fi lm 
stock. There is no latitude. 

AC:   Yes, you have to get it right.

SF:   Yes, you have to get it right and you have to have the 
settings right in the camera. The thing is, you do notice it. If 
something is nicely shot and colour corrected you notice it 
and it stands out. That should be a wake up call, if you can 
use a quality cinematographer, colourist and then do the 
job properly, you are going to stand out and I think that is 
important.
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“Do you think you face 

competition from a guy who can 

go and buy Apple Colour? Or get 

Resolve for free, stick it on his Mac 

and sit in his bedroom and colour 

correct... as best he can?”

f



Way back in the 90‘s, Aussie fi lm Director James McTeigue, (V for Vendetta and The Raven) worked with 
me as a 1st AD. I distinctly remember the day I was shooting on a very long lens and Jimmy was far 
in the distance, passing on my heated radio instructions to the actors. I always operated and directed, 
so my 1st AD normally had a lots of translating to do. On this occasion I was not getting the result I so 
desperately wanted, so the obvious thing to do was to blame Jimmy. Don’t shoot the actors, shoot the 
messenger! Seemed the right thing to do at the time. I also very clearly recalling barking down the radio 
‘Jimmy, you will never make it as a 1st AD... you’re too nice a guy! You’ve gotta kick arse!!!’

Needless to say, I was wrong. James McTeigue did go on to be a great 1st AD, then he went even better 
than that and became a bloody good director. But in a convoluted way, I was kind of right!

He now lives and works out of LA, but when it came time to choose a DOP to shoot his latest fi lm 
The Raven, James looked back home to Australia... to his old mate, Danny Ruhlmann ACS. 

I Skyped them at separate times and this is their edited and integrated story. It begins with Danny’s 
introduction to the fi lm industry. Ed.



Director James McTeigue
DOP Danny Ruhlmann ACS
Director James McTeigue
DOP Danny Ruhlmann ACS
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AC:   Give me a bit of an idea of your start in the fi lm 
industry.

DR:  Once leaving high school I was lucky enough to get a 
job in the Channel Seven news department here in Sydney. 
I was there for a couple of years, and because I was one of 
the few young camera assistants who lived in the eastern 
suburbs, I was able to convince the chief cameraman to 
allow me to take a camera home on weekends.  So I’d 
collect short ends of fi lm and just shoot stuff at the beach 
or wherever. The lab was attached to the newsroom, so I’d 
process the fi lm there. 

AC:   Where did you go after Seven?

DR:   I was offered a job at a 
small video production company.  
They did freelance work for all 
the local TV networks, as well 
as overseas networks.  It was 
great, because we did everything 
from live sporting events to 
commercials and news coverage.  
Then I went back to Channel 
Seven and worked for Terry 
Willesee Tonight and I stayed 
there for a year or so, then I felt like I needed to travel a little 
bit.  So I made some enquiries... I wanted to incorporate 
some fi lm education into my travels. I ended up being 
accepted into the American Film Institute in LA.  So I went 
and did a cinematography course there, only a one year 
programme, which really suited me to the ground.  But I was 
there purely just to learn about lighting and story-telling, the 
use of lenses, fi lm stocks and framing... to tell stories, really.

AC:   Who were your tutors there?  Anyone of note?

DR:   We had a couple of amazing old Hollywood 
cameramen, who I think have passed away now.  One guy 
was Howard Schwartz.  Howard was renowned for his TV 

work; he shot the original Batman TV series, and so many 
TV credits, you know, I can’t remember them.  He was one 
of the old-time Hollywood TV cameramen. And the other 
cameraman was Harry Wolfe, who was a past president 
of the ASC. Harry also did a lot of television work like The 
Beverley Hillbillies and he was Camera Assistant on Gone 
With the Wind.  

These guys are just classic, old Hollywood cameramen. And 
they kept things really simple.  Which as a young student 
going to a place like that, you’re so full of enthusiasm and 
energy and ideas, I think it often leads to overworking a 
situation, and over lighting a set.  Just trying too hard to tell 

that story.  And these guys were 
always trying to push back and 
keep it simple.  And, you know, I 
still draw upon that time and that 
experience whenever I’m working 
today.

AC:  So it is still relevant today? 

DR:   I think the most relevant 
thing is that, one of the guys 
used to say, “You can’t fi x bad 
lighting by adding more light”.  It 

was more about turning lights off than turning lights on.  And 
we would often shoot exercises on a sound stage where 
we would light a set; they’d let us go and light a scene and, 
you know, there’d be half a dozen of us students lighting a 
scene and then obviously it was just overdone.  There were 
too many ideas and too much going on; too much time and 
energy invested.  Then we would shoot that scene and they 
would then ask us to turn off as many lights as possible and 
then re-shoot it.  They would come back and look at the re-
shoot and then they’d turn off even more lights, and we’d 
shoot it for the third time.  We’d look at the fi lm later on to 
see the difference and it was always better.  The more lights 

“I think the most relevant thing is 

that, one of the guys used to say. 

‘You can’t fi x bad lighting by 

adding more light’. It was more 

about turning lights off than 

turning lights on”.

‘...and then I step back, turn lights off and it usually looks better.’ Danny Rhulmann ACS.
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you turned off, usually, the better it was! [laughs]  

I still draw upon that experience.  Sometimes when I’m 
lighting, I get myself into a bit of a corner.  Sometimes you 
may try a little bit too hard, and it looks a little bit overlit or it 
looks a little bit forced.  And to get around that you have to 
just step back a little bit.  And 
then I do step back and turn 
lights off and it usually looks 
better after that.

AC:   What was the most 
important thing you learnt from 
school in that year in America?

DR:   I attended a prestigious fi lm 
school and I arrived there thinking 
we would be shooting everything 
on 35mm fi lm, but they only 
had very old, antiquated video 
cameras, which made the cameras that I’d left behind in 
my Channel Seven days look totally wonderful. And it upset 
some of the cinematography students, but it didn’t really 
bother me too much, because for me it wasn’t so much 
about the camera; it was about the light and learning to tell a 
story the correct way.  

But I draw upon that now as well.  I’m not particularly 
fussed, you know, about the type of camera that I’m asked 
to use these days. Because it’s not really about the brand of 
camera; there are so many more important factors involved 
than a particular type of camera.  It’s how you use that 

camera and how you control the light.  So that was another 
important aspect that I got out of being at fi lm school there.

AC:   Do you think they did that on purpose to make you 
concentrate what was in front of the lens?

DR:   I think so, yeah.  We had four short fi lms that we had 
to make during our time there.  
So we were constantly working; 
shooting our own fi lms or crewing 
on other people’s fi lms in order to 
get them to crew on yours.  So 
we were spending a lot of time 
working.  We would shoot for 
four days a week, and for three 
days a week we were with out 
cinematography mentors; and I 
think it was a conscious thing. I 

think it was important for us not to get overly concerned and 
preoccupied with the technology, but just think about the 
other things, like how to interpret the script and how to tell 
the story.

AC:   What happened after America?

DR:   I came back to Australia and I was so fi red up because 
I had been totally immersed in the whole fi lmmaking 
community in LA.  I came back to Sydney and I was a little 
bit defl ated to be honest with you, because that fi lm school, 
as prestigious as it was, just wasn’t recognised here in 
Australia.  

“Because it’s not really about the 

brand of camera; there are so many 

more important factors involved than 

a particular type of camera. It’s 

how you use that camera and how 

you control the light”.

Danny and James line up a shot. Theirs was a great collaboration.
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So I needed to start from scratch again.  I rang around and 
I just tried to make some contacts, and I was very fortunate 
to come across Andrew Lesnie, ACS ASC who was so 
generous with his time.  He appreciated what I had gone 
through, as he had a similar background; coming from 
fi lm school and working in television. He gave me a lot of 
very good advice.  Shortly after that though I was offered a 
documentary in Borneo for Channel Seven. We spent about 
fi ve weeks walking through the jungle in Borneo shooting the 
logging of the forests there, the Orangutans and the local 
Penan tribespeople who were blocking the logging roads to 
save their rain forests.  I shot this documentary on a wind-up 
Bolex, all on 100 foot loads; a great experience.

On my way home, I was staying at the Holiday Inn, Kuching 
and ran into a whole bunch of Aussies who were in pre-
production for a movie that Dean Semler was about to shoot, 
called Farewell to the King.  

So I got speaking to these production people and I said, 
“Look, can I come back and join your camera department?”  
And they said “Who do you know?” and I said “Well, the only 
guy I know is Andrew Lesnie”.  And they said “Well Andrew 
Lesnie is shooting Second Unit on this movie, so we’ll see 
what we can do”.  They contacted Andrew and the night 
before I fl ew out they slipped a note under my door saying 
“Drop into the Production Offi ce”.  Andrew had said that 
he would be happy to have me on board as a Second Unit 
Loader.  So I went home briefl y, changed my clothes, got a 
new suitcase together and went back to Borneo to work on 
this movie with Andrew Lesnie and Dean Semler.

[Danny’s dog is whining at the door, so he gets up to let him 
inside. He is now a happy pooch!]

AC:   You’re on now set with Andrew and Dean Semler.  
What did you learn from that experience?
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DR:   I learnt about the incredible amount of discipline that’s 
required to be on a fi lm set of that size – the discipline, the 
organisational skills and the dedication.  It was a little bit 
overwhelming at fi rst, because as a Second Unit Loader, I 
was responsible for four or fi ve cameras.  So just managing 
those cameras, the fi lm stocks and lenses and keeping track 
of all that equipment was... I really got to learn the equipment 
very well.    

AC:   What did you do then?

DR:   I came back and I spent another year or so working 
with Andrew, assisting as a Second AC on commercials, as 
well as couple of TV miniseries. I also did some freelance TV 
camera work; I shot programmes like Beyond 2000, I did a 
little bit of freelance work for 60 Minutes, I worked for The 
Wide World of Sports, all these different TV shows around 
Sydney, as well as shooting some documentaries.  But I 
wanted to maximise my fi lm experience.  

I built up a show reel from TV promos with the help of a 
couple of other ACS members, specifi cally Steve Dobson 
and Richard Wallace. Richard had the Camera Department 
at the time and he helped me out with camera equipment.  
And Steve was very supportive and open to sharing ideas 
and helped me break into the commercial world.  So I did 
quite a bit of camera operating with Steve Dobson and then 
just really pushed the shooting aspect of my commercial 
aspirations.

AC:   Had you developed a style of your own by this 
stage?

DR:   At that stage it was a bit of a scattergun approach.  I 
was desperate to make any inroads possible. But I knew 
that my great strength, coming out of TV and documentary, 
was the ability to weigh up a situation quickly and work 
effi ciently and quickly without a lot of equipment.  I was 
able to light a room without a lighting team and a Gaffer’s 
truck out the front. So I was very comfortable in that smaller 
crew environment and I wanted to try and maximise that as 
much as possible.  I suppose that was a real selling point 
that I had, and I did promote myself as having had that 
background and being able to work effi ciently.  And I still 
draw upon that experience now.  

AC:   How did you meet James McTeigue? (Director of V 
for Vendetta and The Raven.)

DR:   We met on commercials, he was First AD’ing. And then 
when he moved to LA we kept in touch and I’d just see him 
socially whenever I was over there.  

AC:   Was he aware of your background and shooting 
‘style’ and was this a factor in him choosing you to shoot 
The Raven?

DR:   Yeah, I think so.  I think he really appreciated my 
approach when we worked together previously.  He’s a smart 
guy, he understands there are many ways you can light a set; 
you can stuff around for hours if you want or you can get on 
with it and move through pretty quickly.  I think I was right 
for the job with Jimmy because of the schedule, you know, I 
think he needed to have an Australian approach to the shoot.  
And I think he liked the work that I’d done in the commercial 
world, so that seemed to tick most of the boxes.  
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AC:  Why did you choose Danny Ruhlmann to shoot The Raven?

JMcT:   Part of the thing that you always try to do when you 
start the process of making a fi lm, is try to fi nd someone 
who has the same kind of aesthetic as you.  And also a 
temperament that you think will be conducive to making 
a long, hard fi lm.  Because most directors will tell you that 
the closest relationship they have on a fi lm set is with the 
DP.  You know, like you’re in the trenches with that person 
every day.  And then, part of choosing Danny was practical. 
I knew him from Australia and I liked him and we’d done 
commercials together and we’d always promised that we’d 
do a fi lm together, that I’d try and get him on a fi lm.  It came 
up and I got him to come across.  
I knew he’d be great so, you 
know, he was a good match for 
me.  

AC:   What were the specifi c 
qualities he had that would 
suit this project, apart from the 
work ethic?

JMcT:   Well, you know, I think Danny is a great lighting 
cameraman who, if you don’t need him to, doesn’t need 
to use lights.  We were talking briefl y before we started this 
interview about candlelight and darkness and that, and 
with Danny, part of my mantra was contrast and negative 
space... I didn’t want things to be overlit.  And Danny really 
understood that.  He knows when he needs to use light 
and he knows when he needs to turn off a fi ll light.  And I 
just thought the aesthetic that he would bring to it from the 
movies he’d done in the past and from the commercial work 
that he’d done… I really knew that he was in the right zone.   
And once I started talking to him about infl uences and 
references and that, he was on the same page.   And we’d 

sort of been talking about doing things together for a couple 
of years previous to that so I knew he was going to have the 
right aesthetic, I guess.  

AC:   And what was the experience like?

DR:   It was amazing to see his level of professionalism, and 
I say that in the nicest possible way.  He was so absolutely 
focused and committed in preproduction to the story and the 
most minute detail of every aspect of the story; the script, the 
fi lm, every department, it just kind of blew me away. Here’s 
a guy, he’s a mate, we go to the pub together; it was a side 
of him that I just hadn’t seen before and I was really, really 

impressed.  

AC:   Is he a collaborative 
director?

DR:   He’s absolutely 
collaborative.  But at the same 
time, he’s quite uncompromising, 
especially when it comes 
to framing.  He was a hard 

taskmaster.  I thought I was a pretty good camera operator 
until I worked with him - he was just so on-my-case, you 
know.  It was tough, I found it quite stressful operating 
for him because what happens is, when you’re lighting a 
set, you’re looking at the actors, the performances, you’re 
looking at everything within the frame, but when you’re 
operating you need to be looking at the edges of the frame.  
And there was a real confl ict there at times.  I’d get caught 
up in what the actors were doing and where they were 
standing and how the light was hitting their faces and then 
the headroom was off by a millimetre and he’d pull me up 
on it and we’d have to go again! [laughs] So I admire him for 
that too.  I mean, he didn’t compromise at all and he pushed 
everyone as far as he could.  

“...the headroom was off by a 

millimetre and he’d pull me up 

on it and we’d have to go again”. 

(laughs)

‘Part of my mantra was contrast and negative space. I didn’t want things to be over lit. And Danny really understood that.’ 
James McTeigue - Director
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‘I’ve shot fi lms on digital, but purposefully shot The Raven on fi lm. I talked with Danny about it a lot and 
wanted to do it texturally and aesthetically I guess.’ James McTeigue - Director.



AC:   Any interesting, funny, anecdotal stuff?

DR:   Well the main challenge for me was to get a crew 
together.  I turned up in Budapest, I had no crew, I didn’t 
know where I was going to fi nd crew.  And that was 
interesting – some of it worked and some of it didn’t work.  I 
got a fantastic Gaffer from Germany who had worked with 
James before, he was brilliant and he really helped me to 
take my lighting to another level.  The scale of the project 
was a lot bigger than I had been used to shooting Australian 
fi lms.  So he was able to help me take that to another level, 
which was great.  

I was a little disappointed with the support I got with the Grip 
team, but these guys were at the end of a very, very long 

year, a very hard year, they were tired.  The next time I go to 
Hungary... I think my mistake was not to insist, not to push 
a little bit harder.  I mean I felt like I really pushed hard to get 
this German Gaffer, and I felt like I’d pushed as hard as I 
could and I had to sort of ease back and compromise.  But I 
feel like I need to be a little bit less compromising next time.  

I mean it was my fi rst American fi lm, it was my fi rst big-ish 
budget fi lm, so I was happy just to be there.  But you know, I 
struggled a little bit at times.  

AC:   Did you fi nd the size of the project intimidating 
from time-to-time?

DR:   What was a little bit daunting was when I fi rst saw the 
size of the sets; just trying to imagine how many space lights 
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and how many lamps I would need to...  that’s where my 
Gaffer really stepped in, and he was like “Don’t worry too 
much, I’ll work out how many lamps we need, you just tell 
me what you’re trying to achieve and  where you want the 
lamps to be”.  And it happened quite naturally.  But the sets 
were incredible... beautiful.  The Production Designer was 
Roger Ford, an Australian guy.  I think he was the Production 
Designer on Babe actually.  So it was a real pleasure to light 
those sets.  I also found it a little bit frustrating at times at 
the pace that we were forced to work.  On the fi rst day we 
had  like, you know, fi fty extras; beautiful women with great 
hairstyles and period costume and it just took forever to start 
rolling. I like to have momentum on set, but everything just 
seemed to take forever. 
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AC:   It’s quite a dark fi lm isn’t it? Tell us about the look 
of The Raven.   

DR:   My prime concern was always the look of the actors.  
As you mentioned, it was all about seeing just a little bit of 
light in their eyes, always, even though it’s quite a dark fi lm. 
And we were dealing with levels of underexposure that made 
me a little bit nervous at times.  But as long as I saw some 
separation between them and the background, and I saw 
something in their eyes, I was happy.  

AC:   Were you using any specifi c sort of eye lights? 

DR:   No lights as such, but wherever I could, behind the 
camera, I would have muslin stapled onto the walls of the 
set, or just off to the side, and I’d put a small lamp into that. 
Even though the actors were surrounded in a black space at 
times, there was always just a little bit of white refl ection in 
their eyes which was just enough, you know.  The larger, the 
better.  And the closer, the better.  So that was always my 
plan... to have that refl ection in there somewhere.   And the 
levels were quite low, but it was always enough to just light 
up the eyes a little bit.  It goes back to my old fi lm school 
days once again… it was about controlling light and taking 
light away rather than adding it. 

AC:   You chose to shoot on fi lm, didn’t you?

DR:   Yes, we shot super 35 on the 500T Fuji stock. 

AC:   You chose to shoot The Raven on fi lm. Why? 

JMcT:   You know, I’ve shot fi lms on digital but I very 
purposefully shot The Raven on fi lm.  I talked with Danny 
a lot about it and why I wanted to do it texturally and 
aesthetically, I guess.   And I think he enjoyed the process 
of doing that too.  I mean, I think you’re right about the new 
technologies.  What I would say about digital at the moment 
is that it’s great and it’s really aping the ‘fi lm process’, but the 
thing that I don’t think it has nailed down is facial tone.  It’s 
almost there, but I don’t think it’s quite there yet.  And I’m not 
saying they’re not going to get there, they’re probably going 
to get there really soon.  

But I think Chris Nolan actually has a good point, which 
is why does the birth of a new technology have to mean 
the death of an old technology?  Why does fi lm have to 
completely killed off?  I mean, there doesn’t really seem like 
there’s any reason.  I think some fi lms are suited better to it 
and I thought The Raven was one of them.  

AC:   What’s your attitude to background?

DR:   As beautiful as these sets were, I didn’t want the 
background to over-ride what the actors were doing.   

And especially as we were dealing with quite a dark character 
and a very dark place.  And I wanted to keep the light off walls 
as much as possible.  I mean that was my main goal, was 
to always cut the light off walls behind actors.  So I kept the 
walls as dark as possible, within reason.  And I was always 
trying to keep the actors away from the walls so I could cut 
light off them as much as possible.  I just wanted those actors 
to shine, I suppose, to stand out from the background.  I 
mean, in saying that though, depth is very important to create 
on set or on location.   So if it was a set that had some depth 
to it, I would position a practical lamp or a lantern of some 
kind in the background or create some backlight in part of the 



set a long way away, just to give you that sense of depth. Just 
to create that third dimension, if you like.  

AC:   Do you think Aussie DOP’s have qualities that 
separate them from others around the world?

JMcT:   Absolutely yes.  I would say 100% yes.  I think 
there’s a couple of things at play.  It’s those things that you 
just mentioned.  You know, in times of great struggle and 
pressure, you need someone who you can turn to who 
can see the absurd side of it.  
Australians are really good at 
that.  I think they’re really good at 
seeing the sense of humour in a 
bad situation.  That’s not to say 
you stand around on set joking all 
the time.  But, no, you really need 
an ally.  And if you’re going to 
have an ally, the DP is a good one 
to have, and even better if they’re 
Australian.  The other Australian 
on the fi lm was the Production 
Designer.  So I had that pretty 
well covered.

But I also think that Australian DPs see things a little 
differently. I don’t want that to sound cliché, but I think it’s 
true.  The success of John Seale, Dion Beebe, Russell Boyd, 
Dean Semler and Geoffrey Simpson… they’re sought after, 
everywhere and for good reason.   

It’s a combination of all those things, I think.  It’s a 
combination of really being able to see things a little 
differently, being able to move fast if they need to light it 
and not overlight it, which you sometimes fi nd with a lot 
of American DPs – not all of them - you know, but a lot of 

them... it’s about how many lights you can pull out of the 
truck.  But Danny absolutely fi ts into that mould of really great 
DPs who have an understanding of the process inside out.   

AC:   Any particular technique you’ve learnt?

DR:   I shoot all my commercial work wide open on super 
speed lenses.  And that came about because of my 
documentary background, where I was so used to pulling 
my own focus.  And I still pull my own focus for most of the 

commercial work I do when I’m 
shooting wide open on, say, 50 
or 85mm.  I drive my camera 
assistants mad because I have to 
push them away from my focus 
control and I just take over!  And 
it’s a skill that I’ve developed 
over a long period of time and 
it’s almost instinctual.  But a 
mistake that I made is trying to 
replicate that on a fi lm.  It doesn’t 
work the same way.  It’s OK in a 
commercial when you’re looking 

at 2 or 3 second grabs, but if you’re following actors around 
there’s just too much going on to try and pull my own focus, 
especially when I’m shooting wide open.  

The areas in a frame that are out of focus are almost as 
important as what is in focus.  Also, I’m a strong believer in 
using the oldest lenses possible with the digital cameras, 
just to create a softness that inherently isn’t there with the 
digital cameras.  Plus shooting wide open helps create that 
softness. I love the Zeiss Mark 2 Super Speeds.

AC:   Do you use fi lters these days?

DR:   No, what I like to do is shoot through foreground 
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“When the producers said, 
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elements.  And once again, it’s more specifi cally related 
to commercial work.  For example, if I’m tracking through 
something I’ll have a whole bunch of different vases in the 
foreground, just break up the image, play with it a little bit 
and see the way the glass distorts.  I’ve got a whole case full 
of crystals and broken glasses and stuff like that.  Just the 
other day I even used Vaseline on a clear fi lter, and it created 
a really interesting distortion that picked up a highlight 
beautifully.  I like to degrade the image a bit.  As long as 
there’s something in focus, something that’s sharp...

AC:   Is there anything else you’d like to talk about?

DR:   Yeah, just the camaraderie amongst Australians. 
There’s a real tradition of Australian directors choosing to 
take their Australian cameraman with them overseas. I think 
that’s a great thing; and it wasn’t easy… James had to dig 
his heels in to make it happen.  He didn’t take ‘no’ for an 
answer. When the producers said “No, we want a big time 
American cameraman to do this fi lm” he said “No, no, I want 
Danny, he’s perfect for the job” and he fought them until they 
said ‘yes’. I really admire him for that.  

And every day on set was a 
pleasure just being there.  I went 
to work every day, and even 
though we were shooting long 
days, and it was stressful at 
times, we could always manage 
a laugh between us.  We had 
one night where we were both 
shooting in the rain, and it was 
miserable and cold, even snowing at times and we were 
standing ankle deep in mud, and he said “How’re you 
going?” and I said, “Mate, I’m great.  I’m living the dream”.  
[laughs] Like that, you know.  Even though it was tough, 
I was there with a mate of mine and we were shooting a 
Hollywood movie and I wasn’t complaining.  It was good fun.

Part of the Australian makeup is to survive and fi nd some 
humour in times of adversity and struggle.  And that’s what 
we ended up doing. Embrace the experience...  just say yes 
and you make it work.   And like I said, I was just blessed. I 
enjoyed every day I was there with James, we had a good 
time, we told jokes and got through the day; it was a good 
experience.  

AC:   Any anecdotes about working with Danny?

JMcT:   [laughs] That are printable?!  You know, I’ve spent 
a lot of time on fi lm sets, as you have.  I’ve been in a lot 
of situations that were less than ideal.  But I have had the 
unique experience of spending the most miserable night on 
a fi lm set that I’ve ever spent, and it was with Danny.  It was 
the middle of December, (winter) and we were shooting an 
entire night outdoors in Belgrade, Serbia.  We were burning a 
house down, but the night started off with freezing rain, while 
we were setting up, and it was raining so hard that we were 
wet within fi ve minutes. It was so cold. Danny would walk 
past me every now and again, and he’d look at me and go 
“We’re really livin’ the dream, aren’t we, Jimmy?”  And then 
shortly after that, because the lights were cabled all over the 
place and the dolly tracks were in water, the dolly became 
electrifi ed.  And then, it started to snow!  And I remember, as 
it was snowing, Danny walked past me and said, “Still livin’ 

the dream?” [laughs]  And then a couple of hours after that, 
the snow turned back into freezing rain.  And I thought at 
that point... not only did he keep his sense of humour that 
guy, but he did an amazing job.  He really could abstract 
himself outside of the situation that was at hand and just 
really concentrate on what he had to do, and make it look 
great and also make choices that once we got the fi lm back 
you could hardly see it was raining.  He did a lot of really 
clever things that night that seriously impressed me.  After 
that night, I guess I was just really glad that he was the DP 
I’d chosen.  Not that there weren’t many other days when 
he’d done other good stuff, but...

AC:   We have a lot of great DOP’s who, in many ways, 
seem to be cut from that same piece of cloth?

JMcT:   Yeah, they usually have a good way of disarming a 
situation, which is a great thing.  Look at Andrew Lesnie now, 
right, when you used him to shoot for you.  Andrew’s great, 
because he’s funny, and David Burr... all those guys.  They 
have a sense of humour and a way about them that, like you 
say, doesn’t diminish the work but actually helps you in times 

of stress, I think.  

I always used to joke with Danny 
that, he’d go, “How would you 
describe your job?”  I would 
say “My job is getting up in the 
morning and answering questions 
until I go to bed at night.”  That’s 
all I do, and directing is about 
your ability to answer questions 

succinctly and move forward onto the next question, pretty 
much.  [laughs]  It’s impossible after you shoot all day to go 
to a restaurant, that’s what I’ve always thought!  Because 
you have menu fatigue; you can’t... you don’t want to look 
at anything, you just go, “Whatever!  Give me something.” 
[laughs]  It’s true.

AC:   Are you happy with the way the fi lm looks?

DR:   Well, put it this way, I don’t think I embarrassed myself.  
I was relatively pleased with the end result.  

AC:   Did you do the DI?

DR:   Yep, I went to Los Angeles and spent three weeks 
there doing the DI.  That was a wonderful experience, you 
know.  It was such an important aspect.  I’d never done a 
DI before.  All my previous fi lms had been graded the old 
fashioned way.  So, to go to Technicolor in Hollywood and 
sit there and be able to manipulate every frame and control 
aspects that I just didn’t have time to on set, or I just wasn’t 
aware of at the time; to be able to fi x some of those mistakes 
or whatever...  It was just a wonderful, wonderful thing to do.  

AC:   Did you have a good relationship with your 
Colourist on that?

DR:   Yeah, I had a great relationship with the Colourist.  She 
was a woman by the name of Jill Bogdanowicz, the Senior 
DI Colourist at Technicolor Creative Services in Hollywood.  
She’s amazing, she does all Clint Eastwood’s fi lms, she’d just 
fi nished the fi lm J Edgar and we went in after that.  I mean, 
she has an incredible understanding of colour and colour 
balance and a wonderful aesthetic.  And it’s such a valuable 
tool to have at your disposal... so important.  I’m sure I 
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could have saved a lot of time on set had I known that I was 
defi nitely doing the DI grade.  

The main thing that I was able to do was really fi nesse the 
amount of light hitting the walls, the background.  We tried to 
do as much as we could while we were shooting, but there 
comes a point where you just have to stop. So that was 
something that was very valuable.  

AC:   Is there a case for not having the DOP grade the 
fi lm or at least be there with 
you during the grading?

JMcT:   I doubt it. I fi nd it’s 
another part of the creative 
process that you enjoy with the 
DP.  It’s ultimately about making 
your fi lm look as good as it could 
possibly be, so why not have 
your creative partner there with you? I mean, I’d have to be 
presented with a pretty good case why he couldn’t do it!  
[laughs] But, I like getting involved in that process also.  It’s a 
great experience.  You can do a lot of stuff in the DI now.  As 
long as you don’t use it as a complete corrective process, 
is what I would say.  I mean, I’m all about getting it to where 
you want it to look on the day and then adjusting.  I don’t 
think you should go, “Oh, don’t worry about it, we’ll just fi x it 
in the DI”, I’m not about doing that.  In that regard, Danny will 
probably tell you I was pretty hot on his operating.  I was “I 
don’t want to shift it up and down later Danny, just get it right 
the fi rst time!” [laughs]

AC:   Had you not gone to do the DI, do you think the 

end result would have been the same?

DR:   No.  No, I don’t think so.  There were things that I was 
very aware of at the time that I wish that I had the ability 
to change while I was shooting.  And then those things 
just jumped out at me when I was doing the DI; and I was 
probably the only one that could see those particular things! 
They jumped out at me, and I was able to correct them very 
easily. There’s a sense of understanding and trust that needs 
to prevail, I think, and fortunately the producers and James 

were right behind me. 

One other thing I wanted to say 
that might be interesting was we 
shot most of the fi lm in Serbia.  
But a couple of times we had 
problems at Customs; the neg. 
would just be held up at Customs 
for like ten days at a time.  It was 

just sitting in some Customs offi ce at the border.

AC:   This is raw, unprocessed neg?!

DR:   Yeah, yeah!  You can imagine the sleepless nights we 
had. We were processing in Hungary... then waiting for the 
fi lm to fi nally get to us; at least see a neg. report. I’m not sure 
that would ever happen again, because the producers would 
turn around and say, “We won’t take the risk, shoot it on a 
digital camera and you won’t have that problem”.  That was 
stressful.  

AC:   We don’t need another reason not to shoot fi lm, 
do we?
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We’re back —with more.

Sony Professional Media is back in full swing—with more products to revolutionize your 
work

We’ve expanded the SxS range to 64GB,  compatible across multiple camera platforms. 
The new PHU-220R provides 220GB of continuous recording on XDCAM and XDCAM EX 
camcorders, and the Quad Layer PFD-128QLW disc enables 128GB of storage on the new 
standard XDCAM Pro Disc. 

We’re back—with more, and better than ever.
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AC:  First I have to say that The Zen of Bennett is an 
extraordinary fi lm.  It’s a documentary in the purest form, 
with the lightest of touches from Unjoo and you.  And in 
my humble opinion, a textbook lesson in how to make 
a documentary.  Explain what the fi lm is about and the 
logistics of making it – locations and countries and all 
the different stars etc.

DB: When Unjoo, my wife and the director of The Zen 
of Bennett, and I were approached about this project by 
Danny Bennett, who is Tony’s son and manager, it was to 
do a very intimate portrait of Tony, whom we both knew 
personally through a project I’d done with him a number of 
years before. And I think when it came to this project, he 
obviously had a lot invested in it; not only his father’s life, but 
his father’s career.  So, in some ways, I think he was looking 
for something that would stand as a testament to the man; 
the man that he knew, the father he knew, the artist he knew.  
So, in approaching us, I suppose it was a way to tackle that, 
but with intimacy and some sort of personal connection with 
the fi lmmakers. The set-up of the documentary, the structure 
we then set about to follow, was basically going to be framed 
around the making of Tony’s Duets II album, which involved 
him recording... he’d done a Duets I, which is where I fi rst 
worked with him,  and Duets II was going to pair him up with 
quite a number of very high profi le artists like Lady Gaga, 
Amy Winehouse, John Mayer, Alejandro Sanz  etc. But the 
idea was not to make it about the recording of the album, 
but rather to allow that to let us examine and spend time with 
Tony as an artist and fi nd the man within that process.   

AC: So many international artists, so many countries... 
a hefty logistical challenge, I would say.

DB: Yes, we were certainly faced with a logistical challenge, 
as the plan was for Tony to travel to most of these artists 
and record with these artists in various studios, in various 
countries.  As opposed to organising it around one central 
studio that the artists came to.  We travelled to studios all 
around America, London, Italy, in order to capture these 
recordings.  And so what that meant for Unjoo and I as 
fi lmmakers was... well fi rstly, how do we capture something 
unique about each of these recording sessions?  I mean, 
they would be in that the artists were different and unique in 
themselves, but visually we were very conscious of creating 
something that would be visually stimulating and that 
visually talked to the song, talked to the artists who were 
involved.  We planned to shoot 16 recording sessions at 10 
different recording studios, and the challenge was not only 
to organise equipment and crew, but to settle on a visual 
approach; particularly when, as it was a documentary, we 
weren’t going to have a lot of time to prepare.  So we made 
a very clear decision not to walk in cold into these studios at 
any point.  

AC: Did you do a location survey?

DB: Some of them we got a chance to survey, some of 
them we saw pictures of. Because we didn’t want to ever 
put ourselves entirely in the hands of the environment, we 
made sure we allowed ourselves a pre-lighting and a pre-
rigging day in each of the studios. And also we knew it was 
something we could do that would enhance, hopefully, the 
experience of the artists and everyone coming into the stage, 

that when they walked onto the recording studio fl oor, that 
it was organised.  We had created a seamless relationship 
between what we were doing and what the technicians and 
the recording studio had to do to record the song, which is 
essentially why everyone was there.  So we knew we needed 
that time in each studio to prepare the space and to allow us 
to get what we needed to capture.

AC: How many crew worked with you and what cameras 
did you choose to use?

DB: Our core crew was basically a sound recordist, two 
camera assistants who also operated, so they were 
assistant/operators, myself and Unjoo.  That was the core 
crew.  And from there, as we went to each town, we would 
pick up an additional operator and an additional assistant 
and/or two if we needed... you know, because that would 
put us with three cameras all the time and then we’d pick 
up a fourth operator and sometimes and fi fth operator 
depending on the complexity of the day.  

And gear-wise we carried two RED cameras with us, as 
well as about four Canons, both 5Ds and 7Ds.  And that 
was a manageable amount of gear really for four of us; the 
sound recordist, myself and my two assistants, who were 
sort of the core crew, to check onto planes, to physically 
carry...  because that’s the other logistical thing... you’ve got 
to be able to move around whatever gear you’re going to 
take with you.  So we really did work out a way to keep the 
gear stripped down to the bare minimum.  And anyone who 
has worked with 5Ds knows you can dress the cameras up 
quite a lot.  You can put handlebars on, you can add more 
monitors, you know you can turn them into the size of a 
regular camera.  We worked hard not to do that.  We kept 
them down to just the body and when you’re operating them 
you just have to look at the back display and work that way.  
And when the cameras are stripped down like that, they look 
like just a regular stills camera.  And they’re not intimidating 
at all. People are so used to having stills cameras around 
them that they just completely ignore them.  

DOP Dion Beebe ACS ASC



AC: I agree. I shoot with a 5D quite a lot and mine is 
unplugged. I think that when you pimp them out it takes 
away a large part of the advantage of shooting with one. 

DB: It might make the cameraman feel better about 
themselves, but it sort of goes somewhat against the nature 
and benefi t of those cameras.  

AC: Let’s talk about directing this monster. With so many 
cameras rolling, how did Unjoo control what they were 
shooting?

DB: What we did, our prep for each of these studios, 
involved cabling up the studio for cameras.  So we would 
run cables for each of the cameras from both the recording 
studio fl oor and the control room, to another booth where 
Unjoo would be set up.  She could then monitor each of the 
cameras.  When I say ‘each’, she would probably get four of 
the cameras and the fi fth one would be just recording wild, 
in order to manage that many cables.  And occasionally we 
would have to unhook and just go rogue and she would 
have to review footage.  But as much as we could we’d try 
to create a controlled working environment for her.  Because 
there is a danger, you know, you let four or fi ve cameras 
loose in a room...

AC: They all shoot the same thing!

DB: Yeah!  [laughs] Everyone’s pointing at the same 
subject...!  Everyone’s on Tony, so we’ve got all this footage 
on Tony talking in various sizes and you don’t know who 
he’s talking to.  So, it does become important.  And we were 
on headsets and Unjoo’s on a headset – she’s listening to 
the dialogue in the room, because everyone involved who 
came onto the stage or was going to be working that day 
was miked up.  They were all on radio mikes.  So, she was 
listening to conversations which were sometimes in another 
room and was able to direct cameras - “OK, C Camera, 
go and capture that conversation”.  So it became a way 
to at least have some control over the process, because 
with multiple cameras, with everyone coming in and out, 
with it being this live event... particularly once the recording 
sessions began because when you’ve got an artist of the 
calibre of these artists arriving in a recording studio, they’re 
on the clock, so to speak.  They come in and some of them 
are done and out of there in two hours.  So you’ve got to be 
ready when they walk in the room... the cameras are rolling 
and we tended to keep them rolling until they left.  So you 
need some semblance of organisation.  

AC: It’s interesting isn’t it that the protocols of shooting 
stars in this sort of situation ie a documentary shoot of a 
live song recording, sometimes lead to better and more 
powerful images. I refer to the observational images shot 
through glass from a darkened control room, or through 
a chiffon drape... 

DB: Yes. This was discussed. It became part of the aesthetic 
of the piece, you know, that it would become observed.  And 
these moments, for the viewer, they would feel like they were 
just...  as you said, you were in the room, standing there, 
watching and listening, as these conversations took place.  

AC: Do you know Dennis O’Rourke?

DB: Yes, I know of Dennis.

AC: The Zen of Bennett reminds me of a wonderful 
fi lm Dennis shot and directed (he was a one man band, 
directed, shot, recorded sound... ) called Half Life. 
Compulsive viewing in my opinion, for documentary fi lm 
makers. It was pure observational fi lm making... just 
put the viewer in the box seat. No camera tricks, weird 
angles, fast cutting... just stillness, letting the contents 
of the frame seep in, tell the story. That’s what I loved 
about your fi lm.  Although there were a lot of very skilled 
fi lm makers in the room, a lot of expertise and a lot of 
professional decisions being made at all times, it just 
didn’t feel like anyone was making this fi lm.  I just felt like 
I was there in the room... watching, listening, a part of 
the entourage.  Which, to me, is an enormous tribute to 
the quality of the fi lmmaking.  

DB: Thank you.

AC: Music recording studios are notoriously boring little 
boxes with low ceilings, but you somehow managed to 
get not only distinctive ‘looks’ for each studio, all 16 of 
them, but those looks were incredible interesting, with 
depth, shadows, textures... nothing like a rock clip, I 
might add, but very real without the awful aesthetic. How 
did you achieve that?

DB: Again, Unjoo and I made a decision early on that we 
were going to control, in a lighting sense, in an aesthetic 
sense, these recording environments.  Because we were 
looking at a project ahead of us that had 16 recording studio 
sessions in a programme.  And knowing that it was going to 
form the bulk of the visual material, we felt it was important 
to bring a certain sort of aesthetic to those environments.  
So together, and in collaboration with Danny Bennett, we 
devised a concept for each studio.  Whether it was the 
use of the sheer curtains, the use of sound proofi ng glass 
booths... we would sometimes work with the materials that 
were available on the stage.  Other times we’d bring certain 
props or things to the studios.  And then I would light each of 
these environments.  Basically lose all the house lighting and 
really light not just the recording studio, but also the control 
booth because, again, there’s a lot of material being shot 
there.  But we still tried to stay true to the setting.  I wasn’t 
looking to create something that was a visual contradiction 
to what was going on.  Again, it comes back to not wanting 
to draw too much attention to the fi lmmakers.  So the lighting 
approaches took us to not a music video approach, but an 
approach that was appropriate to the studio.  Or appropriate 
to the artists.  And somehow felt natural.   

AC: It never looked ‘lit’ to me.  It had the look of  walk in, 
turn on the fi xtures and roll.  And I know that wasn’t the 
case. And that added so much to the credibility of the fi lm.  

DB: And that’s a good word for it... the credibility of each of 
those environments and that the audience believes that you 
have just walked into the environments.  That they are real 
environments and nothing that’s playing out is staged.  

AC: It worked. I can recall only one lighting set-up that 
had a music video vibe to it, a large bank of dimmed lights 
in the background, but overall it certainly didn’t look like 
what I expected, you know, the gloss, glamour and sparkle 
that one associates with this type of subject. Certainly not 
what I expected of a Dion Beebe fi lm, but you nailed it.
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DB: It’s funny, because the Duets I programme I shot, which 
was Tony Bennett, an American Classic, is everything that 
you were describing.  It was a big, glossy, special with big 
stage numbers, lots of dancers, the whole razzamatazz.  

AC: Working with big stars can sometimes throw up 
some interesting challenges... any you can talk about?

DB: You heard a little bit about the mandate that we received 
when Tony was going to record with Aretha Franklin in New 
York.  Part of the request from her camp was that there be 
no air conditioning on in the studio, because of her singing 
voice.  She just can’t sing in air conditioning.  All the air 
conditioning had to be shut down before she arrived.  So, 

of course New York in the summer time, one of the hottest 
days of the year and we shut down all the air conditioning!  
And it is blisteringly hot in there.  Plus, I have lights in there, 
I mean they’re unavoidable and they’re contributing to 
the heat. Then Unjoo goes down to meet Aretha and she 
comes out of her limousine carrying none other than a small, 
personal heater!  You know, anticipating that it’s going to be 
too cold in the studio.  And Tony, being the sport that he is, 
just sucked it up.  You know, this was her request and he 
respected that and... but it was one of those things, you go 
through that and then Aretha steps into the studio and you 
know, she’s one of the original divas of the business.... she 
steps up to the mike and opens her voice to sing and it just 
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sends chills.  It’s worth it, you realise it’s something special.   
So, you just put up with it.  [laughs]

AC: How did the REDs handle that?  Because they hate 
heat.

DB: Yes, and particularly during that recording session... 
anyone who’s worked with REDs knows that when they 
overheat they just simply shut down.  Or they don’t 
completely shut down but their fans come on and they stop 
recording.  And when you’re in a recording studio recording 
Aretha Franklin and Tony Bennett and suddenly a fan comes 
on in your camera...

AC: Very popular!

DB: Yeah...!  [laughs] So there were a couple of scrambling 
moments of trying to unplug every outlet so my camera 
would stop buzzing in the middle of a recording.  And 
that was tough. And  you know, putting ice packs on the 
cameras and doing whatever we could to keep them rolling.  
We defi nitely lost a bit of footage.  

AC: We’ve come a long way; putting ice packs on cameras!

DB: [laughs] That’s it, the future!

AC: The scene with Tony Bennett recording a duet 
with Amy Winehouse is probably the saddest and most 
prophetic sequence I’ve ever seen captured on fi lm. You 
must have felt that powerfully, being in the studio with her.

DB: There was a fairly electrifi ed atmosphere in the studio 
that morning.  Because Amy had been through all her 
dramas in the months and years before, and she hadn’t 
recorded anything for the longest time.  I mean, I think it was 
for well over a year, it might even have been two years since 
she had really been in the recording studio.  So for her, this 
was a big deal.  For everyone it was a big deal.  You know, 
the fact that she had agreed to come in and record with Tony 
was testament to how much she admired Tony as an artist.  
Plus, Amy’s father, who was also a musician, was also a 
huge, huge fan of Tony’s.  

So she really wanted to do it.  She really wanted to record 
with Tony – wanted to do it for herself, but also for her Dad.  
So the stakes were pretty high coming in.   So, when she 
fi rst arrived in the recording studios at Abbey Road, I think 
she found, more than anyone found, our presence somewhat 
intimidating. We had everyone in and were very low profi le, 
but it was a small stage and we did have... you know, there’s 
a camera in there and a small dolly... and as you know, it’s 
hard to hide a camera, a person, a dolly.  So when she saw 
that, I think it made her even more nervous.  So, she was 
one of the few that requested that we not roll... Well, not 
‘not roll’, but she didn’t want us in the studio with her.  And it 
was a scenario that Unjoo and I had discussed... you know, 
we had discussed that scenario happening with any one 
of the artists.  The fact that we may be asked to leave the 
studio was an accepted request.  But she was the only one 
who really asked us to do it.  So what I did was I dragged 
my camera into the corner of the studio, set it up on her, 
focused, then hit record and left.  We then utilised the smaller 
cameras from the outside of the studio.  And again it played 
into the observational approach to the piece... shooting 
through glass or watching through curtains.  So that built up 
the recording session between the two of them.  And it was 
very powerful to watch, because Amy, who was so nervous, 
was such a talent.  And she was smart and funny.  And you 
know, to watch her work, to watch her fi nd her way, and to 
watch Tony guide her to that was really, really special. To 
have been there and watch that was very special.  

AC: Getting back to those situations that are forced onto 
you... you shot that with a tilt shift lens and you set the 
focus on Amy before you rolled and left the studio. So 
that whole, gut wrenching session between Tony and 
Amy was played out with Tony completely soft and Amy 
sharp. If you had been allowed to stay in the studio, 
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my bet is you would have been dollying and shifting 
focus on the move during that whole sequence. But just 
hanging there on Amy made it so much more powerful.

DB: Particularly as she struggled her way through that 
recording.  And those SORTS of things that... I’m sure 
you’ve been through them... where circumstance forces a 
decision; occasionally LEAD to a certain power and a certain 
aesthetic in itself.  

AC: The sequence with Lady Gaga was fabulous. Very 
upbeat... what a talent she is also.

DB: Yeah, I think she surprised us all, because she is one 
of the biggest, if not the biggest, pop stars of the moment.  
There was a lot of anticipation.  You certainly get a sense 
from her that she carefully crafts her image and her career 
and that there are no mis-steps.   So we were anticipating 
that there’d be a lot of requests, a lot of interference being 
played in order to protect her.  But the funny thing is she 
came in... it was just her, plus I think two other people who 
were friends... I think one of them was her makeup artist 
and the other.... not even her hair stylist I don’t think, just a 
makeup artist. That was it!  And she just loved being there 
and she probably stayed at the studio longer than any other 
artist.  She didn’t want to leave.  At one point she was sitting 
at the piano, drinking and playing songs... you know, playing 
songs and singing away... she just had a blast!  And I think 
that really shows in that session.   She just came in, was so 
happy to be there... you know, for her to be recording with 
Tony was just really special to her.  It was one of the most 
fun sessions that we did.  And I think I got one request via 
Danny through somebody that Gaga doesn’t like to be shot 
in profi le much... but again, it was never enforced.  And if 
you see that sequence... you know, look, you see her from 
every angle.  And every artist had the right to comment on 
the material that we recorded with them.   And there were no 
comments at all... no one had any complaints about any of 
those sessions. But no, she was a real pleasure.  

AC: The water colour transitions from city to city or 
country to country worked extremely well. Just one 
water colour image that match dissolved into live action 
and you were there. An oldie, but a goodie.

DB: With the whole ‘identifying where we were’ thing in each 
city, it was something we certainly discussed.  But in truth, 
we had so little time to go out and capture these images.  
Danny’s idea to apply a post watercolour effect to the shots 
we had allowed us to use a single image to make that 
transition and not have to build a city montage of every place 
we visited.  It was a good device, particularly because Tony 
is such a prolifi c painter.  

AC: The Zen of Bennett reminded me just how good 
simple fi lms can be. No non-stop assault on the senses, 
just beautifully crafted fi lm making, where content is king.

DB: That’s very true.  And it’s that thing too with the whole 
hand-held, agitated camera aesthetic, you know, the Bourne 
Identity, Bourne Ultimatum...  It works in a high action 
genre, I think it can work very effectively, but it’s also a very 
seductive approach because once you put a camera in the 
hand and infuse that sort of movement in it, it’s hard to cut 
to a static camera. Because suddenly that’s jarring, you 
know.  And so you’re sort of seduced into having to keep the 
camera active, whether you like it or not.  So I think making 
those decisions and ultimately how you’re going to tell that 
story and what techniques you’re going to use, as opposed 
to simply applying a technique, is key.  There’s a lot of 
technique over content prescribed. 

AC: What’s your next project Dion?

DB: I’m fl ying off to London to start a project there, until the 
end of January.  It’s a big sci-fi , action movie... the complete 
opposite of this... [laughs]  It’s the other end of the spectrum!  
A big budget Tom Cruise action vehicle. 

Main crew in Podargoni, Italy. from L to R: Fred Helm - Sound Recordist, Dione Beebe ACS ASC - Director of Photography, Mike Jones - 
Camera Operator, Unjoo Moon - Director, EJ Misisco - Camera Operator
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Will Mark Wareham ACS,  
Ben Nott ACS & John Stokes ACS 

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



“Those who cannot remember the 
past are condemned to repeat it” 

(George Santayana)

For every revolution in art, every new idea and event that 
seems to sweep away all before it, there is a moment when 
everything seems to have changed. But one thing is certain: 
it probably all happened before.

Movies began in the streets and the open air and CGIs and 
studio budgets notwithstanding, will always end up there, 
in the open air. And everyone will claim that the latest craze: 
low budget stings like The Blair Witch Project (not so low 
budget if you do your research), the marvels of CGI; 3D… 
everything has never, ever, been done before.

So, no fi lm course or camera apprenticeship should fail to 
honour the past. For that’s where fi lm has come from and 
there’s a long way to go yet. And every new member of a fi lm 
crew should pay attention to the past.

Another certainty: if you don’t learn from the past you will not 
be a part of the future. Or, if you are it won’t be in the way 
you think. Not the way you might think.

So it’s not an act of nostalgia to look back on the heady days 
of a hugely infl uential movement, like, say, the French New 
Wave in Paris and Direct Cinema in New York and see a 
lesson or two staring at you down the lens. The names and 
the great fi lms remain: Francois Truffaut, Jean Luc Godard, 
Haskell Wexler, Gordon (The Prince of Darkness) Willis. And, 
yes, their work is still with us – but would they recognize their 
new digital universe? 

Yes, they would. But shouldn’t tyro fi lmmakers in turn, also 
learn by looking back, for without those revolutions – so 
many over more than a century – the business of telling 
stories on the screen would have frozen when that steam 
train (L’Arrivée d’un Train en Gare de la Ciotat, running time, 
50 seconds) puffed into Paris in 1896 to a stunned audience 
in the Salon Indien du Grand Café. 

Now we might know all that from an Avant Card picked up 
in a café but what about a wildly infl uential, game-changing 
movement likes the Nouvelle Vague? Anyone here remember 
that – and why should we?

Well, unlike a bigtime paradigm shift in technology (the 
Talkies, Deep Focus, Super Speed lenses, Steadicam, CGI 
– the list of the last great breakthough seems endless), New 
Wave was a fi lm movement that managed to change the 
way most fi lmmakers, from writers to focus pullers, actually 
thought about story telling, how to raise the money and what 
gear could be used: and also confronted the all powerful 
studios for the fi rst time in many decades.

The French New Wave had emerged from debates carried 
on in the pages of two major journals of fi lm studies (well, just 
about the only ones worth reading) Le Positif and Cahiers du 
Cinema). Unlike so many fi lm theory journals today and most 
are now online, few academics in the equally sparse fi lm 

schools outside France seemed to read them but plenty of 
writers, directors and cinematographers did. In fact the new 
wave, which really began with Jean Luc Godard’s Breathless 
(1959), was very much a cinematographer’s movie.

Moviemakers at once recognized the fi lm for what it was – a 
democratization of the process, (everybody on the crew 
gets to have a say). But, as usual (and it’s still the case) the 
historians and the academics just want to talk about the 
story and the “ideas”, not the work of the crew. But several 
key elements of non studio movie making that every young 
camera operator should know was right there, in spades.

First, because of low budgets, sure, but also because it 
brought the movie closer to the streets, small, fast moving 
crews and lightweight gear developed only a few years 
before and often just before or during in World War Two: 
Arris, Bell and Howells, Beaulieus, Éclairs and Debries. Surely 
there’s an irony here, as whilst fi lm equipment has never 
been lighter and more responsive, fi lm making has never 
been more top heavy.

And of course there are many legends about the actual 
shoot. All true. Wheelchairs as camera dollies? Renowned 
cinematographer Raoul Coutard’s legendary ability in hand 
holding a heavy Caméfl ex 35mm camera in long takes. 
Coutard’s amazing work, predating Garret Brown’s invention 
of Steadicam, can be seen at its amazing best in Jean 
Rouch’s short (Gare du Nord) contribution to the compilation 
fi lm Paris Vu Par (1965). This begins with a handheld single 
shot that traverses many rooms, an elevator, and street, and 
runs for a full twenty minutes!

 WHEN MOVIES TOOK TO THE STREETS
   BY JONATHAN DAWSON
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Instead of an obsession with the perfect shot, lit with a zillion 
candlepower, we saw faster fi lm stocks, wide open apertures 
and audiences were just fi ne with it.

Indeed, on Breathless, Godard used painstakingly hand-
joined and reperforated rolls of very fast Ilford black and 
white still camera stock (HP4). This produced the grainy 
‘naturalistic’ effect that Ken Russell – and later just about 
everyone else – was to borrow for social realist movies. 
Just about everything that looks different about Breathless 
became the signifi ers of alternative, radical, independent fi lm 
almost immediately. Nothing, until Reservoir Dogs (Quentin 
Tarantino, 1990) came along three decades later, ever quite 
shook up fi lm style as much as Breathless did in 1959.

Not that they teach much technical stuff like that in Film 
Schools. Nor do they teach about recording images on fi lm, 
except as a theory! But they should. Cameras and fi lm stock 
were the artist’s brushes and paints of the seventh art!

And the reason for such a down and dirty, low budget, 
reactive, shooting style? To ‘keep it real’ as they say 
nowadays!

And at least as important as writers and directors, at the 
centre of the shoot was a cinematographer who was up for 
anything. These folk were the direct inheritors of the pioneers 
of cinema like Billy Blitzer and, tragically, not much later, of 
scores of war correspondents like Damien Parer shooting 
stories with lightweight handheld cameras at the battlefronts 
of many wars.

Of course, do your homework and you know that fast, 
uncluttered, low-tech shooting had been about for quite a 
while:

Our eyes see very little and very badly – so people dreamed 
up the microscope to let them see invisible phenomena; 
they invented the telescope...now they have perfected the 
cinecamera to penetrate more deeply into the visible world, 
to explore and record visual phenomena so that what is 
happening now, which will have to be taken account of in the 
future, is not forgotten.

—Provisional Instructions to Kino-Eye Groups, Dziga Vertov, 
1926

All this sounds a lot like Lars von Trier’s proscriptions for 
the Dogme fi lm group in the very late years of the twentieth 
century. Just compare Dziga Vertov (above) with this rave 
from the (Dogme) Group Manifesto in 1995:

“The anti-bourgeois cinema itself became bourgeois, 
because the foundations upon which its theories were based 
were the bourgeois perception of art. The auteur concept 
was bourgeois romanticism from the very start and thereby 
... false!

To DOGME 95, cinema is not individual! Today a 
technological storm is raging, the result of which will be the 
ultimate democratisation of the cinema.”

FILM REVIEW /        65

— von Trier and Vinterberg, 1995

The wheel is always being re-invented. Your best insurance 
as a fi lmmaker, is to study and know as much about the 
past of cinema as you can, watch as many movies as there 
are hours in the day and remember; however new any 
breakthrough in moviemaking sounds and in spite of all the 
hype, it’s probably been done before. 

Not better, maybe. But good ideas just keep on keeping on. 
Just like the movies.

L’arrivée d’un train en gare de La Ciotat
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NEW GEAR WHAT’S APP FOR DOP’S

pCAM Film and Digital Calculator

A cinematography calculator with a hi-res graphical interface that is easy to use and helps the user to understand how each 
calculation is applied. Features include Depth of Field, Hyperfocal Distance, Field of View (Image size) with Preview Illustra-
tions & Angle of View, Focal Length Matching, Exposure (compensating changes in Shutter Angle, FPS Speed, Filters, Film 
Speeds, Exposure Time & Light foot-candles or lux), Time Lapse, Scene Illumination, Conversion Calculator  (Length, Dis-
tance, Kelvin/Mired/Decamired, Footcandles/Lux) and a whole lot more . Includes all common professional camera formats. 

Available from the Mac App store for $31.99 

PANASCOUT

Before cameras roll on movie sets around the world, crews scout the locations. PANASCOUT™ simulates the 
cinematographer`s viewpoint from a professional cinema camera. Frame photos in true widescreen 2.40 (Anamorphic), 1.85 
(Super 35mm), 1.78 (16x9 HD) and 1.33 (4x3) aspect ratios with PANAFRAME™. PANASCOUT™ has an ergonomic work-
fl ow that allows fi lmmakers to access the cinematic quality of any location, and record the true metadata behind it. Cap-
ture your image metadata in every shot including; GPS Data, COMPASS HEADING, Date and Time. Toggle on/off FRAME 
LINES, CENTERING CROSSHAIRS, GPS and SUNRISE / SUNSET readout for your present location.  PANASCOUT™ 
allows you to upload directly or Email to your colleagues or store and catalogue your work in an Album & Roll hierarchy. Add 
voice notes, written notes or reference video. 

The world of PANAVISION is at your fi ngertips when you hit the hotbutton. Find the closest PANAVISION anywhere in the 
world. Get the gear the pros wear at the PANASTORE. Review our complete PANAVISION technical documentation in the 
REFERENCE LIBRARY. 

Visit our online screening room in the MEDIA CENTER or surf our main site at www.panavision.com. 

Available from the Mac App store for $10.49 
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Toland ASC Digital Assistant

For more than 70 years, the American Cinematographer Manual has been the key technical resource for cinematographers 
around the world. Chemical Wedding has partnered with the American Society of Cinematographers  to produce Toland 
ASC Digital Assistant. Toland is an app that provides solutions to the technical concerns of cinematography in a unique 
multi-tasking interface. Combining a calculator and logging interface, it is designed to work with you through the process 
of cinematography. Rather than having to enter specifi c data to answer specifi c questions, Toland is designed to track your 
photographic choices as you make them. As you change the camera speed, you will instantly get feedback on how this 
affects running time and exposure; when you change lenses, you will see Depth of Field and Field of View updates in real 
time. Toland then allows you to log all this information to build comprehensive camera reports. Named in honour of ASC 
cinematographer Gregg Toland, whose cinematography in Citizen Kane has inspired fi lmmakers the world over. 

Available from the Mac App store for $41.99 

Lighting Designer

Lighting Designer is a quick and intuitive way to create 
lighting plots for fi lm, theater, and television. The wide 
selection of equipment and simple yet powerful interface 
makes it easier than ever to illustrate and communicate 
your lighting setups, even when you’re away from your 
computer.
Features include: Organize by Shows and Plots, 150 
different types of lights, grip equipment, and objects like 
actors and cameras, customize each light with a unique 
nickname and set of notes, lights can target other objects, 
and be rigged onto speed rail. Once designed you can 
email your plots to the crew, with equipment and crew lists

Available from the Mac App store for $25.99 

3D ST

3D ST is a pocket calculator for the cinematographer. In 
the STEREO calculator the user is able to calculate values 
for interocular, focal length, convergence angle, conver-
gence plane as well as the Near and Far range values for 
any given setup. You can toggle between convergence 
and parallel shooting modes. Also included is a Parallax 
page, which details an outline of your image for post-
production, and projection helping you to cater your 3D 
images better for audience viewing.

Available from the Mac App store for $41.99 
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SHORT FILMS
CINEMATOGRAPHERS STATE ROUND-UP 
BY NICOLA DALEY

SAM’S GOLD     DOP JEREMY ROUSE (NSW)

The nine-year-old lead: Tristian Maxell. 
(from the fi lm - PHOTO Jeremy Rouse)

Sam’s Gold is a 12 minute fi lm directed by Julietta Boscolo 
and produced by Matt Reeder.  During a diffi cult journey to 
school, nine-year-old Sam discovers he has something that’s 
worth fi ghting for. This is a fi lm about how precious stories re-
ally are. The fi lm was shot by Jeremy Rouse on the Arri Alexa 
and was lit using mainly natural light. Sam’s Gold received a 
grant through Screen NSW’s Emerging Filmmakers Fund. On 
day two of the shoot Jeremy and the team faced a dilemma: 
their nine-year-old lead Tristan Maxwell was required by law 
to take regular breaks but the schedule was too tight and his 
character appeared in every scene. Their hands were tied but 
they had to keep shooting in order to get the fi lm in the can. 
Then the trusty boom swinger, Bede Corbin stepped in and 
saved the day. He was the perfect body double for Tristan. 
He didn’t complain as he lay on the ground and even allowed 
himself to be roughed up by two teenage bullies. 

BINO     DOP ARI WAGNER (VIC)

BINO tells the story of a thrill seeking 
albino boy’s journey towards an unlikely 
friendship. A Victorian College of the 
Arts fi lm, produced by Rita Walsh, BINO 
premiered earlier this year at the Berlin 
International Film Festival, winning two 
prizes: Best Short Film by the Interna-
tional Jury and Special Mention by the 
Children’s Jury.

Both from a stills photography back-
ground, director Billie Pleffer and 

cinematographer Ari Wegner worked 
closely in pre-production to develop a 
visual style and photographic language 
that would best tell this tale of a boy 
who is torn between his natural impulse 
for isolation and his desire for friend-
ship. There is no dialogue in the fi lm, 
which placed a greater emphasis on 
creating a visual journey, and a compel-
ling cinematic portrait. Wide, bold and 
almost graphic compositions early in the 

fi lm, contrast with a softer, closer cam-
era style as the fi lm progresses. Some 
strong lighting and colour choices were 
also made to heighten the more surreal 
moments, helping to create a world that 
is ever so slightly strange.

BINO was shot Super 16 on Kodak 
500T (7219), 250D (7207) and 50D 
(7201) and with camera gear generously 
supplied by Cameraquip in Melbourne.
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PIERCING SILENCE     DOP ROB HARRISON (TAS)

Three women overcome self-judgment and stigma to share their profoundly personal stories of abortion. 

A carefree teenager and a hard-working woman discover the same news; they’re pregnant. One feels horrifi ed, the other exhila-
rated. Both choose abortion. 

Divulging private thoughts, they reveal hidden internal turmoil. One feels punished for her carelessness, but unwilling to relin-
quish her youth, the other unprepared for her urge to protect what’s within her, yet forced to make a decision. 

Many women experience abortion, but silence surrounds it. Although willing to share their stories, they won’t risk the personal 
costs of being identifi ed. A third woman show’s her face, and with it a new perspective on the subtle stigma, and diffi cult truth of 
abortion. 
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WHAT LIES AHEAD     DOP MILES ROWLAND (SA)

The party scene from What Lies Ahead.

In May 2012, Miles Rowland collaborated 
with director Ashlee Page to shoot a short 
fi lm for the South Australian Legal Services 
Commission. ‘What Lies Ahead’ takes place 
at a high school house party, where some 
sinister events occur. The aim of the short 
fi lm was to illustrate the legal boundaries 
of consensual sex and assault to young 
audiences. Miles and Ashlee designed the 
visual journey of the fi lm to evolve from a 
natural looking party, to a descent into dark-
ness as the night degenerates. Miles utilized 
numerous strobing sources, practical light 
sources in shot, fairy lights and splashes of 
colour on the fl oors. Miles also ‘drove’ the 
Manfrotto Fig Rig for the hand held look he 
and Ashlee wanted for the fi lm.



BEETLEFEEDERS     DOP JASON HARGREAVES (QLD)

The darkness encroaches

Jason recently spent 5 days peeling 
off ticks and leeches whilst climbing 
through a beautiful rainforest in South 
East Queensland; all part of photo-
graphing a short fi lm Beetlefeeders for 
Director Priscilla Cameron. After the 
loss of his mother, 13-year-old Alby 
seeks refuge from his volatile father in 
a world of erotic insect fantasies. One 
day while hunting for the elusive Ulysses 
butterfl y, he discovers a dead body in 
a shallow grave. Enchanted with the 
corpse’s androgynous beauty, a tender 

encounter brings him closer to the truth. 
Jason employed the RED Epic and a 
set of Red Pro Primes T1.8, at 5K and 
7:1 compression, with a 2.40:1 screen 
ratio. The subject matter of the fi lm was 
somewhat dark, so Jason and Priscilla 
chose to push the lighting in a direc-
tion that was not oppressive, but had 
more of an ‘enchanted’ and magical 
atmosphere. The majority of the fi lm 
was shot on location in a house and a 
rainforest. Anyone that knows the sea-
sonal weather patterns north of Byron 

will know that shooting in a rainforest in 
November presents its issues! The crew 
got rained out at least twice, and the 
incredibly hard working Grips and Gaf-
fers dragged 3 phase and megadecks 
in pouring tropical rain! Jason says “the 
fi lm was such a creative pleasure to 
work on, it really was, despite these fac-
tors, and it’s not often a project comes 
along where we are, as DOPS, encour-
aged to keep things on the very lower 
end of the histogram, so to speak!”
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JELLY WRESTLER     DOP TOM WAUGH & LEUKE MARRIOT (TAS)

The Jelly Wrestler is shot by young up 
and coming cinematographers Tom 
Waugh and Leuke Marriot and is the 
story of Eileen, an aging washed up 

jelly wrestler as she tries to regain some 
of her former glory, pride and slippery 
moves whilst taking on the young guns 
in the jelly pool. But Eileen is harbouring 

a macabre secret, more shocking than 
her electric pink bikini, which threatens 
to bring her down for the count for 
good.  Director Rebecca Thomson.
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Kanowna is a period piece set in 1902 in Western Australia and was shot by Devris Hasan using the Red One camera. The fi lm 
is based in the Goldfi elds and centres around a lawman, who has committed the unforgivable act of fathering a child to a Japa-
nese prostitute. The fi lm is based on a true story.  Devris chose the RED One camera to visually achieve the real life raw grit and 
beauty of life in outback Australia at the turn of the century. This is his second collaboration with Writer/Director Chris Richard 
Scully and was produced by Michael Facey from Archangel Pictures.

KANOWNA     DOP DEVRIS HASAN (WA)



Maybe I’ve lived a sheltered life, but I’ve never seen a 
reporter with a ‘Press’ card in his hatband, a kid with a 
dunces cap on his head, a wife chasing her husband with 
a rolling pin (although my wife has come close), a person 
drinking alcohol from a jug marked XXX, or a goat eating a 
tin can. 

Welcome to the world of clichés. A cliché (from the French 
word, stereotype) is a phrase, expression, or even visual 
image that has been overused to the point of losing its 
freshness or effectiveness. It can apply to almost any 
situation, subject, character or objects (there is probably a 
close link between cliché and kitsch)!

“It was a dark and stormy night” as an opening to a story, is 
one of the most recognisable clichés in English, along with 
the classic ending, “and they all lived happily ever after.” 
Or how about the stereotypical pirate with his peg-leg, 
eye-patch, hook for a hand, and a parrot on his shoulder, 
searching for buried treasure using a map with an “X” 
marking the spot. Yep, another cliché. One of the reasons 
it’s best to avoid these little beasties, is that they are not very 
original and are generally quite predictable. I imagine the fi rst 
eye-patched, hook-handed, peg-legged pirate would have 
been okay – but all the others that follow take the fast train to 
Cliché-world.

While some clichés are often the fault of a weak script, 
others can creep in during fi lming. The action hero leaping 
away from an explosion in slow motion springs to mind. 
Thrillers offer a whole range of classic clichés – the stalker’s 
point-of-view shot; the black cat suddenly springing out; or a 
close up of a gloved hand on the doorknob. 

Every sports movie that ends with a last-minute, game-
saving home run (touchdown, free throw, or penalty kick) 
will also include a shot where the winning team lifts the 
main character up on their shoulders. The only question is 
whether the shot then goes into slow motion, freeze-frame, 
monochrome or maybe all three.

American fi lm critic Roger Ebert has compiled a list of movie 
clichés sent to him by the eagle-eyed public. It makes for 
some quite sobering reading. I’ll just borrow a few from his 
collection (and then quickly rewrite every fi lm script I’ve ever 
written).

• In any cop movie made since the mid-’70s, the bad 
guys smoke, while the good guy is trying to quit.

• Whenever a beautiful classic car—usually the prized 
possession of an unsympathetic father—is introduced 
at the beginning of a fi lm, that car will be wrecked by 
the end of it (Risky Business, Ferris Bueller’s Day Off, 
etc.)

• The scene in a movie where one character, almost 
always a male character, tells another character, almost 
always a woman, “Now, you just wait right here in the 
car. Whatever you do, DO NOT follow me into that 
warehouse.” Inevitably, the silly and helpless woman 
goes into the warehouse, is captured by the villain and 
rescued by the hero.

Let me add a few more. 

• A passionate kiss is the inevitable conclusion to any 
scene in which hero and heroine a) take cover from 
gunfi re, b) have driven side-by-side into a ditch, c) 
escape an exploding, burning or sinking object … and 
then fi nd themselves in each other’s arms, usually for 
the fi rst time (please see just about every James Bond 
movie ever made). 

• In any movie comedy involving a wedding, the cake will 
be destroyed.

• Computer malfunctions are generally accompanied 
by smoke, fl ames, showers of pyrotechnic sparks, 
frenzied fl ashing lights, and wildly spinning tape drives 
spewing tape into the air.

• In horror movies, whenever the killer is killed, he is 
never dead (also, please see just about every James 
Bond movie ever made).

• When the male and female characters in a trashy 
action movie go to hell and back, only the woman’s 
clothing begins to disintegrate.

• No hero is ever cut by glass while leaping through 
windows (please see every James Bond movie except 
those starring Daniel Craig as Bond).

• In any situation where the hero is alone, surrounded by 
dozens of bad guys, they will always obligingly attack 
one at a time (see any Schwarzenegger movie).

..oOo..

So what do we do if we fi nd a dreaded cliché lurking in our 
work? One solution is to change something about it … why 
not write the exact opposite. For example, instead of the frail 
and refl ective poet with glasses, why not have a brawny, rich, 
Rugby playing poet … far more interesting. Another idea is to 
indicate to the audience that you are aware of the cliché. So 
if you really have to use the lines “Follow that car”, or “Make 
that a double,” the character’s next line should be, “I’ve 
always wanted to say that.” 
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“PLAY IT AGAIN SAM”
A CLICHE IN 5 SCENES
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Now, here’s my outline for a great new cliché free movie.

PLAY IT AGAIN, SAM

SCENE 1

It was a dark and stormy night. We open on a sleazy bar 
downtown. Sam Malone walks in. It’s quiet … too quiet. Sam 
is a brooding loner, ex-cop. He is recently divorced, but still 
has contact with the ex-wife. His partner was killed by Three-
Fingered Pete, three days before Sam was supposed to 
retire. Sam can go without food or sleep, with no measurable 
drop in physical or mental faculties, for at least 72 hours. 
He can pick locks with credit cards or a paper clip, and can 
open any safe in a few minutes with a stethoscope or some 
high-tech equipment with lots of blinking lights. 

SCENE 2

Sam walks into the bar. He orders a whiskey, drinks it in one 
gulp, winces briefl y, fl ashes his clenched teeth, then slams 
the glass down on the bar. The bartender brings the whole 
bottle and places it next to Sam. Another patron makes a 
comment about his late partner and a fi ght breaks out. In 
fact, a fi ght will break out every time Sam enters a bar. The 
likelihood of violence increases if country music is playing in 
the background. 

SCENE 3

Dissolve from the full bottle of Whiskey to an empty bottle. 
Sam is blind drunk. His attractive ex-wife runs into the bar, 
followed by a few of his ex-cop, ex-buddies. They’ve found 
an un-detonated bomb and only he can defuse it. They 
suspect Three-Fingered Pete is the criminal mastermind 
behind the bomb. A cup of strong black coffee followed by a 
few slaps in the face, and Sam is perfectly sober. 

SCENE 4

Cut to the bomb. Just as Sam begins to defuse it, an unruly 
mob of Pete’s henchmen arrive. A fi ght breaks out. Sam 
and the henchmen repeatedly bash each other in the face 
with metal bars, and Sam ends up with no more than a 
small trickle of blood on corner of his mouth. He wipes the 
blood away with the back of his hand, looks at it, and then 
refuses the assistance of friends or medical personnel. And 
even though he’s survived all of this without so much as a 
whimper, he winces when his ex-wife attempts to clean the 
cut on his mouth. 

SCENE 5

With the bomb’s digital readout counting down the last 
seconds, Sam (sweating profusely) clips one of the many 
multi-coloured wires located near the fl ashing lights, and 
defuses the bomb. 

He realises he can never bring back his partner, and that he 
still loves his ex-wife, and as Three-Fingered Pete is driven off 
in the back of a beaten up squad car, the sun sinks slowly in 
the west, and they all live happily ever after (except for Pete, 
of course).

The End

See how easy it is to avoid those nasty clichés?
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FUNNY STORIES
I was directing and shooting a TVC for a bank and 
the idea revolved around a lead character, the Loan 
Arranger… get it, how clever are some writers. 
Somehow we’d managed to muster a cast of very 
swarthy, Cherokee looking actors and the village setting 
looked 100% authentic. We had a very frosty pre-dawn 
call to get the wide master shot of an Indian village in 
warm golden light, with backlit smoke rising from the 
open fi res. Then the Loan Arranger was to ride in on 
his white horse and offer these poor disadvantaged 
people a good deal on home fi nance. We were off and 
rolling… people and tee pees literally glowed in the mist 
shrouding the village. ‘Cut! Cut! Cut!’ I had noticed an 
very old squaw was wearing those very thick, brown 
half stockings that old ladies in western society wear to 
keep their tootsies warm, but this old squaw was tiny 
and rake thin, so hers had spiralled down her little stick 
legs and concertinaed around her ankles in a quilty pile. 
I asked my fi rst AD to quietly take her aside and gently 
suggest she take them off, as indian squaws didn’t have 
the comfort and luxury of warm stockings back when 
the bison roamed free. I went off to make a cuppa and 
even before the tea had drawn, he was back, grinning 
sheepishly. ‘What are you so smug about?’ I asked. 
He milked it… a long, long silence then... ‘She wasn’t 
wearing any stockings Dick!!!!’ 

Who’d want a real job when you could be in this 
business. Dick Marks.  

I was surveying for a location in Perth a few years ago, 
looking for a cute, working class home exterior. I spotted 
the defi nitive cutie, complete with little old lady (very 
little and very old) in straw hat, swamped by tall roses, 
dahlias and butterfl ies. Perfect. I gently asked the old 
lady if she would allow us to shoot our exteriors in front 
of her house. Sensing her hesitancy to agree, I told her 
that there would be a fee involved. She asked ‘How 
Much?’ Pretty brutal, I thought, coming from a little old 
lady in a straw hat, swamped by tall roses, dahlias and 
butterfl ies. I felt I had to up the ante, as I was desperate 
to get the location, so I told her the location fee was 
$750.00. She went into deep thought, then looked up 
at me with innocent, rheumy eyes and said ‘OK, I think 
I can afford that’. Don’t you love little old ladies in straw 
hats, swamped by...?’  Dick Marks.

A good friend of mine and well known grip, who shall 
remain nameless, arrived home from the hospital where 
his wife had just given birth to their second son. The 
discussion with his fi rst born son, who was about 6, 
went something like this.

“Hey mate, great news, you’ve got a baby brother.” 

“Uh uh.” 

“And guess what?”

“What?”

“He’s a red head.”

“Cool. someone to drive the getaway car!”   Dick Marks.
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TAX TIP
Small Business: Instant 
write off and simplified 
depreciation

The government has announced instant 
asset write-off and simplified 
depreciation changes for small business.
 The changes will enable small 
businesses to write-off all depreciable 
assets where the taxable purpose 
proportion is less than $6,500 in the 
income year in which they start to use 
the asset, or have it installed ready for 
use.
 It also allows for most other assets to 
be depreciated in a single pool at a 30% 
rate. The change applies from the 
2012–13 income year.

Assets Costing $300 or 
Less for Employees & 
Rented Properties

An immediate deduction is available for 
assets costing $300 or less that are used 
for the purpose of providing assessable 
income by employee taxpayers and for 
assets acquired for rental properties.

Self-Education Expenses

Self-education includes courses 
undertaken at an educational institution 
(whether leading to a formal qualification 
or not), attendance at work-related 
seminars or conferences, self-paced 
learning and study tours (overseas or 
within Australia).
 In general terms, it is necessary to 
satisfy any of the following tests to be 
entitled to a tax deduction:

• The expense has a relevant 
connection to the taxpayer’s current 
income earning activities 

• The self-education program being 
undertaken enables the taxpayer to 
maintain or improve the skills or 
knowledge necessary to carry out his/
her income earning activities

• The self-education leads to, or is likely 
to lead to, an increase in the 
taxpayer’s income from his/her 
current income earning activities in 
the future.

Expenses which are tax-deductible 
include:

• Course or tuition (including student 
union) fees;

• Textbooks, professional or trade 
journals, technical instruments and 
clerical expenses;

• Depreciation on professional libraries, 
desks, computers and filing cabinets, 
etc;

• Fares, accommodation and meals 

incurred on study tours, work-related 
seminars or conferences away from 
the taxpayer’s home;

• Interest on money borrowed to pay 
the above expenses or purchase plant 
or equipment on which depreciation is 
allowable; and

• Travel costs (including motor vehicle 
and fares).

Work Related Clothing

Claims for work-related clothing (and the 
cleaning and maintenance thereof) are 
tax deductible provided the clothing is 
used specifically to earn the person’s 
assessable income. 
 A claim is allowable for the cost of 
buying, renting or replacing clothing, 
uniforms and footwear if the clothing is:

• Protective in nature, or
• Occupation specific (and is not 

conventional clothing), or
• A compulsory uniform, or
• A non-compulsory uniform or 

wardrobe that has been entered on 
the Register of Approval of 
Occupational Clothing of the 
Department of Industry, Science  
and Tourism.

Home Office Expenses

Claims for expenditure relating to a 
home office can be made if a taxpayer is 
able to demonstrate that part of the 
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If you would like further information on any of these matters raised 
in this newsletter, please contact Ranald Duhig or David Clark on 
Telephone 3862 1361

The information contained in this 
newsletter is for informational purposes 
only. It is not intended to take the place 
of financial and accounting advice and 
should not be relied on when making 
business or personal decisions

The first consultation with new clients is FREE – please  
call for an appointment to take advantage of this offer

home is used for income producing and 
has the character of a place of business 
(eg film studio attached to the house), or 
is used in connection with income 
earning activities, but is not a place of 
business (eg employee working part-
time from home).
 Where the house is used as a place of 
business, taxpayers may claim 
“occupancy” expenses which include:
• rent;
• interest;
• rates;
• repairs and maintenance;
• insurance; and
• running expenses

In most cases, the claim can be made as 
an apportionment of total expenses 
incurred on a floor area. Taxpayers may 
use any other method to calculate 
occupancy expense claims provided that 
method can be justified.
 WARNING: Being able to claim 
expenses when it is a place of 
business may affect a person’s ‘main 
residence exemption’ for capital gains 
tax purposes.
 Where the home office expenses are 
incurred by an employee (i.e. not 
carrying on a business), the claim is 
restricted to “running expenses” which 
include electricity, gas and depreciation 
on office furniture (eg. desks, tables, 
chairs, cabinets and shelves and 
professional library) in the amount of:
• the actual expenses incurred, or
• 34 cents per hour.

Claiming ‘running expenses’ does not 
affect the ‘main residence exemption’. 

Travelling on Business

Claims for meals and accommodation 
expenses are allowed for employees, 
self-employed persons and partners in a 
partnership provided they are incurred 
whilst travelling in the course of 
business (eg. a film crew’s meals taken 
in a restaurant while travelling overnight 
on business).
 If an employee dines with a client, the 
employee’s cost is deductible to the 
employer. The cost of the client’s meal is 
not deductible.
 For a full analysis of ‘travel allowances’ 
see the Autumn edition of ‘Film Facts’.

Superannuation for 
Employers

Under the superannuation guarantee law 
you must pay super contributions for 
your eligible employees, at a minimum 
rate of 9% of their ordinary time 
earnings,
 Generally, you have to pay super for an 
employee if they’re between 18 and 69 
years old (inclusive) and you pay them 
$450 or more (before tax) in salary or 
wages in a month. It doesn’t matter 
whether the employee is full time, part 
time or casual. Employees who are 
under 18 years old must meet these 
conditions and work at least 30 hours 
per week to be entitled to the super 
guarantee.
 You also have to pay super for 
contractors if the contract is wholly or 

principally for their labour, and for 
employees who are temporary residents 
of Australia.
 If you’re a sole trader or partner in 
partnership you don’t have to pay super 
for yourself, but you can make super 
contributions as a way of saving for your 
retirement.
 You must pay contributions into a 
complying super fund or retirement 
savings account (RSA) and pass on your 
employee’s tax file number (TFN) to their 
super fund where you are required to do 
so. Your eligible employees may be 
entitled to choose their super fund – if 
so, you must provide them with a form 
enabling them to make their choice.
 The minimum super you must pay is 
9% of each employee’s ‘ordinary time 
earnings’ – basically, 9% of the amount 
they earn for their ordinary hours of 
work. You can generally claim a tax 
deduction for super contributions.
 You have to make payments at least 
four times a year. The cut-off dates are 
28 days after the end of each quarter.

Please note from 1 July 2013:

• the super guarantee charge 
percentage of 9% will increase 
incrementally each year until 1 July 
2019 when it remains at 12%;

• the age threshold of 69 years will be 
removed so that employees over 70 
are covered.

Please note — we acknowledge that part of the information in  
this newsletter was derived from Taxpayers Australia 2011 & 
2012 Tax Summary.



EMIL NOVÁK HSC
Emil Novák, director and cinematographer, is a full member 
of the Australian Cinematographers Society and a credited 
member of the Hungarian Society of Cinematographers 
(HSC). At the ACS National Awards in 1992, he won a 
Golden Tripod Award in the Music Clip category and a 
Certifi cate of Merit in the Experimental category. 

He graduated from the Hungarian Theatre and Film Academy 
in 1983 and in 1991 he received his BA in cinematographer 
at AFTRS in Sydney. Whilst in Sydney, he predominantly shot 
commercials, but joined up with Director Gregory Read for a 
documentary titled Spirit of the Festival.

In 2000, Béla Tarr, the acclaimed Hungarian Director famous 
for his long, uninterrupted takes and tracking shots, invited 
Emil back to Hungary to shoot Werckmeister Harmonies. 
The fi lm was awarded numerous prizes internationally and 
accolades at Berlinale, the Berlin International Film Festival 
and it was also nominated for the Chicago Film Critics 
Association Award. 

Emil then became the artistic director and cinematographer 
on Sacra Corona, the Hungarian historical feature fi lm for the 
millennium. The fi lm played to over 600,000 theatre patrons 
and  a TV audience of millions. He then entered the digital 
domain with the television series Sobri, the Penny Film, 
which he also directed. The six by one hour episodes were 
blown-up from the digital format for theatrical distribution.

 In 2004 Novák founded the Golden Eye Festival for the 

Hungarian Society of Cinematographers.   Not one to rest 
on his laurels and seeking ways to further the art of movie 
making, in 2006 he founded the Film Crew School, the fi rst 
training institution for fi lm professionals in Hungary. Emil 
involves them in the making of his fi lms.

His next project held a very special signifi cance for him. 
On his return to Hungary, Emil had to care for his aging 
mother and in 2011 he drew on this experience to create 
the monodrama The Time of Getting Old, a TV movie about 
aging as a part of life. He was also inspired by the diary 
of  Hungarian writer Alaine Polcz and after meeting her, 
he started to work on the screenplay.  He directed and 
produced it and was never in any doubt who should be cast 
as the lead. Actress Mari Törcsik, a cult fi gure in Hungary 
and awarded for her life’s work at Cannes, fi tted the role 
perfectly, as she had just recently woken up from a coma. 
An entire country worried and prayed for her recovery and 
once she gained her strength back, threw herself heart and 
soul into Emil’s project.  Törcsik admitted that, in the past, 
she had often taken on too many tasks, but now she would 
only work with people she liked. She added; ‘No matter how 
good actor one might be, one can only create something 
really special with an excellent director and Emil Novák is 
certainly one of them’.

The fi lm was shot in 6 days with a tiny budget of 
$100,000.00. Its introductory sequence was shot in a 
salt mine in Transylvania and the interiors in a studio. Not 
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Time of Old Age - Emil Novák on 
location in Turda Salt Mine. Cool be-

came Emil. PHOTO Béla Pesics.



wishing to interrupt the 
contemplative mood 
and to save time, Novák 
kept camera position 
changes to a minimum. 
Thirty minutes of screen 
time was shot in the fi lm’s 
major set, the writer’s fl at. 
He employed continuous 
camera movements to 
depict the slow passage 
of the seemingly endless 
time, typically part of an 
old person’s everyday life. 
Novák aimed for simplicity. 
He did not intend to overcut 
the fi lm and wanted to avoid 
exaggerated, nostalgic 
music. He focused on 
performance, as in this 
case, not only was he making a fi lm about a woman going 
thorough the aging process, Hungary’s greatest living 
actress was herself aging in front of the camera. This created 
an even bigger impact.   He used the techno crane for 
the complicated studio camera movements. During long 
10-15-minute takes, he used a little camera on a remote 
head to get in as close as possible to Mari without casting 
camera shadows. He had the set cleverly constructed so the 
techno crane could dolly from room to room, with, behind 
or in front of the actress. Lighting was kept soft and simple. 
Emil shot on both the Sony F3 and RED Epic. The fi lm 

received great reviews from the critics, and  audiences loved 
it. “The Time of Getting Old is a fi lm of silence. Its images and 
Mari Törcsik’s acting are forever imprinted in the memory of 
the viewers.” f

 EMIL NOVAK /        77

Time of Old Age - DOP Emil Novák, actress: Mari Töröcsik. PHOTO Béla Pesics.

The Last Report on Anna - Director: Márta Mészáros, DOP Emil Novák, 
actress: Enikö Eszenyi, actor: Errör Fekete.



Murder and a game of chess... anyone? PHOTO Kristy Reynolds.



Disgraced ex-police detective Nick Mathers must outplay a 
serial killer over a game of chess, to save his daughter’s life 
and restore his reputation. 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.

It’s the morning of January 18, 2012, day three of shooting, 
and we’re already one and a half hours behind schedule. 
Production design was fi nishing the rope tie lines holding up 
a 3m x 2m yellow cloth that held a rear projected image of 
a gigantic chess board, on which seven pieces are named. 
These named characters have just had their make-up 
completed and are excitedly fi ling down the stone steps. For 
most of them, it’s their fi rst day of shooting on JD Cohen’s 
Final Move.

We’re underground at Sydney College of Arts in Rozelle, in 
the same location where Gabriel was shot many years earlier 
and where I shot my second feature, The 7th Hunt, which 
recently got its UK DVD/VOD release.

Flash back a month earlier; the director and I are discussing 
the schedule:

Jon: “Two hours will be enough for you to light the dungeons, 
right? We have plenty of crew in your department, as well as 
extra make-up people. With that many people around, we’ll 
manage in 2 hours. I actually think it’s do-able in 1.5 hours, 
but I know you’d scream at me if I tried”.

Chris: “I’ll need 3 hours mate. Would love more, but I know 
even getting it done in 3 hours will be tough”

Jon: “It’s impossible – we have so much to shoot... Okay, 3 
hours, but we’ll be under the pump all day. Let’s tell everyone 
2 hours but not schedule our fi rst shot for 3 hours after call 
time”.

Lighting, production design and make-up took 4.5 hours. 
But it was worth it.

The lighting of this fi lm was mainly done with practicals, 
which gave us a raw visual feel, but most importantly allowed 
us to see the entire world in which the characters exist. 
Being able to shoot 360 degrees and not be boxed in with 
either camera or actor position was essential. We brought 
in an additional light or bounce board where needed, but 
keeping a natural look and being able to shoot extreme 
wides was core to the visual style Jon and I envisioned.

Indie fi lm making is about having the right attitude and 
approach, and this goes across all aspects – pre-production, 
working with the equipment you can afford, managing your 

unpaid crew and especially managing yourself. 

This production came about from the money Jon and I had 
saved over the years by renting out cine gear, (hence our 
name CineGear Productions), $’s we hadn’t gone straight 
out and spent on more gear. We were deciding between 

DOP Chris McHardy

“Indie fi lm making is about having 

the right attitude and approach, 

and this goes across all aspects - 

pre-production, working with the 

equipment you can afford, 

managing your unpaid crew and 

especially managing yourself”.
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DOP Chris McHardy in classic cinematographer pose. 
Searching for answers from above, maybe? 
PHOTO Steve Willems.



shooting a trailer to pitch a larger project Jon had been 
developing or go all out on a feature length fi lm. The key 
to deciding on undertaking the feature was being able to 
produce an original project that we could sink our teeth into 
and also had promising saleability, meaning that all the hard 
work by our cast and crew would be rewarded... hopefully!

We followed this model before in 2007 with The 7th Hunt, 
achieving DVD distribution in the USA and UK. From the 
feedback we received, we knew we had to spend more 
time on the script. It’s a common mistake for fi lmmakers 
to rush into a project not having thought through the story, 
scheduling, budget, edit 
pathways or even a realistic 
completion date prior to 
shooting the fi rst frame.

Jon was very open to ideas 
and suggestions during the 
writing stage, so it was great 
that I could encourage him 
to push the boundaries on 
the logistics in order to maximise our shooting on the more 
exotic locations.  Jon also put the script through several 
rounds of “Script Shark”, giving his script to people who 
didn’t know him personally and who were honest with their 
feedback. The shooting script was around the 8th draft and 
took about a year to complete.

Now that I’d increased location costs and also persuasively 
suggested we extend the shoot from 4 to 5 weeks, giving 
us both more time to work on our respective craft, I needed 
to keep costs down from my end. How I structured my 
department and what camera I chose to shoot on were 
critical decisions.

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 enough 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 pay, 
the camera you shoot on is important to crew, (and actors 
for that matter), as this choice sets perceived expectations of 
what the fi lmmakers can realistically achieve.

The RED was outside our shoot budget, requiring cine 
lenses, focus pullers and technicians and a high post-
production budget due to its capture format. This is where 

the Sony F3 fi ts into the market 
– Super35 visuals backed 
by Sony manufacturing. We 
coupled this camera body with 
a nanoFlash recorder to give us 
more grunt in the image in post, 
a manageable 2GB per minute 
for rushes and Canon EF glass 
on the front.

For what you pay, the Canon lenses are terrifi c and can 
be shot wide open without perceivable edge softness. By 
the time of publication there may be an electronic mount 
available for the F3, but at the time we shot it was such a 
fi ddle to change the iris, I embraced shooting wide open. I 
had three zooms, all holding f2.8 (Tokina 11-16, Canon 24-
70 and 70-200), plus two primes (Canon 24mm f1.4 and 
50mm f1.4). For the dungeon scenes I described earlier 
I used primes extensively, shooting f1.4 @ ISO 1600 and 
f2.8 @ ISO 3200 on the wide angle zoom. Throughout the 
shoot, during scenes when trimming the lighting was not 
possible, I needed to notch the ISO, due to predominance 
of practicals and not forgetting that changing lens iris 
was time consuming. This goes against cinematography 

“When there isn’t upfront pay, the 

camera you shoot on is important to 

crew, as this choice sets perceived 

expectations of what the fi lm-

makers can realistically achieve”.
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Nick (Richard Carwin) investigates the death of Anijini (Pinky Billon), confi dent he can catch the killer. 
PHOTO Kristy Reynolds.
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Lisa (Chelsea Giles) battered and emotionally drained after her futile escape attempts. 
PHOTO Kristy Reynolds.



fundamentals, but you know what? On a system like the F3 
where grain structure holds so consistently across ISO 800-
3200, you go with it. Depending on the scene, shooting at 
either f1.4 or f2.8 worked for the story and I knew I didn’t 
need to re-light when switching focal lengths. This was 
imperative, given the pace we had to shoot at.

The decision to operate and focus pull was made in part 
due to cost and I had the balls to take on the challenge. I 
wouldn’t be so naive to think I could do this on cine lenses, 
but Canon EF glass suits an operator, given the focus range 
of movement. Plus lens focus markings aren’t accurate or 
particular readable for that matter, so these lenses are a 
focus puller’s nightmare. Behind a high quality “viewfi nder” (I 
use the Marshall LCD50 monitor) and an ENG-lens like range 
of movement, I welcomed the challenge. There were times I 
rotated the O’Connor O-grip handlebars upright and pulled 
focus with my thumb. There were times of course when my 
1st AC, Kent Marcus drove the focus wheel as we moved on 
a dolly and he even operated the camera from time to time 
– it’s handy having a 6 ft 4 inch camera assistant when you 
want to shoot eye level with one of your leading men! He did 
a great job, keeping the camera department running at full 
pace, so it was very rare that we slowed down production. 
Haydn Yates ran data and slate, streamlined by our multiple 
laptop setup. These guys, as well as my lighting team, went 
above and beyond on this production, namely holding a 
tarp over our laneway set as the rain poured in. After each 
take they’d dump some water before holding out for the 
next one. Water from a busted water pipe fl owed between 
our feet and we just fi nished shooting the scene before our 
actress (playing dead), was washed away from the police 
investigating the scene. Thank you Kent, Michael Raso, Sean 

Lander and Adam Dunn.

Bede Corbin, my gaffer, worked tirelessly and trained his 
team to respond quickly to my requests. He was always 
there looking after everyone in my department, making him 
a vital asset to the production and Enrico Valfre, thank you 
again for looking after the HMI in the rain... as we shot inside! 

Communication and checking in with my team is very 
important to me, including overseeing equipment pack down 
and data management. It’s not that I don’t trust them, but I 
believe in sharing the responsibility and making sure we’re 
accountable to each other. Always best to double check. As 
a result we had no problems with the footage, streamlining 
the editor’s job. Three weeks after we wrapped production 
we were sitting on a second cut of the whole fi lm, running at 
reasonably tight 117 minutes.

Some people have said when they observe the way I work, 
I often seem demanding; wanting to know a lot about the 
story, or a character’s motivation at any particular moment. 
I don’t want to be a director, (once, on a university project, 
was enough for me), but I like to know as much as I can 
about the characters and the scene, so I can offer the lens 
and camera movement to best support the mood at that 
moment in the fi lm. Everyone has their way of working and 
asking questions of the director and as long as it’s done in 
the correct way, can lead to better ideas and a better fi lm. 
Just remembering details discussed in pre-production can 
ultimately produce positive results.

Combine this with camera operating and focus pulling and 
it’s easy to tire out, get snappy and become diffi cult to work 
with. I went into the last feature with the wrong attitude, 
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leaving it exhausted and drained. I pushed myself hard and 
wanted everyone around me to work just as hard. If they 
didn’t, I was upset and disappointed, making me more 
frustrated and this got in the way of lighting and shooting 
well. So driven by a result, I became what was pushed onto 
me when I was camera assisting.

In 2005 I worked on a production which almost broke me, 
bringing me close to never working in the industry again. 
I managed to rise against those feelings, essentially of 
inadequacy, to earn the respect of the cinematographer 
I was assisting. I wasn’t fast enough, I made mistakes, I 
was learning – but this was not 
a ‘learning opportunity’, as he 
phrased it, but a real job where a 
result had to be delivered... and I 
wasn’t delivering! 

These experiences shape the 
very way you perceive future 
jobs should be done and 
how you should behave as a 
cinematographer. As a camera 
assistant, expectations are made of you and then later you’ll 
have those same expectations of your assistants, when 
you’re the cinematographer. It was critical for me to take 
from this experience the element of getting the job done, but 
not taking the be-overly-hard-on-your-crew attitude. Respect 
fl ows both ways.

My fi rst feature fi lm shoot, two years after this, was extreme 
diffi cult as there was such limited respect from some 
of those around me – either they didn’t want me in that 
position or they thought they could have done it better. As 
a consequence my approach on the next fi lm was to focus 
inward and do a lot of the work myself. I wasn’t getting the 

best out of my crew or myself.

Each experience you learn something and there was a lot of 
thought put into how I would approach Final Move, knowing 
what a team can bring both to me and the production, as 
long as there is mutual respect. Openly discussing how I 
wanted to run the shoot, I detailed my expectations, but 
also said that I too had to meet their expectations as a 
cinematographer. 

Cinematography is more than people management though; 
it’s the craft of capturing that moment. All that matters is 

what is on the screen. 

* Final Move is currently in post-
production sound, music and 
vision grade. Jon and Chris 
are on target for a November 
3 premiere, and will be seeking 
distribution upon completion of 
the poster artwork and trailer. 

Interested to know more? Search 
for “Final Move” at www.indiegogo.com as they’re raising 
additional funding to take the fi lm to market. Investment 
incentives go beyond tickets to the premiere, DVDs and 
posters of the fi lm, to opportunities to work with the crew 
from the fi lm on your next corporate or creative production. 
They’re also offering competitive packages on equipment 
hire!

Feel free to contact Chris and Jon with your thoughts:

chris@cinegear.com.au, jd@cinegear.com.au

“Cinematography is more than 

people management though; 

it’s the craft of capturing that 

moment. All that matters is what 

is on the screen”.

 FINAL MOVE /        83

f

Nick’s home. Kate (Ashleigh O’Brien) tormenting Nick about his choice of fi rst victim. 
PHOTO BY Kristy Reynolds.



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

84 / SHORT ENDS

A 14 year old Cambodian girl, the mother of a 2 month old 
baby, is prostituting herself in Phnom Penh to feed herself, 
her baby and her mother. DOP  Nicola Daley teamed up 
with Rebecca Barry to record this and other powerful stories 
about growing up a girl in Afghanistan, India, Cameroon, 
Papua New Guinea, USA, Cambodia and Australia. Stories 
aching to be told and Nicola’s sensitive, beautiful photogra-
phy drives them home.

Don McAlpine wakes up in a cold sweat almost every night, 
his sleep invaded by  a seething mass of insectoid aliens called 
Formics. Sitting bolt upright, Ender Wiggin, Battle School, 
zero gravity, and selective breeding programs fl ash through his 
addled brain. 

Surely the man who photographed Patriot Games, Romeo 
and Juliet, Moulin Rouge!, The Chronicles of Narnia: The 
Lion, the Witch and the Wardrobe, X-men Origins: Wolverine 
and many, many more wonderful movies, should be deserv-
ing, at least, of a good nights sleep. Or maybe he’s just a 
glutton for punishment. Why else would he sign on to photo-
graph Ender’s Game?

Don’s love affair with movies commenced a long time ago, 
but his passion still burns fi ercely. Read about his life, his 
movies and, of course, shooting the mother of all wars, the 
Formics V’s Ender Wiggin. My money is on Ender… and Don.

I AM A GIRL DOP Nicola Daley

SWEETWATER
DOP Brad Shield.
You don’t work with the best cinematographers in the world 
and learn nothing, I’m talking Don McAlpine, Andrew Lesnie, 
Russel Boyd, Dean Semler, Rodrigo Prieto, Dion Beebe, 
Caleb Deschanel, Seamus McGarvey, Oliver Stapleton, 
Lance Accord… enough, enough, you get my drift. Brad is 
now swinging the meter and by the look of his latest movie 
Sweetwater, he paid attention. I talk to Brad about his early 
days in Bris Vegas, grafting on TVC’s and anything else that 
pulled a dollar and gave him some experience. So how did 
he end up in LA? “I got on the wrong plane” is Brad’s self-
deprecating, Aussie reply. It’s been an interesting journey… 
so far. 

ENDERS GAME   DOP Don McAlpine ACS ASC 



THE MORALS OF SHOOTING WAR, FAMINES & DISASTERS
DAVID BRILL

David Brill is a quiet, courteous and sensitive man, who 
loves people, art, music, books and of course, images. He’s 
obsessed with images… of all kinds.

So how does he record the most shocking, cruel and tragic 
events in the world over the past 40 years and emerge 
without cynicism?  David’s career began in the sixties in Tas-
mania, in what was truly a baptism of fi re. He shot the 1967 
Black Tuesday bush fi res and his dramatic footage went 
around the world. So his passion for fi lm was ignited.

Waiting for him was Gough Whitlam’s ‘Kerr’s cur’ statement 
from the steps of Parliament House, the Viet Nam war, the 
Falklands war, the attempted assassination of Ronald Regan, 
interviews with Idi Amin, Bondy’s America’s Cup victory, the 
British coal miners strike, the Ethiopian famine, the fall of the 
Berlin Wall, the fi rst Gulf War, the wars in Somalia, Bosnia, 
Guatemala, El Salvador, Afghanistan… David Brill’s story is a 
must read.
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