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The future, ahead of schedule
Discover the stunning versatility
of the new F Series

Shooting in HD and beyond is now available to many more 
content creators with the launch of a new range of 4K products 
from Sony, the first and only company in the world to offer a 
complete 4K workflow from camera to display.

The result of close consultation with top cinematographers,  
the new PMW-F5 and PMW-F55 CineAlta cameras truly embody 
everything a passionate filmmaker would want in a camera.  
A flexible system approach with a variety of recording formats, 
plus wide exposure latitude that delivers superior super-sampled 
images rich in detail with higher contrast and clarity.

And with the PVM-X300 monitor, Sony has not only expanded 
the 4K world to cinema applications but also for live production, 
business and industrial applications.

Shoot, record, master and deliver in HD, 2K or 4K. The stunning  
new CineAlta range from Sony makes it all possible.

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

T H E  R I G H T  F E E L

• Quick & easy to operate ‘all-in-one location’ rear 
mounted controls

• Side loading camera platform, 150mm travel with  
Arri type camera plate

• Drag control with ultra-soft starts and smooth stops

There’s one thing Production Direcctors can agree on...

 

Contact your nearest Miller dealer today.
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BY DEFINITION of the Australian Cinematographers Society’s 
Articles of Association “a cinematographer is a person with 
technical expertise who manipulates light to transfer visual 
information by the use of a camera into aesthetic moving 
images on motion picture film or electronic recording systems”
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06 / FROM THE EDITOR

FROM THE EDITOR LETTER TO THE EDITOR

Snap by Patricia

This is my last issue as editor for AC 
Magazine. Only you, our readers, can 
judge if my tenure has been worthwhile. 
My sincere thanks to all who have 
helped me, especially our chief, Mr. 
Ronnie Johanson OAM ACS. Love you 
like a brother mate.

I’m off to start building my new garden. 

Enough of the past. A very clever young 
man with an obsession for cinema has 
generously agreed to step in as Guest 
Editor for issue 65 and 66 and I cannot 
wait to read his fresh perspective. His 
name is James Cunningham. He is not 
a cinematographer, but is one of our 
crafts greatest admirers. I ask you to 
help him by contacting him with your 
stories… what is the worst that can 
happen?

In this issue we have a story on 
Director/DOP Kitty Green’s wonderful 
feature length documentary Ukraine 
is Not a Brothel. Michael Latham and 
Kitty shared the cinematography. It 
has been nominated for six AACTA 
Awards, including Best Feature Length 
Documentary, Best Direction and Best 
Cinematography. With no money but 
lots of self-belief, skill and courage, they 
have crafted a very powerful fi lm. In my 
humble opinion, they deserve to win. 

DM. Ed. 

f

November 4, 2014

Dear ACS Members,

I read with great interest in the Fairfax 
media of late the demise of Australian 
Films at the local Box Offi ce. The 
fi gures are woeful at best, Australian 
fi lms grossing some 2.5% off total box 
offi ce fi gures for the year ended 2013. I 
remember back to 2006 and the fi gure 
was paltry at a mere 4%.

Let me ask you all something. When 
was the last time you went to see an 
Australian fi lm at the cinema? Not on 
itunes or Netfl ix (that’s right I forgot 
Australia still does not have the service 
there yet!) I imagine if a straw poll was 
done by the society that few would 
admit they had paid their hard-earned 
on seeing an Australian fi lm. Why is this?

Movie critic Margaret Pomeranz 
has had her say; the chief of Screen 
Australia has had his say and so on and 
so on! There are many reasons why 
I imagine but the over-riding reason 
I believe is a complete lack of faith in 
our own storytelling. Too many of us 
are walking onto these fi lms with the 
wrong attitude, the wrong head-set and 
an alarming sense of disbelief that the 
fi lm may actually be worth ‘making’. If 
we the fi lmmakers do not believe in the 
story we are telling how will we get an 
audience to pay $20 for the privilege?

I note a very interesting thing the 
director Jane Campion said once. Ms 
Campion suggested her fi lms were a 
gift! A gift to the cinemagoers, the lovers 
of cinema around the world. I have 
always found this an interesting quote 
because as a cinematographer that has 
shot many Australian fi lms I have fi nally 
realised in my 40s that it is very hard 
to benefi t fi nancially from making an 
Australian fi lm as a head of department. 
Go with me for a minute or two here. 
The producer John Maynard said to me 
many years ago, “Tristan, do you want 
to be remembered for The Boys or a 
Sony commercial you shot in 2002...” I 
have always taken this philosophy with 
me when I have the rare privilege (yes 
that’s right, privilege) of shooting an 
Australian fi lm.

It it time we showed more respect to 
the art and the challenges of making 
our fi lms. There is way too much talk 
on sets; too much negativity about 
the budgets and the perils and pit-falls 

of dealing with production offi ces not 
“coming to the party”. I am far from a 
saint in dealing with production I know 
how challenging it is for all of us. Believe 
me on the productions I have worked 
on here in LA there is NO difference... 
As fi lmmakers we have to rise above 
the challenges that are thrown at us 
and deal with them in a creative and 
positive way. The positive attitude will be 
refl ected in the work.

What maybe a surprise to many of 
you is that Australian fi lms are far too 
expensive to make! A $4.5 million 
budget is becoming excessive. If you 
don’t believe me look at the returns, 
there are none! The Rover is just one 
recent example, there are many, do I 
have to name them all?

I want you all to come with me on a 
journey over the next few months. I 
have a new kid’s fi lm hitting the screens 
on January 15, 2015, called Paper 
Planes. It is going out on over 250 
screens across the country. Village 
Roadshow are distributing the fi lm 
and have great faith in it reaching a 
wide audience. Roadshow backed 
the fi lm after watching just two scenes 
during the edit. A Korean company has 
invested heavily in the fi lm to turn it into 
3D (they are working on it as I write).
We have over 420,000 hits on Youtube 
3 months out from its release. This 
sounds really positive you would agree. 
The Hollywood Reporter review was 
mixed (we cannot fi gure it out has he 
was at the MIFF screening and all the 
kids wenty crazy watching the fi lm), as 
well for some reason he compared our 
fi lm to Babe, when a rightful comparison 
should have been Storm Boy or 
Malcolm.

Come with me and see how the fi lm 
is reviewed and how “the box offi ce 
fi gures” may fall. All the crew, and I 
mean all of the crew, made Paper 
Planes with a positive energy, an energy 
I had only seen or matched on Balibo. 
The young crews that worked on Balibo 
and Paper Planes inspired me, I used 
their positive energy to think faster and 
creatively. I just believe that we as the 
fi lmmakers of Australia have to start 
thinking in a new way. Perhaps going 
forward this will inspire our audiences...

Tristan Milani
Cinematographer

f



Lenses and accessories shown are not included

Now you can shoot Ultra HD TV or 4K feature fi lms virtually anywhere with 

the Blackmagic Production Camera 4K! You get a large Super 35 size imaging 

sensor with global shutter, professional PL or EF lens mount, high quality 

visually lossless Cinema DNG RAW and ProRes recording with the built in 

SSD recorder, and an easy to use touchscreen for entering metadata, setting 

camera options, and checking focus. Imagine shooting cinematic, feature 

fi lm quality video with the world’s most portable 4K digital fi lm camera!

Super 35 Sensor

The large Super 35 size sensor gives you 12 stops of dynamic

range for beautiful, fi lm like images. The camera’s PL or EF 

compatible mount combined with the sensor’s minimal crop 

factor means you get familiar framing, great depth of fi eld, and beautiful wide 

angle shots from the lenses you already own! And because the sensor features 

a global shutter, you’ll get perfectly smooth pans and camera moves every time!

Ultra HD 4K

The future of broadcast television and Digital Cinema is 4K!

 With its massive 3840 x 2160 pixel image, Ultra HD is 4 

times the size of 1080HD and matches the resolution of traditional 35mm fi lm. 

The Blackmagic Production Camera 4K lets you shoot the most amazing 

high resolution music videos, episodic television programs, commercials, 

documentaries, and more!

Portable Rugged Design

Precision engineered for quality and durability in an incredible 

size! You get a beautifully crafted design featuring a machined 

aluminum chassis, professional broadcast connections, internal 

battery and high resolution LCD display. Now you can shoot native 4K video with 

a professional digital fi lm camera that’s small enough to hold in your hand!

Workfl ow/Compatibility

The Blackmagic Production Camera 4K includes a built in SSD 

recorder that saves industry standard ProRes and compressed 

CinemaDNG RAW fi les. That means you don’t have to convert 

fi les to start working on your video. Simply connect the SSD to your computer 

and edit or color correct your shots in applications like Final Cut Pro X and 

DaVinci Resolve 11 straight from the disk!

Introducing the world’s smallest and toughest
PL mount Super 35 digital fi lm camera!

Blackmagic Production Camera 4K PL
$3,549

Includes DaVinci Resolve Software

www.blackmagicdesign.com/au



FROM THE PRESIDENT

During late October and November I 
had the pleasure of attending all the 
2014 ACS Awards for Cinematography 
presentations, starting with Darwin 
and fi nishing on the Gold Coast. It was 
an absolute joy for me to be invited to 
experience what these diverse ACS 
Awards mean to our industry. 

I think it’s fair to say that our Awards 
are unique in that they give recognition 
to such a broad section of categories 
and genres, as well as honouring the 
memory and contribution of those that 
have gone before us, and encouraging 
those just commencing their journey. 

Our ACS Awards are not a competition, 
but the competitive spirit is very much 
alive and well, as it should be. We share 
a common knowledge, a common 
language and in this new technological 
age, it’s vital for us all to leave no stone 
unturned to acquire the knowledge 
to maintain global recognition for 
excellence in the art of Cinematography.

However, it’s vitally important that 
we cinematographers are constantly 

stimulated with new thoughts, new 
ways to do things, and to stay 
motivated and balanced across a broad 
cross section of the industry. 

The backbone of our Society is our 
members and, as a member, it’s 
important to stand up and become 
involved within our Society,  and to 
be mindful that in order to change 
something, you must fi rst become an 
active part of it, and drive that change 
from within.

I want to acknowledge the incredible 
work done by our ACS Branch 
Committees. It’s far more than regularly 
attending committee meetings; it’s 
being responsible enough to work to 
improve the goals and aspirations of 
the Society, for and on behalf of our 
members.

It’s being generous enough to give up 
time with family and friends to help 
coordinate a Branch event, to be part 
of an Awards team, as well as being on 
call to promote the ideals of the Society 
among ACS members, sponsors and 

supporters.

Sadly this issue of AC Magazine is the 
fi nal one to be edited by Dick Marks 
OAM. Dick’s contribution not only to the 
magazine but to the Society, particularly 
the Tasmanian Branch, and to the 
industry overall, is appreciated beyond 
words. Dick has left an enviable legacy, 
and on behalf of us all I thank him for his 
support, generosity and encouragement 
that has seen the Society go from 
strength to strength. I wish Dick all the 
best in the next phase of his busy life 
with Patricia… you done good pal!

Until next time…

Ron Johanson OAM ACS

National President

f
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Suite 8, 14 Argyle Street, Breakfast Creek
Brisbane, Queensland 4010

PO Box 770 Albion
Queensland 4010

Telephone 07 3862 1361
Facscimile 07 3262 7087

ABN 34 519 762 452

FILM FACTS IS A NEWSLETTER WHICH HAS BEEN 
SPECIFICALLY PRODUCED TO PROVIDE FILM INDUSTRY 
PROFESSIONALS WITH SNIPPETS OF UP-TO-DATE 
ACCOUNTING AND TAX NEWS AND INFORMATION.

Accountancy News for the Film Industry
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If you would like further information on any of these  
matters raised in this newsletter, please contact: 

Ranald Duhig rduhig@filmfacts.com.au or  
David Clark dclark@filmfacts.com.au  
Telephone 07 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.

“Tax Summary” by Taxpayers Australia Inc. has been used in the 
compilation of this newsletter”

Artists Averaging
This is an outstanding method to reduce 
income tax for people who fall within 
the definition of an artist. Film 
professionals who qualify as “production 
associates” can take advantage of 
averaging.

“Production Associate” refers to those 
persons who have an artistic input, as 
distinct from a technical input, into the 
making of films, documentaries, TV 
broadcasts, plays, music such as an art 
director, a choreographer, a costume 
designer, a musical director, a producer, 
a production designer, a set designer 
and any persons who makes an artistic 
contribution similar to that made by any 
of these persons.

By way of an example, Walt is a first 
year film director who makes $100,000 
for the year. His tax on this income 
using normal rates is $26,447.

If Walt used artist averaging his tax is 
only $3210, a saving of $23237.

Journalists generally do not qualify for 
averaging.

Individuals & 
Residency

Resident individuals for tax purposes 
pay a much lower tax rate than non-
residents. Therefore the issue of 
residency is very important. For an 
individual, a resident is a person who 
‘resides’ in Australia and includes a 
person:

• Whose domicile is in Australia, or

• Who has actually been in Australia, 
continuously or intermittently, for 
more than 183 days, or

• Is a member of, or is eligible to join, 
a Commonwealth superannuation 
scheme.

An individual may be a resident of 
Australia and another country 
simultaneously as Australia’s residency 
tests are not affected by the taxpayer’s 
residency status in any other country.

Australia’s Double Tax Agreements 
(DTAs) with other countries generally 
contain residency tie-breaker rules. 
Where a taxpayer is a dual resident, he 
or she is deemed to solely be a resident 
of only one of the countries under the 
tie-breaker rules in the relevant DTA. 
Therefore, a dual resident taxpayer who 
is an Australian resident under domestic 
laws may be treated as a non-resident 
because of the tie-breaker.

Higher Tax Rates 
for Non-Residents

The tax rates for non-residents are 
substantially higher than the rates for 
residents. The rates are:

Taxable Income Tax on this Income

$0 – $80,000 32.5c for each $1

$80,001 & over $27,000 + 37c for each  
$1 over $80,000

$180,001 & over $63,000 + 47c for each  
$1 over $180,000

Foreign Source Income
As a general rule, where foreign income 

is derived by an Australian resident, 

the gross amount must be included as 

assessable income and a foreign income 

tax offset is allowed for any tax paid 

overseas.

Foreign Exchange Rates

All Australian income tax returns must 
be completed using AUD amounts. The 
Tax Office publishes foreign exchange 
rates on its website to assist taxpayers 
in translating their foreign currency 
transactions into Australian currency. 
There is a range of rates available, 
including average monthly and yearly 
rates and daily spot rates.

Salary Sacrifice  
to Superannuation
Salary sacrificing to a complying 
superannuation fund is a tax effective 
way of increasing retirement savings. It 
is not a fringe benefit but reduces 
assessable income and hence the net 
tax bill where an individual faces a 
marginal tax rate that exceeds 15%. 
Since contributions are taxed at 15% in 
the fund, those on higher marginal tax 
rates will benefit (subject to the 
imposition of the proposed 30% tax rate 
to apply to higher income earners).



AC Allan, tell me about your childhood, where you 
 grew up and how you ended up in the fi lm 

 industry. 

ALLAN I spent most of my childhood growing up in the 
 Northern Territory. And I was in Darwin during 

Cyclone Tracy in ‘74. I was 7 years old. And that destroyed 
our house and the whole neighborhood… everything in fact, 
and after being evacuated to various places in Australia, we 
ended up in Alice Springs at a place called Saint Mary’s, 
where they had a few little caravans set up for people who 
didn’t have a house. So that’s how I ended up in Alice 
Springs. And so I grew up there from 7 years old. I went 
through a few primary schools and a few high schools… there 
was a lot of bullying and stuff. So I had to learn how to stick 
up for myself, and so therefore I would end up in trouble. I 
would fi ght back rather than just be bullied, and I don’t know, 
eventually I got respect, and Alice Springs more and more 
became my home, you know, I really love it there. 

It’s been a long time since I’ve lived there ‘cause after my 
mother passed away, about 6 years ago yeah, it felt weird 
there for me, and an Aboriginal person, a lot of times we’re 
supposed to go away and, you know, not be in the - it’s 
hard to describe exactly, but it just felt wrong for me. It felt 
like I had to get out of there. But I still go back as much as 
I can ‘cause my eldest daughter lives there and she’s got 
my fi rst granddaughter. She’s one year old. And a lot of my 
friends, all the people that I grew up with, a lot of them are 
still there. Anyway after the caravan we eventually we got a 
house in Elliot Street, in the north side of Alice Springs and 
that coincidentally, is the street where the people who started 
CAAMA (Central Australian Aboriginal Media Association), 
lived. I became really good friends with Robbie Thornton, 
who is Warwick Thornton’s brother. And I was around this 
infl uence of their trying to set up a radio station. And I didn’t 
really pay that much attention to it. You know, it was just that’s 
what the parents were doing if you like, we were just doing 
our own thing. But then Wednesdays Robbie used to do a 

10 / ALLAN COLLINS
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radio show in the morning, so sometimes I’d wag school and 
go and do it with him. So it was just like, I don’t know how I 
accidentally kind of fell into that - I was never a proper DJ or 
anything like that, like Robbie or Warwick, I was just there to 
help… well I was just bludging really, I was just having a good 
time. Yeah, I was just wagging! But it was fun, and I thought, 
this is fun, and then I started hearing about how they were 
going out and recording stories and starting to document 
things and I thought, wow, this is cool, and I used to do little 
things there all the time. I’d always be around, but I was 
never really employed there. So after high school, I ended up 
going and applying for a few apprenticeships because then 
you’ve always got something to fall back on, and that was the 
standard view. By then I had a really good attitude because I 
had learnt I was stuffi ng myself up by being the class clown 
and always getting into trouble. Just minor stuff, but it was 
ongoing and I couldn’t get out of the cycle. I just couldn’t get 
out of it. 

AC Were you treated as an Aboriginal child, or were 
 you treated as a white child, or were you treated 

 as just another child?

ALLAN A lot of people couldn’t understand how I could be 
 Aboriginal, until  they came to my house and then 

meet my mum. I don’t know if you can see this, hang on, I’ll 
shine a light on this - that’s my Mum there. [Allan holds up a 
small photograph of an aboriginal woman] Can you see that? 
That lady’s my mum.

AC Yeah. I can clearly see that she’s aboriginal.

ALLAN Yeah, so what I’m saying is like, I know who I am 
 and people, like people can’t necessarily get that, 

but I think more so now, people are more aware that, you 
know to be Aboriginal is like, I have a connection to things 
through my mother and through my grandparents and it’s 
trying to decipher that. It’s complicated. It’s more complicated, 

 ALLAN COLLINS / 11
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12 /  ALLAN COLLINS

I think, than how it seems on the surface. I don’t think it’s very 
straightforward. I knew who I was, but at the same time I was 
in Alice Springs, which is not traditionally part of, you know - 
my mother’s country is in Queensland actually, just, it’s near 
Eidsvold or Cracow. Have you been to Cracow there? Yeah, 
well that’s actually my traditional country on my mother’s side. 
That’s Willy Willy country. 

A lot of my people are in Cherbourg Mission or in the 
cemeteries, you know - I walked around there… I found my 
story, on my mother’s side. It’s so huge I can’t even go into 
it, ‘cause it’s actually massive, you know, it’s like a three-
part mini-series. What happened with my mum, you know, 
what her life story is and then me trying to decipher that to 
understand who I am. And trying to understand the difference 
between me and anybody else and also the similarities, you 
know, how we’re all the same. It’s so deep that it’s almost too 
diffi cult to explain, so how I get that to happen is with people 
that I really need to interact properly with, or my partner or you 
know, I take them straight to my family so they know exactly 
who I am and where I’m from.

AC Allan, when I look at you I see a handsome 
 middle-European… even Greek looking guy. 

I defi nitely don’t see an Aboriginal. I grew up around 
Aboriginals in Charleville in outback Queensland. I lived 
there for 20 years. There were Aboriginals working on 
my family property, and up to the age of 20, I worked 
with Aboriginals, I went to school with Aboriginals. So I 
understand your problem and other peoples confusion.

ALLAN Yeah, well I could show you a family portrait, you 
 know, with all of us. If a picture existed of all of 

us. Because I grew up as the eldest of four. At 26 years 
old, I found out that my mother had 7 children before me. 
And they’ve all got lots of kids, like I have 5 kids. They’ve 
all got lots of kids. And so if you put us all together, I think 
by the time my mother passed away, I think she had 56 
grandchildren. And she was only quite young, you know, 
compared to, like my partner’s here sitting on the couch here, 
her grandmother’s 94. So a lot of our parents didn’t ever get 
that old, you know, ‘cause of all kinds of stuff, you know, a 
very diffi cult life and I guess, I think back to how come I sort 
of got involved in cinematography, I did this apprenticeship, 
which I loved, you know, I had really good work mates and 
I really enjoyed the job, and I thought cool, I’m good at that, 
now what else can I do? And I was sort of like maybe I’ll get a 
different trade, and I went and did an adult education course 
to try and get my maths higher. ‘Cause I was really high in 
English. I could understand or I could read a Shakespearean 
thing and understand what Shakespeare’s talking about, for 
example, whereas mathematics, I just couldn’t get my head 
around the sort of abstract concepts of maths. I could do the 
basic maths but as soon as it became sort of an abstract, I 
couldn’t get my head around it, so I studied really hard and 
I tried to get higher marks and went and did the test. But 
I got a C again, ‘cause they changed all the questions. I 
should have been able to cross over and make that leap, but 
I couldn’t. And it never made sense to me. It’s funny how it 
only made sense to me with cinematography. What we do in 
cinematography is so abstract, it’s like for the last of the 20 
odd years I’ve done nothing. It’s almost like I’ve done nothing. 
Like, I can still go back to where I was an apprentice or when 

I was a young tradesman, and go to the buildings that I did 
and go, “I did that. There it is, I can go and touch it.” But 
now I look and I’ve only got drives on this desk, you know, 
computer drives and stuff, and that’s the only sort of evidence 
at all that I’ve done anything in cinematography. Do you know 
what I mean? ‘Cause you can’t…  it’s not physical.

AC But maybe your drive there is a massive bonus 
 because if you died tomorrow, at least your kids 

and people after you could view your fi lms and say my 
dad, my uncle, my granddad… made this movie. He was 
a cinematographer, a fi lm maker and story teller.

ALLAN Yeah. I love this stuff, because that’s basically, you 
 can’t - it is something that’s deep, you know, that’s 

what I’m trying to say. It’s very deep, and it’s not something 
that’s sort of on the surface. It’s not something that you can, 
you know a lot of people - some people are afraid on set. A 
lot of directors, that’s when they’re scared the most, ‘cause 
actually it’s happening now. All the planning that you’ve done 
or whatever doesn’t matter anymore. It’s happening now. 
And that’s the bit that I love the most, because it’s - that’s 
the real bit. It’s actually happening. And I learnt throughout 
doing different things. I think where I learnt the most about 
storytelling was from the traditional stories that I used to do, 
the sort of cultural stories, the Aboriginal stories that I used to 
do with CAAMA on a program called Nganapa Anunagana. 
And that basically just says “Ours” in two language groups. 
And I give respect to Freda Glen, John McCumber and Phillip 
Addy, the three main people who sort of came up with this 
idea of let’s get our own media. When I grew up, the ABC 
was the only television station we got and I would only race 
home to watch Rage or maybe Doctor Who or Kenny Everett 
video show but there wasn’t a lot that represented Aboriginal 
people. It was always talking about us… nothing from the 
aboriginal perspective. We were sort of ‘them, over there’ and 
it was never from us. 

AC You were the subject.

ALLAN Yeah, and so you know, you would only see negative 
 stereotypes. You would never really see the good 

stuff, and you would never get the depth, the complexity of 
what’s going on. You would always get this shallow version. 
But then this traineeship came up with Imparja television there 
and I thought, well maybe I should go and have a go because 
I remembered in high school that I really loved photography, 
and I only did it as an elective, once again, because I saw it as 
a way of bludging, and just cruising off with a camera seemed 
like a really good bludge to me. But the magic thing was when 
you looked at your pictures… you’d wave this thing and the 
picture would start to come in front of your face and I just 
remembered really loving it as a creative thing.

AC So how did you get into the fi lm industry?

ALLAN Well, at Imparja I started off in videotape operating, 
 and so I sort of learnt about that you can record 

things off the satellite and upload things and all of that 
amazing sort of technology. It used to scare the shit out of 
me. I used to have such headaches from the fear of stuffi ng 
it up for the fi rst sort of week or so, and then you quickly 
learn oh no, it’s okay, I can do this. It’s just when you fi rst 



walk into a TV station, it’s lights and you know, it’s frightening. 
I thought, “What am I doing here?” But I got it and then I 
worked in commercial production, which was very, very simple 
commercials, but you know, I worked with them and with the 
news guys and they just sort of swap you around a bit. But I 
ended up working with a cameraman, a German cameraman 
who was working there at the time named Manfred Pelts. 
And I was just assisting him, doing the sort of local, regional 
commercials. And I really, I just thought, this is an amazing 
job. It just combined everything I like. You get out, you get to 
take pictures and it’s a total bludge. You know? Even though 
it was hard work, it didn’t seem like work to me. It was fun! It 
was like, shit, I’m getting to go into places that I would never 
see. Like, I don’t know, like into the back of the kitchen in the 
Sheraton Hotel or something, I don’t know. Just places that 
were so foreign to me, that I would never get that experience, 
and I just really liked it and eventually Manfred moved on 
and I tried to say, “Look I can do this.” And they were like, I 
think you’re jumping the gun a bit, you know, you need a bit 
more experience, and I was like okay, fair enough, I had to 
have a go. And they got someone to replace Manfred, and I 
think in about two weeks, he’d done a runner. He just sort of 
disappeared and no one knew where he went. And they were 
stuck. I don’t know what exactly happened but they were 

stuck and I said, “I can do it. Give me a go.”

AC You can tell me the truth now, mate. You had him 
 topped.

ALLAN Yeah, I buried him. Yeah, no, I don’t know what 
 happened actually. I’ll never know. But he went on 

and that gave me a bit of an opportunity and they just sort 
of trialled me and I think they were always going to replace 
me, but I sort of could do it. It was sort of unheard of that you 
could sort of do it so quickly, but it was only the space of a 
year and a half or two years, I was sort of able to kind of do 
it. Not on a level that’s like I’m really, highly, very good at it. 
But I would say, you know, I was competent. I could work the 
camera. I wasn’t going home with a migraine, you know. I was 
like, okay, this is cool, I’m sort of getting there. 

AC A lot of us did the same thing… we stumbled into 
 the industry. I stumbled into the industry, and 

thank God I did. Allan you ended up at the AFTRS and 
you did your AFTRS course. When you came out, was it 
diffi cult for you to integrate into the mainstream industry, 
or did you go back to Alice? Where did you go after the 
AFTRS?

ALLAN I went back to Alice Springs because I felt that the 
 support that I’d got from CAAMA, I had to repay it. 
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You know, I really wanted to. I felt like it was sort of a duty 
to take some of that that I had learnt and go back to the 
organisation that had really helped me to get there in the fi rst 
place and put it back into the organisation, so I went back for 
a couple of years and then I went freelance. But I’ve always 
kept a connection to that organisation because it’s like the 
mother organisation for a whole lot of us, you know.

AC Did you plan to get into drama after AFTRS? 
 Was that the plan?

ALLAN Yeah, absolutely. I mean, the one thing that I didn’t 
 like about doing documentaries, ‘cause I mostly do 

documentaries still, to this day, but I feel like sometimes I 
could see myself doing more harm than good. If there was a 
story that was going to hurt the people that I’m telling it about, 
it became, well, I’m not going there. But in drama, we could 
write a story or create a story that was fi ction and people are 
acting and therefore you’re getting a story out but it’s not a 
real story, you know. 

AC Filmmaking is like war, I think. You need weapons 
 and good and loyal troops and without them 

you’re up shitter’s ditch, really. Do you think childhood 
infl uenced the way that you shoot? 

ALLAN I think it has. I think that any cinematographer, 
 regardless of where you’re from in the world, you 

will present images and fi lm things from a perspective that is 
from your life experience. It’s whether or not you’ve spent a 
lot of time in museums and art galleries and you’ve had that 

type of broader education or, like me, I’d had very little of that 
type of thing. It was more the landscape and being in it, and 
being around the sort of people I was around, all the sort of 
extended families, Aboriginal people and the football club, you 
know. So there has to have been an infl uence. It’s just very 
hard for me to put my fi nger on what it is. I know that some 
of the fi rst paintings that I saw were Albert Namatjira’s, you 
know? And the way he would always frame with a large ghost 
gum in the foreground or something like that, and he’d create 
depth and that sort of thing. 

So defi nitely that must have infl uenced me. After Warwick 
(Thornton) went off to fi lm school, there was sort of a hole, 
and I tried to get in there ‘cause I saw an opportunity to do 
longer form stories. And I used to see him going off for one 
week or two week trips and I used to think, gee, I wonder 
what that’s like, and when he left I thought I’ll see if I can 
get a job over there and I did eventually, and then I would 
be doing stories that were so culturally deep, resonant, sort 
of stories that often I didn’t actually know what I was doing. 
Because they were in a language that I didn’t understand - all 
the languages around the Central Australian region, they’re 
specifi c to that area, so I would think I knew roughly what they 
were talking about, but often I was completely wrong. 

There was a story that I did about these two old fellers making 
a coolamon, which I remember as a really big infl uential story 
for me. The coolamon is like a big bowl, and people would 
use it in the old days to carry things like water, or a baby, they 
put baby in them. It was just a bowl made out of a specifi c 
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tree, a light type of wood, so it’s not heavy to carry around, 
and I remember doing this story and these two old fellers, and 
I just explained to them, you know, this is the camera and this 
is how it works. In here, basically, I always try and describe 
it as the people are in here (Allan points to where his camera 
would be). The people that you’re telling the story to, they’re 
inside, through here. If you want to talk to them, you can, 
or not. That’s up to you. You don’t have to talk to them, but 
that’s where they are, they’re in here. And I have no control 
over who those people are - they’re all over the world. So, 
you know, you decide how, what you want to do with that. 
And I found them kind of directing me by, like they’d notice 
‘cause I said, “Oh look, sometimes I can’t always just be on 
your faces, because I have to also keep the story, I have to 
keep getting the vision of you making this coolamon, so I 
have to go down on the hands. So if there’s something really 
important that you don’t want me to miss, and if you see that 
camera pointing down, you know it’s not on your face, well 
you can pause your story while I do that, if you want to, or just 
keep going, it’s up to you, but if you want to make sure I’m on 
your face, wait, ‘cause the camera will come back up, I won’t 
keep it there for long, I just got to keep getting bits, and then 
I’ll go over here and I’ll get a bit from over there and I’ll get a 
bit from over there and then I’ll come back here.” 

And they were directing me by the end. It was really… I was 
like so aware that I was in the hands of master storytellers. 
I suddenly realised, properly for the fi rst time, how masterful 
they were as storytellers, but I still didn’t really know exactly 
what they were saying, and then when they would get a 

translator, this amazing story came out, and how they would 
choose when to be speaking about the bits they chose, you 
know. I didn’t have anything to do with it. I just kept rolling. 
The fi rst two days of that shoot we just sat there. This is 
sort of Aboriginal cultural protocol… like, culturally it’s really 
inappropriate to go over and just start asking people; they 
know you’re there, everyone can see you’re there, and so 
we just waited. And that was the best thing we ever did. And 
that was where I really learnt how to just wait and they’ll come 
when they’re ready. And when they came, when they were 
ready, they were really ready. 

AC A lot of times, because of the time constraints, 
 fi lm makers go in and start ordering people 

around… you know, “You sit here, you sit there”, and 
they roll, ask a question and get an answer. And that’s 
absolutely the wrong way to go about it. The way you’ve 
explained it is perfect, from my point of view. To be 
tolerant and respectful of different cultures. 

Let’s move on to your drama. I loved your reel, but there’s 
a very pervasive, dark mood to it… threat, tension… and 
you do it incredibly well, and very realistically, which is 
not an easy thing to do. Are they the sort of stories you’re 
drawn to? Or have you seen or been exposed to a lot of 
violence in your life? 

ALLAN Oh yeah, a lot of those things like that are in Mad 
 Bastards or in Beneath Clouds are very - I’ve got 

those experiences, yeah. Absolutely. It’s almost documentary 
in nature, the way Mad Bastards is, except of course it’s 
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a fi ction, a made up story, but it’s the most realistic sort of 
lighting that I’ve ever done, and I think the reason for that is 
twofold. I did two commercials with Ray Lawrence. He had 
seen Beneath Clouds and thought well, at least he does 
this sort of naturalistic thing really well, maybe I’ll give him 
a go. Ray said “You’ve probably heard I don’t like using 
fi lm lights”. Which I had, but I didn’t really understand why, 
but I’m very open to it and I’m happy to come down and 
learn why - and he said “I think it’s all very cynical Al, it’s all 
very cynical”. And I found that really interesting. And then I 
remember doing the reccy for the fi rst commercial. We did 
a reccy, there were two locations and I thought it all seemed 
pretty straightforward and I was pretty happy that I’d be fi ne 
with it. I just wanted one location in the morning and the other 
location in the afternoon, ‘cause that would help me a bit 
with the natural light, and so naturally Ray just put them the 
other way round. So I thought, that’s interesting. Now, this 
guy’s a very, very, very good director. He’s very smart. Why 
is he doing this? You know? And I didn’t question him. I just 
thought, that’s interesting, what’s he after? He’s actually trying 
to make it so I cannot get - this was on bloody 500 ASA fi lm 
stock - what he did would make it impossible for me to get 
the exposure I wanted and I thought that’s interesting. So in 
the morning, I went to the fi rst location and set up with, you 
know, agency and ten people sitting around a big monitor 
with their headphones on and I was nervous about not having 
a gaffer and it was like “No, no, you can have a gaffer - I’m 
not trying to not employ people. I just don’t want you to use 
any fi lm lights”. And I went okay, cool, alright. And I remember 
just setting up one of those Kino Flo Wall-o-lights - I think 
they were new at the time - outside this apartment. So it was 
outside and it was doing very little, but it was helping me 
about half a stop, maybe three quarters of a stop. I actually 
opened the iris a stop when he came in, because he walked 
in and he goes, “Ah, look at that,” and he looks back at me, 
he goes, “See? Look at that! It’s beautiful!” And he walks over, 
and then he sees the light, ‘cause it’s outside the window. And 
he looks back at me. Then I made this click thing [Allan clicks 
his fi ngers] ‘cause I’d told my gaffer I’m going to turn it off. I 
want to see, if I make it look natural, is that what he’s after or 
is he saying any kind of artifi cial lighting is bad lighting? You 
know? And so, it looked totally natural to him because I’d 
seen the beam on his face… he was happy. Until he’d seen 

the light! And then I just turned it off and opened the iris and 
said “I’m good to go, thanks Ray. Happy to go”. I just wanted 
to see what that meant, you know. And he was cool and I 
did all of that location and we had lunch and went to the next 
location and I went, okay so he wants this, so inside, where 
both things were from inside, looking out. So now we’re inside 
and I put up blacks from the inside and made it much worse 
than what it was before, and he came back from lunch and 
I had the camera basically set up where I knew he’d want 
it, ready for the fi rst sort of shot, and he just loved it. So it 
was okay to anti-light. And so I anti-lit. I made it much harder 
for me to expose both things. It was basically impossible. 
And this thing came out that I would never have achieved, 
and I never would have went there if it wasn’t for him. These 
beautiful images that looked so real, and I thought wow, isn’t 
he - how smart is he? You know? Because it would have 
looked like a bloody hair commercial if I’d have had my way. 
Everyone would have a nice kick, a three-quarter back and 
everyone would look beautiful. But Ray, in one job, taught me 
to look in a different way. Now I always ask myself, do I need 
to do anything here? And usually the reason why we do it is 
to have control, isn’t it? It’s going to take us an hour to shoot 
something that’s going to last 30 seconds on the screen, or 
it’s going to take us two hours or three hours and the light’s 
going to change, so we try and have control. What Ray does 
is he tries to get rid of control, and there’s something magic 
about that, where it’s like letting go.

AC Chaos.

ALLAN
 It’s chaos. And it’s beautiful.

AC I think Lantana was a fabulous-looking fi lm, and 
 that’s where he exploited his no lighting thing to 

the max, but it was wonderful. One of the commercials 
you did with him is Libra pads, which is so far away from 
Mad Bastards I can’t even begin to tell you. So that must 
have been an interesting experience. 

ALLAN Well that was the fi rst one, yeah, that was fantastic. 
 Really big name actress in it, what was her name? 

Kate something-or-other? I don’t know anymore. But she had 
quite a profi le and I was like, what am I doing here, you know? 
They fl ew me down from Alice Springs. There’s any number 
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of really good cinematographers in Sydney to shoot this. Why 
would they fl y me down? It was kind of all bemusing to me. 
But nevertheless, you know, I was getting paid really good 
money and I just went for it. And it was like, oh God, this is 
the commercial world. No wonder people are rich. They’ve all 
got sailing boats and what not, you know? And I’m like, that’s 
the way you make money. I was in the pub by 2 o’clock. You 
know, I was like, are you serious?

AC Now you know why Ray doesn’t want to use 
 lights. He doesn’t want to let the fi lming get in the 

way of his drinking! (loud laughter).

ALLAN And that infl uence I think really went in to Mad 
 Bastards, where I would - even 3 Acts of Murder - I 

remember working with Mark McCumber who was the best 
boy, gaffer/best boy, and doing tests. We did a lot of tests for 
lights to create, you know, this being in the 1930s, to create 
sort of an artifi cial light that was around at the time. So that 
might be a hurricane lamp, or a fi re, and that was our major 
sort of light. And I had done several different types of fi re 
lighting, you know, but nothing really worked, and I thought, I 
have to create a way to light fi re light that is realistic, that looks 
like a fi re, and Mark and I did all these tests and I said I wanted 
him to make me a board with a whole bunch of light bulbs on 
it. And we used it for everything. And I think that light continues 
to get more work in Western Australia than anyone else.

AC How many bulbs did you put in it?

ALLAN
 Twenty-four, I think.

AC Just little peanut bulbs?

ALLAN Yeah. And just, you know, put different combinations 
 of gels, you know. Bit of straw, bit of orange, bit 

of even a hint of slashes of green, slashes of blue, and just, 
until when you got them fl ickering right, you could not tell the 
difference between the fi re and the light. I loved the most was 
that it looked exactly like fi re. I was still kind of listening to Ray 
Lawrence in the back of my head about what lighting actually is. 

AC     So you’ve nailed fi re light, what about moonlight?

ALLAN  The colour that everyone used back in those days 
 was white fl ame green chocolate and I still love that, 

‘cause I think that’s the closest representation to the colour 
of moonlight, the way we perceive it… daylight off the moon, 
it’s our perception of it. And I still think that that’s the closest 
colour to a naturalistic colour of nighttime, when I’m looking 
for naturalistic. And you could go a bit more green if you were 
trying to make it a bit more scary or even you could go the 
other way and go magenta. But you have to slide those two 
colours. It’s nothing to do with the blue shift, I don’t think. I 
think that’s just because it’s easy. You just turn on a daylight 
light and if you’re shooting Tungsten it’d look blue and it was 
easy, there it is, nighttime’s blue. 

AC Given that you worked initially in a traditional 
 way in your lighting - you were taught at AFTRS 

by Richard Wallace ACS who was a brilliant traditional 
lighting camera man, and then you went and did your 
‘apprenticeship’ with Ray Lawrence, who was the 

antithesis of Richard in lighting terms – so where are you 
now? Do you have a lighting philosophy, or do straddle 
the two?

ALLAN I think I’ve defi nitely still got respect for the classical 
 style of work, you know, very much the Richard 

Wallace style. That never has left me because it still is, you 
know, the basics. But often what I’ll do in the naturalistic 
sense is still do that. Instead of having electric light though, I 
would have someone that’s three-quarter backlit but I might 
put a frame in front of it so it doesn’t - its not too hard so it 
sort of softens it a bit. And instead of bouncing it from the 
other side, which is what I would have done early in my career, 
now I’ll bounce it - if I want it to look natural - I’ll still bounce it 
from the same side. So it’s doing very little. So I’m just much 
more subtle. That’s all it is. It’s the degrees of subtlety. Mad 
Bastards was another level of real. It was where I’d walk into 
a room with Mark and I’d say, “Hey, there’s a light bulb there, 
we’ll just turn that on.” And it’d look really bad. And I’d go, 
“What do you reckon?” You know, because we were trying to 
create this thing on the run, and the script was evolving every 
day.

But I remember with Beneath Clouds, with Ivan (Sen), we 
were very precise. Everything was very precise… totally 
different, totally different. And I love Ivan’s style, you know, I 
still would love to one day be able to work with him again, but 
he’s a very good cinematographer in his own right and he’s 
shooting his own fi lms now. 

AC Tell me, are there many young Aboriginal DOPs 
 coming through? Do you mentor some?

ALLAN Yes, well I know that Warwick’s (Thornton) son Dylan 
 is now one of the staff cameraman at CAAMA. I’ve 

seen some of his work. I think he won the Sydney fi lm festival 
last year. Best documentary, I think. And so he’s following 
in his father’s footsteps. And there’s lots of people that I’ve 
mentored that are just sort of beginning. But in particular I 
suppose someone who’s really right up there now is Torres 
Strait Island cameraman, Murray Lui. He’s - we all lived and 
hung out together in Sydney and you know, he’s, I think he 
shot Gods of Wheat Street recently. So I think there’s a new 
wave actually coming. They’re free of some of the rules. I think 
the Internet is starting to really take over in terms of people 
don’t need television networks anymore.

AC Do you think there is an Aboriginal sensibility 
 when it comes to imaging and storytelling? I 

think you would probably say that there is a way that 
Aboriginals would tell stories, and we’ve discussed that, 
but does that translate into the way that an Aboriginal 
cinematographer would frame a shot or hold a shot or 
construct a shot?

ALLAN Oh yes, defi nitely. Because there are different things 
 like, there’ll be cultural reasons, there’ll be protocol 

stuff that will lead you to do - if you’re - it doesn’t matter 
where you are, there’ll be things that are sort of seen as 
inappropriate to be fi lmed, disrespectful, people’s relationship 
to country. The rules that that sets up, once you understand… 
okay I’m not supposed to fi lm over there ‘cause that’s a very 
sacred place that’s not, you know, not meant to be fi lmed. So 
it sort of triggers something in you that’s deep that - it triggers 
this automatic level of respect that - I remember a story that 
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I did with Erica Glynn who now is the Screen Australia’s 
Indigenous Unit’s head of that unit. She was directing this 
story and I was shooting for the Nganapa series I mentioned 
earlier, and we were up at a place called Barrow Creek, and 
this lady that was to tell us the story or to tell Erica the story, 
she sat with her back to me. And I don’t know if that was 
my relationship to her, whether it was the camera, or Erica’s 
relationship to her. But culturally, it felt really inappropriate 
to me to pick up the camera and move it around to get her 
face. Right, I just though “Shit, what do I do now?” And I 
really wasn’t sure what to do. But she started telling the story, 
so I just started fi lming. And so I fi lmed everyone else that 
was on the other side of her, listening. And also, the whole 
protocol of telling stories is certain people tell them, they’re 
the custodians of telling them, and other people make sure 
they tell the story correctly. So all the people on the other 
were sort of, they’d do little corrections or they’d be nodding 
and going yes. And so I had no intention of doing that, but it 
taught me an amazing lesson that I just went, oh, I didn’t have 
to fi lm her face. It wasn’t actually necessary. She chose to sit 
that way and I chose to stay there and I think that’s a very, 
maybe not just Aboriginal, but it’s a very respectful - and that’s 
what ultimately I think Aboriginal cinematography, if there is 
something, I think it’s just basically a respect. I don’t think that 
it’s, you know, we could go to fi lm school and we can learn all 
forms of composition but I don’t think it’s necessary for a lot of 
people. It depends where you want to go with your career. Do 
you need to know all that stuff? Sometimes it can get in the 
way, you know?

AC Yeah, it must make it really diffi cult. I’ve always 
 thought that the way that technology is advancing 

so quickly these days, it must make it very hard to teach 
kids anything. I’m just re-reading a brilliant biography 
on artist Robert Irwin titled ‘Seeing is Forgetting the 
Name of the Thing One Sees’ and he says your job as a 
teacher is not to teach, but to bring out the creativity in 

the individual student, and let them speak with their own 
creative voice. That seems to me to be so modern and 
so relevant today, and yet he came to that conclusion 30 
years ago.

ALLAN It’s always about just making it accessible, and 
 providing some kind of inspiration that you can do it. 

‘Cause I would like people to know that I came from a very, 
you know, pretty sort of poor background. You know, I didn’t 
have any special skills. I had to be passionate about it. I didn’t 
get to go to AFTRS without working really hard, but I didn’t 
have to do anything more than that. I just had to really want it. 

AC I think the advancing technology is pushing 
 us inexorably towards the narrative. Because 

the more technology cancels out the implications and 
complications of image capture, compositing and editing, 
the more fi lm makers can focus on the story. And at the end 
of the day, that has always been the main game: the story, 
the narrative. And we’ve been disguising and complicating 
the whole process and making it more complex and 
expensive by enhancing what is already there, introducing 
mysterious light sources and weird F/X lighting and driving 
and distorting the narrative in all kinds of artifi cial ways, 
when probably the story wasn’t worth telling in the fi rst 
place. Silk purse, sows ear comes to mind!

ALLAN
 Yes, so many times. 

AC So now I think this technology’s going to release us 
 from all of those rules and push us back into story 

telling.
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The formation of a Northern Territory 
Branch of the ACS was always going 
to be problematic. There were limited 
ACS members from the region and 
it had another unique aspect. It was 
split between two major centres that 
were 1500km apart, with not much in 
between - Alice Springs and Darwin. 
Despite this tyranny of distance, and 
following a visit from me as Federal 
President at the time, David Curl 
convinced the National Executive that 
a Northern Territory Branch was both 
feasible and, with a little help from the 
National body, viable. And, as David 
was based there, the NT Branch was 
established with its initial headquarters 
in Alice Springs. 

David and his committee immediately 
and successfully set about growing the 
number of members in the branch, both 
in Alice and Darwin. However, following 

An Historic Milestone.

THE INAUGURAL NORTHERN TERRITORY AWARDS 
FOR CINEMATOGRAPHY

DARWIN ENTERTAINMENT CENTRE
FRIDAY OCTOBER 24, 2014

David’s resignation as its Founding 
President the focus of activity and 
support for the branch slowly shifted 
from Alice Springs to the larger centre 
of Darwin and, whilst there are still many 
members from the Alice Springs region 
and, for that matter, all over the Territory, 
the branch is now administered from the 
Northern Territory’s capital.

It was from here that incumbent 
Northern Territory President, Andrew 
Hyde and his committee approached 
National President Ron Johanson 
OAM ACS about running their own NT 
Branch Awards for Cinematography. 
Andrew argued that, because 
traditionally the NT Branch had 
combined with Queensland for the 
State Awards, the distance and lack 
of cohesive involvement meant it 
was extremely diffi cult to get his NT 
members interested in submitting their 

work. Andrew believed that by holding 
their own local branch awards he could 
convince more people to enter and, if 
not already, become members of the 
Society. It would also considerably 
raise their profi le amongst the local 
community and help to increase NT 
Branch sponsorship prospects. 

I was not privy to these early 
negotiations, but I am sure Ron would 
have been delighted at such an initiative 
being put forward. With his and the 
National Executive’s support the go 
ahead to make it happen was given to 
Andrew and his committee. 

Ron made the comment that “The 
decision to conduct a wholly NT Awards 
is a positive, inspirational decision and 
refl ects the nature of the Territory itself. 
Cinematographers in the NT are a 
special breed, often working remotely in 

The Northern Territory branch of the ACS came to fruition in 2005 under the leadership of 
Alice Springs based wildlife cinematographer and fi lmmaker, Dr. David Curl.

“One Mob”   PHOTO TED RAYMENT ACS



extreme conditions in some of the most 
remarkable locations on the planet, and 
they’re work deserves independent 
recognition”. 

Now, with assistance from many people 
and the support of Screen Territory 
and FATANT, the Film and Television 
Association of the Northern Territory, 
Andrew discovered just how much is 
really involved in putting on such an 
event.

I asked Andrew, after it was all over, had 
he realized when he made the decision 
to put on these awards just how much 
work it would be and he said “not in my 
wildest dreams”, or words to that effect.

Putting on an awards event is not an 
easy task. It involves a lot of hard work 
and dedication from many people. It 
starts with getting the entries in and 
convincing members that their work is 
worthy of entering. It could be a fi zzer if 
we don’t get enough entries. The entries 
then have to be sorted into the correct 
categories and judged as laid down 
by the National Awards Committee 
guidelines. This involves getting at least 
fi ve Accredited members as judges 
to give up a day or two of their time. 

In the case of the NT Awards judging 
was done at the ACS Headquarters in 
Sydney. 

Meanwhile, a venue has to be found, 
a Host and Guest of Honour must be 
found and, as Darwin is a long way 
from most places, accommodation for 
visitors found. Will the Guest of Honour 
be happy to run a workshop the next 
day? In some respects this is still the 
easy part. Merely organizational things. 
The BIG one is the staging of the event 
itself. What sort of entertainment do 
we have? Will it be a sit down dinner 
affair or theatre style and fi nger food? 
How many do we cater for? What if we 
threw a party and nobody came? Who 
will do the AV on the night? And the list 
goes on. And during all this process 
the organizing committee still have 
income earning jobs to do and families 
to support. Awards Nights do not just 
happen, they involve many hours and 
often lots of angst. They certainly do 
when it’s your fi rst one. Next year will be 
so much easier Andrew!

Well, I am pleased to say that it did all 
come together magnifi cently. For those 
of us visiting from interstate it could not 
have been better. Accommodation at 

the Double Tree Hilton at a very special 
rate and right next door to the Darwin 
Entertainment Centre where the Awards 
took place. 

With an attendance of just under 80 
people the venue was perfect. Set up 
‘dinner style’ with tables and fi nger 
food, wine and beer and the creation 
of a fantastic atmosphere any awards 
event would be proud of, the whole 
presentation went without a hitch. 
Ray Martin AM once again showed 
his wonderful support for the Society 
and cinematographers by travelling 
to Darwin to host the event. Oscar 
winning cinematographer Russell 
Boyd ACS ASC was Guest of Honour 
and Geoff Burton ACS, who lives in 
Darwin six months of the year, was 
the Keynote Speaker. But wait, there’s 
more. We were also entertained to 
some traditional singing and dancing by 
Indigenous dance group ‘One Mob’. 

One Mob Different Country is a 
program that has been operating out of 
Darwin’s Berrimah Correctional Centre 
for approximately 12 years. It allows 
low-security Indigenous prisoners, who 
have demonstrated good behaviour, 
to take part in performing traditional 
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Aboriginal dances at events for 
community, government and not for 
profi t organisations. They have been 
given permission from the Elders of the 
Beswick and Barunga communities to 
perform certain dances and songs from 
that region. 

Their performance was outstanding and 
emotional, as we learned on the night 
that it could be their last. Their funding 
has been cut and unless they can fi nd 
a benefactor they will be unable to 
continue. A great shame.  

Finally, what we were really all there 
for. The presentation of the Awards 
themselves. Despite Andrew’s initial 
fears, there were entries in all but a few 
categories and the work was not only 
a compliment to all the winners, but a 
tribute to the wonderful locations of the 
Northern Territory and the great work 
being done by the cinematographers of 
the region.

As these were the fi rst Awards of the 
season a special mention should go to 
Maxim Hussey as the recipient of the 
very fi rst ACS Cine Kids award. This is a 
new category, under the umbrella of the 
ACS Cine Kids initiative, that promotes 
the work of children under 15 years of 
age. At the other end of the spectrum 
the Award for Best of Show went to 
Dylan McDonald from Alice Springs for 
the Fictional Drama Short Doors.

The whole night and presentation was 
as slick and as good as any I have 
been to and a credit to the NT Branch 
committee. And they topped it off with 
a Ray Martin AM Retrospective the 
following morning at the Double Tree 
Hilton and a screening of The Way Back 
and a Q&A with Russell Boyd ACS 
ASC in the afternoon at Charles Darwin 
University.

It was a memorable weekend and an 
event to be proud of for Andrew and his 

team of Jennifer Richards, Ian Richards, 
Ian Redfearn, Stephen Cavanagh, Alex 
Novak, Tim Wood, Sam Chen, Clive 
Hyde and all the NT branch committee 
members in Darwin and Alice Springs 
who put it together. I apologise if I have 
left anyone out.

In future - an event not to be missed 
on the ACS calendar and another great 
step forward for the ACS. 

f

L to R Maxim Cavenagh, Nathaniel Kelly, Andrew Hyde, Tim Wood, Mitchell 
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The Water Diviner is the story of an outback farmer who 
journeys to Turkey at the end of WW1 to fi nd out what 
happened to his three sons at the battle of Gallipoli four years 
before.

Not only does he travel from a remote area and one of the 
youngest cultures on Earth to one of the oldest, the farmer 
arrives in Turkey to discover a dense, populated environment 
in the throws of political upheaval. The Greco-Turkish war 
rages across the country while the British occupation rules 
Constantinople.

Russell Crowe sent me a very fi ne script by Andrew Knight 
and Andrew Anastasios. 

This would be Russell’s feature fi lm directorial debut, and as 
he was also going to star, I realized he would need a lot of 
support from his DP.

Fine by me.

I’d already worked with Russell on some music videos, and 
had a lot of respect for his artistic choices. I knew he listened 
to ideas and suggestions. Russell wants collaborators, not 
facilitators.

Fine by me.

We scout Turkey 6 months ahead of the shoot. Production 
designer Chris Kennedy and I travel early so we can go to 
Gallipoli. Having read a number of tomes about the 1915 
confl ict, it is truly amazing and very moving to stand in that 
landscape and refl ect on what has passed.

The broad plan to shoot in South Australia and Turkey, with 
studio work at Fox Studios in Sydney, was put in place. 

Russell and I discuss the idea of shooting fi lm. We’d both 
like to, but I’d have to re-activate Neglab and fi nd a lab in 
Europe. We concluded that the production was too small, the 
schedule too tight and the locations too remote to risk the 

transport and lose the immediacy of digital.

We spent a lot of time watching movies (everything from 
Lawrence of Arabia to We of the Never Never, Patton, The 
Siege and The Tree of Life), checking out historical material 
and looking at artwork (artists like Anne Magill, Andrew Wyeth, 
NC Wyeth and Albert Namatjira). We were quite taken with 
old Turkish postcards that were black & white and handtint 
coloured. 

At Panavision I tested Alexas, Red Epics, Blackmagic 
cameras and Sony F65s. I tested spherical and anamorphic 
lenses, Panavision, Aluras, Fujinons, Cabrios, Cookes. 

Rental houses Cinoptix, Arri and Gear Head were all very 
helpful.

We screened all the tests for Russell. I was mindful of the 
budget and the need to make sure we had robust systems 
as we would be in the middle of nowhere. I had no desire 
to tell Maximus that something wasn’t working. Russell had 
also made it clear he wanted to shoot fast. I think he was 
channeling Ridley Scott.

My mantra has always been script and performance. I felt the 
story was strong and had no doubt Russell would get good 
performances from the cast. My intention was to make the 
performance environment as actor friendly as possible. This 
meant having gear that allowed fl exibility and effi ciency. 

We decided on Alexa XTs, shooting ArriRaw. We also took 
some Red Epics with us. 

We were renting from Panavision and got a great deal on 
Panavision glass. Given the need to maintain momentum 
on our 50 day shooting schedule, I decided to shoot with 
spherical lenses and go for a 2.40 centre extraction. I’d had 
good experiences with the 19-90mm and 24-275mm zooms, 
and indeed they became our workhorse lenses. The Canon 
150-600mm zoom got an outback workout and we also 

Lighting rig above Turkish bath  PHOTO REG GARSIDE



carried a basic set of primes.

I was fortunate to secure camera operator Peter McCaffrey, 
gaffer Reg Garside, key grip David Nichols, 1st ACs Colin 
Deane & Scott Dolan and 2nd ACs Meg White & Rebecca 
Crowe (no relation) as my key crew. Thanks to the ACS 
sponsorship scheme, we were also able to bring Nick Forster 
aboard as our truck loader. I called him ‘our secret weapon’ 
and used Nick to operate an extra camera whenever we 
needed additional coverage at short notice!

We did our fi nal scout and I formulated the general philosophy 
for the look of the shoot. Considering that the fi lm takes place 
in two different cultures over several time periods, there was 
plenty to work with. I decided the two cultures would defi ne 
the look development, and the Gallipoli battle fl ashbacks 
would get a specialized treatment. Australia, being a young, 
naive world would get a cleaner, sharper look while the richly 
cultured Turkey would be slightly softer, more tone subtle, a 
warm, hazy feel refl ecting the eons of civilization and people 
the country had witnessed. After all, this is the story of a man 
about to have his narrow world view considerably expanded. 

I made a conscious decision to grain up the Gallipoli battle 
fl ashbacks in the DI, as a way of separating them from the 
rest of the story. It’s fairly subtle, but it does make the violence 
more aggressive. 

We started at Fox studios doing interior sets. The largest was 
the two story Constantinople hotel that Russell’s character 
Joshua Connor stays when he arrives in Turkey. We prelit the 
set and shot makeup & wardrobe tests there.

I used these tests to fi ne tune the LUT. 

This is where the project becomes really interesting. Russell 
wanted to shoot each scene in its entirety, shooting as many 
angles as possible simultaneously. This presents certain 
diffi culties, especially for a DP who likes to think every frame’s 
a Rembrandt. However, I fully appreciate that it does help the 

Russell & Andrew confer at Topkapi Palace   PHOTO MARK ROGERS

cast and I did support the idea in principle. Also I’ve been 
shooting multiple cameras on various projects for years, so 
I have a fair amount of experience shooting ‘theatre in the 
round’, which ultimately gives the actors the opportunity 
to develop a real rhythm and interaction. Russell may have 
been channeling Ridley Scott, but I was channeling Vilmos 
Zsigmond ASC (who shot a couple of multi camera fi lms for 
Robert Altman).

It was great watching Russell direct. He achieved some 
excellent performances from the cast, and I particularly 
enjoyed fi lming him. Russell’s work is subtle and he’s 
technically very aware. He had no trouble swapping his actor 
/ director hats. Russell also assembled a fantastic cast, 
including Olga Kurylenko, Jai Courtney, Yilmaz Erdogan, Cem 
Yilmaz, Isabel Lucas, Jacqueline McKenzie, Ryan Corr, Robert 
Mammone, Megan Gale, Dan Wyllie, Steve Bastoni and 
Damon Herriman.

Russell and I exchanged lots of ideas regarding choreography 
and coverage. Sometimes I did it with music. At the 
beginning, Russell would throw an idea out there, looking at 
me while I processed it. “And option B?”, he would say. Later 
he made up a chair for me that had ‘Senior Optione’ on the 
back. 

Reg and I pre-lit the studios with a mainly tungsten package, 
being the most cost effi cient. We had day, night, interior, 
exterior sets, with lighting that allowed characters to move 
through a hotel kitchen straight into an open sunlit courtyard, 
or up the main staircase and along a corridor straight onto 
a balcony overlooking the street. Actors could also walk in 
off the front patio, through the expansive lobby and into a 
large dining salon. Russell and I designed some interesting 
choreography that made use of these options. 

 It’s great to get the basic lighting in place before the actors’ 
blockthrough. That way the story is being worked out with the 

Haydarpasa Station Turkey   PHOTO SCOTT DOLAN
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general mood of the environment in place. I defi nitely think 
it infl uences the outcome, and gives me an immediate taste 
about the feel of the scene. Someone may gravitate toward 
a dark corner of the set, refl ecting an internal thought. That 
gives me something to work with, deciding how much or little 
we wish to see, how much privacy to afford that moment.

It also means we’re trimming towards a rehearsal or take, 
rather than starting from scratch. It doesn’t always work 
out as perfectly as I’d like. Some situations call for one 
camera and that’s fi ne. Sometimes an unexpected change 
in the approach, choreography or philosophy of a scene 
necessitates a change in the lighting. Most of the time it works 
out well. At the end of the day, I’ve always been insistent on 
walking through the next day’s work with the director and all 

the onset HODs. It’s always been very benefi cial.

The location shoot kicked off in the town of Burra, South 
Australia. I’d fi lmed there about 30 years before on ‘Fair 
Game’. We fi lmed the opening outback sequences there. We 
were joined by cinematographer Ernie Clark ACS who did 
additional camera and some 2nd unit photography. Ernie was 
assisted by 1st AC Frank Rhuby,

I should point out that this was high summer in the outback, 
and for the next 5 weeks we endured record temperatures, 
always in the 40s (40degC, 110degF) and peaking over 
50degC (130degF). It was a testament to the gear and the 
crew. Hydration became the name of the game.

We blacked out the farmhouse for the night scenes. For the 

Andrew Lesnie fi lming whirling dervishes    PHOTO MARK ROGERS
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only day scene in the house, I lit the interior and did a dynamic 
iris pull as we ran down the corridor and outside. At the 
beginning of the fi lm Connor (Russell Crowe) divines, then digs 
a well. We fi lmed the exterior well digging in one afternoon 
using 4 cameras and later, the 4 metre well interior was built 
as a cylinder next to an old fl ooded open cut mine. That way 
we could use the water to fl ood and drain the set, courtesy 
of special effects maestro Peter Stubbs. We had two camera 
ports in the side of the cylinder and a third camera over the 
top on a crane with a Scorpio stabilized head. The ports had 
to be waterproof so they were perspex, which meant the 
cameras had to be blacked out, like a hide. The day was hot, 
so being inside those hides was like a sauna.

Burra has a series of ancient tunnels that were built to keep 

alcohol cool for it’s mining community. The temperature 
defi nitely drops a number of degrees by just going down 
6 metres. Those days are long gone, but the town has 
maintained them as an historical site. We needed a 
subterranean setting for Constantinople and these were a 
perfect match to some locations in Istanbul. Historical tunnels 
are an interesting challenge to light, and apart from the odd air 
vent to the surface, Reg and I met this challenge by working 
with the art department to bury small lamps amongst the 
ammunition cases, weapons and other paraphernalia that 
were stacked all the way along. 

Before we moved on from Burra, we also fi lmed part of the 
dust storm sequence, which is a fl ashback where Connor 
saves his three sons from a violent storm. We fi lmed Russell 



riding fast in a couple of locations, using the remote head on 
a tracking vehicle. One paddock was particularly rough, the 
other very smooth. The coverage refl ects this, but they both 
have an amazing energy that works for the scene. To chase 
and lead the three running boys, Dave Nichols broke out ‘the 
rickshaw’ with the remote head on, driven by two fi t young 
grips to keep the action immediate. 

In Quorn, we fi lmed another extended Turkish sequence 
using the historic Pichi Richi Railway. One event required 
using the siding where Connor, Hasan and troops jump 
aboard a moving freight train at dawn. I’ve generally found 
dusk-for-dawn to be more practical when it comes to staging 
a complex sequence safely, and the railway line ran east 
west, which was perfect. We set up a crane, a dolly, and two 
cameras inside a freight car to capture the action in one go. It 
was cloudy but we decided to go for it anyway. We did three 
takes and on the last take the sun came out, barreling down 
our lenses, and the whole event looked fantastic. 

From a safety perspective, I was relieved the exercise was 
over because having actors and crew working around a 
moving train I found quite stressful. 

In the script the cast travel across war torn Turkey, eventually 
getting ambushed by Greek forces. Although the script called 
for railway freight cars, the Pichi Richi railway offered horse 
freight cars, which are more open. We added some canvas 
blinds and decided to go with it. The porous walls encouraged 
me to go with available light. I knew we would need to keep 
the coverage inside the moving carriage fl uid, so I shot a test 
in the horse car. Our DIT Nir Shelter loaded the images and 
we checked how much dynamic range we had between the 
shaded, roofed interior and the blazing sunlit exterior. It was 
impressive.

We had very limited time with the train, so while the main unit 
fi lmed onboard the moving train, Ernie Clark fi lmed travelling 

and wide shots with a guerilla unit that gave him a tracking 
vehicle and remote head on a road that snakes alongside the 
railway. 

Because of the unusual heatwave, we had certain limitations 
imposed on us. Steam locomotives were banned from running 
because of the cinder they generate (bushfi re danger), so we 
used a diesel to pull the train, and delegated its replacement 
to VFX supervisor Dave Booth! On a slightly cooler day (mid 
40degC – 110degF) the railway personnel were happy to roll 
our desired locomotive out of the shed and into the sunlight. 
Ernie’s crew photographed everything to do with that engine, 
and stills photographer Mark Rogers also photographed it 
from every angle. 

We also had limitations on fi re effects which we mostly 
overcame with more smoke. In the 3 days scheduled to 
do the train ambush (which took place in open remote 
landscape), we had the highest summer temperatures. 
Although we paid great attention to keeping everybody 
hydrated, we still had a daily average of 3 to 7 people going 
down with heat exhaustion. It was grueling, as the ambush 
was a complex exercise involving a machine gun strafi ng the 
train, followed by a mortar barrage, followed by a ground 
assault.

The Gallipoli battlefi eld was built in a sand quarry near 
McLaren Vale. The ground was essentially sludge and 
designer Chris Kennedy had to fortify the trench walls to avoid 
collapse, but it did give him the opportunity to contour the 
landscape to history. I would have had it run a different way for 
the light, but it made sense. The sludge meant I couldn’t use 
access machinery because of weight limitations. Since most 
of the fl ashback scenes were set at night, we resorted to the 
ridgeline and some towers to give us elevation for our night 
lighting, which was a combination of HMI and tungsten units. 
Sometimes all we lit was smoke. We moved and faded some 
lamps to mimic fl ares. 

1st AC Colin Deane, operator Peter McCaffrey, 1st AC Scott Dolan, DOP Andrew 
Lesnie ACS ASC at Tlos Fortress Turkey PHOTO MEG WHITE30 /  THE WATER DIVINER



Historically, the Turkish forces had the sun behind them in the 
mornings, giving them a signifi cant strategic advantage. The 
opening Turkish assault starts pre dawn, so we used every 
piece of textile we had to shade the trench for the pre dawn 
scenes, then shot the actual assault early the next morning. 
We had 4 cameras set up before dawn, and everyone just 
started shooting when the sun came up. No discussion, 
nothing. It looked amazing. Russell and fi rst AD Chris Webb 
realized what was going on and started feeding in extras and 
distant smoke. 

Once the Turkish troops reach the allied trenches, 
Russell wanted to stage the whole event in one go. We 
choreographed a steadicam master, with additional coverage 
from Ernie and I riding the long zooms. At the end of each 
take, all the operators would scurry over to video village, 
watch the coverage (3 monitors simultaneously) and head 
back for the next take discussing who’s shooting what and 
how it’s going to cut! It certainly keeps things lively and adds a 
certain raw quality to the footage. 

As we started using four cameras on a regular basis for the 
battle scenes, Viv Madigan and Maxx Corkindale kindly came 
along to give us a hand.

I’ve never wondered how many camera crews you can fi t 
into a closet, but I found out when we fi lmed a particularly 
aggressive night assault on the Turkish trenches by Anzac 
soldiers, fi nishing in hand-to-hand fi ghting. We set up a 
steadicam shot following the troops into the covered trench, 
had another camera tracking on the battlefi eld looking 
through a slit, and hid two manned cameras in the trench on 
wide lenses. Invariably everybody sees everybody at some 
stage, but once again it allows the entire ensemble to play 
out the sequence from start to fi nish. We planned for a fast 
180degree turn around  and shot the sequence again, this 
time with the steadicam leading the troops through. Once 
again we rigged small moving tungsten units to travel above 
the roof slats and mimic fl are lights.

Turkey

We had access to the Blue Mosque and Topkapi Palace, as 
well as Kayakoy and the Tlos Fortress in the south of Turkey.

We had great assistance from the Turkish crew who said 
they felt more involved than with the usual foreign production. 
Filmmaking is such a universal process that has it’s own 
language, allowing everyone to make a contribution if allowed. 
Additions to the camera crew included local ACs Tayman 
Tekin and Seda Kisacik, who on occasion ended up manning 
another camera as operator and focus.

Because the script was viewed as even-handed, we were the 
fi rst western production given permission to fi lm inside the 
Blue Mosque. This site holds several prayer meetings and 
manages to entertain thousands of tourists a day. We fi lmed 
in the vast open courtyard early during the dawn prayers and 
went inside afterwards. We had to be completed and gone 
before the midday prayers. We went with mainly available 
light (which was a mix of daylight and tungsten) while Reg 
and Turkish gaffer Ali Salim Yas ar placed some small HMI 
units around the perimeter to accentuate the architecture and 
highlight the stunning mosaics in the roof. The moment we 
got inside, Scott and I set up a long lens and started shooting 

detail while Peter, Dave, Turkish key grip Hasan Ormanlar 
and Colin set up a crane shot. The tsunami of tourists kept 
coming, so we had to point away from the public area while 
poor PAs kept pleading with people not to use fl ashes!

I can understand why The Blue Mosque is one of the most 
popular tourist attractions in the world. The architecture and 
mosaic work are absolutely stunning.

Scott and I did quite a bit of research regarding shooting in the 
Turkish baths. When I scouted the place my glasses fogged 
up the moment they opened the door (and stayed that way). 
After our outback experience, we had no problem with the 
Alexa withstanding the heat. It was the 100% humidity that 
concerned me. The actual location was a working communal 
Turkish bath in Istanbul, warmed by an underground furnace 
that heats a huge marble slab. The ceiling is a large dome 
covered with small circular, glassed in windows. We looked 
at everything from acclimatizing to underwater housings to 
air conditioned camera suits! Issues were resolved when the 
furnace was turned off, some windows were removed and the 
gear placed in a warm anti-room the night before. Reg and Ali 
pre-rigged a circular truss around the dome with parcans with 
everything run into a dimmer board. That kept the limited fl oor 
space more fl exible.

The Haydarpasa railway station was a major transport hub 
for a century but is now disused. We used it as Connor’s 
arrival to Turkey in 1919, standing in for the exterior Galata 
wharf and interior immigration hall. We put three 18Ks in small 
cherrypickers outside three huge stained glass windows, 
hazed in some atmosphere, and let the architecture and the 
extras do the rest. 

We caught a ferry at the end of that day to try and get 
Connor’s POV of Constantinople when he fi rst arrives. On the 
scout I’d worked out where the sun set over the old city and 
gambled that the silhouettes of two huge mosques would be 
a good sell while the darkness would disguise the modern 
freeway below them. The weather was lousy and some 
people wanted to pull the plug, but I insisted and luckily we 
were rewarded with a break in the weather and a beautiful, 
natural shot of ‘period’ Constantinople.

The DI grade was handled by Peter Doyle at Defi nition Films, 
who graded primarily for 2K but also tested a 4K version, 
which held up very well.

Something I enjoyed on this shoot was how much I rode 
cranes again. I’ve gone with remote heads for so many years, 
but we only used them intermittently on this shoot, so I rode a 
number of times in both countries, and I loved it. I’d forgotten 
how much you feel physically more integrated with the shot.

Another was how much I rode the iris. It was fun, either riding 
it myself or doing it remotely on the other camera, and having 
a 1st AC like Colin Deane with so much experience and such 
good timing & rhythm makes it a sure bet.

f
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Soul Mates
A TV Comedy with The Bondi Hipsters 

DOP Dan Freene ACS
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On the drive home after a very long day shooting a TV promo, 
my agent calls asking if I can meet the VanVuuren Brothers in 
an hour. “The who..?” I reply. “The Bondi Hipsters...” my agent 
goes on... “They want you to shoot their new ABC comedy 
series.” 

Six weeks, and  many long nights later. We are 100 years in 
the future with a half robot half man shooting laser cannons at 
Hitler, in the Neopalethic Era throwing poop at Cavemen, and 
in the 1980‘s, assassinating bunny rabbits. All part of a very 
strange and wonderful new ABC TV comedy show called Soul 
Mates.

Like many of my esteemed colleagues, I cut my 
cinematographic teeth in a world of commercials, short fi lms, 
and features. In my short career, I have managed to have a 
pretty good run in these fi elds, and it would be fair to say it 
has only been the last handful of years with both the local and 
international television productions really lifting their shows to 
the next level, where I have actually seriously thought about 
spreading my aspirations into the world of television.

With Soul Mates being my fi rst TV show, there were some 
things I needed to get my head around right from the very 
fi rst day of pre-production. In the fi rst hour of the fi rst day 
of pre-production whilst chatting with the fi rst AD, Jeremy 
Grogan I realised I needed a truck load more prep time than 
I was granted for the show. It was quite confronting actually. 
In fact I was overseas shooting a commercial in Asia prior to 
commencement, and I literally got off the plane at 0700 on 
Monday morning and went straight to the production offi ce. 

Soul Mates was made up of six half hour episodes. 180 
minutes total. Due to cut backs the shooting schedule was 
dropped from fi ve to four weeks. With virtually zero overtime. 

This equated to 50 hours per week, not a second more, 
over four weeks. Essentially, for those of you who have shot 
features, it’s like shooting two x 90 minute feature fi lms in the 
time the most frugal of small Australian features are granted, 
with two weeks of pre-production, so you can see the 
challenge.

The Bondi Hipsters characters are best friends, Adrian and 
Dominic, played by Nick Boshier and Christian VanVuuren, 
along with Christian’s brother Connor who writes and directs. 
They had huge success with their You Tube Videos created a 
few years ago where the boys play the two moronic “hipsters” 
living in Bondi. Along with all the generic Hipster traits of silly 
beards, thick rimmed glasses, and lots of Hipster irony, their 
online videos had huge success giving them a large regular 
online audience, which very much helped to encourage 
the ABC, and Screen Australia into funding this six part TV 
Comedy show.

Soul Mates was broken into four worlds, and each world 
features two characters who are partners or best friends. 
Cavemen,”set around 50,000 years BC, made with very 
simple almost cartoon like coverage, similar to the Flintstone 
cartoons of the 70‘s and 80‘s. Kiwi Assassins, a heightened 
cop action/drama designed to feel something like the Lethal 
Weapon franchised movies in the early 80’s, Time Travel, set in 
a travel offi ce a hundred years in the future that offers holidays 
to any time period which we covered much like the TV show 
The Offi ce. And The Bondi Hipsters, set now, in a hyper real, 
and ‘Hipsterfi ed’ Bondi. Apart from Time Travel, which was a 
built set, the other three worlds were all practical locations, all 
to be dressed and designed in their corresponding period. 

I spent the bulk of pre-production looking at locations, as 

Left: Christian Van Vuuren ax Rocky in Cavemen.

Adrian & Dom (Nick Boshier & Christian Van Vuuren) breaking all the rules of conduct in a Bondi yoga class. Photo Patrick Stevenson



there was something like 26 of them all over town. Even 
though this was my fi rst TV show I have shot several features 
and hundreds of commercials so I had some idea of what we 
needed from the locations to move quickly and get a good 
looking show. Most of the location decisions were made 
prior to me starting, and from speaking with other more 
experienced Cinematographers I have heard this is pretty 
normal practice, even on much bigger and more expensive 
shows. In my opinion I think we are often pulled onto long 
form productions way too late, resulting in production 
changes made only once we start seeing the pitfalls of the 
ones already chosen. I have a philosophy with locations, and 
that is that the right location always exists, we just haven’t 
found it yet. Anyhow, over a few Sundays, and long nights of 
searching the city, we eventually found the right locations, and 
yes, they looked a lot better, saved us time, and in turn meant 
we had much better coverage and a better looking show. 

For a Cinematographer the four worlds that made up Soul 
Mates made the show incredibly fun to shoot. Each part of the 
show required completely different coverage, and quite varied 
lighting styles. For me the most fun was the Kiwi Assassins 
world. The two cops, Roger Blade, and Terry Thinge along 
with their superior, a beastly woman in Mum, are from the 
“Munistry of Defense” in New Zealand, and have come to 
Australia to take back what is rightly owned by New Zealand. 
Their fi rst mission is to bring 7 year old acting protege Russell 
Crowe back to Auckland. Bad accents, giant gun fi ghts, 
training montages to synthesised 80’s electro tracks, stunt 
driving, this was a lot of fun to shoot... In fact almost everyday 
the boys had the entire Soul Mates crew doubled over in 
laughter. We even had to make a two hander a VFX shot, and 
shot the boys separately as they just could not keep a straight 
face through the scene! Photographically, it was also really 
cool as we wanted it to look and feel like an 80’s American 

Cop fi lm. Lots of depth, long lenses, smooth camera moves, 
considered coverage and raking moody lighting made this just 
awesome fun to shoot. It also had the most night work, which 
I prefer to daylight, mainly because you have full control over 
the scene. Areas you don’t want to see you can just let fall 
into darkness, and I like to use more modelling and mood to 
help direct the audiences eye.

The Bondi Hipsters world is set now in a hyper real Bondi 
where our two ‘Hipsters’ are trying to start their own Fashion 
Label. Nick and Christian had this world very well fi gured out 
as they had been playing these characters for a few years 
now, and yes, they are also extremely funny. Compositionally, 
Connor and Christian wanted the coverage to be shot very 
square on, almost in the vein of Wes Anderson fi lms. Very 
close eye lines, and absolutely no over the shoulder coverage. 
In fact we very often covered scenes straight on, and then 
any subsequent coverage would come from square leg, or 
90 degree’s. It seems simple until you get into larger groups 
of characters, as you end up shooting square two shots in 
between groupings of people with the line crossing between 
each of the characters. So, in theory you need two singles of 
each person on both sides of the line, so the coverage can 
get complicated very easily. The edits worked beautifully, so 
there was never any great concern, but it keeps you on your 
toes. The lighting and colours in this world are pretty hyper. 
Lots of reds, pinks and vividly saturated colour. Really poppy 
looking, and over all mostly brighter in tone compared to Kiwi 
Assassins. In fact one of our style guides was for it to look like 
a glossy tabloid magazine like Hello, or Who Weekly.

Cavemen was shot very quickly. In fact we shot 71 scenes in 
three days. And believe it or not it was originally scheduled to 
be a two day shoot. The coverage was exceptionally minimal. 
Generally a two shot, and two singles, mostly from a pretty 
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The Bondi Hipsters Adrian, Dom and new girl friend Kelly hanging at a fashion bar.  Photo Patrick Stevenson.

Right: Dan Freene ACS giving the Caveman an Eye line.
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static camera. The gags in Cavemen play out very much like 
the cartoon strips we used to read in newspapers, and most 
of those comic strip laughs can be told in three or four frames. 
It made for very fast comedy, which juxtaposes very well 
with the longer more complex story lines of the other worlds. 
The location was just north of French’s Forest on a rocky 
outcrop. We had great weather, and as we shot in winter we 
had full days of lovely low Sydney sunshine throughout each 
day. Sydney winters are just great for exterior shoots as you 
have no problems with ugly toppy harsh sunlight like we get 
faced with in Summer, and our winter sunlight is crisp and 
has a lovely warmth. I used some Ultra bounces and poly in 
the hand, and a light Hampshire 12 x 12 scrim for close ups 
and mids.  In fact I only used lights on the night work, which 
mainly consisted of two fl ame bars, and a M18 Bounced into 
a 4x4 Poly as a moon source. I kept the whole thing very 
simple. One thing that worked for us was the heavy makeup 
the boys were wearing as cavemen made them very dirty, 
brown and rugged looking. It’s also set 50,000 years so I was 
very cautious of adding any artifi cial light that looked out of 
place. 

The last world and the hardest for us to get right was Time 
Travel. The set was built in one of the Callan Park Film 
buildings. The space was OK, but needed a lot of dressing, 
painting and building to get right. The budget on the show 
was really tight, and by the time we got around to shooting 
Time Travel we were out of time and probably out of money. 
Karen Harborrow the production designer and her fantastic 
team were working around the clock trying to have the set 
ready for us. After the fi rst day shooting in that space it was 
evident we needed more wall builds, more fl ats, and some 
more dressing to get us through the schedule, and have a 
Time Travel world that was going to do the show justice. It 
was a bit of a scramble but in the end half way through day 
two we were all sweet. 

The world of Time Travel is set 100 years in the future and 
everything is turned on it’s head. Single white males are a 
minority. Everything on planet earth is recycled, people use 
their thumb and pinky fi nger as mobile phones, and the two 
boys have a somewhat awkward relationship as Rob is sent 
back from a management retreat as a part man part robot. 
called Roboss. Nick Boshier spent fi ve days in that robot suit 
which had a motorised go kart base for when we wanted 
it to wheel around, and just a wooden base on wheels for 
small movements when we were in on tighter shots. It was a 
complex world, with a lot of VFX hollow screens which would 
later be super imposed. The hollow screens could be opened 
by a Time Travel staff employee drawing the rectangular 
screen with their fi ngers. It would then light up, and come to 
life. For this screen we used LED light panels that we would 
wind in or out depending on the screen activity. Aside from 
this we had two Time Travel portal gates that fl ashed and 
zapped when people entered or returned, and laser beams 
that shoot out of Roboss when he goes into attack mode. 
It kept gaffer Russell Fewtrell, and Best Boy Roger Scott 
extremely busy. The coverage for Time Travel was to look 
something like the British TV Show The Offi ce. It’s a live 
handheld like, long zoom lens coverage. We had two ARRI 
Alura zooms, the T2.6 18-80mm and the T2.6 45-250mm, 
and we actually mostly used them on the O’Connor heads but 
totally loose. In shot we would  push in on the zoom for funny 
lines or looks. It works really well for dry ironic comedy, and 
makes for very fast coverage. It’s not really my preferred style 
of coverage but for this type of humour it was perfect. The 
two zooms worked well to cross cover too, as both lenses 
gave me a 45mm, and an 80mm. So I could get a midshot at 
45mm, and a medium close up on the 80mm.

Another thing I learnt from making a show like this is that 
the humour is king. Often, as a Cinematographer I think 
we sometimes can get a little over precious regarding the 
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Finale of a musical interlude with Dom singing about buying a bag of coke. The whole crowd sing the chorus.  Photo Patrick Stevenson.



complete control of the image. This is a good thing, as our 
standards should be high, however I think it can sometimes 
hinder the content, and one thing I have realised over time is 
it’s better to have a funny interesting and captivating scene 
that we may not be 100 percent happy with, than to have 
something beautifully lit, perfectly composed but with no 
humour and no soul.

The VanVuuren brothers really wanted Soul Mates to stand 
out from the crowd. Their aspirations were really high, and 
the gags involved a lot of props, gun fi ghts, VFX and really 
zany performances. As the Pre-production time was limited, 
I only really had time to shot list the Caveman world with the 
directors Connor and Christian. So, I had to learn very quickly 
how to cover a scene just from watching a rehearsal. Connor, 
and the boys would rough out a block, I would stand back 
with my B camera operator Simian Bryan and discuss the 

shots I fi gured we would need. We may then change the block 
a little, and work it to camera. This is quite different for me as 
generally I like to go through shot lists and storyboards very 
thoroughly prior to the shoot commencement. I found this 
new fl y by the seat of your pants coverage really refreshing. 
I think it gave us more fresh ideas, and made our production 
days very effi cient. And when shooting 8 - 9 minutes per day, 
effi ciency is king.

All in all Soul Mates was one wild ride, and for my fi rst TV 
show it was a bit of baptism of fi re. I had a fantastic crew 
behind me, and with Nick Boshier, Christian and Connor Van 
Vuuren really pushing the limits every day, no matter how hard 
pressed we were for time, each day really was truly enjoyable, 
and hey, I reckon any working day where the whole set is 
infected with raucous laughter is a good one.

Dan Freene ACS
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AC   Ed, just give a very brief 
 background of your history up 

until now.

EG   I graduated from school about 
 2006, then went to fi lm school 

before promptly dropping out. Yeah, 
it was a good course but quite broad 
in that it was sort of geared towards 
directing and writing and I realised at the 
end of fi rst year that I wanted to shoot. 
Rather than going to classes I ended up 
running around assisting on a lot of low 
budget shorts and music videos. I was 
lucky to shoot clips for some high profi le 
artists, which led to commercial work, 
which is what I’m doing now.

AC   And do you plan to do drama?

EG   I’d like to. I try to do shorts 
 between commercial work and 

there’s some long form stuff on the 
horizon, but for the moment I’ve been 
pretty happy doing commercials. I’m 
meant to be in Arnhem Land at the 
moment actually for two funded shorts, 
which will be really special, but they’ve 
been delayed. I think they’ll be next year 
now. 

AC   You’ll get to see some 
 amazing storms up there 

when it comes around. Which is a 
perfect segway into your Guy Pearce 
music clip Storm, which you shot 
recently. Who’d have thought that he 
could sing… let alone have a great 
voice and the clip is excellent… very 
powerful. But fi rst let me guide our 
readers to a clip you shot prior to 
Storm titled Explosions, which looked 
very much like an experimental 
short fi lm, which I also loved. After 
seeing that, it’s no wonder that 
you were offered Storm. Overnight 
you’ve become the cataclysm go-to 
cinematographer. 

But back to Storm. From the 
production stills it looked like it was a 
pretty tiny budget.

EG   It was, and very ambitious, but 
 luckily we had a great crew that 

got behind the project. Michael Shanks 
directed the clip. He’s a very talented 
young guy. I’d wanted to work with him 
for quite a while. He met Guy through 
music, I think they both work with the 
same producer. 

AC   It’s a very powerful piece. And 
 as I said before, Guy’s got a 

really good voice. Plus it’s a good 
song.

EG   Yeah, I was pleasantly surprised, 
 because you know, that 

crossover has often been pretty bad in 
the past. He was amazing to work with 
too. I met him in pre and then I think the 
next time I saw him he was in a Thrifty 
truck delivering set pieces and he was 
there until midnight before the shoot 
helping with the build. So totally hands 
on. Kept having moments looking 
through the viewfi nder of… holy shit, 
that’s the guy from Memento. 

AC   Where did the concept come 
 from? Was that the director’s? 

EG   Yeah, It’s always hard with 
 clips… knowing who came up 

with what. During the early pre Guy and 
Michael were overseas, so I didn’t see 
the really, really early stages of where it 
all came from. Obviously they worked 
closely together, but I’d say the concept 
would have come from Michael.

AC   How long was the shoot?

EG   The shoot was one day, if you 
 can call it that. It must have been 

20 hours or something. It was pretty 
exhausting, especially for Guy because 
he was getting water chucked at him 
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most of the time. After the cut was 

assembled, we went out and did a small 

day shooting exterior plates, which was 

just literally Michael, my girlfriend and 

my dog. We went out to a place called 

Steiglitz ,which is an old, abandoned 

gold mining town. Really pretty.

AC   Just so that the people 
 reading this know, just talk me 

through the whole clip and how you 

had to construct all the elements in it.

EG   It was shot chronologically 
 because of the set pieces 

getting totally destroyed. We were 
shooting a 1000fps on a Phantom 
Miro for all slow motion material. 
Where possible, all the rain and debris 
elements were done in camera. We 
used strobes for the lightning effects. 
We also shot Guy at 50fps on a RED 
Epic for sync material of him singing. 
There was a bit of camera movement… 
ideally it would have been mo-con but, 
you know, on a tiny budget we had to 

do it as best we could. It was pretty 
raw, I guess. So that was just a matter 
of doing multiple passes on a regular 
dolly. In post, Michael composited the 
50fps head shots of Guy singing into 
the 1000fps shots. There’s one shot 
where Guy is crawling with debris and 
water fl ying all around him at 1000fps. 
Because we were running behind, we 
only had time to shoot him at 50FPS 
and, you know, being the awesome 
actor that he is, he just pretended to 
be moving in ultra slo-mo to match the 
1000fps material. 

But one of my favourite shorts is where 
Guy is profi le to the window and it 
explodes. We had leaves and water 
through a debris canon that time and 
Michael added the glass afterwards in 
post. But most of it was done in camera. 

AC   It was very powerful. I loved 
 the production still where a 

props person was dripping water 
through your frame with a garden 
watering can with a coke tin on the 
end with a hole in it. It was one of 
those really high tech Hollywood 
things, you know.

EG   Oh, my favourite moment from 
 the shoot… Guy brought an 

old mate of his who did his makeup, 
wardrobe etc. and I remember turning 
around to see him doing Guy’s hair with 
a plastic fork, which I thought really 
captured the whole vibe of the shoot. 
Yeah…it was a very technical project 
but approached in a very low-fi  way. 

AC   So what was your attack, 
 lighting wise? You had some 

big units there.

EG   Yeah, I used tungsten fresnels. 
 It was mainly 10Ks. We were 
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running at least ten of them for 
exposure with the Phantom material. 
We had them bounced off two 12x12 
Ultrabounce frames with 20x20 grid 
cloth in front of the bounced light. I like 
having very simple sources. When I 
don’t know where shadows are coming 
from, I hate it. And I don’t often fi ll 
things. Everything was straight tungsten 
except the backlight, which was Cyan 
and CTB.

AC   A lot of the young 
 cinematographers I talk to 

say what you have just said. If I don’t 
know where the light’s coming from, I 
don’t like it… I don’t use much fi ll. Is 
that what they teach you at the fi lm 
schools now, or is it something you 
just...?

EG   Not really... I fi nd most people in 
 my age group are a lot more 

camera focused. I’d say 95 per cent of 
my time on set is spent thinking about 
lighting, depending on the job obviously. 

But, you know, I’m really pedantic about 
being happy with the light, and for me 
camera is something I don’t have to 
think about so much, I can leave that 
on autopilot most of the time since 
framing is more instinctive. But to light 
something that I’m happy with is a 
lot more work. I feel like I’m also a bit 
different in that I’m probably drawn to 
something a bit more lit and bigger. It’s 
that whole thing about naturalism. But 
for me, I prefer the idea that you can 
actually do something that doesn’t exist 
in reality.

AC   I like the fact that you’re 
 lighting to get the exposure 

and the distinctive look that you’re 
after, not just exploiting the high ASA 
ratings of the digital camera.

My opinion is that you’ve got to build 
depth and contrast into the image 
somehow. But with the speed of 
the new digital cameras you’re not 
judging light anymore, you’re actually 

judging darkness. Cameras are now 
seeing more than our eyes can see. 

EG   I fi nd it very comfortable working 
 at lower ASAs. I learned to shoot 

on 16mm and preferred slower stocks 
in terms of grain, so I’d be trying to light 
these night scenes at 64ASA. And I 
tend not to shoot too wide open, you 
know, I like things stopped down a bit, 
seeing a bit of background.

AC   As you said previously, you are
 ‘a bit different’ Ed, because 

it’s very common these days to shoot 
wide open. 

EG   I’ve got strong opinions on that 
 one. The environment informs 

character and you should be able to 
see that environment, unless there’s a 
theme of them being isolated from it. 
But if you want depth… it doesn’t have 
to be total mush. I also like shooting 
on wider lenses. It makes subjects feel 
more immediate, in my opinion. The 
longest I’ll often go is a 50mm.  

Guy Sebastian - Gold

Kimbra - Settle Down
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AC   Do you have any mentors? 

EG   Early on I worked with Stefan 
 Duscio who’s amazing and has 

been really supportive. I call him with a 
lot of stupid questions. And through you 
guys (the ACS) I also have a mentorship 
with Greig Fraser. 

AC   Lucky Ed. You’ll learn heaps. 
 With Storm, did you have any 

tricky moments? 

EG   As a DP, I fi nd it really hard when 
 people just tell me what shot 

they need, rather than giving me a 
sense of why. Especially effects heavy 
jobs, where it can get very mechanical. 
And Michael was really good on that 
front. I just need to know what a 
director wants to achieve with a shot 
if I’m going to offer anything. Every job 
I do, I want to earn my pay cheque. 
I love being able to offer up ideas 
whether they’re accepted or not. On 
that job (‘Storm’) having a conversation 

with Michael was sometimes diffi cult 
because there’s a million lights and 
stands between us and I’d often be 
yelling across the studio, which sounds 
comical, but it was a bit of a shit fi ght 
just trying to have a conversation ‘cos 
there was so much gear everywhere.

AC   There was a lot of water fl ying 
 around. Did you have to heat 

any of that water for Guy’s comfort?

EG   Hahaha. That would have been a 
 luxury. Didn’t happen. I 

remember there’s a scene at the end 
of the clip when he’s been electrocuted 
and he’s fl ailing around and it cuts to 
a little out-take of him barrelling the 
camera after Michael had called ‘cut’. 
That’s totally real…You can tell he is 
pretty over it… But then he stayed for 
quite a while and helped pack up.

AC   Nice guy Guy.  Tell me about 
 your short fi lm Explosion. 

What was it really and how did it 
come about?? It’s not a music video, 

is it? It’s like an art piece?

EG   It was part of the AFTRS 
 Fellowship Grant, and they 

usually fund one or two projects a 
year. And they really like projects that 
are not fi lms per se, often art pieces 
or installations. I think it’s only been 
running for a couple of years. Chris Frey 
had come from a music video and VFX 
background, not dissimilar to Michael, 
but he, unlike Michael, is pretty over 
being in front of a computer. We shot 
that at Docklands with some really big 
green screen set ups and then again 
like Storm, there were some set ups in 
Chris’ backyard, you know, the fl op out 
green screen, one light and no crew.

Chris is really amazing. There’s a breed 
of people I guess I’ve been lucky to 
work with and Chris is one of them… he 
wrote, directed, produced, scored and 
did the effects on it. He is an all rounder 
whereas I’m shit at everything other 
than the one thing I do. 

The Grace of Others

Walk With Them





AC   I want to switch now to your 
 beauty work… how do you 

rearrange your brain for that? 
Because you go from these very 
artistic, ethereal, image-driven fi lms 
to seriously pragmatic TVCs, so are 
they just a way of making money or 
do you enjoy them?

EG   I really love doing them. I enjoy 
 taking on different briefs, I guess, 

and trying to do anything well appeals 
to me. That’s very basic, but I’m sort of 
lucky in that I’m always trying to think 
of what I could be doing better, which 
keeps me entertained. That’s a good 
thing Greig Fraser passed onto me… 
constantly analysing your process even 
when the job isn’t riveting.  

It wasn’t straight beauty I guess, but the 
fi rst clips I did were for an artist called 
Kimbra.  She’s done quite well but we 
started doing clips for her when no 
one knew about her. I have shot four 
all together. They were great in that we 
were trying to make her look beautiful 
but it was also very free. On the last 
one, I shot close-ups of her on a 12mm 
lens and no one batted an eyelid. But 
with the beauty TVCs it’s awesome 
‘cos you’re generally working with very 
attractive people who do half the job 
for you and it’s generally more lighting 
heavy… and as I said earlier, I really love 
to light. f
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For many years now I have been deeply 
concerned about the now serious 
environmental state of planet earth. 
My real-life fi eld experience has given 
me a unique insight into wildlife and 
the environment, allowing me to form 
a truly balanced world - view of the 
current situation before us. Hopefully 
without sounding arrogant and with 
the purest of intentions, I believe 
my environmental knowledge and 
understanding reaches far beyond 
most scientists understanding, while 
there are many good scientists about, 
few connect the dots and see the big 
picture. While travelling the world fi lming 
wildlife for Sir David Attenborough, 
I received an overview of massive 
environmental destruction that the 
public rarely sees or hears about, I have 
long realized that mankind’s current 
activities is seriously unsustainable. 
The environmental carnage that is 
happening on our earth today verges 
on insanity. It is driven by greed at 
any cost and greatly puts in jeopardy 
the lives of all future generations.  Our 
children and grandchildren now face an 
uncertain and bleak future.  The present 
destruction of our world environmentally 
has reached a serious tipping point 
and humanity is now at the crossroads. 
Our oceans are warming, turning acid, 
rising, radioactive and over fi shed.  The 
world’s forests are being cut down and 
burned at an alarming rate; the very air 
that sustains us and all living creatures 
relies on the forests that are left, in 
addition our air supply is diminishing 
and is highly polluted.

The billions of tons of lethal chemicals 
sprayed annually on the planet is killing 
the very biodiversity that we depend on 
to put food on our tables.  We are losing 
tens of thousands of species annually 
at the hands of mankind and our 

irresponsible actions.  We have caused 
the extinction of tens of thousands 
of species.  You only hear about the 
cuddly ones.  The mining of fossil fuels 
has reached a very serious point in 
our evolution and existence. There are 
plenty of alternative energy sources 
besides wind and solar but big business 
greed and vested interests cover it up 
and don’t want you to know about 
them.   Mainstream media chooses to 
present trivia rather than truth and rarely 
reports the real issues that affect us all 
and our planet.

For the last ten years I have worked on, 
conceived, developed and strategized 
an enormous fi lm project that I believe 
can be the ‘Restart’ button for our 
planet. Titled, “Symphony of the Earth”, 
which has now been set up as a not 
for profi t project with all profi ts returned 
to environmental “fi x it” programmes.  
This major SOE project comprises 17 
fi lms, the main cinema blockbuster 
feature fi lm, three TV one-hours of the 
”making of” and 13 TV documentaries 
dealing with all aspects of the global 
environmental destruction. Sixteen 
language versions are envisaged. The 
main cinema release is designed to be a 
non doomsday entertaining musical and 
will include the world’s highest profi le 
singers, musicians and entertainers. 
A ‘Woodstock’ of the cinema, the 
project bypasses politics and politicians 
because the real heroes of this earth 
are celebrities, singers and musicians.  
I intend to add a unique feature never 
done before which is the fi lming of a 
diverse range animals making sounds 
thereby introducing the earth to our 
whole new genre of music. Every sound 
in a conventional symphony orchestra 
is out there in the wild and represents 
the four main sounds in an orchestra, 
Woodwind, Brass, Percussion and 

Strings.  By adopting this uniqueness 
the animals will be adding their 
voices along with the singers and the 
messages contained within the lyrics of 
song.

“Symphony of the Earth” harnesses 
the power of several of the world’s 
largest entertainment industries, and 
notorieties by using the talents and 
expertise of skilled people across the 
globe.  In the interests of the planet and 
future generations, I’m appealing to 
you as cameraman to do your little bit 
by contributing footage to Symphony 
of the Earth project, by doing this you 
will be adding your little bit to help save 
our planet for future generations. We 
should all aim to leave our planet in a 
state that you and I have enjoyed.  I 
am not just appealing to Australian 
cinematographers to contribute; I will 
be appealing to all cinematographers 
of the world as well as any production 
companies that may wish to be 
involved.

The footage needed for “Symphony of 
the Earth” is extremely wide ranging 
and diverse and should of course be 
of broadcast quality. Because the 
environment situation is a global one, 
we are keen to obtain footage from all 
parts of the world that demonstrates:-  
Fire, Deforestation, Pollution in all its 
forms (water, air, mining, oil spills, any 
aftermath and scaring of mans activities 
on earth IE. Dead landscapes Homeless 
people displaced through no fault of 
their own, victims of landmines and 
casualties of war. Disadvantaged and 
indigenous people. Wildlife killed as a 
result of pollution in rivers, streams and 
the oceans.  You get the drift.

 A tremendous variety of wildlife visually 
making sounds. Any animal from 
crickets to elephants that can be fi lmed 

Symphony of the Earth
For all Cinematographers.                                                              
Help us help the world and contribute 
to a ‘planet saving project’. 



closeup with good audio will be greatly 
appreciated. Underwater sounds; from 
clicking crab to whales, birdcalls and 
their song is the big one but we need 
as much diversity as possible. Frogs, 
a great variety is required.  Insect 
sounds, from crickets to cicadas. 
Humming sounds from hawkmoths to 
hummingbirds.

I would like to promote the idea that 
my appeal to you is about ‘Skills and 
Time Funding’ as opposed to Crowd 
Funding. I believe that the collective 
efforts of cinematographers on a global 
scale would make a massive statement 
on its own. The ultimate goal derived, 
can and will benefi t all mankind by 

causing a major rethink toward a more 
peaceful and sustainable world. Think 
about this; we all live on this little blue 
planet and there is nowhere else to 
jump off to, so we sure as hell had 
better repair and take care of this one 
while we still have time to do so. Finally, 
camerapersons all, I foresee thousands 
of credits on the end titles, endeavour 
to make sure yours is among them. 

Dr Jim Frazier OAM. ACS.                                                     

For more information visit: - 
Symphonyoftheearth.com

Our Mission Statement:

Our mission is to bring about a global shift in consciousness and awareness through the music 
and voices of all the creatures of the Earth. 

We will highlight the world’s animals to raise a new awareness and appreciation of how important animals and the 
environment are to our planet and our future existence.

We will support new and innovative ways of thinking to help the Earth, its people, its plants and its animals.

We will promote the rehabilitation and regeneration of the planet through projects, education and action.

We will unite the world’s environmental organisations that share our vision and give them a powerful voice.

We will do whatever we can to inspire people with music and the arts to be a part of the positive change 
needed to save and protect our Earth.

We will not support greed, ego driven entities or small mindedness.

We will not compromise our values or our vision to accommodate confl icting thought patterns and agendas.

We as a team share these values…. 
Love, Inspiration, Empathy, Abundance, Creation, Beauty, Equality, Conservation, Forgiveness.

All profi ts and donations received  will be reinvested back into our projects so that we may 
continue to educate and create sustainability.

We are committed to the promotion of peace, harmony and unity on earth to all races, cultures, religions and creeds.

We will not align ourselves with any political parties as our priorities far exceed political mandates.

f
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AC   I thought that your documentary Ukraine is Not a 
 Brothel was going to be a typical low budget, run 

and gun fi lm, but it’s anything but. It’s a very disciplined, 
well made fi lm. Let’s go back to the conception. How did 
you hook up with the FEMEN girls? 

KG   I read about them in a newspaper in Australia. It’s the 
 free newspaper you get on the train, mX. I thought they 

were a pretty weird movement. It sounded like an interesting 
idea. My family’s from the Ukraine and I was going travelling 
in that area, so when I was there I found out where their 
headquarters were and sort of stalked them to some degree. 
I followed them to a protest and shot it for them and gave 
them the footage. They liked what I’d shot, so I went back to 
shoot the next one… then I went with them for a few months, 
shooting protests and editing them on my laptop to distribute 
on their website or wherever, and at the end of that few 
months I said, “Well, how about I stay for a while and make 
a full documentary?” And they agreed to that. I came home, 
worked at ABC for six months and got some money and then 
returned to the Ukraine for the long haul. 

AC   Did you speak the language?

KG   Not really. Just a little, just words. My grandmother 
 speaks Ukrainian. I could sort of say basic things, 

but talking about politics and stuff like that was beyond me, 
So I had to study very hard, both in Australia and when I 
was there. I was studying Ukranian grammar and I had to 
learn Russian as well, ‘cos half the fi lm’s in Russian, half’s in 
Ukranian.

AC   I really loved the fl y on the wall visual approach. 
 Was that your idea, or you and Michael together? 

Had you already decided upon that look?

KG   I wanted it to be a fl y on the wall documentary and to 
 be strictly observational. But when I arrived, I 

discovered what becomes the storyline, which was this idea 
of a man in the background, this sort of puppet master, and 
I was told there were certain things I couldn’t fi lm. I had to 
rethink it. So when it could be, it became an observational 
piece… but a lot of things I wasn’t allowed to fi lm, so I had to 
make up for that with interviews. So yeah, it was always the 
intention but it sort of turned into kind of a heavily interview-
based piece because of the nature of the story and what was 
going on.

AC   But you cut out most of the questions, which I 
 thought was a wise decision… you didn’t 

editorialise even though you had a lot of opportunities 
to do so. You kept your distance and let the audience 
exercise their own judgement.

KG   I guess I wanted to really show the complexity of the 
 movement and I thought the only way to do that was 

to just sit back and let it play out in front of the camera. I 
didn’t want to have positions, and I still don’t know where I 
stand on the movement itself. Sometimes I think I love them 
and support them, and the next day I kind of disagree with 
what they’re doing, so I was confused by it and I guess I 
wanted the audience to sort of share that similar kind of 
experience.  

AC   Well, you certainly shared that experience with 
 me. I have to admit that I’m confused as to whether 

I admire them or not. This is a fi lm that will polarise 
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the audience and not because of the actual the fi lm 
or the fi lm making, which is excellent, but the FEMEN 
movement. Do you think any of the young women are 
in it for the long haul? I know that they must be driven 
ideologically to do what they do… it’s tough, they get 
abused and beaten and they’re talking huge risks… risks 
that could land them in jail for years, but do you think 
any of them will be still storming the barricades in two or 
three years time?

KG   Yeah, I don’t think you’ll get rid of them that easily. 
 They’re really strong willed, especially Inna 

Shevchenko, who heads up FEMEN from France now. She’s 
heading up FEMEN International in a lot of ways and she’s 
unbelievably bold and very serious. She’s so tough and so... 
yeah, she’s not going anywhere fast. She’ll always be there 
protesting or doing her thing or trying to get her opinions 
across. It’s great to see. They’ve really grown a lot since we 
fi nished the fi lm. They’ve matured; they’ve got different girls 
involved and they’re a very different organisation now, and I’m 
very proud of how far they’ve come. 

AC   Do you think that by choosing only beautiful 
 girls with good bodies, that they blot their copy 

book somewhat? I know they spoof girls who are not in 
that mould and one of the girls who left the movement 
expressed the view that she felt they were cutting 
themselves off from a lot of incredibly valuable women by 
doing that. 

KG   That’s their tactic. Well it was their tactic. Now it’s 
 sort of changed, but they were using their bodies to 

get attention. Basically, as a movement what they did was 
raise awareness and sparked debate, and they discovered 
that the sexier the women, the more papers they could sell, 
the more journalists that would show up, so they kind of 
sold their sexuality in order to further their cause in some 
ways. They were aware of that. It was intentional. And it was 
effective in that there were hundreds of journalists at some of 
those protests; it was pretty crazy. I was there during their rise 
to fame, when they were getting more and more attention. 

It was effective in a lot of ways, but a lot of people say it’s 
against the very goal that they’re trying to achieve. It’s a very 
complex way of protesting but they’re basically a movement 
that exists to raise awareness and they’ve achieved that.

AC   Do you think it’s a little bit of the Warholian 
 prophesy, you know, the fi fteen minutes of fame 

thing, a You Tubey kind of thing, and unless you really 
do excite people, unless you really titillate or confront 
people, they just disregard you?

KG   I think they also struggle with that because after people
 have seen topless protests a few times... I mean that’s 

why the press gravitated to them in the fi rst place. I’m sure 
there’re been lots of feminist organisations in Ukraine who 
haven’t been heard, but these women were seen everywhere, 
but then after that people wanted more and then more and 
so the stakes had to be raised every time and that’s why they 
ended up taking dangerous trips to Belarus and to Russia and 
to different places, in order to keep that press cycle going in 
some ways.

AC   Yeah, it’s like strip poker and they’ve only got one 
 bit of clothing left to take off haven’t they? I think to 

survive and grow in a political sense they have to put their 
clothes back on and probably even turn up in business 
suits. That would disturb the status quo even more, I 
think. Do you know what I mean?

KG   Yeah. In a press interview after the release of the fi lm, 
 Inna said “One day I’ll return and become President 

of Ukraine. I’m going to come back to Ukraine, not topless, 
but wearing a white shirt and I’m going to run for President.” 
You’re on the money there.

AC   Let’s talk about that creepy guy Viktor. I mean, 
 fair dinkum, he was a scary kind of dude, I thought. 

I loved the fact that he was cross-keyed from the right 
and had one eye kind of glowing in the dark… he had that 
pop-eyed, no blinking, manic kind of look about him. How 
did he come across to you?
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KG   I was terrifi ed of him. He never 
 took me seriously, which I think 

is how I got the fi lm made, because I 
looked like just one of his women and 
sort of fi t in amongst the crowd, but 
secretly I’d kind of fi lm him and secretly 
I had this plan to expose him and 
his role, so I think I really took him by 
surprise when I fi nally… I think the third 
last day of fi lming, I called him up and I 
sort of pretended that I was leaving the 
country; said goodbye to everyone and 
had a goodbye party, then I came back 
and I called him up and said “I want an 
interview”, and he said, “What?!” and I 
said, “I’ve been secretly fi lming you for 
a year.” He was shocked and angry and 
was screaming at me… quite abusive 
and I was terrifi ed because I didn’t know 
who FEMEN had linked up with, I didn’t 
really know who he worked for. We were 
waiting for him in a park, I remember, 
he agreed to meet us at a certain spot 
and we were just so scared that he was 
going to send goons to beat us up or 
something. In the end I think he agreed, 
I just slathered his ego a lot. I knew 
what he wanted, which in the end was 
just a bit of fame. I think he was sick 
of being behind the curtains, so I just 
said, “Oh, I’m the only one who really 
knows the true nature of your power 
and you’ve really done so much for this 
movement and no one else knows you 
exist.” So I played all those cards and 
ended up getting the story I wanted out 
of him, but I didn’t know what might 
happen. He’s very unpredictable. He’s 
got this kind of temper...

AC   He looks schizoid.

KG   Yeah, you never know what’s 
 going to come out of his mouth.

AC   In that fi nal scene, which you 
 fi lmed very surreptitiously, 

where he is berating the girls for not 
delivering a decent ‘performance’ 
during their most recent protest, he 
told them to “Go fuck yourselves” 
and just walked out. He just 
dismissed them as dirt… nothing. Is 
that the way he felt about them do 
you think.

KG   Yeah, I mean I think that was 
 partly his tactic to scare them 

into action. I’m not sure, he’s not pure 
evil. I’m sure he has some in him but 
he cares about them. He’s a human 
being after all. But at the same time his 
ego had sort of gotten away from him 
at that point. He really thought he was 
so powerful and he was on his way to 
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becoming the next revolutionary and he 
had these kind of grandiose dreams. So 
at that time, when he lost his temper, he 
would often say really disgusting things, 
and that was partly why I wanted to 
expose him and his role. I was unhappy 
with the way he was treating the 
women. So, I made it my goal to kind 
of bring that out. I hoped if he saw it on 
screen it would change his behaviour 
and in the end it did. He’s not part of the 
movement any more.

AC   So that was kind of the 
 disintegration and subsequent 

reforming of FEMAN. 

Kitty you’re a petite, blonde female 
and you’re crossing the country and 
borders with a bunch of topless, 
angry women raging against and 
confronting the establishment. You 
must have had some pretty scary 
movements yourself, just trying to 
cover this thing.

KG   Yeah. I mean, I got arrested a lot. 
 I think about eight times whilst 

fi lming with the women. Six times in 
Ukraine, once at the Vatican, and once 



in Belarus. But the Belarus one was really traumatic and 
that was when the KGB abducted me, not the protesters… 
they took the journalists, all of the press and left me in my 
own dark cell for about eight hours, then transported me to 
another cell and fi nally deported me to Lithuania accompanied 
by these henchman. I’d heard bad stories about Belarus as 
a country and that it was a dictatorship and unpredictable. It 
was a scary place. So that was really terrifying, and I think we 
were all traumatised after our trip to Belarus, but I kept going. 
The girls were determined to keep going, so that inspired me 
to keep going. They are really strong, and I think that helps.

AC   Journalists have been murdered in that part of the 
 world just for speaking out… telling the truth.

KG   Yeah. Defi nitely, but I don’t know, the girls were going 
 and they said, “Do you want to go to Belarus?” And 

I emailed my dad and said, “Can you Google how many 
foreign journalists have died in Belarus?” and he put together 
a three page report on the disappearance of journalists and 
we discovered that a lot of Belarusian journalists go missing 
and are murdered, but it hadn’t happened to any foreigners in 

a few years. A lot of cameras had been confi scated. And so 
he said to me, there’s a good chance you’ll lose your camera 
but  - ‘cos my dad is sort of... well, he likes to call himself a 
progressive Marxist - so he said to me, “Listen, if you’re brave 
enough to do it, I’ll buy you a new camera.” I didn’t tell my 
mother though. 

AC   Thanks Dad. I’ll bet you had second thoughts when
 you were sandwiched by those KGB goons in the 

back of the van on the way to the border.

KG   No, it was my idea to go, I was just wanting his ok in a 
 sense.

AC   Was it diffi cult for you not to throw your two 
 bobs worth in when the girls were obviously being 

manipulated by Viktor? When the girls are saying he’s 
their leader and FEMEN wouldn’t have happened without 
him? Because at the beginning of the fi lm, it’s as if he was 
a bit of a God in a way. Was it ever hard just to bite your 
tongue and say nothing? 
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KG   It was really hard. When I discovered the true nature 
 of his role, which was about four or fi ve months in, I 

was so depressed by it and I was so angry watching him treat 
the girls that way, but at the end of the day I decided to make 
a fi lm about it would be better than just go home, or give up 
or tell them all off. So I kept my mouth shut. But he yelled at 
me several times for fi lming something badly and I just had to 
shut up and hope that in the end I’d be able to tell the story I 
wanted to tell. 

AC   Well, he’s the ultimate anti-hero isn’t he? The 
 ultimate villain, this shadowy fi gure that appears in 

millions of movies. So what is the future do you think for 
the FEMEN movement? Do you think it’ll go global?

KG   It sort of has. They’ve got little branches popping 
 up everywhere. There’s FEMEN Sweden and FEMEN 

Canada and FEMEN Israel and lots of different little branches. 
But, yeah, we’ll see. I mean they keep doing their thing and I 
always admire their determination and enthusiasm. They just 
kind of keep going. There’re always in the news. Every few 
days there’ll be something.

AC   Do you think they’re now at the stage where they’re 
 actually making money from it?

KG   I’d say they’re all probably pulling in... gosh, I don’t 
 think I should say this... probably in Ukraine they could 

have got more money from lots of people. I’m sure there’s lots 
of corrupt ways to get money from lots of people, whereas I 
think it’s harder for them in Paris. I think they’ve had to sell a 
lot of their fl ower crowns, and signed hats and T-shirts and I 
think that’s the way they’re trying to make money. But there’s 
not much money in it at all. They’re really surviving on a very 
low income.

AC   What is the defi nitive message? What is the 
 absolute take out from the FEMEN movement?

KG   Basically, I think... I don’t know... they’re just like a 
 protest organisation to raise awareness about women’s 

rights and to denounce patriarchy publicly. And really I think 
they just want people to talk about these issues. The fact 
that we’re talking about it right now would indicate that it’s 
working. We’re talking about feminism in Ukraine when we 
could be talking about gels and lenses and lights, so I think 
there’s something to be said about that. That’s the ultimate 
take-away. Just sparking debate, getting the conversations 
started. 

AC   I wonder how much of the conversation stems 
 from the sheer titillation of the way they 

demonstrate. I’m have to admit I’m confused as to how 
much of their message is leaching out from their rather 
spectacular and provocative protests, and if they might 
have to modify their modus operandi when they grow into 
countries like Great Britain, the USA, Australia etc.  

KG   They are expanding, and especially in FEMEN France, 
 they’re getting different girls from different countries 

joining and they’re giving their points of view. They’re learning 
a lot and changing their tactics. They’re learning that the same 
things that worked in Ukraine don’t work in New York City. 
They have to adapt and evolve. 

AC   I’d love to see you make a fi lm about the FEMEN 
 movement in New York. New Yorkers would gobble 

it up. They like anything that’s sexy and provocative 
and aggravating. Are you gathering footage now, for the 
second fi lm?

KG   Not really, no. I think, by the time I’d fi nished fi lming 
 there were about fi ve other groups making fi lms. Mine 

was the fi rst one out and probably since then one or two 
others have surfaced on the festival circuits, but luckily we got 
a lot of the attention because we were fi rst and we covered 
the real story. But a lot of men were coming to make fi lms 
about them of course, so I just felt like I didn’t need to be 
there any more. And also I think I told the story I wanted to 
tell. They’ll keep going and you’ll keep reading about them in 
the media and I’d be interested to catch up with them again 
soon - I speak to them a bit on the internet - but yeah, I don’t 
have any desire to make the sequel to be honest.

AC   No, well it makes perfect sense. If they don’t
 have any commitment or sense of loyalty to you as 

a fi lm maker, then it’s just basically open slather. But if I’m 
was a documentary maker and I had an option of doing a 
documentary on bandicoots or FEMEM, I’d have to pick 
FEMEN... every time. Shit will go down wherever they 
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are. Arresting a screaming, resisting, clothed person 
is always a powerful visual, but arresting a kicking, 
screaming, beautiful, blond topless girl dripping with 
fake blood and daubed with confronting words takes it 
to another level all together. It just seems to me they’ve 
got a really good product, and that’s what it is at the 
end of the day, it’s just a product and if they got a really 
powerful marketing machine behind them the $’s would 
just pour in. How have the audiences been? What’s the 
feedback?

KG   We try and have one of us at every Q &A, and we’ve 
 screened at over 40 festivals now, so we’re doing 

quite well. We did big ones, like SXSW in the States and 
London. And generally, after they’ve seen the fi lm, most 
people have a lot of questions. We do long Q&As. I often 
have one of the girls with me and we try and explain how far 
FEMEN has come and what’s changed, but you always get 
one loony in the audience who wants to have their opinion, 
and who says, “Oh these girls are just rubbish and you 
haven’t shown the real Ukraine and this is all kind of...” and 
you know, just hate the fi lm, or hate the women, or hate the 
organisation. Yeah, you get them occasionally, but generally 
the audiences have been supportive of the women. I think 
once you understand a little more of the culture and where 
they’ve come from and just how patriarchal Ukraine is, you 
can understand the movement a lot better.

AC   Of course. I didn’t really get to know too much 
 about the FEMEN girls… you know, their back 

story. Were they intelligent, educated women? It was 
hard to tell because you were doing the translating and 
the fi lm was subtitled. 

KG   They were trained by Viktor. They were just sort of 
 average girls who’d done generally a university 

degree in accounting that they never fi nished or... most 
of them had entered university and hadn’t fi nished. But 
basically Viktor trained them how to speak to the press and 
trained them to talk about Marxism and taught them about 
capitalism and about feminism and about all these sorts of 
different issues. The idea of patriarchy and what that means 
and, I mean, he would kind of give them sound bites and 
they would repeat them. Stub speeches almost. So, yeah, 
they are educated and clever girls, but he defi nitely had a 
hand in the dialogue.

AC   What do you think his agenda is or was?

KG   He’s just an egomaniac. Basically he was a protester 
 during the Soviet Union and got arrested and spent 

three years in prison and just read a lot of Marx and Lenin 
and read and read and thought, “When I get out of prison 
I’m going to change this country and I’m going to fi x it all 
up and become sort of a historic fi gure.” And when he got 
out he was a young guy and no one would really take him 
that seriously, but he found a group of young women in 
an industrial town of Khmelnytskyi and that included Inna 
and Sasha and the main girls who became part of FEMEN. 
They liked what he had to say, so he developed this idea 
of a feminist movement around those women. He’s not a 
feminist particularly, but he found a way to get his ideas 



about capitalism, dictatorship and about his own political 
agenda across through these women.

AC   So the patriarchy is just one of the hooks that 
 would legitimise their protest. The stuff we might 

see as peripheral is the real game for him.

KG   Yeah, probably, but patriarchy is also in the frame. 
 The church and all the things he’s against are very 

patriarchal. It makes sense that he would gravitate towards 
that. So again, he’s probably against patriarchy, but he’s not 
a feminist really because he doesn’t have much faith in the 
women. His ideas are contradictory. The whole organisation is 
a mess of contradictions. 

AC   The women obviously liked you, even if Viktor 
 didn’t. They liked you and they respected you 

and you can sense that in the way they communicated 
with the camera and the way you were included in their 
conversations. Your name came up quite often and they 
were incredibly relaxed around you, wandering around 
half naked as they told their story. Tell me how you gained 
that trust?

KG   I spent a year with them… I lived with them. I lived with
 fi ve of the girls through the fi lm and we shared a three 

bedroom apartment, so we basically became like sisters but 
I was always a bit of a foreigner… they didn’t take me too 
seriously like a powerful investigative reporter or anything, 
because I also speak Ukrainian quite badly, so it was sort 
of cute to hear me speak Ukrainian. It’s very sloppy. My 
grammar’s wrong. But kind of took me in as their sister or 
friend. And when I decided to tell the story of Viktor, they were 
all very apprehensive and we had these big, long discussions 
about what that would mean for the movement. But I think 
they trusted me, and that was the most important thing. Trust 
got me the story in a lot of ways.

AC   You’ve got to be prepared to spend time, haven’t 
 you. The  TV Network idea sending in a crew for a 

week do a doco… that’s got nothing to do with telling the 
truth or getting to the bottom of what’s going on. And I 
quote here a really good mate of mine who died recently, 
Dennis O’Rourke, who I think was one of the best 
documentary makers in the world - you may have heard 
of The Good Woman of Bangkok, Cannibal Tours, Half 

60 /  UKRAINE IS NOT A BROTHEL



UKRAINE IS NOT A BROTHEL /         61

Life, Yumi Yet, Cunnamulla etc. If you haven’t you really 
need to see all of those fi lms. Anyway, Dennis would 
spend a year, year and a half doing one fi lm. And I think a 
lot of people now have this attitude that they’ve got two 
weeks holiday, so they go out and attempt to make their 
doco. Most of the time it’s not going to work. But if you’re 
prepared to really put in the hard yards then maybe you’ll 
get a result, which is what you’ve done. In this case, do 
you think being young, female, blond, petite, that you had 
a pretty massive advantage? I doubt I would have gotten 
quite so close to the girls?

KG   Yeah, defi nitely. When I got arrested by the KGB and 
 there was a lot of press about that in Australia, all my 

male friends would send me notes saying, “Oh, that sounds 
like such a great documentary, I wish I’d come up with that 
idea.” And I was thinking, “You couldn’t make this fi lm.” 
Really, the fi lm I was making I don’t think a man could have 
made, because it was about that intimacy with FEMEN and it 
was about showing the sides of their lives that wasn’t in the 
press. They get a lot of press anyway. It was about showing 
their home life and just them hanging around at home and 
how the organisation was run. A lot of that came from being 
young and I also  became their vide ographer. That was sort of 
my offi cial role with the group, and so I would get fl own with 
the group to different countries. The girls would be asked to 
go to Turkey, and Turkey would say, “We want six girls” and 
Viktor would put me on the plane with fi ve girls, and then at 
the other side I’d say, “I’m going to shoot it,” and they’d say, 
“But we wanted six girls protesting, “ and I’d say, “Oh sorry, 
somebody’s got to fi lm it.” So I got free fl ights through these 
corrupt businessmen, just by looking like I was part of the 
organisation. So Viktor and I think FEMEN understood how 
important the video was for them. I’d give them the protest 
footage to go straight into their website to give to RT and AP 
and Reuters and what not. So they saw the value in my role 
and they could disguise me as an activist. So it helped in a lot 
of different ways. Defi nitely how I got the story. I’m not sure 
blond is the thing, but defi nitely being young and a woman. 

AC   If you’ve got it you use it. It’s about getting the 
 story. 

KG   That’s true. The Ukrainian press often let me up the 
 front in the protests. They got to know me and thought 

that I was the only female ever. The Ukrainian press is all men, 
so I think that it fascinated them that I was there with my 
camera. 

AC   You never had a burning desire to drop your kit, 
 throw a fl oral garland on your head and join the 

girls. Punch the air with your fi st?

KG   No. Not at all. They were always trying to convince 
 me they never had enough girls. I always said no. It 

was sort of a case of... Michael was there for four months, but 
I stayed for fourteen, so I mean I was shooting pretty much all 
the protests. So my argument would be, “Well if I’m going to 
protest, who’s going to fi lm it?” They didn’t have an answer for 
that so they always let me off the hook. 

AC   So what did you actually fi lm with? Canons?

KG   Yeah. 5D. I used the Zacuto Z-Finder, with just a Rode
  on-board mic plus a radio mic as well. But I’m amazed 

at the sound quality, and even the visuals are beautiful as well. 
I’m amazed by what that little camera can do, ‘cos you can 
kind of hide that under your jacket and sneak into a press 
conference and get beautiful pictures, so it’s really incredible. 

AC   Did Michael do a lot of the set up interviews?

KG   Yeah. And the lovely scene setting footage around the 
 cities. I sort of did all the protest footage and a lot of 

other bits and pieces. But it was always easier when he was 
around because obviously I was recording my own sound 
and it’s very hard to be a one man band. It’s diffi cult, but it is 
achievable, and it often gets the best results, because it was 
just me. People are quite honest in front of the camera when 
it’s just me sitting there with my little 5D.

AC   Your next fi lm? What are you planning now?
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KG   I just completed a short fi lm which  - I 
 don’t know if I’m allowed to speak 

about it to be honest. Let’s just say I’ve 
been developing a project in Ukraine. And I 
had Michael over there. We did a period of 
shooting in Ukraine two months ago. I didn’t 
want to go back to Ukraine, but because 
of the confl ict and everything that’s going 
on, I think people are interested in Ukrainian 
stories right now and a lot of people have 
stories to tell, I think it’s important that those 
stories get told, so we kind of headed over 
there last month to shoot a little story, about 
the confl ict but not directly about the confl ict. 
So, I’m working on that and a few other 
projects.

AC   How did you get tangled up with 
 Kitty? Did you know her prior to 

this association or was that the fi rst time?

ML   Kitty and I met at VCA. She was 
 studying the year above me. The fi nal 

year at university I lived with her and another 
VCA student and we just kept in touch ever 
since.

AC   What were you studying at the 
 time? Cinematography?

ML   No, writing and directing. I have no 
 formal cinematography training. I just 

picked it up.

AC   And how long have you been 
 shooting?

ML   Well, I graduated VCA at the end 
 of 2008 and it started off that I got 

asked to gaffer, and then I got asked to 
camera operate and then I got asked to 
shoot and I haven’t stopped being asked to 
shoot stuff, so...

AC   And what does that tell you?

ML   Umm, maybe I should do it, I don’t
 know... [laughs]

AC   Yeah, it’s so different now. In the
 fi lm days, you’d never get that 

opportunity. Digital technology has 
opened cinematography up a lot.

ML   Yeah, I kind of wish that I had 
 worked my way up a little bit, because 

you don’t get the same level of experience. 
You just get thrown in the deep end, which 
is positive and negative. Because, you 
know, you learn a lot very quickly but you 
also make a lot of mistakes, whereas I think 
you’d probably make less if you had worked 
your way up the ranks… learnt from other 
cinematographers.

AC   Was this your fi rst project with 
 Kitty.



ML   Yes it was. It’s my fi rst long form project as well. I’d shot little bits and pieces for people, but nothing like Ukraine is Not a Brothel.

AC   Well congratulations Michael, the images are very controlled. I was very impressed with the fl y on the wall 
 format. I loved the fact that when you weren’t covering the demonstrations you used tripods. It was classic fl y on the 

wall photography. 

ML   Kitty set that style. She’s visually very strong, and I’m a bit more of a shaky cam shooter, and so it was interesting for 
 me to go into there and shoot beside her. The only tripod stuff is actually the interviews. Kitty is so steady, which in turn forced 

me to be steady. We used the stabilised Canon zoom lenses which also helped, and then Kitty stabilised more in post as well. We 
would always run two cameras but we only had one tripod. We had to use everything from Scrabble boxes to books to anything we 
could fi nd. It’d be a microwave or any object that was the right height, and it was usually a combination of objects… it was pretty 
funny. Kitty was there for 8 months before I arrived. So she was there for the full 12 months and I was there for the last 4 months, 
and for the fi rst 6 months she was studying Ukrainian. Part of the deal was that she would cover the protests for them and in turn 
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they would allow her to shoot the documentary. In total we 
shot 700 hours of footage. When we interviewed people we 
would go into their houses and then have to collect objects off 
their shelves and what not, to make a tripod ‘stack’.

AC   Old school eh? Necessity is the mother…

ML   I think the interesting thing is that nobody understands 
that really it was just Kitty and I and we would take two 

 backpacks, strap everything on get on the metro 
holding these little Chinese lights that kind of look like laser 
guns, ‘cos they’ve got all these energy saving bulbs poking 
out everywhere. We would schlep through the snow and set 
up at somebody’s house, and Kitty, because she was asking 
the questions, would sit behind the camera and I would sit 
there with the sound recorder and monitor the sound as 
we fi lmed the interviews. When I come back to Melbourne, 
people were constantly saying, ‘I’ve got a project I want to 
do,” and they’re applying for funding and they’re kind of 
sitting around waiting for the money to come to them, and 
I think it’s really important that Kitty just did it. She went out 
and worked for a year, saved up the money, took her credit 
cards, and went over there. And you know, things got pretty 
dire. She said to me one day “We don’t really have any money 
left. We’re going to have to eat pasta and carrots for the rest 
of the time.” And that was the point where I started using 
my own money. There’s a line. Like, I’m happy to sleep on a 
couch for four months, but I’m not eating pasta and carrots 
for, you know, however long. 

AC   Did you come away from the experience 
 understanding the power of the stationary camera 

and just letting the subjects talk and act within the frame. 

ML   Yes. It was interesting. But I was worried about 
 interview coverage and so I had a B camera set up 

just in case. Kitty has a very specifi c style so when we were 
setting up those shots, she was very confi dent that that was 
the only shot she wanted, and I was always the one who 
was like, “We’ll put a second camera here just in case we get 
stuck or whatever happens. Later I was involved a little bit in 
the editing process; I reviewed her edits and I dealt with the 
post side of things and yeah, anytime you cut that extra shot 

in, it wasn’t as powerful. Leaving the shot breathe actually... it 
put a lot of meaning into it and a lot of power and emphasis 
on what was being said, rather than cutting your way around 
things to try and push the point. 

AC   Were the girls as relaxed with you as they 
 obviously were with Kitty? You know, they’re 

wandering around in knickers and topless… I know they 
have no problem doing it out in public, but it’s different 
and more intimate when they’re in their own home. Did 
Kitty have an edge on you there?

ML   Initially we were a bit more cautious about that. If it 
 was something like the shower scene or any scene 

that involved nudity, Kitty and I would discuss it, I would light it 
and then I would step back and Kitty would fi lm. The strange 
thing was that I was standing there monitoring her shot, but it 
wasn’t me holding the camera. 

AC   So what was the arrangement? When you went 
 somewhere, you wouldn’t have been able to afford to 

stay in hotels. Did you have a house, a share house or...?

ML  There were six of us in a two bedroom apartment.

AC   Were you the only guy?

ML   Yes. I slept in the lounge room on a fold out couch and 
 there were two other people who slept in that lounge 

room. One of the girls had obviously paid enough rent to have 
her own room. But this apartment was like a shoebox. Kitty 
lived there for the majority of twelve months.

AC Could you speak any of the language? 

ML   I understand little bits and pieces, but the thing with 
 living with these girls was that I felt very quickly that it 

was better for me to teach them English than for me to learn 
Russian. You know, initially we started teaching each other 
and then I realised very quickly that my energy was better 
spent teaching them, because in terms of their future it’s 
much more helpful.
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AC   Did they ever have any issues? 
 Did you have any diffi cult moment with them?

ML   Well, Viktor was the main issue. I don’t know if Kitty’s 
 talked about this...

AC Yeah she talked about Viktor, quite a lot.

ML She talked about not being able to fi lm him?

AC   Yes, she told me that story.

ML   So, yeah, the footage that leads up to Viktor is all 
 coincidental footage. The stuff where he calls and she’s 

on the i-pad just happened. We were doing an interview and 
that just happened. These girls were a big story, but the fact 
that there was this guy behind them pulling the strings... that 
was the real story. And it’s really interesting because the BBC, 
Das Spiegel, New York Times, they all came through and 
none of them took enough time to fi gure out that this guy was 
behind it all. It’s quite eye opening when you see these news 
crews and they speed through - two hours, get a vox pop, get 
a shot of the girl doing something and they’re out. And that’s 
journalism today, you know. Kitty was there long enough to 
get the truth.

AC   Well, if you’ve got a half a dozen beautiful topless 
 Ukranian girls getting in the face of the 

establishment in the can, what more do you want? In this 
day and age, hey, that’s serious journalism.

ML   One journalist actually said to Kitty after the fi lm was 
 released, “Why didn’t you tell me about Viktor?” 

(Laughs). But the hard thing with Viktor’s presence was we 
knew that was the story, but how do you integrate that with 
the story, and we talked about Jaws and never seeing the 
shark. You just imply that the shark is there, until it attacks, 
and that’s kind of the technique we went for with Viktor.

AC   Well, he certainly came across as a shark, that’s for 
 sure. And it’s really good that he’s not in the fi lm 

until the end. You do see that the girls are talking to 
him and you know that they’re being manipulated by 
him, but he’s the mystery man who strokes the cat with 
a gloved hand, isn’t he? I love the sequence where he 
fi nishes chastising them in a fairly brutal way after a 
demonstration, and his fi nal line is “Go fuck yourselves.” 
Class act. Where’s Viktor now?

ML   He fl ed the country. He and Anna Hutsal, who was the 
 girl with the orange hair. They got beaten, in theory, by 

the powers that be. You’ll never know the truth. It may or it 
may not be the case... I think he’s in Switzerland. 

AC   From a male perspective, and you can answer this 
 or not, but I’m sure men view this fi lm different to 

women, and some women would probably have the same 
opinion as some men, and so it polarises opinions, but 
how effective do you think the FEMEN movement is?

ML   Well, I would say that protest in terms of groups of 
 people is kind of dead. Like with the Iraq war, we had 

record amounts of people protesting and it changed nothing, 
you know, and if you or I protest and wave a fl ag or a sign, 
we’re lucky to make the news, whereas the girls… as soon 
as they take their tops off, they make pretty much every 

European newspaper. So the interesting thing is that whether 
they’re actually effecting social change or not, they’re bringing 
attention to an issue. And so I feel it’s incredibly clever from 
the publicity point of view. In terms of actual change, that’s 
debatable, but I think anybody who’s drawing attention to an 
important issue is still important.

AC   I suppose all advertising is good advertising. I 
 wonder how feminists view their style?

ML   Well I think it varies. The British are a much more 
 conservative society, especially when it comes to 

sexuality and nudity. British feminists were apparently the 
fi ercest opposition to FEMEN, and they were saying the 
women are stupid and they were being really, really aggressive 
towards the FEMEN movement, but I don’t think everybody 
sees it that way. I think there’s something to be respected, 
especially when you see how violent some of these protests 
can be. The girls come back bleeding, with chipped teeth, 
bloody noses and bruises and scratches so there is defi nitely 
an element of bravery to it.

AC   Let’s just talk about the violence. Do you think the 
 girls get scared? Do they fear what may happen to 

them?

ML   They get nervous, for sure. Every time they were put up
 for trial there was a chance of them going away for two 

years. The majority of the time it was like a fi fty dollar fi ne and 
they were out, but there was always the chance...

AC   Of going into the big house?

ML   Yeah, exactly, and I’m sure it was always in the back 
 of their minds. Ukrainian prisons are not the same as 

western prisons...

AC   Final question Michael. What advice would you 
 give to any young would be fi lm maker reading this 

article?

ML   Well I think that’s it. Like, I know there are people 
 out there who grumble about the 5Ds and the 5D look 

and that they’re not good enough or they have a specifi c 
image quality that’s associated with low budget fi lm making, 
but I think that given that we have cameras like the 5D  
there’s no excuse not to make a fi lm. And Kitty’s fi lm has got 
international sales everywhere, it’s pretty much screened in 
every country. It’s got a ridiculous screening list and it’s just 
because she went out and did it. It’s not because we had 
a million dollar budget. So, I think that’s really important for 
people to keep in mind. It’s that thing that they taught us, 
VCA… that it’s all about story telling. It’s having an engaging 
story and telling it as best you can… that’ll engage people 
- not million dollar budgets, which everybody seems to be 
sitting round and waiting for.

AC   Yeah, I agree a thousand percent. Don’t ask the 
 funding bodies for a cent. Be brave, be 

independent, take control and just do it. So many young 
fi lm makers, who get rejected by fi lm bodies, state 
funding bodies, just go away and don’t realise their 
dream. But I guess they were never meant to be fi lm 
makers in the fi rst place if they baulked at the fi rst hurdle. 
Nothing is easy in our business. 

ML    It’s defi nitely an endurance test.



Shot of Jetski in motion, SA. Black Magic 4K with 24mm lens. Cinematographer/Operator Tom Waugh



DOP Tom Waugh

Drone Pilot Chris Fox
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The UAV/Red Epic with 85 mm, chases actor Ella Watkins through the pine forest on short fi lm Theodores Gift .  
(Photo: Fraser Deeth)  Cinematographer Michi Marosseky, Camera operator Tom Waugh, UAV Pilot Chris Fox.



AC   Chris, how did you get into the 
 drone business?

CF   I was an aeronautical engineer in 
 the Air Force for ten years, and 

then went off to work in the mining 
industry for nine years after that. When I 
was up there I could see that drones or 
UAVs were going to become prevalent 
in our industry as well as in fi lm and TV, 
so I decided to get involved. So that 
was the starting point. Subsequent to 
that I had the good fortune of meeting 
Tom (DOP Tom Waugh) and then we 
diversifi ed into motion pictures and stills. 

AC   Just give me a run down on 
 your company.

CF   OK, there are three of us… 
 myself, Andrew Shearing, and 

Tom Waugh. Andrew and I had the idea 
for the start-up two years ago when 
we started thinking that this was an 
industry that we wanted to be involved 
in. So we raised some capital ourselves 
and started on the lengthy process 
of obtaining a Civil Aviation Safety 
Authority (CASA) licence to operate the 
drones, which is mandatory. 

AC   So who operates? Who’s the 
 actual pilot?

CF   I’m the pilot and what they call 
 the chief controller. So I’m 

responsible for all the airworthiness of 
our systems, operations and everything 
to do with keeping it in the sky.

AC   And Tom is the 
 cinematographer?

CF   Yeah, absolutely… Tom was a 
 natural fi t for the team. He was 

talented and keen to be involved and 
brought a lot to the team, so we got him 
on board to help with the artistic side 
and we haven’t looked back since.

AC   So tell me about your fl ock of 
 drones. What are you 

operating at the moment?

CF   We’ve got several at the moment 
 that we’re operating and we’ve 

got more on the drawing board. We’ve 
got Goliath, which is what we call our 
standard go-to everyday Octocopter 
that we fl y with the RED Epics and 
that’s a co-axial, eight motor UAV which 
fl ies with an all up weight of about 
seventeen and a half kilos, and we get 
about 14 minutes of fl ight time with that 
confi guration, which is really good. Then 
we’ve got a larger experimental aircraft 
which is not quite as powerful, but is 
able to carry similar sized loads but for 
much longer and that’s able to operate 
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for 40-odd minutes, thereabouts, 
carrying signifi cant payloads. So we 
can carry a stripped down RED on that, 
or a 4K camera or smaller. And then 
we’ve got the much smaller aircraft, the 
Cinestar 8’s, which we use for training 
and practising only, as they’re not large 
enough to operate in the areas that we 
want to operate in. We’re trying to set 
the bar for ourselves as being the best 
in the game and that means that we 
need to be able to operate with camera 
systems that people have no recourse 
not to use.The standard stuff that 
you can buy off the shelf just doesn’t 
cut it any more, hence we now also 
manufacture our own.

AC   Tell me about your 
 manufacturing. When I went 

over to see you guys, I was surprised 
to see you building a monster 
Octocopter What’s the plan for that 

one? What size was it by the way?

CF   That machine’s operating 29 inch
 propellers and it’s about 1.4 

metres from motor centre to motor 
centre. It only just fi ts inside a vehicle, 
so we’ve designed it to fold up for 
transportation. We’re setting up to 
shoot 3D so we’re using air frames 
that are strong enough to carry two 
cameras. We’re also custom building 
the gimbals to carry two RED Epics, 
with a suitable interocular distance to 
get a really good 3D effect.

AC   And what sort of lenses would 
 you use with that? There’d an 

optimum focal length, I presume.

CF   Well, we’d probably be operating 
 those with a focal length around 

21mm to 24 mm and we’ll be using a 
cinema lens set for that. We’re trying 
to acquire sequential serial numbered 

lenses so they are colour matched. The 
ultra primes or some compact primes 
will fi t the bill for that.

AC   So what would be the all up 
 payload there and the amount 

of time in the air?

CF   The payload will be in the order 
 of 14 to 16 kg, and the batteries 

alone for that helicopter will be close 
to 10 kilos, so it’ll have an all up weight 
probably close to 32 kilos, which is 
signifi cant. That’s a big Octocopter. 

AC   What’s the schedule on that to 
 be in the air?

CF   A little bit of machinery for cutting 
 out all of our own Carbon fi bre 

components has just arrived in the last 
week, so we’ll have our prototype 3D 
rig and our camera gimbal system built 
before the end of this year and we’re 
looking to be fl ying and operational by 

Studland Bay Wind Farm, Tasmania. Black Magic 4K. Thanks to Woolnorth Wind Farm Holding Pty Ltd.
Cinematographer/Operator Tom Waugh



February/March 2015. Some of our 
fi lming dates that we’re in discussion 
with are in the middle of next year, so 
we’re all guns blazing to have systems 
that are ready to go three to four 
months before we actually need them 
so that we can iron out all the bugs and 
make sure we can deliver at the highest 
level.

AC   I went on a shoot with you 
 recently and I was interested 

in the focal lengths that you were 
using (and using very well, I should 

add). I always imagined that drones 
were only good for ultra wide 
angle shots, drifting languidly over 
landscapes and all that, but that’s 
kind of the cliché now, isn’t it? I 
was impressed with the longer focal 
length shots that you were shooting, 
the 50mm and even an 85mm. That’s 
a tough gig, given the ‘pilot’ and the 
DOP (operator) have to be dancing 
very much in step, but you guys 
obviously feel confi dent using longer 
focal lengths on drones?

CF   Yeah, the work that we’ve done 
 up until now has all just been 

building better and better foundations. 
Tom’s camera skills are phenomenal 
and combined with our research and 
development in building the systems, 
means that we’re able to operate with 
longer lenses, getting tighter shots 
which are just so much more dynamic 
than what you see in a typical wide 
angle drone shot. Just watch any TV 
channel and you’ll see them all the time. 
Our mantra is tighter, lower, faster… to 
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On location at Fishermans Bay, looking out to Snowtown wind farm, SA. (Photo: Gerard Wood, New Era Media)

(L-R) Andrew Shearing, Chris Fox, Tom Waugh  (Photo: Dick Marks)



get in where the  drama is happening. 
We’ve now got our systems fi nely tuned 
so we can operate an 85mm lens on 
our RED Epic. 

AC   I remember that ‘tighter, lower, 
 faster,’ was actually mentioned 

when I was on location with you. It 
was music to my ears, because I 
operated hundreds and hundreds 
of hours out of real helicopters with 
Tyler and Continental mounts and 
forward nose mounts and I repeated 
those three words ad nauseam to 

who ever the pilot was. Invariably 
they’d fall short, because you’ve 
got a big machine in the air and it 
could get a bit dodgy. It’s one thing 
having a good operator, and Tom 
is a very good operator, but it’s not 
much good having a good operator 
if the person fl ying the helicopter 
(you) isn’t keeping it in line, if there’s 
rudder movement and the operator is 
trying to counteract you. It’s a bit like 
a tango or a beautiful dance, I think. 
You’ve got to be in sync otherwise 

you’re in trouble, you know.

CF   It’s defi nitely a dance. And that’s 
 just going from experience. Work 

with the best  operator you can get your 
hands on, and practice. 

AC   I was certainly impressed. And 
 for drama particularly it’s not 

much good if all you’re throwing 
up for the director are wide shots 
drifting up over a hill. Anyone can 
do that kind of stuff these days. And 
shooting on longer focal lengths is 
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The railway round about in Hobart, Red Epic with 24mm lens. Cinematographer/Operator Tom Waugh



not the kind of stuff you can just turn 
up and do on the day. You either 
have the skills to do that sort of stuff, 
or you don’t and, as you say, the only 
way to get those skills is to practice 
and practice. So tell me about your 
work so far. What’s on the reel?

CF   We’ve done some interesting 
 work with the ABC for Catalyst, 

Gardening Australia and Life in Ruins 
and currently we’re shooting for The 
Kettering Incident, the BBC/Foxtel 
co-production that’s being shot here in 
Tasmania. We’ve had the opportunity 
to fl y in some spectacular locations 
in some of the Hydro Tasmania dam 
assets, as well as some wind farms in 
the northern tip of Tasmania. We’ve 
also just fi nished a shoot in Snowtown 
in South Australia, where we got some 
spectacular imagery. 

AC   It’s fascinating isn’t it? When I 
 walked in the door at your HQ, 

I was surprised to see how advanced 
and ambitious your operation is… I 
don’t know what I expected Chris, 
but Tasmania is hardly the centre 
of the movie making universe… 
but I was very impressed with your 
equipment packages, you know, 
the Epic, the Black Magic, Nikons 
and all the lenses and the fl ying kits. 
Everything was really professionally 
packaged. Was there ever any 
thought that you should have set up 
on the mainland? 

CF   Not really. The reality is that 
 whether you base yourself on the 

mainland or in Tasmania, you still have 
to travel to the location to do the shoot. 
We absorb a little bit of the travel cost 
ourselves to remain competitive with 
the mainland, but the work that we’re 
delivering is speaking for itself. And we 
can be anywhere in Australia in a day… 
with all the gear ready to go. 

AC   Yeah, that’s true. You don’t 
 often make movies in your 

backyard. They tend to be shot in 
really isolated and exotic locations, 
don’t they. Do you see drama as 
being your main focus in the future? 

CF   It’s defi nitely one of the most 
 challenging sides of our business 

and we get a real kick out of doing work 
that is diffi cult and challenging. So yes, 
I think there’s a good future for us in 
drama and in high end TV, advertising 
and cinema. 

AC   And you’ve got access to 
 some good locations down 

here in Tassie.

CF   Spectacular locations.

AC   That’s an interesting point. 
 When do you think, if ever, we 

will be able to use drones out of line 
of sight?

CF   That’s going to be an interesting 
 one. I think the technology is 

there and available for us to do it, but 
the licensing… we’re lucky in Australia 
that we have licensing already in 
place. Not like America, which doesn’t 
have licensing, so at the moment all 
commercial drone operation is illegal 
in America. But in Australia we’ve got 
licensing, so we’re lucky that we can 
then operate legally, provided we’ve got 
the licences. But the licensing body is 
only a handful of people - there’s only 4 
or 5 people in the offi ce in CASA, and I 
think they’re currently being swamped 
by people who want to get into the 
market, so changing the rules to be able 
to fl y and operate beyond line of sight 
is, for them, not the ball that‘s coming 
over the net.

AC   Are you ever in a situation 
 where you have to say, “I’m 

sorry, we can’t do that.”? I suppose 
there’d be limitations as to how 
close you can fl y to people and to 
buildings etc…

CF   Yes. There are limitations on 
 what we can do, but pre 

planning or some fl exibility on the day 
normally enables us to get the work 
done. We’ve had situations where trying 
to get closer to a person, and if that’s an 
issue on a 24mm lens, then we swing 
to a 50 and we’re able to get a tighter 
perspective. Weather limitations can 
play against us… there are some basic 
physics that goes into the calculations 
as to how much power you’ve got to 
have to fl y in certain wind conditions 
and then we look at the pay load that 
we’re carrying, the wind conditions that 
we want to be able to operate in, and 
then we design the shot accordingly. So 
yes we’ve got limits but it can be pretty 
windy. We did some work recently over 
in South Australia where the fi lm crew 
we were with couldn’t get steady shots 
off the tripod because it was that windy, 
but we were still able to get steady 
shots from the air.

AC   I must admit I was staggered 
 at the stability you delivered. 

As I said before, I’ve shot hundreds 
of hours of aerial photography out of 
helicopters and even with state of the 
art mounts, it was never that easy. 

But you certainly deliver beautiful 
stable images. But you can also 
stabilise in post now can’t you?

CF   Oh, we have to stabilise 
 sometimes. And the camera 

selection comes into play there a lot 
for how well we can do that. But we 
look at the geography of the area the 
director wants us to operate in. If we 
have weather conditions on a particular 
day that are going to be challenging, 
then we try to best utilise the terrain 
that we’re in to be able to get the best 
shots. Because even the largest drones 
that we operate are still signifi cantly 
smaller than real helicopters. So we can 
be sitting here, for instance today, in 
Hobart it’s gusting well over 45 km/h, 
but we can go to a location that’s 
around the side of a hill, or in a valley… 
there are still plenty of locations that 
we’re able to access and still shoot 
perfectly stable shots because of the 
geography and the conditions that they 
offer. 

AC   I suppose that’s when your job 
 gets just that little bit more 

diffi cult. Innovate, innovate, innovate.

CF Absolutely. Absolutely. 
 Absolutely!!! Hahahaha.

f

www.ignitedigi.com
hello@ignitedigi.com
0414 468 562 or 0429 050 557



Jet ski at full speed, SA. Black Magic 4K with 35mm lens.  Cinematographer/Operator Tom Waugh
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AC   What is Pure Independent Pictures?

JK   Pure Independent Pictures is an initiative dedicated 
 to supporting and promoting Australian independent 

fi lm making and quality independent Australian fi lms.

AC   And by ‘independent’ you mean totally without 
 government money or government involvment.

JK   Yeah, that’s right.

AC   Well, you say you want to develop a specifi c 
 distribution network and I’m just interested in how 

you plan to do that.

JK   Well the main thing about distribution is that fi lms 
 need a marketing budget. If you come to Event 

Cinemas and you’ve got a fi ve million dollar marketing budget 
then they’ll give you screens… in other words, a distribution. 
So the marketing budget is the key, and what we’ve found 
and through our own experience as well, sometimes that’s 
very tricky. Sometimes independent fi lm makers can get a 
fi lm made but then have nothing left for marketing, and that’s 
where Pure Independent Pictures, with our corporate support, 
come in. The idea is that it’s a platform that can help our 
sponsors to promote their brands alongside our fi lms and 
independent fi lm making in general.

AC   So are talking about product placement?

JK   Yes, we can certainly make those arrangements if we 
 get involved in a fi lm early enough.

AC   Ok, so where do I get the money to make my fi lm? 
 Are you suggesting that I come to you after I’ve got 

my fi nance locked in?

JK   To produce the fi lm, yes.

AC   Ok, you’re not going to help fi lm makers raise 
 funds.

JK   No. Not initially. We will do what we can based on 
 our resources and over time, if we can generate 

enough money or a return from independent fi lms, naturally 
we can grow and we can get involved earlier in the process. 
At this stage we’ve started to promote independent fi lm 
making as a category in a similar way to what an industry 
association might do. And I’m talking to some people about 
a fi lm festival. We will look at any way we can promote 
independent fi lm making and quality Australian independent 
fi lms.

AC   Are you a producer or director or...?

JK   Yeah. All of the above. That’s what’s driving me. 
 I’m promoting a category that I’m involved in. And 

through early conversations that I had about this with Paul 
Jackson at Panavision, he suggested they could help out 
with some camera equipment. So we decided to produce 

What’s Wrong With Australian Films?
Jason Kent    DOP Alex Bradshaw
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a documentary about Pure Independent Pictures and about 
independent fi lm making. So What’s Wrong With Australian 
Films is our own and Pure Independent Pictures fi rst fi lm to 
come through, which is a little bit different naturally to what 
we want to get involved with, but I’m also talking to other 
fi lm makers. I’m very keen to get involved with some other 
independent fi lm makers but I can’t really tell you too much 
about those projects because they are in the early stages of 
development. 

But if someone comes to us and they have an independent 
fi lm and are struggling to get distribution and we feel like it’s 
a good fi lm, we’ll do what we can to promote it. If we can 
bring that in under the Pure Independent Pictures banner and 
generate some publicity, or do more than that and get it some 
sort of distribution, then we will.

We don’t have the fi nances to be investing in fi lms. That’s 
the problem… if there was a good business model to 
establish a money pool for independent fi lm makers then we 
wouldn’t need to exist. What we’re here for is to try and build 
something that doesn’t exist.

AC   So if I come to you with my fi lm and you agree it’s 
 worthy, your objective is to fi nd the means to 

promote it. So where does that money come from?

JK   Well, our sponsorship team. Obviously there’s an 
 interest in promoting independent fi lm making because 

it’s a very worthy cause, and like any worthy cause companies 
like to get involved in not only a charitable sense, but also 
in a business sense, because brands are always looking for 
different ways to connect with their audience and really show 
people what they stand for.

We don’t want to position ourselves as a charity. What we’re 
really talking about is building something that’s commercially 
viable and trying to get fi lm making away from that charity 
mentality which I think has developed under the subsidised 
system.

AC   It has become a culture of dependency I agree, 
 and it starts at a very early age. So when you asked 

What is Wrong with Australian Films, were there any 
conclusions? 

JK   Well, to cut to the chase, obviously government 
 involvement… it’s a big problem. Film makers need 

more freedom to make the key creative decisions about what 
fi lms are made in Australia, driven by their understanding and 
connection with the audience, which is just a simple principle 
of an industry that is market driven, rather than bureaucracy 
driven. So that creative freedom is very, very important. But 
regarding the big question raised in the documentary, we 
didn’t really come to a lot of conclusions. There are some, 
of course, but we hope that by watching it people will come 
to their own conclusions. Basically we just asked questions. 
The central question of the documentary is “Can Australia 
build a self-suffi cient commercial fi lm industry?” and over the 
years I’ve heard people give all sorts of different reasons why 
we might not be able to make commercial fi lms in Australia. 
People scratching their heads and wondering why the industry 
is going downhill so fast. And you know, once someone said 
to me that it was because the Australian accent doesn’t 
work well on screen… and that really got to me, because 
that strikes me as a cultural cringe, and really drives home 
for me how important it is that if we make fi lms, those fi lms 



are worthy of us and are at the standard that they should be. 
We’re trying to rebrand Australian independent fi lm making 
as a good option… a better option. And really distinguish it 
against the rest of the Australia fi lms that have been tarnished 
so badly over the years. Because if we’re watching fi lms that 
aren’t of a high standard, that aren’t as good as they should 
be, then that refl ects on us.

AC   And it refl ects on the box offi ce also… in a big 
 way. A good mate of mine down here in Hobart 

owns the State Theatre, and recently I asked him when 
Predestination, the Spierig Brothers latest fi lm, was 
starting and he replied quite bluntly “I’m not going to run 
it!”. When I asked him why, his answer was simple “I’d 
have to pay people to come and watch an Aussie movie 
right now”. 

So I said, “Look, do me a favour John and have a look 
at the promo.” And he looked at the promo and said, “ It 
doesn’t look Australian… it looks fantastic and I’ll give it a 
full schedule.” 

So who are your partners in Pure Independent Films?

JK   Well, Paul Jackson at Panavision was probably the 
 fi rst and De Bortoli Wines have been very supportive. 

Also Darren De Bortoli and Angus Kingsmill at Mambo… it’s 
great to have them on board because they’re such a young, 
cool, brand. I felt like the industry was being treated like a 
charity and not necessarily looking at the commercial aspects 
that other industries do, and I felt like getting outside of the 
industry to businesses that were successful and to individuals 
who could see the industry at a distance, was benefi cial. 
Because I think the industry has gotten so focused on this 
government model over the years that it’s possibly lost sight 
of what’s important, which is promoting our successes, our 
capability of making money, rather than constantly telling 
people how poor and suffering we are so that we’ll get 
handouts. 

AC   Anything that loops around the fi lm bureaucrats 
 works from my point of view. Is there anything else 

that you wanted to put into this story?

JK   Just the idea that we really need to take power away 
 from the bureaucrats and give it back to fi lm makers, 

where it needs to be. I met with Screen Australia last week, 
and they wanted to know what we’re doing, and I think 
they’ve seen a lot of our publicity and probably feel like it’s 
not refl ecting very well on them. But I said to them, well “Why 
do we need Screen Australia? Why do we need a body that’s 
siphoning off money that should be going to fi lm makers, to 
make decisions that fi lm makers should be making?” And the 
impression I got from Screen Australia was that they felt that 
we were better off if they made those decisions. Now if I was 
them I’d think the same thing, I guess, if I was in their position. 
And they’ll fi ght to maintain that position. That’s what they 
get paid a lot of money for, and it’s not helping our industry. 
In my opinion it’s killing the industry, and if I can make a small 
step towards bringing that to people’s attention and empower 
independent fi lm makers I will, because it’s only independent 
fi lm makers who can build the foundations of a self suffi cient 
fi lm industry, the industry that we all want, and the industry 
that we all used to believe was possible, back in maybe the 
80s, 90s...
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AC   Do you think that this was probably an idea waiting 
 for the digital revolution to happen  before it was 

presentable?

JK   Yeah, well I think it’s very good timing. I think now with 
 the digital age and the costs having come down so far 

we have a second opportunity to get in and to get a foothold 
in the industry. And I think if we miss this opportunity we 
could be in trouble. A lot of countries suffered from repressive 
governments getting involved in fi lm making because they saw 
it as such a great communications vehicle. But yeah, I think 
we defi nitely have an opportunity now, and so that’s what 
we’re encouraging people to do… we really want to focus 
on very, very, low budget fi lms. And focusing on fi lms that are 
commercially viable before we focus on big budget fi lms.

AC   Do you think that a lot of writers sit down to write a 
 script and feel the eyes of the funding bodies 

on the back of their head and they actually write to a 
template?

JK   Yeah, I think so. I mean the Abbott Government 
 recently in their commission of audit suggested that 

they waned to focus on historic fi lms.

AC   You’re kidding.

JK   No, they actually said that. I haven’t got the exact 
 words. I can point you to it. They said they wanted to 

focus on historic fi lms that might otherwise not have been 
made. And I say, “Well why wouldn’t they have been made? 
Maybe because nobody wants to see them?” And the 
question is who’s making those choices about which fi lms 
that nobody wants to go and see should be made. Should it 
be the people, or should it be fi lm makers, or should it be the 
government? And then, you know, it raises some important 
questions about who makes those decisions.

AC   Not to mention the unsavoury whiff of social 
 engineering.

JK   Totally. And that’s why the government got involved in 
 fi lm making in Australia. In my opinion, it’s why 

they’re still involved in it. There have been governments that 
have tried to get away from the direct subsidy model and 
towards a more tax driven model, which works and there 
have been other governments that have been more intent 
on the direct subsidy model. One thing we’re trying to do 
is validate independent fi lm making. I think it tends to be 
that if you haven’t got that government tick of approval, you 
haven’t been funded or assisted at some point along the 
way by Screen Australia or one of the other fi lm bodies, then 
you’re sort of an outsider and not worthy, which I think is the 
complete opposite.

Screen Australia last week told me that during the 80s, apart 
from Mad Max and Crocodile Dundee, there were a lot of 
stinkers that came out too. Well, you know, maybe they 
thought they were stinkers, maybe they’re the sort of fi lms that 
Screen Australia doesn’t fancy, maybe they’re the type of fi lms 
that don’t make good conversation in the cafes in the Eastern 
suburbs, I don’t know. Maybe they don’t get to fi lm festivals 
and get awards, things like that, but I would rather see a few 
crass genre fi lms that sort of crash but make a gallant attempt 
at reaching a wide audience, than a larger quality of average 
fi lms that aren’t taking any risks and really are just getting 

awards... I mean if you throw money at the screen, you can 
get into fi lm festivals and you can get awards, because the 
more money you spend, you increase the production values. 
But what we really need to see is fi lm makers who are willing 
to take risks and rely on a really strong story.

AC   Well, I agree risk-taking is imperative and at the 
 end of the day, and it is about story.

JK   If the type of fi lms that are coming out of the funding 
 system aren’t the type of fi lms you write, then you’ve got 

to think to yourself, “Well, am I going to get funded, with my low 
budget genre fi lm?” It’s not necessarily likely, and I would say to 
people, you know, if you can make that system work for you, 
well ok, but it’s kind of like trying to take a dark psychological 
thriller and sell it to Disney. You’re unlikely to have success, 
and it’s the same with taking a highly commercial, possibly low 
budget commercial genre fi lm to Screen Australia. They don’t 
do that. At least we haven’t seen it. 

AC   Jason, I wish Pure Independent Pictures success. 
 Thanks for talking to AC Magazine.
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In my last article for Australian 
Cinematographer, I covered the 
Panasonic GH4 and how similar camera 
systems are now packing quite a 
punch. While these smaller packages 
are certainly not replacing industry 
workhorse ones, there is growing 
appeal for gear that oozes small 
form factor, convenience, portability, 
practicality, while uncompromising in 
resolution & quality. This is not about 
another camera, but coincidentally, a 
tool that works seamlessly with one. 
High-grade fi lmmaking tools as such are 
fast becoming more accessible minus 
the ridiculous price tags.

Gone are the days of big bulky tethered 
streams of gear in “Video Village”. While 
still “applicable” on major feature fi lm 
sets, technological advancements has 
ushered in a new phase of affordable 
fi lmmaking equipment. With the ever-
growing market for drones and gimbal 
systems, the application for streaming 
wireless video is greater. 

So, welcome to the next level 
of affordable wireless HD 
Video transmission. New, on my bench, 
is the Paralinx Arrow-X HD-SDI. I’ve 
been waiting for this baby for a while. 

For those not familiar with Paralinx, its a 
Los Angeles-based company, founded 
by active Local 600 members Greg 
Smokler and Dan Kanes. Paralinx’s 
debut product - the Arrow - took the 
wireless video market by storm back in 
2012 and solidifi ed Paralinx’s position 
as a major player in the wireless video 
market.

Now before I continue, let me make 
it clear that I’m aware of similar low 
cost systems available on the market. 
Speaking from my personal experience 
from using these units (Paralinx Arrow), 
they simply perform better, are way 
more reliable with aftersales & tech 
support, and their internal chipsets are 
far more superior. I made the mistake 
of trialing cheaper versions on set, 
which almost led to disasters. More 
importantly, the Paralinx gear conforms 

to major technical and environmental 
standards including FCC, CE, MIC 
(TELEC) and RoHS Specifi cations

I’ve been a fan of their Arrow Plus 
system but was craving for a more 
robust HD-SDI version. Woe and 
behold, they recently announced 
their Arrow-X HD-SDI zero-delay 
uncompressed wireless system, and I 
had to have it, even if it meant that I was 
getting banished to the dog house for 
spending the weekend holiday budget. 

I’m sure most fi ne readers of this 
publication will need no introduction to 
the concept of wireless video streaming, 
as a majority of you use these tools on 
set. But for the benefi t of young readers 
wanting an introduction to what these 
puppies are great for, allow me to run 
through some info very quickly.

The Arrow-X allows for productions 
to meet the creative and technical 
demands on a fi lm set, and provides 
complete freedom of movement for the 
camera. The Arrow-X can send video 
from a single transmitter source to up to 
four separate receivers so a director, DP, 
DIT, and focus-puller can all have their 
own realtime wireless HD feed.

This new model has a maximum range 
of over 700 feet with a robust signal 
that streams uncompressed full-HD 
(1920x1080) video signal that has an 
imperceptible delay of less than 1ms 
in a compact and ultra-lightweight 
form. This is especially important when 
mounting peripherals on any camera.

WHAT YOU GET:

The arrow kit ships with a transmitter, 
receiver, antennas for both units, USB 
cable for for fi rmware updates, PTap to 
Lemo connector, 12v power supply, a 
handy remote control with an IR cable 
and the choice of a HDMI or SDI cable.

BUILD QUALITY:

These units are impressive. Right out 
of the box, they feel solid, and so they 
should, considering the small outlay 
of hard earned cash, you won’t be 

disappointed. The overall construction 
is tougher, with an aluminum casing for 
the transmitter and durable ABS plastic 
enclosure and material for the receiver. 
Like most transmitters, they put out 
a lot of heat, so the integrated heat 
sink design on the Paralinx works like 
a charm. You will most defi nitely see a 
substantial difference in here compared 
to the basic Arrow system, which in all 
fairness is an entry-level system. So you 
are certainly paying for what you get. 
No pun intended. 

CONNECTIVITY:

There is nothing complicated about the 
Arrow X. It’s designed to “Plug & Play” 
and is essentially idiot proof. Paralinx 
pride themselves on easy connectivity, 
with the units pairing & coexisting 
without unwanted channel switching. 
As for the physical connections, the 
transmitter sports a 3G-SDI input and 
loop-out and the receiver features dual 
3G-SDI outputs. Power can be supplied 
via 2-pin Lemo connectors capable of 
a wide 7-17 unregulated input voltage. 
There is a also a USB port to update 
fi rmware

The kit comes with a P-Tap to 
lemo cable, so you won’t have any 
problems powering your unit off a 
v-lock battery. There is also an optional 
Sony NP-F battery plate to Lemo if you 
want something smaller. Connectivity & 
functionality is also clearly displayed and 
indicated with a Network, Video, Battery 
LED Status lights.

NEW GEAR
BY Clinton Harn
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PERFORMANCE:

I tested the system on a RED 
Scarlet, a Kinefi nity KineMini 
4k and a DSLR, along with an 
Atomos connect, straight into a 
Small HD AC7 OLED, mounted in a 
Zacuto Zwiss cage. In use, I found 
the units paired and connected pretty 
quickly. The Arrow X utilises a Dynamic 
Frequency Selection system that 
automatically fi nds channels with the 
least amount of interference. Setting 
up for multiple hardware & camera 
confi gurations is accessible via the 
Arrow X link mode. Here you can 
adjust settings in Mutlicast Mode that 
will enable a transmitter to stream 
a signal to multiple receivers. The 
function I would love to see in action 
is linking multiple transmitters to 
one receiver, where I could easily stream 
to a vision-switching monitor in a 
more elaborate multi-camera shoot. You 
will need multiple transmitters for this. 

Despite the limitations with the line of 
sight on most wireless systems, I was 
pleasantly surprised when signals were 
still displaying a pretty decent picture 
even in an adjacent room. 

RESOLUTION:

The current resolution support for the 
Arrow X is only HD and frame rates are 
only limited to 60p. I”m sure Paralinx 
will address something soon with all 
the hoo-ha surrounding 4K at the 
moment, but its safe to say that’s the 
least of our worries in this application. 

VERDICT:

I’ve been using wireless HD video 
streaming devices since the Arrow fi rst 
graced the market with great success. 

Less “New Gear”, more a new service 
to the industry. Purpose built for 
anyone shooting anything and retaining 
custodianship of that data… so 
whether that be a production company, 
completion guarantor, advertising 
agency, or content production 
company, the one issue all are faced 
with is how to securely backup and 
store those precious but also sizeable 
digital data fi les.

With that in mind and despairing 
of the number of cheap, unreliable 
backup drives they saw accumulating 
in cupboards in ad agencies and 
production houses they visited, veteran 
Sydney Commercials Producers John 
Lamble and Warwick Boulter decided to 
do something about the situation. The 
pair have launched VisionVault and are 
offering secure long term backup for all 
and at a very reasonable cost.

But VisionVault offer a lot more than just 
backup and archiving… the company’s 
motto is STORE SEARCH SHARE. 

STORE covers their offering of lifetime 
backup to LTO data tape at full 
resolution for all forms of data rushes, 
graded selects, submasters and 
masters. They also store stills projects, 
and relevant documents like scripts or 
talent contracts, artwork and graphics 
fi les, literally anything associated with a 
production. 

And SEARCH and SHARE refer to 
VisionVault’s sophisticated online Digital 
Asset Management platform and their 
private cloud, offering immediate global 
access to search your entire library, 
and making web friendly, content ready, 
HD versions of your material easily 
downloaded and shared . 

The service starts from as little as $250/
TB for LTO backup only, and as little as 
$450 per project for full service backup 
plus cloud access. For more information 
visit www.VisionVault.com.au

Not only are Wireless systems effi cient 
& practical, they also make complete 
sense when you need to increase client 
confi dence by handing them a personal 
wireless monitor feed. Trust me, this 
simple gesture goes a long way.

I’ve got quite a bit of mileage from the 
Arrow HDMI system, from both location 
use & rental. Yes, you will actually me 
amazed how many people will hire a 
wireless system from you when you 
own one. While there are other systems 
out there, the Paralinx stuff is what I’ve 
clocked the most hours with, so this 
SDI release is a logical progression. 

The Paralinx Arrow X is an upgrade for 
anyone coming from his or her basic 
system. Its well built, cost effective and 
does what its meant to do. I’ve tried 
systems double this price and still had 
issues with streaming functionality. So 
price isn’t always the determining factor 
in what makes a product great. The 
Arrow X combines solid engineering, 
ease of use, reliability and a reasonable 
price all in a very neat package. Don’t 
take my word for it. Ultimately, fi nd a 
system that works for you. As I always 
say, research & try before you buy. 
Horses for courses. For what I do, this 
one does it for me. Pure & simple.

For more info on the Paralinx, check out 
http://www.paralinx.net

or email me at 
clinton@clintonharn.com if you have 
any questions or if you simply want test 
drive the unit.
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