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Complete
35mm
Package

Brought together by

Contact: Ali Peck at Awesome Support 0411 871 521 ali@awesomesupport.com.au
Jan Thornton at Deluxe Sydney (02) 9429 6500 jan.thornton@bydeluxe.com 

or Ebony Greaves at Deluxe Melbourne (03) 9528 6188 Ebony.greaves@bydeluxe.com

AUSTRALIA

400’ roll*

$424 ex gst

1000’ roll*

$1060 ex gst

You thought you couldn’t afford film anymore...
...think again.
Complete 35mm is the 35mm film and processing package from FUJIFILM / 
Awesome Support and Deluxe.

Designed to offer the flexibility and logistical benefits of the film origination at a 
preferential price. 

The package includes:
• 35mm FUJIFILM motion picture film stock

• 35mm negative developing at Deluxe

*This special package runs from 1st December 2010 to 31st January 2011 and it is open to TVC production companies for 
TVC / Rock clips / Web idents etc. Package applies to the complete range of FUJIFILM 35mm film in all speeds. No minimum 
or maximum order.
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www.panavision.asia

Sydney       +61 2 8437 5555
Melbourne  +61 3 8532 8800

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

Not your average day at the supermarket.

It’s Bait in 3D.

Honestly, it would have been very difficult to make this  
movie without Panavision. Their investment and commitment 
to 3D technologies is a huge advantage to filmmakers.  
Without a company the size and stature of Panavision  
behind these projects they would be very difficult to achieve. 

Ross Emery ACS

Shooting in 3D is a complex and challenging undertaking. 
It’s amazing how many people talk about being able to do it, 
but Panavision actually knows how to make it happen. The 
Panavision team were with us through every challenge. 

Chris Brown, Executive Producer
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In the last issue we published four old photographs of 
filmmakers at work as a caption competition. There was 
one entry, from Martin Gentle who reads the magazine in 

London. Martin’s entries were: Page 54 top ‘Bump-starting 
the camera car in reverse was doomed’ and bottom of page 
54 ‘Here comes the Health and Safety man’. Top picture on 
page 55 was ‘Latest gunboat sent to capture insurgents’ and 
bottom picture was ‘Just where shall we put the exhaust pipe?’

It is 12 years since this 
magazine started and it is 
time our Founding Father, 
Ted Rayment ACS 
tells how it came to pass. 
“The original idea for the 
magazine came from me 
as a suggestion to Federal 
President, Milton Ingerson 
who was against the idea 
as being “too costly”. So 
I sat down with Craig 
Pickersgill and after some 
discussion we reckoned 
we could make it self-
funding if we made it a 

quarterly publication. It was on the proviso of this “no cost to 
the Society” that Milton gave us approval to go ahead with 
Issue 1. To do this and keep the funds separate from the ACS 
we established an account in the name of Austcine Publishing. 
Craig chased up a few advertisers and became editor and 
the rest, as they say, is history.

Brad Sampson has 
worked in the Design/
Print Industry for over 
20 years and is our Art 
Director. His job is to join 
all the words and pictures 
that I send him together 
in a meaningful way. 
Brad is currently Prepress 
Manager of Heroprint’s 
Sydney Production office 
and he has overseen 
the production of the 
magazine since Issue 34.

Butch Calderwood  OAM ACS
Editor

FROM THE EDITOR
FROM THE EDITOR
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Buy FUJIFILM and
help build your clubhouse

$2.50 for a 400FT can of 35MM 

$5.00 for a 1000FT can of 35MM
Only payable if ACS members purchase,

money to be contributed to the ACS Clubhouse fund.

Contact Ali Peck from Film Support on 0411 871 521 or (02) 9979 5701 
or email ali@awesomesupport.com.au

www.fujifilm.com.au

Help
Build your 
ACS Club 

House

Help
Build your 
ACS Club 

House

Ted Rayment ACS

Brad Sampson
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FROM THE PRESIDENT

I want to begin by passing on our collective thoughts to all 
those who have been victims of the terrible, life-changing 
floods in Queensland and Victoria. To make matters 

worse, Cyclone Yasi a force 5 cyclone crossed the North 
Queensland coast and wreaked havoc on the communities in 
that area.  There were heartbreaking fires in WA and now the 
people of Christchurch, New Zealand experience yet another 
disastrous earthquake.

The tragic stories, along with the stories that make us all swell 
with pride are being delivered into our homes on a daily 
basis by many of our own members, and our colleagues 
across the Tasman, who have seen and experienced first 
hand what the families of the small country towns, the 
provincial cities and the capitals have had to cope with.  
There are some, who bring the news to us that are also 
doing it tough and have experienced personal loss and the 
devastation that comes with that loss. Our thoughts and best 
wishes are with you all at this time. 

All these natural disasters remind us constantly that we 
certainly do live in a country and a region of extremes. But 
these extremes are tempered with the knowledge that the 
fighting spirit and the bond we share will always help us to 
pull through. 

Our industry and particularly our craft is in a constant state of 
change; whether it will ultimately be for the better, only time 
will tell. Are we as cinematographers fully conversant with 
what our role really is, given the range of new technologies? 
Has it become clouded and do people know and understand 
who or what the cinematographer is and what we do? 

There is so much more for us as cinematographers to 
think about: new digital cameras and formats, the ever-
increasing demand for 3D and the associated technologies, 
changing workflows, virtual production, new philosophy and 

management styles affecting our crews. We may be “down 
under”, but we are part of a global community and a global 
industry that continues to grow and change at an alarming 
rate. Are we keeping up, and if not, why not? I think we 
are, and in some ways our isolation allows us to step back, 
observe and then try things from another perspective. It’s 
what we’ve always done, but now we have to do it better 
and smarter. We have always been expected to achieve 
‘more’ for ‘less’, but this has never been more evident than it is 
today.  As Cinematographers the final ‘look’ of the film is our 
responsibility, yet in some cases this is being compromised 
unnecessarily. Ultimately we have to make sure we know 
and understand where cinematography and the associated 
technologies are heading, in order not to compromise the 
overall outcome of the production.

The ACS has always believed in an open page philosophy 
with the other guilds and societies worldwide. Our thirst 
for knowledge and information and the sharing of this is of 
paramount importance to us all, to maintain a sustainable 
industry.  Reinforcing this, we have been invited to attend the 
American Society of Cinematographers (ASC) International 
Cinematography Summit Conference (ICSC) in Los Angeles 2 
– 5 May.  The purpose of this conference is to establish open 
dialogue between cinematographers worldwide, to share 
knowledge of emerging technologies, and to discuss the 
future of the craft in the wake of developments such as Virtual 
production and the renewed interest in 3D. This will be an 
incredibly valuable experience for those representing all of the 
attending Societies, enabling engagement and interaction that 
will ultimately benefit the future of the industry. We anticipate 
that the Summit will break new ground, encouraging us all to 
work closer for the common good of that which we all hold so 
dear - Cinematography. 

Until next time….

Ron Johanson ACS
National President

FROM THE PRESIDENT
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D’S

PROFESSIO
NALS
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Cine Gear Expo
June 2-5, 2011

Expo & Conference
Premiere & Master Classes, Film Competition
The Studios at Paramount, Hollywood, CA, USA

September 24-25, 2011
Expo & Conference

Metropolitan Pavilion, New York City, NY, USA

phone: 310.472.0809 fax: 310.471.8973 email: info@cinegearexpo.com
www.cinegearexpo.com
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ON SET          GET YOUR 
KICKS ON ROUTE 66
ACS member Leigh Hubner recently returned from an epic trip across America’s famed 

Route 66, shooting for Seven’s Sunrise with weather presenter Grant Denyer. Australian 
Cinematographer caught up with Leigh to hear all about the journey.

Leight Hubner, Reporter Grant Denyer and the crew get their kicks on Route 66.                    
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The best job in television…

I’m not positive but from what I can tell, I have the best job in 
TV. I’m lucky enough to work every day on Australia’s highest-
rating breakfast show Sunrise. My job? To travel with Sunrise 
weather presenter Grant Denyer, as we do our best to explore 
this great country inside and out and bring great locations and 
great people to the viewers live.

One fantastic element of the job is the team environment. 
Everyone’s input is valued and no idea is a bad idea. Ok, 
so maybe one of my segment ideas didn’t go down so well. 
It was a segment called ‘Fact-Wit’. Grant would read out 
a strange or random fact, like ‘did you know most lipsticks 
contain fish scales?’ Apparently ‘Fact-Wit’ was a little too 
edgy for breakfast TV, as it only lasted one morning before it 
was canned by the boss!

As a group, we are always thinking of interesting and 
challenging adventures to present live each morning. A dream 
of Grant’s was to drive an old Cadillac across Route 66 in 
the United States of America – from Chicago to Los Angeles. 
It sounded like a great idea and within a very short amount 
of time, it was green lit. So began the planning for this epic 
journey.

So... what was the plan? The goal was to find an old 
Cadillac and drive 2400km from Chicago to Santa Monica. 
We would take two weeks to do it, which meant 10 days 
live back to Sunrise. The plan was to hit the road early each 
day and get a few hours driving under our belts, then stop at 
11am at our live location (5am Sydney time) and prepare to 
go live. Four hours later, we would set off again and drive 
until the early evening to cover enough distance. We also 
had to stop and shoot stories along the way, so it was going 
to be a lot of work but I guess if it was easy, everyone would 
do it, right?

An epic journey needs the right equipment…

With a plan of attack in place, it was time to consider the 
technical aspects of how to pull it off. Each decision was 
critical, as we would be constantly on the move, with tight 
timelines to meet.

In Australia, we travel most days with our own SNG (satellite 
truck) provided by Astralinks and I shoot everything on my 
Sony 970P Digital Betacam. Channel 7’s Los Angeles office 
managed to track down a great SNG truck in the States, 
which coincidently is owned by Australian Peter Norton. The 
truck was filled to the brim with great comms, plenty of cable, 
satellite internet and what sounded like experienced operators 
familiar with what would be required for a segment like 
Grant’s weather.

Norton’s SNG could uplink PAL video, so it made sense to 
stick with my 970 to shoot all the live segments. I kept the 
lighting kit pretty basic, as we were going to be on air in 
the middle of the day, US time. Assuming the sun was out, 

                                                           PHOTOGRAPH BY BEN HOGARTH

ON SET ROUTE 66
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ON SET ROUTE 66

reflectors could do all the hard work. Just in case, I took my 
two 400W Lowell HMIs and two daylight LEDs that run on 
V-Lock batteries.

The next big decision was how to tackle the story packages 
we would shoot each day. I really wanted the packages to 
look different to the live pictures and almost have the feel 
of a little movie. I was in love with the idea of using my 5D 
to shoot them, but with the very, VERY limited time on the 
road trip, I had to ask if it would it be user-friendly enough to 
handle the pace?

I had used the 5D on another trip with Grant when he rode 
a motorbike from Cairns to Cape York, to great success, but 
I was only shooting overlay – no sound. Check out the Cape 
York video at www.vimeo.com/14748719. Route 66 would 
be full of interviews and sound-ups. I had been experimenting 
with sound recordist Rhys Loaney on how to make the 5D 
work and he was happy to send a wireless output from his 
mixer while also backing up the signal on a memory card. All 
our tests worked really well and the 5D became our camera 
of choice for the packages.

My 5D kit sits on top of a Red Rock micro-shoulder mount, 
plus the Red Rock follow focus – the actual kit is their DSLR 
field cinema deluxe kit. I have a Chroziel matte box up front 
and a new small HD LCD screen. A V-Lock battery is out the 
back, powering the LCD and HDMI splitter (if required). I 
have gone with mostly Nikon lenses, all modified by Duclos 

Lenses in Los Angeles, including a 20mm, 28mm, 50mm, 
85mm, 35-70mm. The iris on each lens has been de-clicked 
and a permanent gear added to the focus and iris. An 80mm 
front adapter has also been added to each lens. I also have 
a new Canon 70-200mm f2.8 L IS II USM lens and a Duclos 
11-16mm lens.

Despite having the nice HD LCD, the V-Lock battery and all 
the gadgets, I had this gut feeling it was going to be too 
clumsy to work with in a hurry. I ended up stripping it right 
back to just two rails, the camera and follow focus, plus the 
matte box. This meant I could easily and quickly click the 
camera off, swing a lens then be back in action quick smart. 
There are no assistants on these types of jobs, so you have 
to be on your toes the whole time if you want to get it done. 
Soundie Rhys was a huge help and would regularly hold my 
NDs in his mixer bag. It meant while I was changing a lens 
I could ask him to click in a different ND. This extra minute 
saved was often the difference in getting a wide or tight shot 
of something.

My edit suite is a 17-inch Mac Book Pro. I use 500GB Lacie 
drives for storage and usually have two or three of them with 
me to back up data. I also have an AJA ioExpress box, which 
allows me to import and export video via SDI. If I’m shooting 
on my Digi then I use my camera as a player and import the 
vision via SDI, but in this case I was shooting on the 5D so it 
was a simple file transfer. In the past I have copied the files 
over, dropped them into MPEG Streamclip then exported them 

Leight operates a shot of Denyer; 970 Digibeta from a jib arm. PHOTOGRAPH BY BEN HOGARTH

ac_issue#49.indd   12ac_issue#49.indd   12 22/03/11   2:15 PM22/03/11   2:15 PM



13

ON SET ROUTE 66

as a ProRes file for editing. This has always delivered great 
results, but of course it’s time consuming.

No rest for the wicked on Route 66…

Our flight landed in Chicago at 6am and after grabbing all 
our bags and adding 20 layers of clothing – I totally under 
estimated how cold Chicago was – we were off to shoot 
our first package. For the portrayal of the story on air, Grant 
wanted to find a used Cadillac and film the purchase of it. In 
actual fact, the car had been sourced weeks earlier and our 
producer Ben Hogarth arrived in Chicago days in advance 
to check things over and get the car serviced prior to our 
journey. However, we never let the truth get in the way of a 
good yarn, so it was off to the young bloke’s house to film the 
segment on finding and buying the old Caddy. My goal was 
to shoot the bulk of this with the 20mm lens, then go back 
and pick up a bunch of tight shots of the car to help stitch it all 
together. 

It’s times like these that I think back to my very first days of 
hanging around Channel 7 on the Sunshine Coast, where I 
was pretty much told that I wasn’t allowed to touch a camera 
until I had learned to edit. This frustrated me so much at the 
time, but the more I shoot, the more I realise its importance. 
As an editor, I can always pick camera operators who have 
learned to edit and those that haven’t. This very early training 
came back to me in a flash, as I was faced with having to 
shoot enough to tell the story but not waste time doing so. 

I think in this particular package, I used all but three or four 
of the shots recorded! I guess that is the benefit of editing 
packages as well, because I knew as I was shooting what 
I would need to get myself out of trouble in the edit suite. 
Watch the story on my Vimeo page: 
www.vimeo.com/17732471.

With several more shoots scheduled for the first day, it was 
off to the next location to do it all again. A formula soon 
developed and seemed to be working well. Shoot the bulk 
of what was happening with the 20mm, then once it was 
all over, throw on the 70-200mm and pick off all the tight 
shots and cutaways. This essentially stayed the same for the 
whole trip. I occasionally threw on the 11-16mm Duclos lens 
for some nice tracking shots next to the Caddy. I also loved 
the image stabiliser on the 70-200mm Canon. If there was 
a smooth section of highway, I was able to get some rock 
solid shots of the car, even at 200mm. I was thrilled with the 
stabiliser! 

After only a few days on the road, it was obvious that 
exporting the vision for editing was chewing up WAY too 
much time. We were often not getting to the hotel until 7pm-
8pm. To then grab the edit suite, set it up, transfer files from 
the card to a drive THEN export to ProRes would just not 
have worked. So I was a ‘naughty boy’ and dropped the 
H264 files directly into Final Cut Pro and went for it. Far from 
ideal but with hours of editing to be done after a full day of 
shooting and driving, it just had to be done.

Leigh Hubner at the Grand Canyon - PHOTOGRAPH BY BEN HOGARTH
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Truthfully, the results were pretty damn good and the loss in 
quality was just going to have to be accepted as a limitation 
of time. I never got to bed before 1am-2am, but I always 
revert to my favourite saying, ‘if it was easy, everyone would 
do it.’ Once I finished cutting the next day’s packages, I 
would set them up to export as one file while I went to bed. 
Once we arrived on location, the SNG boys would spring 
into action and establish a link back to the Channel 7 office 
in LA. I would set up the edit suite in the truck and plug into 
the SDI port on my AJA box. Once the uplink was established, 
it was a phone call back to master control in Martin Place, 
Sydney to get them recording. This was usually done half an 
hour before we were due on air – 5.30am Sydney time.

Unfortunately one day this was far from the case. We had 
finally made our way to the Grand Canyon along a dusty, 
windy, bumpy road. The crew’s SUVs were fine, but the 
SNG truck didn’t fare so well. Everything turned on except 
the spectrum analyser. This little baby shows you where 
you’re pointing the dish so you can line up on the appropriate 
satellite. Without it, you’re shooting out to a big ol’ sky and 
the chances of hitting a tiny satellite – pretty bloody slim!

Our 5.30am play-out time came... and went. Our 6am live 
hit time also shot by. Having zero phone coverage also 
meant any sort of phone support was non-existent. After 
fishing in the sky for an hour, Mike, our SNG guru, managed 
to find something. He didn’t know who or what but he was 
on a satellite. Someone had the bright idea of giving me 

a UHF radio from the truck and running down to the tourist 
information hut and begging them to use their phone. Mike 
would then relay satellite jargon to me, which I passed on to 
the American satellite engineer.

To cut a long story short, between everyone, we got a live 
link out of the Grand Canyon and it was a great morning. It 
turned out like most things to be a very simple fix – a broken 
fuse! Mike had checked all the fuses very early in the piece, 
but this particular bit of gear has two. Finally we were on air. 
I lugged my mini-jib along on the trip and it really earned its 
keep that day. To crane up and reveal Grant standing on the 
VERY edge of the Canyon was a great moment. To hear the 
presenters on set and all of the control room staff ooh-ing and 
ahh-ing was a great relief, especially after such a stressful start 
to the morning. Truthfully though, some sick part of me loves 
when things go wrong! I love the challenge of staying calm 
and working through the problems all while the clock ticks 
over, but in saying that, I’m happy for the problems to not 
come along too often.

What happens on the road…

There was no shortage of crazy moments on this trip mixed 
in and around the long hours. A regular pastime was to have 
mass shoot ups with BB guns. On our first night in Chicago, 
we found an array of BB guns at WalMart – America’s 
KMart or Big W. How could we resist buying BB hand guns 
and machine guns? Storming someone’s hotel room and 

ON SET ROUTE 66

Leigh sets a shot in a desolate, picturesque garage. - PHOTOGRAPH BY BEN HOGARTH
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peppering them with BBs became a common 
occurrence! Did I film any of this? Pfftt – OF 
COURSE!!

Another random but memorable moment was 
the day we meet two self-confessed rednecks. 
Their favourite pastime? Sticking an AK47 
bullet to the end of an arrow then aiming it 
at a tree. They were only too happy to invite 
us in and show exactly how it all worked. 
This is also on my Vimeo page: www.vimeo.
com/18471016.

Despite the very long days and lack of sleep, 
it was a brilliant trip. We met plenty of nutty 
people and told some fun stories along the 
way. I have become so much more confident 
in milking the 5D and I can’t wait to put it to 
the test on another wild adventure soon.

ON SET ROUTE 66

Leight and Grant shoot a PTC. - PHOTOGRAPH BY BEN HOGARTH
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GETTING LAID WITH P2 BY JUSTIN BRICKLE

In the wet winter of 2010 
I had the pleasure to shoot 
Laid, a wickedly dark six-

part comedy about sex and 
death written by Marieke 
Hardy and Kirsty Fisher, 
produced at Porchlight Films 
by Liz Watts and directed by 
Trent O’Donnell. 

Trent O’Donnell’s underplayed comic 
directorial talents paired with the cast’s 
hilarious ad-libbing skill demanded that 
most scenes were cross shot with two 
cameras; giving as much space and 
freedom for the actors and director 
to tweak performance and timing with each take without 
continuity issues. This became my daily DoP challenge: to 
light and stage action in interesting and dynamic ways while 
always making room for that 2nd angle. The entire production 
was location-based, so often that 2nd angle was a cramped 
corner or a kitchen window. As always with cross shooting, 
lighting and camera movement compromises are made, but 
with the talent and tenacity of Peter Baxter and his Art Dept 
team the show looks fabulous.

I’ve been a huge fan of the P2 camera/data card system 
and have used it on many TVCs and corporate shoots over 
the years, but never on a long-form drama production - where 
video tape is dug in like a Amazonian tick. With the moral 
and technical support of the Sydney Lemac Rentals and 
Gordon MacPhail from E-Film, I was able to help steer the 
production away from videotape (HDCAM or DVCPRO HD) 
and towards non-linear P2. I shot a side-by-side camera/
format comparison test early on in pre-pre-production. The 
pictures and workflow spoke for themselves and the Panasonic 
AJ-HPX-3000 P2 HD camcorder was clearly the best choice. 
Brett Dwyer, Lemac’s National Rentals Manager, then made 
sure the gear package was right for our modest budget.

This was Porchlight’s first foray into non-liner acquisition so 
all parties were keen to avoid any technical issues and data 
troubles along the way. From the beginning I got the full 
support of Linda Micsko, Associate Producer (overseeing post-
production) to get Spectrum Films and EFilm up to speed with 
the nuances of P2 HD and the AVC-Intra 100 compression.

The Panasonic AJ-HPX-3000 P2 HD camcorder has a handful 
of pre-set gamma curves. I chose the Filmlike3 gamma curve 
for its highlight protection and solid blacks that provide an 

attractive on-set image with plenty of room to move in the 
grade. The DRS (Dynamic Range Stretcher) is a great smart 
function of the HPX series to have up your sleeve when time 
and light are against you. It retains more highlight detail 
while seeing into the darker areas of the frame. I used it when 
shooting travelling car day interiors and other scenes I couldn’t 
light or that had difficult over-exposed backgrounds. 

Another great bonus of shooting a non-linear system - for 
both the camera assistants and myself - is the instant replay 
of takes without the time-consuming spooling of tape - and 
without the risk of accidental over recording. I was quickly 
able to spot check the A and B cameras’ shots between takes 
without causing grief to my tireless and delightful camera 
team; Brendan Shaw on B-camera/steadicam, Kate Rose 
and Damian Church on focus, with Ben Lindberg as clapper 
loader.

Gaffer Ben Dugard and team used an array of lights, 
including my new favourite, the 1’x1’ LED Panel Light, to 
delivery a naturalistic, contemporary lighting look along 
with consistency solving those location bound day-to-day 
challengers. Key Grip, Damian Heckendorf and his cheerful 
team were up for anything and everything that I and the bad 
weather threw at them.

I didn’t want the distraction of an on-set data wrangler and 
so I arranged with Charles Gerrand from Spectrum Films 
to be our ‘Digital Lab’ - P2 Card that was delivered daily 
to Spectrum on wrap to be uploaded and transcoded to 
AVID; archived then re-formatted to be returned to location 
by lunchtime of the following shoot day. We had 6x64GB 
and 2x32GB P2 cards across two cameras. Each card was 
given a unique name, (white, red, blue, purple, etc) and 

Justin Brickle - PHOTO BY MARK ROGERS
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GETTING LAID WITH P2

then allocated a temporary camera roll number which was 
logged by the clapper loader and the assistant editor for 
cross reference in case of data loss (there was none). Only 
one card was used in each camcorder at a time (like a roll 
of film negative) and most days we only used one 64GB 
(approximate 70+ minutes) P2 card per camera per day. All 
in all I reckon we saved the production and the planet 150 
videotape cassettes!

With their superb full raster 1920x1080 pixel, 3CCD 2/3” 
sensor picture quality coupled with its robust data capture P2 
HD / AVC-Intra 100 compression system, the two Panasonic 
AJ-HPX-3000 P2 HD camcorders won the hearts and minds of 
all concerned. The Panasonic AJ-HPX-3000 P2 HD camcorder 
must surely be the best kept 2/3” camera secret in town!

Laid will screen on ABC1 in February 2011.

L-R: Abe Forsythe, Celia Pacquola, Alsion Bell, Toby Truslove (cast)

L-R: Jo Johansan, Justin Brickle, Richard Mason 
- PHOTO MARK ROGERS
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THE WASTED DIARY BY DAN FREENE

As working Cinematographers in Australia, we work tirelessly for many years in our chosen field 
gaining experience, and building our reputations as creative professionals, and often we wait 

with great patience for our chance to shoot something really amazing. For a lot of us that something 
is an exceptionally well-produced feature film with a good director and a great script attached. Just 
after Christmas 2008 I got the call up for my opportunity to shine, with a wonderfully progressive 
script written by Ben C Lucas. Ben would direct, and I would be his DP. Wasted On The Young 
would be shot in the first half of 2009 in Perth. The following is my diary of the experience.

Mid January 2009 
Head over to Perth for a week of meetings, some loose 
location scouting, and I manage to sit in on a few days of 
rehearsals. The first thing that strikes me, and excites me is 
Ben’s ideas of how he wants to make this film. The producers, 
Janelle Landers and Aidan O’bryan are also very inspiring 
with their passion for the project. Perth, however is really hot, 
and the sun is right overhead for much of the day. It is also an 
exceptionally reflective city. It seems as though it is two stops 
brighter than anywhere I have ever been. Straight off the bat I 
want to keep our characters out of the sun and under alcoves, 
or shade of some type. It is also apparent that quality camera 
gear is in very short supply, or non-existent. I’m going to have 
to bring in pretty much everything from Sydney or Melbourne. 

Pre-Production 09/02/09
First day of Pre-Production. Ben and I are into it straight 
away. Spent the whole day looking at reference material. 
We are setting up a bible complete with reference stills, the 
script, overheads with blocking, dolly requirements, and light 
positions. Ben Lucas (Director), myself, Sam Hobbs (Production 
Designer) and Brendan Campbell (first Ad) have a room to 
ourselves for the pre-production period to construct the shoot. 
A great way to get things done. Production Manager James 
Grandison has the tiresome task of trying to give us what we 
want while controlling the purse strings. It’s all very complex, 
and it looks as though Paul Jackson at Panavision has already 
come to the Wasted party by supplying us Genesis Cameras 
for the production. It’s a bit of a stretch, and I’m going to have 
to be extremely selective about what gear I choose to bring 
over. Every cent needs to end up on screen, so whatever I 
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can save in camera and freight can help elsewhere. 

18/02/09
Been pulling big hours. Starting each day at 8.00am, and 
generally getting home around or after midnight. We have 
so much to do, but we are striking off scenes wonderfully. 
We do have one major dilemma as we have still not yet 
found our hero’s house location where a huge portion of the 
film takes place. We have been scouring Perth like mad and 
have resorted to door knocking at the houses we think could 
work. It’s a big issue as the space will dictate the coverage, 
which dictates the time, which dictates the labour, the lights, 
grip requirements, crew numbers, everything. Very hard for 
Brendan Campbell our first AD to get his schedule together 
too. Still working on the gear list. Need to cut a few things 
back. I’m not going to be able to afford a bells and whistle 
kit. Being in Perth I think we need a second body on standby 
in case of emergencies, and now, looking at the schedule, I 
think I can shave a day or two by utilising the second camera 
on some scenes. In the end it’s all a balance of money and 
time. Where to save and where to spend. James Grandison 
the Production Manager is doing a great job of balancing this 
act. 

27/02/09
Ben and I are working wonderfully. We still have a few 
tricky scenes to sort out the coverage for. I wish we had all 
the locations locked in as it changes everything. Sam, Ben 
and I pretty much have the visual style, the reference art and 

the view point of the story locked down. Pre-production is 
a lot of work, but I’m sure it will pay off when we are into 
the shoot. We had our first look around Falling Waters (The 
“potential” house location.) It is not perfect, and is quite small 
for what we had in mind, but it is beautifully built with great 
architectural lines. I think it will photograph very well, but we 
are not getting our hopes up too much as the owner treats 
it like an art gallery, which it sort of is. It’s built of imported 
Italian marble, and full of glass, and precious materials, and 
has a very expensive grand piano as its centre piece. We will 
leave the negotiating up up to Aidan (Producer.) He seems 
to be able to talk people into stuff. Need to try and get more 
sleep...

03/03/09
Aidan has done it! Somehow he has obtained the house we 
thought was impossible to get for the Shoot. ‘Falling Waters.’ 
Unbelievable producing! He must have sold his soul to the 
devil or something... Ben and I are working like mad now to 
get our coverage sorted out for this house location. Most of it 
is great. One issue is how much night work we have to shoot 
there, and as the house is mainly made of glass, this makes 
black out (for night work) really tricky, and time consuming.

06/03/09
Back in Sydney. Been testing the gear. Shot Grey scale 
Macbeth Test charts, metered the light output and correlated 
to find my shooting ASA. Going with 400ASA. Tested shutter 
angles. Tested filters. Looked at the rushes with a film LUT 

19

THE WASTED DIARY

First day of production. Dan sits on the crane and sets up for a pre-dawn twitch shot.
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that Adrian has set up with Deluxe. The LUT looks good shot 
without filtration. The Genesis is a 3200K Sensor, and for the 
most part I think I will shoot without running an 85 filter. Blue 
Shadows, but with a slight tweak in the LUT it will work well 
for the movie. Tested lenses, and have settled on an old set 
of Panavision Ultra Speeds. They still had Mandy Walker’s 
name stuck on them, left over from the film Australia. They 
are slightly softer than the Primo Primes which works well with 
the sharpness of the Genesis, and have a lovely roundness 
to them. Their bokeh is also lovely, and they seem to have 
a natural vignette which I like. The lens technicians rebuilt 
the 35mm, and 100mm for us. Also taking a 24-275 Primo 
zoom lens. What a piece of glass! Must figure SR Stock 
Order. Figure a shooting ratio. Remember ACS Manual. 
Finish off the overhead layouts. Print Test lists. Back to Perth 
tonight.

07/03/09
Getting there. Locations closer. Schedule taking shape. Met 
with Jean (Gaffer), and Greg Stirling (Grip) to talk through 
some curly ones. Jean has a handful of lights he has built 
himself. My kind of style of gaffer. Very impressed. Greg was 
also devising some gear for the shoot. He is building us an 
upside down dolly for overhead shots in the studio sets, and 

a variable geared device to give us a 90 degree horizontal 
camera spin that we want. No remote heads of any kind over 
in WA, and no budget to ship them in, so Greg is building 
the rig for this shot. His workshop is full of stuff he has built. A 
clever bloke. It’s a little frustrating the lack the gear over here, 
but with problem solvers like Jean and Greg it looks as though 
anything can be done.

08/03/09
Visited the set today. Awesome. Sam Hobbs is a genius. 
I can’t wait to get in there and light the ‘Rec.’ Room. Just 
blank walls at this stage, but an awesome shape and size. 
Removable walls, overhanging beams, and great textures. 
We have a really tricky set up for the last major scene of the 
film. We will be projecting light fed from a video camera that 
is shooting the two boys. All this happening in camera and 
in the scene. That bit is easy; the hard thing at the moment is 
overriding the projector when the actors are standing in the 
projected beam (which the scene calls for.) The projector is 
freaking out and cutting in and out. It’s a real fine balancing 
act. Also, the projector I need is expensive as I need a 
healthy shooting stop out of the unit as it also is to be used as 
a key light source for the scene. So there is that too, which 
means we can really only get it for the day’s shooting. 

On Set in the house. Note the protective blue hospital booties.

THE WASTED DIARY
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11/03/2009
Today was tough. We lost our hero’s school location. A real 
kick in the you know what. Also major costume dilemmas. 
Sucking too much time out of Ben. Crew is great and the gear 
tests are going well. Party light tests are looking awesome. 
Need wacky shutter angles though to avoid flicker. Four days 
of pre left. Need to try and get more sleep.

12/03/09
Watched Make up effects, and costume tests for the key 
cast members. Costumes still have some problems. A little 
frustrating and I may have to light them all really dark. The 
actors look good however. Zack will be lit mainly so we don’t 
see his eyes, as he is a schemer, and with Darren I will try 
and use a light that Jean has built called the cucumber. It is a 
fluro tube a foot and a half long in a housing with barn doors. 
We can get it right in close to him to get his steely blue eyes 
gleaming with horizontal highlights, and Zandrie (the hero 
girl) I will light for 
beauty. She has an 
angelic quality about 
her, and hit from the 
right angle with soft 
source she sort of 
just glows like a light 
bulb. With her I will 
light warmer than 
the rest, and use an 
81A filter to bring 
her back to daylight 
a little. For the most 
part I am shooting 
the film without any 
correction (3200K). 
The grade tests look 
good here, as it suits 
the feeling we want 
for the environment: 
metallic, cold, 
devoid of life, and 
no organic colours 
or materials. 

15/03/09
One more sleep. 
Few issues still to 
sort out tomorrow. 
Last minute location 
changes, and 
costume still a 
problem. I think 
we will be fixing 
costumes as we 
go. Again, the 
Producers Aidan 
and Janelle have 
stepped up to sort 

these issues. They really are doing a fantastic job. We are 
building the crane at the beach this afternoon for tomorrow’s 
first up Dawn crane shot at twitch. A very tricky shot, and will 
be putting a lot of pressure on Nigel (Focus) and the grips for 
this one.

The Shoot
16/03/09 - Day 1
First shot. The most difficult of the film. A large crane shot, 
with incorporated dolly move, craning down 20 feet or more 
to Zandrie’s body dumped on the sand dune. No remote 
head, so I operated it, and the sand dune location required 
me to be positioned in a very uncomfortable position. All at 
pre-dawn twitch with the light lifting 1-2 stops between each 
take, so we only got 3 proper runs at it. Tough stuff. We got 
it (I think.) It was also the first shot for the actors, so I just hope 
that their performances hold up. The rest of the day ran like 
clockwork. Just great stuff. Great acting. Favourite shot of the 

Top: Zandrie, played by the stunning Adelaide Clemens.
Bottom: The protaganist Darren (Oliver Ackland) confronts the scheming Karen (Kim Thorn).
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day was a master shot track in and push around into a close 
up on Zack. In silhouette against a screaming hot window. 
Risky but worth it...

17/03/09 - Day 2
Steadicam through a house. Lit from the outside in. White 
walls which made it very hard to get the contrast I wanted. 
DI job I reckon. The move looked great. 30-fps. A couple 
of tricky shots in Xandrie’s bedroom , with a late sunset, a 
morning, and night lighting change. Outside for a twitch shot, 

then a heavy scene by her pool which looked awesome. 
Jean (Gaffer) got the water flicker happening beautifully and 
quickly. 5 stars all round. A good day.

21/03/09 - Day 6
First week down. Mainly exteriors at one of our school 
locations. Our school in the film is being made up of 3 
separate schools, as we couldn’t find exactly the perfect 
complete school location. Tough in Perth as the light is really 
overhead, and lots of hot reflective surfaces.   The gaffers 

THE WASTED DIARY

Dan lines up another shot

The ‘finale’ of the film takes place in the Basement Rec Room, where Darren’s plan unfolds to the surprise of Zack (Alex Russell).
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have been busy with overheads and scrims to soften the light. 
Cast is looking pretty. Everything on schedule, and we finally 
saw the first two days’ rushes this eve. Looking great. Ben, 
myself, and the producers all very happy.

28/03/09 - Day 9
Been in the house a couple of days now. The house is very 
difficult to work in. It is extremely fragile. Like it is almost made 
of china. Which makes it slow to get around, and hard for 
the grips and lighting to bump in and around. It’s very tricky 
to set up shots and block. But it looks great. It looks fantastic. 
Great lines and it has wonderful natural light that pours into it. 
In terms of scheduling, we have dropped a couple of shots. 
Protecting the site is costing us time. We are losing around a 
shot or two a day. Not critical but would still be nice to have 
them.

02/04/09 - Day 16
Huge day. The second party. 70 extras all off running amok 
in beautiful mansion. Extreme party lighting. The Mac 700’s 
yet again worked a treat. This party we have termed the 
red party. The idea is that we introduce more red as the film 
progresses, leading up to the penultimate last scene, which 
is to be lit very red, to suggest passion, anger, fear, blood, 
death and so on. Two Genesis cameras rolling. Reduced 
shutter to add an edgy feel. 48 Fps. Right on the edge of 
having enough light. Ran most of it at plus 0.5 Gain, at 
T2.0 - T2.8. Bottle smash over Brook’s head. Blood rigs. Site 
protection. Fights. Large night exterior. Day for night earlier 
on. All in ten and a bit hours. Extreme film making. What a 
day! Loved every second of it. Half way point.

04/04/09 - Day 18
The rec. room final scene. Zack and Darren stand off. Intense 
film making. Intense acting. Intense problem solving. We had 
big technical troubles getting the projector system to work. 
We have a camera filming the two boys that Darren has set 
up (in shot), which is feeding the projector, which is lighting 
the actors. A real odd one, and it took a while to get going. 
The boys absolutely gave 110%, particularly Zack (Alex 
Russell.) By the end of it he was a wreck, but it will be well 
worth it, as the emotion, and feeling I was getting through the 
view finder was all there. Simply marvellous! 

As we break now for a week over Easter, the producers had 
the editor Leanne Cole knock up a quick little montage of 
the rushes we have thus far. Only 90 seconds long. Great 
for the crew so they could see where all the hard work is 
going. Everyone was blown away by what they saw. A good 
feeling. So far so good.

15/04/09 - Day 20
Great day. Handheld running  and bloody heavy camera. 
Sore shoulder tonight but a good day’s work. Great action 
intensity. Loved the composition of the last shot . Very flat 
profiled two shot.  

18/04/09 - Day 23
Another great day. A fight scene against a car (which we 
dented - oops) steadicam. Handheld. Live real vomiting. 
Great stuff. Also another cool close up moment of Alex. 
He has great features and our preconceived dark eyes 
lighting is working a treat for his character. The cast look 
great. Looked at a whole bunch of rushes too. Very, very 
happy. The film is looking fantastic and it really is exceeding 
everyone’s expectations, apart from perhaps me and Ben. 

THE WASTED DIARY

Zack hits on a drugged Zandrie.
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The performances are spot on. Looked at a lot of the rec. 
room footage and I am really pleased with the lighting. Very 
moody. Rich and velvet like and bang on brief. I have had 
a painting on my wall by Carravaggio that I have used as 
reference art for this scene. Red shadows. Dark background, 
rich shadows, high contrast. Grimy, sweaty and intense. 

22/04/09 - Day 26
Weird day. Flew through the morning. Darren’s stuff in the 
bedroom set. A great space that Sam has created for us, 
and a lovely set to light. Olli is a great actor and we only 
needed a couple of takes of each set up. We then moved 
to an indoor pool location and set up for the last shot of the 
film. A Night shot, with a lone swimmer doing laps who stops 
at one end of the pool to catch his breathe. We had to wait 
for it to get dark enough to shoot as the location roof is made 
of glass, then rush like mad to get the shot. I wanted water 
flicker as the main light sources, and had four of them going. 
Two for the Background, one for the key, and one for the 
backlight. 

1 x 6K, 2 x 4k’s, and 1 x 2.5k HMI’s. I shot it with a 24mm 
Lens that  saw everything, with the first ad trying to finish it up 
as quickly as possible to turn us around for the early start the 
day following. Time not friendly. We got it OK. I’d say I got 
it to 85% of where I had hoped. Another 15 minutes and two 
more takes would’ve had it absolutely nailed. Some hot spots 
in the pool I’ll have to fix. A little frustrating, but it seems as 
though I am the only one who feels like it could have been 
better.

Tomorrow is huge. Pool swimming action. Four scenes. 
One scene is at a school carnival with a couple of hundred 
extras... One day only. Myself and Ben always wanted two 

days for this coverage so we have minimized our shot list and 
have made it as efficient as possible. We are all going to 
have to be right on our game tomorrow..

23/04/09 - Day 27
What a day. The pool. Got it all, and bang on schedule. 
Knackered.

25/04/09 - Day 29
The shoot is done. Lots of compliments and lots of crew saying 
it has been the best show they have ever worked on. My 
crew has been fantastic too. Greg Stirling (Key Grip), Jean 
Vandermeiren (Gaffer), and Nigel Tomkinson (Focus Puller) 
have excelled and really backed me up very well. Most of 
all, Ben Lucas is the real deal. His vision has allowed me 
to craft the most beautiful work I have ever shot. The whole 
movie has been the perfect experience. I feel that we have 
put a stack of value on the screen and utilized our resources to 
the absolute upmost. The actors have allowed us to hold with 
their performances. They are young and have granted us the 
patience required to master some very difficult shots.  And the 
producers have given us the playing field. They have backed 
us with our decisions to go for greatness. They have worked 
tirelessly and have been the engine room to power the 
machine. The grade is booked with Adrian Hauser at Cutting 
Edge for November, which I’m sure after seeing all the rushes 
will be a breeze. First feature shot, and what a wonderful 
experience.

Wasted on The Young opens nationally March 3rd.  

AC
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The tables are turned and Zack finds himself without his friends to fight for him.
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SHOOTERS: COMMERCIALS
Five questions, three Cinematographers; AC Magazine sits down with Callan Green, Danny 

Ruhlmann ACS, and Tania Lambert to discuss their recent award winning commercials. At 
the NSW ACS awards in 2010 Callan Green won a silver award for the Mission Australia TVC 
Butterfly. Danny Ruhlmann ASC won a gold award for his work on Hyundai Falling Water, and 
Tania Lambert received a silver award for Childhood Obesity Break the Habit. 

How did you come to work on this commercial?

CG: I have been working fairly consistently with director Justin 
McMillian, who is represented by Film Construction here in 
Sydney for about the past 5 years.  Justin had mentioned that 
he had recently been sent through a really cool script for the 
homeless persons charity group “Mission Australia”, one that 
could be particularly visually enticing for us both to work on. 
Charity scripts tend to allow more than a generous amount 
of breathing room for artistry and experimentation when 
compared to shooting many other commercials.  Often this is 
due to the specific charities already having a highly respected 
brand name, and therefore it is not a “hard sell”. So there 
was no doubt that I very quickly became excited about this 
script very early on. 

DR: I was fortunate enough to be asked to shoot this Hyundai 
car commercial by the director Bruce Hunt. I’ve done some 
work with Bruce in the past. He is a lovely guy and a great 
director. Maybe his preferred DP wasn’t available? Who 
knows but I have shot a lot of car commercials in the past so 
that helped. If you have developed relationships with good 
commercials directors, they will drag you along into new 
unexplored areas. If the agency and client trust the director 
with their job then they usually trust them enough to allow 
his preferred DP to shoot the job. It doesn’t always work that 
way, but it should.

TL: The Childhood Obesity commercial was written on spec 
by production company The Precinct, whom I have done a lot 
of work for in the past. Henry Motteram, MD of The Precinct 
pitched me the concept and asked whether I would be 
interested in coming on board. The budget was pretty much 
zero, but I thought the provocative concept would offer some 
interesting challenges. The TVC portrays a mother preparing 
to inject her son with heroin, but then subsequently cuts to him 

being given a hamburger with the tagline – You don’t inject 
your kids with junk, so why would you feed it to them.

Do you tend to work in the same field when it comes to 
commercials – for example cars? Do you find it hard to 
break into some specialised areas of commercials?

CG: Generally speaking, the medium to higher end 
commercials can be quite tricky to break into. In the beginning 
you may find yourself shooting anything you can get your 
hands on. Often a well-written spec commercial or charity 
job can get you moving in the right direction especially in the 
beginning stages of cracking the market. I wouldn’t say that I 
get pigeon holed into any certain types of commercials yet, as 
my reel is mostly an eclectic bunch of pretty pictures; however 
I do always love shooting cleverly written comedy scripts, as 
well as sinister and moody drama pieces that you can totally 
go to “cinematography town” on. As for breaking into certain 
areas of commercial genres such as cars, food and hair etc, 
you tend to have to be taken on and trusted by a director/
producer who is already highly respected in this arena. It’s 
a bit of a circle of confusion though, as a DOP will often be 
asked to a shoot a food ad; however the agency and client 
will only allow the production company to hire that particular 
DOP if he or she can provide them with a high quality food 
reel. Hence the reason why people who get into this “circle 
of trust” tend to make the most out of their prime position, and 
therefore they can become “happily pigeon holed”. 

TL: I find that I tend to work more with the same directors 
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SHOOTERS COMMERCIALS

as opposed to a specific niche of TVC. This means, in turn, 
I get to work on a variety of different projects, which I like. 
Although, when it comes to drama and music videos, I do 
tend to get asked to work on darker and moodier projects, 
which is probably due to the work on my reel. I have found 
it difficult to break into certain areas of commercials, such 
as car and food ads. Recently I was contacted regarding a 
Chinese TVC for Motorola which featured cars quite heavily. 
Unfortunately I hadn’t shot any car ads before, so they were 
hesitant to go with me. It’s the old chicken and egg scenario – 
if you don’t have it on your reel you won’t get the job, but you 
need the job to get it on your reel. 

What camera did you choose to shoot on and why did 
you choose this particular format for this commercial?

CG: We didn’t have a huge amount of money in the 
budget for the “Mission Australia” job as it was for a charity.  

However, everyone came to the party with deals for gear 
and labour.  We didn’t want to take advantage though, 
so we had to pull back a bit with what shooting format we 
could use. Justin and I have always been a fan of film yet we 
headed down the digital path and chose to shoot on RED, 
mainly for budgetary reasons.  The MX chip had just come 
out so we were both keen to try out the extended contrast 
range of this new sensor.  We also needed to shoot a little 
bit of doco style footage on a pre-shoot night with our main 
character as he meanders about the city collecting bits and 
pieces for his sculpture project.  This had to be shot amongst 
the general public, without them becoming aware that they 
were part of our background.  For this I used my Canon 5D 
mk 2 with a 24mm F1.4 and an 85mm F1.2. For the main 
RED camera shoot we used Ultra primes 14mm-135mm and 
an Optimo 24-290mm from Red Apple in Sydney.

DR: The Hyundai TVC was shot using a mix of film and 
HD. We shot Fuji 500T eterna using 2 x Arri 435 cameras 
shooting at various frame rates. We shot the high speed 
footage on the “Phantom Gold” camera at frame rates from 
300fps to 600fps. I was really happy with the way these 
two formats cut together. There was absolutely no CGI 
done on this TVC, it was all done in camera, which many 
people are surprised to hear. The waterfall rig that you see 
in the commercial is used for various trade shows. It had 
never been used on a TVC before. Basically, it works in the 
same way as a Jet printer would. The company had never 
used their rig on such a large scale and such a large height 
before. On that heightened scale the water droplets were 
starting off compressed and then separating to form the 
shapes we wanted them to form before hitting the car; in 
order to compensate for this the company had to re-design 
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the graphic we wanted to use. What we ended up with were 
images that were initially compressed, from top to bottom 
which then uncompress as the water falls to reveal a correctly 
proportioned graphic. This was all done in pre-production at 
the same time as we were pre-lighting the studio and testing 
the rig.

TL:  I chose the Canon 5DmkII to shoot on for this particular 
TVC. This was mostly due to the low budget, but also because 
the director, Melvin Montalban, and I were keen to use the 
format, which was new at the time of shooting and offered 
us the shallow depth of field which we thought appropriate 
for the feel of the TVC. I shot with my own 24-70mm & 70-
200mm Canon L-series lenses, although I would have chosen 
primes had it been a higher budget commercial. If the project 
were to be shot today I would definitely reconsider shooting 
with this format. With the 5D there were some complications 
with monitoring, audio, the compression of the images and 
low dynamic range. Yet within our controlled environment, 
the ad takes place in one location - a dining room; the format 
held up surprising well.

How did you approach the lighting on this commercial?

CG: Visually speaking, Justin and I wanted to create a 
gloomy, unforgiving and almost depressing world of suburban 
anarchism.  We didn’t want the audience to like our character 
in the early stages of the 45 second ad. To achieve this we 
shot at night in the city with available light on the 5D and also 
during the day in shadowy covered areas on the RED.  We 
were extremely lucky with the weather on the day of the shoot 
as the sky was totally overcast whilst we were outside.  A full-
blown storm had arrived by the time we had moved inside the 
tram yards.  If you haven’t shot there before, the whole place 
is pretty much a safety guy’s nightmare. The entire place is a 
disaster zone full of once loved decrepit relics of the Sydney 
transport system.  Even the roof is only just hanging in there, 
which is a big reason why they aren’t letting people shoot in 
there anymore I believe. The grips, camera team and gaffers 
were absolutely smashed by the terrible weather and crap 
conditions that night, the look of the commercial certainly 
benefited tremendously due to the rain effects though, as we 
certainly could not have afforded to artificially construct this 

with physical effects. The look we went for inside was more 
inviting compared to the outside as it was our character’s 
refuge and this space was supposed to feel protected in some 
way to the outside world.  All this said  we still wanted to 
express a sense of secluded dejection from the outside world. 
The gel that we chose to represent this was “Yellow 101” 
on tungsten lamps, which gave us a burnt orange look.  The 
space that we had to light was rather big so Rick McMullen 
(the Gaffer) used a mix of Dinets, 12ks and 10Ks as well as 
a bunch of 5Ks and 1ks. We were also supposed to use 40 
gallon drums and flame bars in shot to give us the reason for 
these sickly light sources. However, soon after lighting one of 
them and placing it in the right position, we felt that we may 
have pushed the look too much and that it was starting to feel 
too contrived.  So we ditched the drums and used our creative 
licence instead.

DR: This commercial was all about lighting. I have been lucky 
to work with the best grips and gaffers on my jobs. Pat Hagan 
was my gaffer, he is the best! We spent some time planning 
this shoot. It was a balance about getting the car to look great 
as well as lighting the set and the environment.  With the help 
of key rip, Toby Coping, we decided to build a self contained 
rectangular soft light which we suspended, using 6 motorised 
chain blocks above the car.  This light was about 25 metres 
long and 2 metres wide. We used 30 x “skypan” 5K lamps 
within the rig. We used 3/4 grid cloth diffusion to soften the 
light and to create a clean white reflection in the car. The car 
was sitting on a white surface and was surrounded by water 
so we had some underwater kino flo tubes in the water as 
well as the bounce from the floor in order to create reflections 
in the car from below. The only other lamps I used were a 
20K back light on a condor, as well as 2 x 10Ks behind the 
car in order to backlight the water and 1 x 5K to bounce into 
the set. All these lamps were controlled via a lighting dimmer 
rack. Once lit, we had control over each lamp, including 
the 25 metre overhead car light which due to the rigging we 
had done, allowed us to raise and lower the rig with great 
accuracy and to manipulate where exactly in the car we 
placed the reflections.

TL: The director and I looked at references for previous anti-
drug commercials as a visual starting point; however, we 
found that they all tended to be incredibly desaturated in the 
skin tones and high in contrast. We decided that this look 
would be a bit too extreme for our TVC. Considering the 
message of our commercial, I still wanted to create a sinister 
feel through the lighting, which would contrast with the homely 
environment of the mother and her son. Hence, I decided to 
veer away from a naturalistic, motivated lighting style and to 
light predominantly from unmotivated off screen sources to 
achieve a stylised look which wouldn’t be typical in a dining 
room environment. My gaffer, Matt Russell brought in a small 
tungsten lighting kit with kinos and softboxes, which allowed 
us to craft the look I was after.  At the time of the shoot I didn’t 
know if we would have a professional grade, so I tried to 
create a look in camera which would be close to the final 
product. Fortunately, High Def Video Services came on board 
for the grade and Trish Cahill offered her amazing grading 
talents. 

SHOOTERS COMMERCIALS

Cinematographer Tania Lambert. PHOTO BY KATHY LUU
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What was the biggest challenge you faced on this ad?

CG: When shooting a job that has a restricted budget like 
a charity piece, especially in hard conditions, I feel that you 
must ultimately have a happy, dedicated and professional 
crew supporting you.  This could have been my biggest 
challenge; however everyone pulled together and put in 
110% throughout the shoot as if they were getting paid their 
proper rates. There really was no way of describing just how 
awesome the entire crew was. To be honest it was a blessed 
shoot with very little issues, and even the weather played its 
part.  Although I do believe that the people who run the tram 
yards in Glebe had told us on the day of the shoot that we 
had to be out by 8pm or something ridiculous.  Luckily this 
didn’t come to fruition, as this would have left us with only 
about 2 hours to light, shoot and bump out. I believe we left 
at about 11pm.

DR: The biggest challenge came during the pre-light but 
thanks to good planning this is where our ideas came 
together. It sounded good in theory but until we actually made 
the commitment and built the overhead rig, we were not 
guaranteed it would work. Luckily it did! Another challenge 
was mixing the two formats, Phantom HD and 35mm. The 
issue with this was that the dynamic range of the HD did 
not match that of the 35mm. The problem was highlighted 
when we were shooting with both cameras at the same time. 
Ideally, I would have loved to have had a greater level of 
backlight on the wall of water. This worked well for the film 
camera but the HD camera could not handle it so I ended 
up lighting for the HD camera’s dynamic range. It was a 
slight compromise but it had to be done. A final challenge 
arose when we prelit as to how to deal with keeping these 
three large backlights out of shot. The director wanted the 
location to have an architectural feel. I knew we could never 
keep these backlights out of the picture in our wide shots but 
we needed then to highlight the water, so we decided to 
embrace them by the use of a “streak” filter to give the lamps 
that we saw in shot an interesting anamorphic style flare.

TL: Our greatest challenge was finding a boy whose parents 
would allow him to be involved in a commercial with this 
subject matter. The young boy who was finally found was 
not an actor, so we were limited not only by his restricted 
working hours, but also his willingness to co-operate. We had 
intended to shoot various setups, which featured the mother 
and son together as she was preparing the heroin, but the 
producer and parents decided it wasn’t appropriate for him 
to be exposed to drug paraphernalia. So we had to think 
of creative coverage to get across our message.  Instead 
we shot some locked off shots with the mother preparing the 
heroin and then shot some plates with the boy separately, 
which were then later stitched together in the edit. 

What do you love about shooting commercials?

CG: I love the intensity that surrounds a commercial.  Often 
the treatment and boards have been worked on for months 
and sometimes years by the client and creative team and 
it all comes down to usually a one or two day shoot with 
the intention of only creating a 15, 30, 45, or 60 second 
ad.  I love the fact that there is never any room for error 

or misjudgement, which is a big reason why shooting 
commercials can be such a great training ground. I love the 
people who are involved in this industry as well.  It is simply a 
beautiful industry that we work in, one that has absolutely no 
room for people who aren’t on the ball and totally capable 
of what they do. I could also say that the only potential 
downside of shooting commercials back to back is that every 
now and again I can begin to feel like I am losing some 
connection with a part of my cinematography soul.  As a 
DOP on commercials you are usually required to recreate the 
storyboards as they have been signed off on by the client, 
the creative team and director long before you get your hot 
little hands on them.  This can sometimes lead to a sense of 
slight creative laziness on your part which you have to keep in 
check by shooting as much drama as possible. 

DR: I enjoy working with the best directors, grips, gaffers and 
camera assistants. I enjoy surrounding myself with these guys; 
who ultimately make me look like I know what I’m doing! I 
enjoy immensely the variety from one job to the next and I find 
that each commercial has its own specific set of challenges. 

TL: I love the constraints of shooting for a 30 or 60 second 
time slot. This restriction means you have to be really succinct 
in your visual storytelling. It’s a challenge and requires a lot of 
pre-production, but it means you get a chance to really hone 
your skills and experiment with shots and lighting which you 
normally wouldn’t have time for on a drama set. 

29
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The following yarn was sent to AC from Holland by retired member Henk van der Kolk. The date is very early sixties 
(pre decimal currency) and Henk thinks the crew were probably Syd Butterworth (sound), Bill Lambert (camera 

assistant) and Ken Cooke (journalist).

Henk was born in the Dutch East Indies (Indonesia) and worked in Australia as a young cameraman for the ABC. 
During this time he met and married his wife Ineke, who worked in Sydney for UTA-Air France. They moved to Holland 
in the early seventies where he became a successful television producer but he has always kept in touch with his ex 
ABC colleagues and many of them make a point of catching up in person with Henk and Ineke when they travel to 
Europe.

If you are an old colleague or friend and wish to make contact, Henk would love to hear from you. He lives in 
Naarden, not far from Amsterdam. 

Email: hjvanderkolk@vodafonevast.nl 

I’d only just got into work early this morning when the phone rang: “Henk, is that you? There is a story going on at Lightning Ridge 
and we want you to go there as soon as possible. Travelling arrangements are being made already and you are due to leave with 
the camera-crew this afternoon from Mascot airport on a NSW Airlines flight to Walgett.”

“How long would I be away?” The answer was “You will see for yourself”. This was so often the case when a sudden story came 
up - hardly any time to pack and prepare all the film gear that would be needed and organise the crew.

Owner of the Walgett Inn

HOLY SMOKE...
(A fair dinkum Australian NSW outback story I shot many years ago in the far north for ABC TV).
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HOLY SMOKE

The story was about popular opal mining fever at Lightning 
Ridge. There were four of us in the crew and we were told a 
suitable car would be available for us on arrival at Walgett 
airport, a small farming community with only one hotel, the 
Walgett Inn.

The aircraft was an old DC 3 Dakota. It was suitably 
converted for delivering all sorts of cargo such as live 
animals, pigs, chickens, kerosene, household goods and farm 
equipment for the farmers. This included large drums of oil 
and what else have you.

We took off from Sydney with this so called ‘postal flight’ 
flying to the NSW great outback country with a number 
of large farmers’ properties around Dubbo and Wagga 
Wagga. The plane would circle around the homesteads 
and watch for signs if they wanted anything then fly on to 
Coonabarabran. We landed on a gravel airstrip, where 
a waiting farmer was expecting the arrival of his ordered 
goods - the pigs and chickens as well as the drums of oil and 
kerosene fuel. Speedily the airline crew did all the unloading 
work and, after the usual welcoming social conversation, we 
flew on to our final destination of Walgett. 

The airport was a landing strip of red sand where, with heaps 
of propeller dust, the old DC3 pulled up near a corrugated 
iron shed – the arrival hall. The one and only very old 
passenger bus came rattling and snorting almost up to the 
aircraft. The driver was the owner of the Walgett Inn. He also 
appeared to be the airline representative and was ever so 
friendly. “Our car?” we enquired. 

“No, no car available”, explained the airline rep, “but you 
can always buy one”.  

“Sorry, no deal!” was my reaction. So there we were: in the 
middle of nowhere, no car, lots of film equipment and still 
having to travel another 90 miles north in the desert heat to 
reach Lightning Ridge. An offer came directly from the hotel 
owner. 

“Don’t you worry mate, in the morning I can take you to a 
farmer friend not far out of town and he will possibly lend you 
a suitable car so that you and your crew and all the film gear 
can travel on to the opal mining area at Lightning Ridge”.

Meanwhile, we had to spend a night in the Walgett Inn - an 
old corrugated iron building with four rooms in front and two 
above the veranda. There was one shower at the back. A 
bucket of cold water on a chain. Away you go – bucket after 
bucket. Real fun, original and cool. The following morning we 
were on our way with the hotel bloke to his farmer friend not 
far out of town. Yes, he would gladly lend us a car. So far 
so good, but wait, when we got to the shed! There was this 
1928 model T Ford…..a vehicle, four wheels, gear box, an 
engine block in front, wooden boxes to sit on, a good looking 
steering wheel and believe it or not, no bodywork at all! But 
on starting the thing it fired away like a rocket! The farmer 
also lent us an extra spare wheel, just in case!

We loaded all our gear on the framework of the car and tied 
it securely. There was a huge oil drum fitted in front of the 
two front wheels. This was needed for our ‘engine cooling 
water’. There was even a scoop on a stick so you could refill 
the radiator with the water from this tank as you were driving 
along!

Just imagine : 90 miles north on red dirt tracks in the soaring 
desert heat,  avoiding hitting kangaroos around us. In 
due time we finally arrived at Lightning Ridge. Just the one 
enormous great big pub, full of blokes, real opal diggers 
they all were. No houses in the area, just this one ugly sort of 
building, with four big posts holding the outside veranda and 
a rusting corrugated iron roof. Inside the pub was this huge 
refrigerator, running on a noisy kerosene cooling system, filled 
from here to eternity with cold beer. We had a few!!! Then 
out of the blue the one and only policeman arrived at the pub 
inquiring who owned that ‘old vehicle’ outside?

“That is ours”, we said, “we have it on loan for a few days 
from a farmer”. 

“Okay”, says the policeman, “but I’ll have to book you 
twelve shillings” “Holy smoke, what on earth for?” I asked the 
copper.  “Well, you are driving an unregistered vehicle”…. 
he laughs !!! “Your traffic fine will be twelve shillings in cash”. 
I paid the 12 shilling fine and even offered our police “mate” 
a beer, which he gladly accepted and even the next few as 
well.

Then, with loads of noise, an aeroplane landed just in front 
of the pub and parked at the front door. A young bloke came 
out and started to load a number of cases of cold beer in 
the aircraft! So I nodded to the copper: “Hey, what about 
booking that bloke landing here just in front of the pub??.”

“Don’t you worry mate, I have already booked him before. 
Besides I only book once, then that’s the end of it as far as I 
am concerned. You have also already paid your fine”.

“Yes, twelve shillings”  I reminded him! (so I’m thinking 
twelve shillings - that is 3 shillings for each one of the four 
of us and I’m also thinking a schooner cost 3 shillings - he’s 
got four beers off us!) A 12 shilling fine for just driving in an 
unregistered vehicle; that’s a bit stiff is it not? Okay, we had 
no number plate on the car and for all I know it probably 
never had one anyway.

Days of shooting followed without any further incidents. The 
car performed admirably and the blokes we’d been filming 
with were from all sorts of nationalities, all with digging hopes 
for the so much wanted precious opal. There were no houses 
around, but instead you saw lots of the diggings, mountains 
of it and next to those mountain heaps were lots of motorcars. 
All were recent modern cars with airconditioning fitted and 
belonging to the diggers who during the day were working 
and living under the ground, where it was cool.

In the late afternoon, when temperatures dropped for the 
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HOLY SMOKE

night, diggers would appear from all over out of their holes 
and find their way to the one and only pub. With the drinks 
and spirits flowing, soon you’d get to hear stories you would 
never believe. No wonder the enormous kerosene operating 
refrigerator was working flat out during the long evening 
hours!

The evening before we returned to Sydney one fellow digger 
had this rather old and funny semi automatic rifle that he 
wanted to sell, asking 20 shillings for it, including all the old 
ammo. The thing was so worn out that if you pulled the trigger 
it would not stop firing until its rusted ammo magazine had 
fired all the shots! After some selling discussion a deal was 
decided by tossing a coin - heads for 20 shillings or tails for 
5. The offer included all the left ammo. Tails won and it was 
sold to us for 5 shillings.

The daily heat of the desert was just so hot that we decided 
to drive our dear old 1928 model T Ford during the coolness 
of the night hours back to Walgett. I was the first one to drive 
the vehicle. Next to me sat the bloke whose mission was to 
check the radiator water level and fill it up during the ride. In 
the back seat (also a wooden box) sat one of our film crew. 
He started to fiddle with the old rifle and was playing with the 
loaded ammo magazine. He then pulled the trigger and holy 

smoke!! The old thing rattled all the bullets straight 
out into the dark night air! The next thing driving 
along we noticed the engine block of the old Ford 
had become bright red hot and just above it was 
the petrol tank ! We stopped!! (on the way over in 
daylight we never knew that the engine block was 
getting so red hot).

At last, with many stops and starts that night, 
we finally arrived in the early morning hours at 
the Walgett Inn hotel. After breakfast we were 
checking out for our return flight with the hotel 
owner, who was that day not only the airline rep, 
but also the bus driver to the airport for the day’s 
flight from Walgett to Sydney Airport.

Then a big problem for us. The flight was already 
fully booked….!!! However one seat was still 

available. A toss went up and gave me that seat. The film 
crew would best have to go back by train. However, at the 
airport three passengers did not show up, but there was still 
one local person on the waiting list also wanting to go to 
Sydney. This meant that there were three seats available and 
four passengers still wanting to fly to Sydney.

The next big thing was to do the “toss” again to see who 
would be the lucky ones to join the old Dakota postal flight 
back. In the end it so happened that we, all in the crew, won 
every toss.

The result of this assignment was an hour long story on TV with 
credit to the opal diggers and fond memories for us of all the 
hard work and hilarious situations we had at Lightning Ridge.
                                                                           

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

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

Henk and Ken Cooke
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THE NEW SONY PMWF3 SUPER 35MM DIGITAL 
CINEMATOGRAPHY CAMERA. AVAILABLE TO RENT OR BUY
A game-changer for camera technology with a full Super 35mm image sensor, giving you greater depth of fi eld control, 
high sensitivity and dynamic range, low image noise, PL lens mount, onboard recording to SxS card, 4:2:2 external recording 
and optional uncompressed RGB 4:4:4 output*. Be the fi rst to get your hands on the next wave of digital cinematography.

*uncompressed RGB 4:4:4 output available April 2011.

WELCOME
THE NEW
STANDARD…

SYDNEY 612 9436 3050 MELBOURNE 613 9888 8511 CANBERRA 612 6241 2122 VIDEOCRAFT.COM.AU

KNOWLEDGE
SOLUTIONS

SUPPORT
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For those of you that don’t know, my current mode of 
paying the school fees has me shooting a film in another of 

Her Majesty’s great ex-colonies .... India.

Just briefly, the film is called Singularity. Set in two periods, 
1778 colonial India and 2015 Boston, Singularity is a very 
tasty not so little number directed by Roland Joffe. As you can 
imagine, the design features wonderful palace interiors sets, 
rich costuming and fantastic exterior locations. I began prep 
at the end of August last year and shot up until Christmas eve 
on the Gold Coast and  the production has now moved to 
India where we are currently in prep for a 30 day shoot. The 
production then returns to Queensland for a further 15 days to 
shoot the contemporary component. Roland is a good man, 
very collaborative and a hell of a director. None of the shots 
he constructs are easy to execute but that makes working with 
him all the more rewarding.

Having successfully negotiated the rigours of International 
travel and the madness of Indira Gandhi Airport, we wrestled 
our baggage to the stain station in Delhi. I call it “stain” 
because every surface of the platform, and the train carriages 
for that matter, have been smeared with dirt, dust, sputum, 
urine, faeces (animal and human) to form a grime, a sample 
of which would surely keep a lab analyst in work for a 
decade.  ‘Character’ is the description artists and designers 
might use.  I call it the reason hand sanitizer was invented!  

The train rolled out of the station and charged past mile upon 
mile of shanties, cows with attitude and 480 billion cubic 
tonnes of filth.  I know the picture I’m painting is not the stuff of 
Rembrandt but as we all know the best real estate isn’t by the 
tracks.  I have to tell you the 450km and the some 7 hours I 
spent on the rattler put some serious polish on my appreciation 
for my own good fortune.

The production is located in the small town of Orchha about 
500km south of Delhi in the heart of India. The last 50 Km 
were travelled by car, and these were by FAR the most 
harrowing. As those who have toured India will know, cars, 
chooks, tuk tuks ,buses, tractors, trucks, push carts, goats, 
bicycles, cattle, pedestrians all have equal right of way ... 
and they all exercise it simultaneously. The poor old dog is the 
only creature that has absolutely no rights and seems to cop 
a relentless flogging from all. Upon seeing me cringe in the 
back seat, my driver announced with a chuckle and a gentle 
wobble of the head that survival on Indian roads is contingent 
on three things, a good horn, good brakes, and good luck. 
He speaks the truth! With that burnt into my cerebral cortex 
my first correspondence to the land girt by sea was to check 
the fine print of my travel insurance policy.

Our hotel compound spans 2 acres along the banks of the 
Betwa River. Our rooms are not rooms but tents: concrete 
floor pads with canvas sides and tarpaulin roofs. A bit 

SINGULARITY UPDATE BY BEN NOTT ACS
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rough, but all said and done they are pretty cool. The tent 
city, populated entirely by crew members, is arranged in a 
U shape around an old concrete tennis court that serves as 
a very fine cricket pitch. Tents are now named according 
to their fielding position when bowling to the right-hander. 
I pen this letter from the front porch of deep fine leg.  The 
afternoon games in the Villawood Detention Centre, as it has 
affectionately become known, attract all comers in this cricket 
mad country. Next Sunday sees the Villawood eleven in its 
first fixture against the Production Curry Munchers and I reckon 
we are in for an absolute pasting. With the World Cup in full 
swing, the small cafes in Orchha that have TV sets are chock 
full of local cricket mad punters.

The days in Orchha are not all play. The reason we have 
chosen this region is because it has many beautiful forts, 
palaces and temples. The architecture is completely mind 
blowing and the close proximity of these beautiful buildings 
to each other and the production office make Orchha a 
wonderful location.  As you can imagine, filming in these 
locations has its challenges. Staircases were designed to 
be incredibility narrow and very steep to prevent invading 
armies from storming the buildings on mass.  Blokes who lift 
heavy things for a living will need to have haemorrhoid cream 
prescriptions filled given Mr Joffe’s penchant for the moving 
camera. Speaking of which, I have found a good local guy to 
grip this part of the picture, using the Movietech Arco (like the 
peewee), the new Hawk dollies and a 37-foot Superscorpio 
crane. I have requested PV Australia send the 19 - 90mm 
and the 11:1 Primo zooms with all other camera equipment 
will be supplied by PV India. Just on the 19-90mm zoom, 

what a great piece of gear. It’s the perfect A camera lens. 
Unfortunately David Elms was not able to make the trip so 
Luke Nixon has assumed the A camera 1st. AC role. Gaffer 
Matt Slattery and Stunt Co-ordinator Danny Baldwin and First 
AD Chris Webb are great additions to the touring party.

Without doubt the country’s great asset is the abundance 
of cheap labour.  Mathew has a crew of 40 something: 
Lighting techs, the grips about the same, and each camera 
comes with 4 attendants. Production designer Luciana Arrighi, 
has an army at work cleaning buildings, planting gardens 
and watering lawns to restore these palaces and temples to 
something resembling their original condition or at least good 
enough for our purpose. Watching this transformation has 
been fantastic. I must say I am quite proud of the fact that we 
are leaving the place in much better shape than when we 
found it and so is the local historical society.

This brings me to today, Sunday 21st.

Went rafting on the mighty Betwa. Gulped a little water so I 
could be on the dreaded weight loss program any moment 
now.  Ate yet another Indian meal that revolved around 
lashings of garlic naan - Daddy will be ready for market soon 
... and fetching a good price! Went to town and bought a 
bike - 3000 rupes (around 70 bucks). As bikes go it’s crap 
but a solid work horse it is.  I figure I will make a friend for life 
when I pass it on to a local when the circus leaves town in a 
couple of months.  

Well that is more than enough for now .....

SINGULARITY UPDATE
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 ...a look back in the technology trash can!
THE AURICON ERA PT II

THE AURICON BASTARDS 
- THE CHOP TOPS BY JOHN BOWRING ACS

From the late forties through to the early seventies, the Auricon camera was the dominant 16mm 
sound on film camera on the world market, first recording optical sound and then with the easier 

to record magnetic sound. In earlier years we’d dealt with Auricon - bought and sold their Auricon 
FilmMagnetic sound heads for use in CP16s.

For the better part of a quarter of a century, every time I went 
to Los Angeles, often on my way to the NAB show, I’d do 
a little pilgrimage and drive past the old Auricon camera 
factory on the corner of Romaine and Mansfield Avenue in 
Hollywood.  It always amazed me how this iconic factory, 
often seen in Auricon advertising, could still exist so long after 
its heyday - frozen in time - usually all locked up. As I looked 
through the window, It appeared as if nothing had changed 
since the early sixties.

On one such visit in the mid nineties, I was surprised to find 
life there. The old bloke who opened the door just happened 
to be Walter Bach himself, the CEO, owner and chief 

inventor of Auricon.  He kindly gave me a factory tour.  Even 
then, they were still making the occasional PRO-600 cameras 
for kinescope work.  Walter filled in the missing parts of the 
Auricon story.

While the Auricons were “whisper” quiet - in fact as their 
ad in the American Cinematographer often said “quiet as a 
candle flame,” their self-blimped silence came at a cost.  They 
were heavy and very handheld unfriendly. Ergonomically, 
Auricons had to be operated from the rear, which was OK on 
a tripod, but off the shoulder meant the use of a straight-jacket-
like shoulder pod. This made the whole kit very front heavy 
and severely limited tilt movement. Auricon still insisted on 
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AURICON ERA PT II

unfriendly 110 volt AC operation. 

The days of shooting silent film for TV news, documentaries 
and drama was coming to an end. Everyone wanted sync 
sound and a hand-held cameras with the portability of the 
silent cameras like the Bell & Howell DR70, Bolex, or Arri S.

So with times changing, if there ever there was a case of a 
manufacturer resting on past glories and ignoring its market, 
the Bach Auricon company proved it!  Never in camera 
history was there a camera so ‘modified’ by others as the 
Auricon in order to modernize it.

By the early seventies, their forties design Auricon was 
looking tired.  But strangely, their 100’ load Auricon Cine 
Voice camera was still selling like hot cakes!

These lower cost Auricon CineVoice cameras were being 
bought new, and then undergoing major after-market surgery 
by a range of companies including CECO, YORDER, 
GENERAL CAMERA and others. Simply the 100’ load Cine-
Voice would have its top chopped off, and replaced with the 
ability to run 400 feet with a lightweight Mitchell magazine.  
These cameras would be nick-named the Auricon Chop-Tops.

Often their electronics would be replaced for 12 volt DC 
operation.  Walter Bach was never happy about this and 
warned of “marginal” results - but he was still selling cameras 
by the bucket load.

FREZZOLINI in New York were the only company allowed 

to buy Auricon movements, which they installed, in their own 
specially built body with their electronics.  Some cameras had 
their camera battery installed inside the body, so they called it 
the FREZZI Cordless.

It was Cinema Products that took the newsfilm camera busi-
ness one step further when he designed and built the incred-
ibly popular lightweight crystal-controlled CP-16 camera, 
which was also very Auricon influenced, but unlike all the 
others, never mentioned Auricon.

I asked Walter how Cinema Products ended up with his 
famous Auricon movement, without accreditation, and he 
became angry. “DeGuilio stole it!”  he told me angrily  (Ed  
DeGuilio was the founder and chief inventor of Cinema 
Products.)  Walter then admitted that  DeGuilio had in fact 
asked Walter to supply his movements for his new CP16 
camera, but Walter’s answer was basically  “no F#*#ing 
way”. Even then, over 25 years later, he was still very very 
angry about it!

Later at a NAB show, I had an opportunity to chat with Ed 
DeGuilio about the CP -Auricon link and he confirmed that 
he’d tried to buy Walter’s movements  (like Frezzolini did) and 
the resulting snub.  He went on to say that because Auricon 
wouldn’t co-operate, he investigated the Auricon patents and 
found they’d all expired, so basically he designed and built 
his own lightweight version that mimicked the concept and 
many of the essential components such as the gate design, 
claw, pressure plate, magstripe sound head and incorporated 
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AURICON ERA PT II

the same connectivity to the Auricon sound mixer.

By the second half of the ‘70’s, the incredible success of De-
Guilios’s CP16, spurred Walter Bach to make one last cam-
era, the “Cinevoice Pro 400”. It too had a crystal sync motor 
and was battery powered.  But alas it was too late.  Although 
about 7 prototypes were made, he never  put it into 
production. (I’d ordered one in 1977, but it never came)  
Walter told me that the economics of putting the camera 
into production had ended in killing the camera.  In fact he 
blamed the Japanese for killing the whole American camera 
business with their ‘cheap rubbish!’

But Walter Bach would never say die until he did.  He contin-
ued to sell parts of new Auricons almost until the day he died. 
He stubbornly refused to finally close his Auricon company 
and kept running it right to his end. Even in his eighties, he’d  
turn up to work every Wednesday and Friday to process 
orders himself. 

Finally Auricon faded to black on his death but the building 
and its contents remained virtually intact until his wife died a 
few years later.  Bach’s son had no interest in the company or 
cameras - and had the building demolished for a car park.

Footnote:

AURICON users of the world unite!

Believe it or not! If you are interested in Auricons and optical 
sound film technology, check out the Auricon Optical Sound 
Users group run by Jack.
Auricon_Sound-subscribe@yahoogroups.com

John Bowring       Walter Bach
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NATIONAL 
HEADQUARTERS 
OPENING 

The National Headquarters of the Society are on the second 
floor, 26 Ridge Street, North Sydney, NSW  2006. ACS 
owns the whole second floor and  has the Robert Feeney ACS 
Archive, the Board Room, the Bruce Hillyard Library, a large 
lounge area with viewing facilities and a kitchen/bar, a large 
area for desks and cabinets, the archive has a workshop as 
does the magazine.

The building is easily reached by a short bus ride from North 
Sydney station. There is meter parking in the street and a 
council carpark (expensive) directly opposite.

On Thursday 3 March 2011 Ron Johanson ACS addressed 
an assembled company of 100 with these words.

Good evening and welcome to our humble home!! Special 
welcome to four very special and important women to the 
ACS. I speak of Marion Leake, Nita Gardiner, Mary Wood 
and Norma Feeney. Also welcome to Bruce Hillyard ACS 
whose investment skills were instrumental in us being able to 
purchase these premises.

What you see around you actually began  back in 1958. 
That’s 53 years ago, when a group of pioneers met for a 
beer and decided to form the Australian Cinematographers 
Society.

Today’s date, 3 March  is synonymous with the presentation of 
the first Articles of Association of that new organization.

The ACS was up and running!

Since then, there have been many changes, but the spirit and 
the meaning behind those letters ACS is still very much the 
same today. Commitment, passion and the sheer joy in doing 
what we do as cinematographers. 

Technology changes but the friendships made over many 
years continue to grow.

This Clubhouse is a testament to those that have gone before. 
The ones that broke the rules, asked why it couldn’t be done, 
discovered different ways to do things and ensured that the 
industry we know today is still capable of a bright future for 
all. 

There are many to thank for this amazing transformation you 
see before you. 

The Chair of the original committee that found the building, 
Calvin Gardiner ACS and the HQ committee; Tim McGahan 
ACS, David Wakeley ACS, David Lewis ACS, Marianne 
Wakeley and Mylene Ludgate. 

Those directly involved in a “hands on way” with the 
rebuilding and furnishing of the interior include; Project and 
HQ Manager; David Lewis ACS, Interior Designer guru; Dee 
Molineaux, Dee’s right hand man Tony Moss, the irrepressible 
David & Marianne Wakeley, Ron Windon ACS, Ted 
Rayment ACS, David Burr ACS, Lester Bishop, Peter Coleman, 
Grant Jordan, Roger Boyle, Steven Dal, Paul Howard, Paul 
Hambides, Peter Borosh ACS, Judd Overton, Kierin Fowler, 
Kim Sargenius, Samuel Vines, Peter MacDougal, Steve Moxey 
, who made the drive from Canberra, John Stokes ACS, John 
Morton, Michael Johnson, Carolyn Constantine, Franc Biffone, 
Sidat de Silva and Lindsay Foote. If I’ve missed anyone 
please accept my apologies. All of these incredibly generous 
people hammered, nailed, painted, cut stuff, hung things, 
glued, re wired, re painted, laid carpet, moved furniture, 
made countless trips to the tip and so much more. Thanks to 
all of you.

As you entered you will have seen the ACS Patron Wall of 
Can Do. It is now my pleasure to present those companies 
and individuals, who have supported the HQ project in a 
financial way, or by providing equipment and services, with 
their ACS Patron certificates.

FUJIFILM Australia accepted by Marc Van Agten.

SONY Australia accepted by Nick Buchner.

PANASONIC Australia accepted by Mathew Alexander.

ACS NEW SOUTH WALES BRANCH accepted by Calvin 
Gardiner ACS.

ACS QUEENSLAND BRANCH accepted by Tim McGahan 
ACS.

ACS SOUTH AUSTRALIAN BRANCH accepted by Ernie 
Clark ACS. 

QVR COMMUNICATIONS accepted by Tony Johnson 

DEESIGN accepted by Dee Molineaux & Tony Moss 

VIDEOCRAFT Australia accepted by Jeanette Taylor

AIRVIEW XTREME AERIAL FILMING to be accepted by 
Nathan Tomlinson

Raeburn Trindall ACS 1958 Founding member 

David & Marianne Wakeley ACS Members.

Angarag Davaasuren ACS Member who lives in Nepal.

John Brawley ACS Member.
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It is now my great honour to ask Marion Leake, Nita 
Gardiner, Mary Wood and Norma Feeney to unveil the ACS 
National Headquarters Commemorative plaque.

The ladies unveiled this plaque and National HQ was ready 
for business.

In future issues of Australian Cinematographer there will a 
photographic record of the changes made and the people 
who made those changes.

NATIONAL HQ OPENING

L to R: Mary Wood, Norma Feeney, Nita Gardiner, Marion Leake
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NATIONAL HQ OPENING

HQ Designer Dee Molineaux
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On December 30 2010, at the laboratory in Kansas USA,  
the last processing run of the iconic KODACHROME film was 
made, finally ending a 75 year reign.

So iconic was Kodachrome film, that it even had a song 
written about it (1973 Paul Simon song: Kodachrome) and a 
park in the USA state of Utah named after it - the Kodachrome 
Basin. Thousands of users like me loved it and started with it.

Kodachrome more than any other film, represented the com-
ing of colour to a black and white world in 1935.  Although 
Technicolor is credited to bringing  colour to the commer-
cial cinema screen (with its expensive, clumsy 3 strip B&W 
process) it was Kodachrome that really became ‘the people’s 
film.’ For the better half of a century, it was what film families 
recorded their history on, whether it be 16mm, standard 
8, Super 8 and even slides. Technically Kodachrome was 
far more advanced than the Technicolor process because 
it produced colour on one film, but it would never be used 
for features.  It was only with the advent of Eastmancolor 
negative and its contemporaries in the early fifties, that single 
strip colour film would deliver a ‘Kodachrome like’ shooting 
convenience for colour.

The Kodachrome “look” is something that even today’s 
Photoshop fails to deliver. Characteristically vibrant in colour, 
almost grainless, incredibly sharp and with a dynamic range 
of around 8 stops, it found favour with the world’s photog-
raphers and documentary cinematographers.  Kodachrome 
was particularly popular for images intended for publication in 
print media such as National Geographic, Time, Life, and the 
Australian Women’s Weekly

In 1963, John F Kennedy’s assassination was filmed on 
Kodachrome, and in the last few years, archive discoveries 
led to the making The Colour of War,  World War - 2 in 
Colour.

What made Kodachrome so different was in its chemistry. 

GOODBYE KODACHROME 
the KODACHROME era may have ended... but it will live on 
forever in the vault BY JOHN BOWRING ACS

It was a ‘reversal’ film, meaning that it produced a positive 
image rather than a negative, by ‘reversing’ the image during 
processing.  Unlike other reversal and negative colour films, 
dye couplers were incorporated into the emulsion layers. 
Kodachrome had none, and thus was ostensibly a black 
and white film, sensitive to colour. Kodachrome’s lack of dye 
couplers enabled the emulsion layers to be thinner, resulting in 
less light scatter, and thus a sharper image.

The complicated part of Kodachrome happened in its reversal 
processing (the K-14 process). It basically required separate 
development and re-exposure and development of each of its 
red, green and blue layers.  In each layer, the silver halides 
would be completely replaced by yellow cyan and magenta 
dyes and this is one of the reasons why Kodachrome 
appeared so grainless. 

The other advantage of this process was Kodachrome’s 
incredible archival stability. Images recorded on it retain 
impressive accuracy in colour and density over 50 years. 
Even exposed but unprocessed Kodachrome, could survive 
long periods between exposure and processing.

I only ever shot KODACHROME once for television, and that 
was in 1980 for a documentary for the Seven Network called 
Tibet - The Forbidden Land. Somehow we’d landed an 
incredible opportunity to be the first Western film crew 
allowed into the Chinese-controlled Tibet since the Chinese 
had taken over its control in the late nineteen fifties.  What 
Producers Wim Bannick and Brad Smart didn’t know was that 
the Chinese had an absolute ban on the evil 16mm format 
because an anti-Chinese film had been shot on 16mm!  

35mm was out of the question; videotape at the time was too 
primitive, too heavy, so only days before we left, the only 
economically viable solution was to do a “Leyland Brothers” 
- and shoot the show on Super 8!! A terrible thought as I’d 
only ever shot it as a kid, but the out Americans had been 
using it for news in some states, and Mike and Mal Leyland 
had been successfully using Super 8 for years on their Ask the 
LeyLand Brothers series, shot on a budget around Australia in 
remote locations. So I called them and got the ‘good oil!” I’ll 
always remember Geoffrey Hamilton advising me that it was 
very dark in China, and I should shoot the faster (and grainier) 
Ektachrome that he could supply and process, instead of 
shooting Kodachrome. I ignored his advice. The result was 
good enough that Channel 7 never knew it was shot on Super 
8! - fortunately!

At its peak, Kodak would slice and perforate Kodachrome 
into a range of film sizes including 8mm, Super 8, 16mm, 
and 35mm and for stills photography, 35mm, 110,126, 
120, 220, 828 and sheets. In KODACHROME’s latter years 
here in Australia it became hard to shoot,  as its’ processing 
had to be done overseas. The beginning of the end would 
come on June 22, 2009, when Kodak announced 
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Kodachrome would no longer be manufactured, citing 
declining demand but they promised to keep up the supply of 
Kodachrome processing chemicals until the end of 2010.

Kodak Melbourne was one of 25 labs around the world that 
could process Kodachrome, but as demand dropped, one by 
one they closed.  The last lab that could process this 
complicated Kodachrome process, was Dwayne’s Photo, 
located in a small town in Kansas.  Dwayne’s is 
independently owned and operated by the Steinle family, 
was the last Kodak certified Kodachrome lab in the world.  
Even though Dwayne’s were still processing 700 rolls a day, 
it wasn’t enough to convince Kodak to make more of Koda-
chrome’s special chemicals. So by the end of 2010 they had 
just enough for their last week.

So 12:00 noon on Thursday December 30th, 2010 was the 
cut off for orders for the final run of Kodachrome processing, 
ending the stock’s 75 year history. After the run the world’s 
last K-14 processing machine was to be taken out of service 
and sold for scrap.

Dwayne Steinle, owner of Dwayne’s Photo, had the honor of 
shooting the last Kodachrome photo in history, a picture of all 
his employees standing in front of their lab wearing shirts with 
the epitaph: “The best slide and movie film in history is now 
officially retired. Kodachrome: 1935-2010.”

Footnote:  Although Kodachrome can no longer be processed 
in colour, the film can still be processed in black and white by 
a company called Film Rescue International. 
www.filmrescue.com

“Kodachrome”  (As recorded by Paul Simon - Summer 1974.)

When I think back on all the crap I learned in high school
It’s a wonder I can think at all
And though my lack of education hasn’t hurt me none
I can read the writing on the wall.

Kodachrome, they give us those nice bright colors

Give us the green of summers
Makes you think all the world’s a sunny day, oh yeah
I got a Nikon camera, I love to take photographs
So mama don’t take my Kodachrome away.

If you took all the girls I knew when I was single
And brought ‘em all together for one night
I know they’d never match my sweet imagination
Everything looks worse in black and white.

Kodachrome, they give us those nice bright colors
They give us the greens of summers
Makes you think all the world’s a sunny day, oh yeah
I got a Nikon camera, I love to take photographs
So mama don’t take my Kodachrome away.

Mama don’t take my Kodachrome away
Mama don’t take my Kodachrome away
Mama don’t take my Kodachrome away.

Mama don’t take my Kodachrome, mama don’t take my 
Kodachrome
Mama don’t take my Kodachrome away
Mama don’t take my Kodachrome, don’t leave your boy so 
far from home
Mama don’t take my Kodachrome away.

Mama don’t take my Kodachrome, hmmm
Mama don’t take my Kodachrome away
Okay.

(c) Copyright 1973 by Paul Simon. International copyright 
secured. All Rights Reserved.

SOURCES: dwaynesphoto.com, new york times / via the 
age, wikki, kodak

Kodachrome movie film was available in 9.5mm. The editor 
used it in 1950 until 1953 - it went to Paris for processing.

GOODBYE KODACHROME

35mm Kodachrome September 1966 taken by B. Calderwood.

ac_issue#49.indd   43ac_issue#49.indd   43 22/03/11   2:16 PM22/03/11   2:16 PM



44

Tony Wilson ACS who died on 19 December 2010 was a 
legend in the world of cinematography. At the funeral service 
people spoke of his passion for life and Simon Wilson had 
this to say, 

“He was a good man. He lived in the present and was a 
man of action. He loved his children and grandchildren and 
adored his wife. He was a workaholic, tragically insensitive, 
spoke loudly and slowly at foreigners, drove like a drunken 
P-plater, but he was also kind, deeply apologetic when 
required and managed to bring laughter and joy to virtually 
everyone he came into contact with. He could talk to anyone, 
connect to anyone, bridge that psychological barrier that 
most people project and create some of the most beautiful 
moments. Whether he was conscious of his methods in doing 
so is debateable, but regardless, his openness, energy and 
genuine interest in peoples’ stories endeared him to all.

I thought I’d tell you some things you may not have known 
about Tony Wilson. He was painfully ticklish, incredible at 
ping-pong – he never let me win a game. Ever. He loved 
ironing, he was a great cook but only had about five dishes 
he made regularly and he loved sticky date pudding. He 
wasn’t afraid to cry and he really enjoyed the occasional gin 
and tonic. He was a mean Scrabble player and a terrible, 
ungracious winner but he could never get his computer to 
work properly.

Whenever I close my eyes and think of Dad, he is laughing 
and warm and I am sad that I will never hear him call me 
“big boy” again, or hear him snort when he laughs.”

Andrew Lesnie ACS ASC told of the privilege of assisting Tony 
on a number of projects in the 80s. “Tony was one of the best 
cinema verité cinematographers this country has produced. 

He came across as a large but gentle bear. He earned 
people’s trust very quickly and had a good sense of humour 
and came across as intelligent and nonjudgemental. As a 
consequence, he could be part of an intimate experience 
without drawing attention to himself. He was the perfect fly-on-
the-wall filmmaker.

I was impressed with his 16mm camera kit which consisted 
of two attaché cases. His Aaton with 9.5-57mm zoom, fully 
loaded mag, a couple of filters and two batteries fitted into 
the attaché case (hand luggage), ready for instant use. The 
second case contained a 10-150mm zoom, spare batteries, 
a small brush and blower, a second loaded mag, two extra 
400ft rolls of film, a small changing bag and some labels.

Tony taught me the importance of listening to the subject you 
are filming and simultaneously using your peripheral vision to 
scope out your next shot because he always thought about the 
editing of the footage he was shooting.”

Leo Sullivan is a sound recordist and worked with Tony for 
many years. “I first met Tony when he was looking for a sound 
recordist for one of last Willessee docos in l984. It was my 
first experience of observational style filmmaking, a social 
experiment where a bunch of people were thrown together 
in a farm house near Albury and we just shot everything that 
happened. It was a baptism of fire for me. I don’t remember 
much about Tony from that shoot, I was too busy just trying 
to keep up. Anyone who has worked with Tony will know 
exactly what that means.

There have been many great ‘Tony’ moments over the years, 
but one of my favourites was when we teamed up to shoot 
the Murwillumbah Banana Festival in 1989. This was manna 
from heaven for Tony. Small town politics, culminating with a 

FLASH BACK TONY WILSON ACS
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This is a copy of a speech spoken by Gwen at Tony’s funeral 
service.

I thank Lucinda and Tony’s family for the privilege of paying 
tribute to him on this sad and utterly unexpected occasion. 
The Herald’s Gary Maddox got it right: the documentary 
world was gutted by Tony’s sudden death, firstly because 
when re-examining our relationship with him, as one does 
on these occasions, so many of us realized how important 
he’d been in our lives, professionally and personally … And 
secondly because, and I know it’s a trite phrase, Tony Wilson 
really did seem ageless. The rest of us might increasingly 
be preoccupied by bad backs, spreading girths, looming 
dementia … but the ‘thousand natural shocks’ seemed to have 
passed Tony by. Or so we thought. And it’s no comfort to 

reflect that he went out at the top of his game.

I last saw him a couple of weeks before he died, at the cast 
and crew screening of our latest feature docco, which he’d 
worked on, like most of the others. As usual he was generous 
with praise, spot on with criticism. We talked about how 
many films we’d done together. If you counted the TDT stories, 
this one would be about the two hundredth. Feeling my age, 
I wondered whether it would be my last, but that’s not how 
Tony was seeing things. In November 2010, his life about to 
be cruelly cut short, Tony Wilson still looked like a fit fifty year 
old, was still full of beans, still making plans, that acquiline 
face seemingly untouched by seven decades of life lived to 
the full. There were smile lines around the eyes, But nowhere 
was that face marked, as some faces are by then, with the 
telltale corrosive dividends of insecurity, or regret; of envy, 
jealousy or disloyalty … or indeed of malice or smallness of 
any description. There was none of that in him, none at all. 
He was a big man in the most admirable sense of the word.  

I told him how good he looked. I’d always envied his 
elegance, his effortless clothes sense, and I reckon he could 
still fit into whatever he was wearing 42 years ago in early 
1968, when I first met him, having just joined TDT  as 
a know-nothing junior reporter. He was the rising young 
cameraman everyone wanted to work with. Neophytes like 
me had to wait our turn, he was so much in demand, and my 
usual fate was to be assigned an old warhorse who called 
young reporters ‘flies’, carried a whisky flask in his hip pocket 
and demonstrated a savage disinclination to take the camera 
off its tripod and move around with it. 

Tony, on the other hand, came to you right at the cutting 
edge and raring to go. Tall, bespectacled - thin face frowning 
with concentrated high purpose - peering out around the 40 
pound Arriflex BL seated on its custom designed fiberglass 
camera brace, that entirely covered his midriff and chest …. 
he looked for all the world like some bookish, breastplated 
Spartan warrior, off to fight the Peloponnesian War. Lithe, 
honed, expert, utterly attuned to the task at hand, no matter 
how trying the circumstances, panning like a butterfly, 
zooming like a bee, missing nothing - every thought and 
movement dedicated to capturing the action as it happened - 
instead of expecting the action to do as it was told, as many 
of the fading old guard were wont to do. 

Tony’s innate ability to put people quickly at their ease - 
be they kingmakers or traindrivers, paupers or oligarchs, 
housewives, merchant bankers or New Guinea warriors; his 
ability to blend into the surroundings like a chameleon and 
unobtrusively document his subjects’ joy and anger, sorrow 
and pity, tears and laughter in seamless, lovely, flowing 
sequences … was revelatory and astounding. Observational 
film making has fully flowered these days, but back then this 
was pioneering stuff and Tony Wilson was as good at it as 
anyone in the world. Full of uncertainty myself, I was in awe 
of him, not least because everything he did in the field, like no 
one else I’ve ever known, was powered by a deeply innate 
self confidence that never lurched over into arrogance. 

My admiration remains undiminished after 42 years, and is 

FLASHBACK

big event, the crowning of the Miss Banana Queen Quest.

We’d gone to a small hobby farm on the outskirts of town 
to interview a former Banana Queen who was now the 
chaperone/coach of the young girls in the event. We met her 
at the gate as she was finishing riding her horse, so Tony, of 
course, said let’s do the interview here. When you watch the 
film you see her in a ‘head and shoulders’ shot, talking about 
the old days. Slowly the shot widens to reveal her dog trying 
to hump the back leg of her horse. No one remembered a 
thing she said after that.”

“Eventually Tony left the ABC as one should, and I left too 
but we continued to work together whenever I could swing it 
and we remained good friends. He knew threatening change 
was in the wind back in the mid 80s, when he helped us to 
operate on our own which he did with unstinting generosity 
and enthusiasm. And the change came over the ensuing 
years, as advancing digital technology gradually supplanted 
technically demanding 16mm, encouraging more and more 
filmmakers to do their own shooting.

The A List of directors still sought Tony out – Graham Chase, 
Aviva Ziegler, Gill Armstrong, Bill Bennett, Mark Lewis et al – 
because they knew the score, they knew how much he could 
enhance their vision but in the late 90s his Aaton sat more 
often in its silver box than out, almost completely supplanted 
by point-and-shoot Sonys which fooled a lot of do-it-yourselfers 
into thinking that what Tony did was easy. Yes, for a time 
the demand for his services eased somewhat, and the bread 
and butter work dried up, but far from slumping into grumpy 
redundancy Tony embraced the digital camera, showed all 
of us what it could do in expert hands, shot some wonderful 
films with it, meanwhile building a whole new career teaching 
aspiring reporters and directors how to make the leap from 
amateur to professional cinematography.”

Tim Clark has the final word ”Tony, we never got around to 
telling you how much you meant to us and you would have 
been uncomfortable with such sentimentality anyway… but 
we’ll miss you, more than you, or any of us could ever have 
imagined”.
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universally shared, I venture to say, by all those privileged 
to work with him. For a whole generation of Australian 
documentarians he was collaborator, friend and mentor, the 
sung and often unsung hero of countless memorable films. 
And some not so memorable, some which would have died a 
death had Tony not been on hand to salvage a story from the 
wreckage. 

But there were variations on this theme. Nobody’s suggesting 
Tony was perfect. For example he didn’t suffer fools very 
gladly. Not that Giancarlo Manaro was in any way a fool, 
but he was rather autocratic, in the European way, and that 
could get right up Tony’s nose. Giancarlo came out in the 
early 70s to direct an ABC/Italian co-production, with Tony 
as cinematographer. Things got a bit tense. At the end of one 
long day’s filming at Sydney Airport, Giancarlo said to Tony 
in his heavily accented English: 

“Tony, go shoot me three minutes of lenskep while I try and 
find a cup of decent espresso in this place … hah bloody 
hah.” 

Off went Giancarlo in search of his espresso.  Tony set up 
the camera and began shooting. At the rushes screening that 
night Giancarlo found himself watching three minutes of black 
spacing. “What is this Tony? I ask for shots of planes and 
runways and you give me black space!”  

“You didn’t say anything about planes and runways, 
Giancarlo, you asked for 3 minutes of lenscep. So I put 
the lens cap on the lens and there is your three minutes of 
lenscep.”

He shot most of our first major independent film, First Contact, 
in the New Guinea Highlands, and shot it brilliantly as usual. 
But when Robin Anderson and I decided to make long term 
observational doccos up there, spending years on location, 
we realized we’d have to learn to shoot our own material. 
This was still the 16 mm era. Acutely aware of Tony’s skill, 
and of how deceptively he made it look easy, I was frankly 
terrified. 

Tony and I had made some films for Dick Smith in the early 
80s, and I remembered a piece of advice Dick had given 
me: “If you want to learn to do something quickly and well, 
find the best in the business and just copy everything they 
do.”  Well, that was a no-brainer. No matter how confused 
or stressful the situation in the field, Tony was always ready, 
always on top of things, and his equipment never failed. So I 
studied him with fresh eyes, and copied everything. With his 
help I bought a second hand Aaton 16mm camera like his, 
with the same lenses, batteries, lights and filters. Everything 
went in the same order into the same Lowepro camera bag - 
a blue one too, like his. 

Flattery does not come any more sincerely than that.  

Of course, what I most admired about Tony Wilson was not 
the flawless ergonomics serving his artistry; nor his humanity, 
his fundamental decency, his sense of humour, ready wit, 
all of which he had in spades. What I most admired was 
his big heart. He knew threatening change was in the wind 
back in the mid 80s, when he helped us to operate on our 

own without him. And he did it with unstinting generosity and 
enthusiasm. 

And the change came over the ensuing years, as advancing 
digital technology gradually supplanted technically 
demanding 16mm, encouraging more and more filmmakers to 
do their own shooting. 

Check out the Camera Class website. It will make you sad, 
there’s a recently posted message announcing an indefinite 
halt to classes. But go on and read the list of glowing tributes 
Tony and his sound recordist partner Leo Sullivan garnered, 
from a legion of grateful graduates. Complementing his fine 
career as a doer, the tributes are a fitting cyber epitaph to 
Tony’s twilight blossoming as a gifted teacher.

Finally, there’s one other quality I haven’t mentioned. Tony 
could tell a wicked joke when the occasion demanded .… 
like the low point in a difficult shoot, when the rest of us 
needed cheering up. He told me this one in the mid seventies 
when we were doing a film in Griffith. We’d been stuck in a 
hotel lift for two hours, and it definitely lightened the mood. 
But you can imagine him also, if you like, a few weeks ago, 
sitting back in his chair after dinner, glass of wine in hand, 
smiling, surrounded by family and friends. 

Lord Chumley Fothergill, immersed in  his customary evening 
bath and attended as usual by faithful servant Jeeves, has 
a sudden urge to - we’re in a chapel so I’ll tone it down - a 
sudden urge to pass wind. Preferably not in the presence of 
Jeeves.  

“Jeeves” he says, “Will you kindly go down and bring me a 
Scotch and Soda?”  

“Certainly sir,” says Jeeves on his way out the door, but too 
late, as Jeeves departs, his Lordship can contain himself no 
longer. 

Five minutes later Jeeves is back, carrying a glass of whisky 
on a silver tray, together with a two shilling piece,  a bottle 
of -  this last item betrays Tony’s English origins - a bottle of 
Bovril; and a hot water bottle.  

“Good heavens, Jeeves” says his Lordship, “what’s all this?  
All I wanted was a Scotch and Soda!”

“But sir,” said Jeeves. “As I was going out the door, I distinctly 
heard you also ask for   twobobbottleofbovrilhotwaterbottle.”   

A

FLASHBACK
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Video Clips in Australia are tough work. We get very little 
money, and have to produce three and a half minutes worth 
of quality eye catching inspiring Cinematography to keep the 
viewer from switching channels. This one was no different. 
Tiny Budget, no time, and the label wanted the world. The 
task: Shoot three pretty girls singing a love ballad; The 
McClymonts, and their song Woman is a Flame. Make it 
cool, make them pretty, shoot three locations, including a 
forest, a rustic interior and the city by night, all in ten hours. 

The shoot came together really quickly. One minute we were 
shooting with a Canon 7D, the next we had this fantastic bit 
of kit courtesy of David Knight at Gear Head. I had been 
wanting to test the Alexa for a while, and this was a great 
opportunity for me to throw it through its paces. 

We had no time for testing, and I hadn’t actually seen the 
camera until Focus Puller Jordan Maddocks pulled it out of 
his van the morning of the shoot. Right from the outset I loved 
this camera. Out of the box, it has a fantastic build quality. 

It feels like a 435 without the film mechanics. The menu 
structure couldn’t be simpler; it was very easy to understand 
and very easy to access the things us DOPs really require: 
Shutter Angle, Frame Rate, ASA. Great button layout. Simple. 
The viewfinder is probably the best digital viewfinder on the 
market, nice colour and sharp enough to judge focus from. 
Also, the Alexa has a very fast boot up time, at around 20 
seconds. In its current configuration it is shooting to Sony SxS 
32Gb cards, which equates to around 11 minutes of shooting 
time per card. So, we ran it sort of like you would if you had 
1000 foot mag of film. Swap it out, go again. I found myself 
at ease with the camera literally within minutes.

As with most video clips we had tonnes of footage to shoot 
and very little time to get it all. We had three planned 
locations, a lovely interior in Woollahra, a forest location in 
Cooper Park, and a city night shoot in Sydney. We were 
running a very tight budget, and had a real skeleton crew.

The interior in Woollahra was a beautifully textured location. 
The treatment Myles Conti (Director) and I had set up for this 
clip was to find a spot, set one of the girls up, kind of like a 
beauty portrait, then run everything off a tripod and float the 
camera around the girls, drifting the focus in and out to be 
used as cutting points in the edit. It was all shot at 33 frames 
per second, so we had the song sped up to match the slow 
down that would occur when run at 25FPS.

The interior was quite dark and I wanted to bring the light 
through the windows, using Hmi’s. I also had a small LED 1 
foot light as a fill light. That was pretty much it. 

In the house location I was ecstatic about the look we were 
seeing on the 17” LCD Monitor. 

It worked so efficiently, and the skin tones and colours just 
looked really natural. But the big win for me was really how 
the highlights were rolling off beautifully, and the tonal range 
of what we were seeing. I metered with my sekonic and rated 
it all at 800ASA. With one scene against a hot window I 
pushed this further, and over exposed the skin tones by around 
a stop to give the image a high key fashion magazine look. 

Once we hit the forest, I was mainly running with natural light, 
apart from a battery operated LED that I was using as a key 
source for the girls. It was quite dark in Cooper Park, and 
I found myself running that LED at no more than half power 
in quite close, with 250 diffusion on the face of the lamp. 
I also kept the girls backlit for the most part, which helped 
create lovely hair highlights, and provided lovely dappled 
background highlights that the Alexa handled very easily. 

NEW GEAR               THREE PRETTY 
GIRLS AND AN ALEXA  BY DAN FREENE
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NEW GEAR

The last location was the City Streets at night. Friday night just 
before Christmas, at around 9pm. It was interesting, and in 
retrospect we probably should’ve had some security with us 
to protect us from the drunken idiot factor. We needed to be 
lean so carted the gear around on a mag liner and lit with just 
the one LED light Panel. We didn’t want to dump any data in 
the field, as the weather was suspect and the streets were just 
hectic, so we decided to run this section at Pro Res 422 to 
lengthen our shooting time on the SxS cards to around 16mins 
for each 32GB card we had.

My lighting package was pretty lean to say the least for 
a beauty spot, but I really wanted to see what the Alexa 
was capable of, and here in the city streets at night it really 
showed its true colours. I constantly needed to stop down 
the Master Primes to T2.0 - T2.8. At one stage I even ran 
with some ND as I wanted to shoot wide open for a super 
shallow depth of focus in one shot. The colours, and the way 
the camera was handling the mixed light sources in the city 
reminded me of an old Fuji Stills Stock I used to use for mixed 
architectural lighting (Fuji Reala.) Just simply stunning pictures, 
with lovely colours. A bit of a shame that the grade will knock 
out all the colour as we always intended the clip to be black 
and white.

Data on set was very simple to wrangle as the camera shoots 
to SxS Sony Cards. The camera enables shooting to a bunch 
of different formats, and we mainly shot to ProRes 444, which 
is just a beautiful codec to use, and is exceptionally easy for 
the Post Path as almost anyone running the latest version of 
Final Cut Pro on a decent system can edit the footage without 
using an offline codec. I had spoken to my grader Adrian 
Hauser at Cutting Edge a few weeks earlier and he and 
Jules O’Lachlan had just finished testing a bunch of different 

codecs on the Alexa for a feature Jules is currently shooting. 
According to their results they found no discernible difference 
that an audience will see between pro Res 444, and 
Shooting UnCompressed to an external Recording device, 
so that was enough to convince us to go for the Prores 444 
option direct to the SxS cards for Woman is a Flame. We 
shot the whole thing at 33 FPS, and I think we were getting 
around 10 minutes per 32GB card in Pro Res 444 (16mins 
per card in Pro Res 422.) We had five cards and rotated 
the shot cards to our laptop, dropped the footage on to two 
Lacie Rugged Drives, then brought them back and placed 
them individually into the camera to be re-formatted and used 
again. Very quick, and a really simple on set workflow.

The Post workflow was an absolute breeze as Myles Conti 
(director & editor) found by just simply importing the Prores 
444 clips into Final Cut Pro, then working straight away in 
real time. No offline/online business, just straight ProRes 444 
rushes ready to go.  We cut the clip, then we performed the 
grade in FCP. We tested some grades in colour, but time was 
critical, and from the look of the picture, and with the large 
amount of push and pull flexibility in the image, grading in 
FCP was an easy and quick option for us.  We went for a 
selenium toned black and white grade.

In closing, the hype is real, the camera really is brilliant, and 
I can’t wait to get it into my hands for more shooting. Many 
thanks go to David Knight at Gear Head for supplying the 
gear. And of course thanks to my crew Jordan Maddocks 
(focus puller), and Graham Dickson (gaffer) for cranking us 
through the day. Finally, a big thanks to the Conti Bros who 
are masters at pulling off these tricky fast productions with 
ease. 

ac_issue#49.indd   49ac_issue#49.indd   49 22/03/11   2:16 PM22/03/11   2:16 PM



50

S E C O N D  S E R I E SBIGPICTURE

TOOLS OF TRADE:
2B OR NOT 2B

Antiques and collectibles stores, Vinnies, the impromptu stop 
at a garage sale are all great venues for collectors … like me. 
I have a particular fascination for collecting things that work: 
mechanical things, things with a function. 

Pride of place in my office is a 1974 Gottlieb pinball 
machine, a classic “Red” public pay phone, a bubble-gum 
machine, a 1956 Miller Super 8 film camera (still in its box), 
and a Keystone Model A7 16 mm movie camera, complete 
with operating manual and leather case. Wonderful stuff. 

I read the fabulous article about the Auricon 16mm camera 
(in the last issue of our magazine) twice, and am anxiously 
awaiting Part 2. In fact, I want one of these things to add 
to the museum-that-was-once-my-office. I can already see 
the Auricon sitting there on a wooden Miller tripod, with the 
classic mouse ears magazine. Surely someone out there has 
an old camera that needs some TLC sitting in the garage? 

The fascination extends to the craftsman’s relationship with 
their “tools of trade.” My father-in-law is a retired stonemason, 
and without doubt he could talk to you for hours about 
diamond blades, chisels, grinders and the different mallets 

needed for different stone. Not only did each tool have a 
very specific function, but I could sense some tools were even 
regarded with a genuine affection.

Sports people aren’t immune either. Most tennis professionals 
march on to court with more rackets for one match than the 
average person owns in a lifetime. Each racket is probably 
custom made and custom weighted with strings tightened to 
some exacting specifications. A friend of mine paid a four 
figure sum for a single golf club!

The relationship of musicians to their tools of trade is even 
more legendary (think Stradivarius). Some hand-crafted 
antique instruments are worth more than a house, and it’s not 
unusual to read about musicians who buy airline tickets for 
their instruments just so it doesn’t leave their sight. 

Is it like this for cinematographers? Is there a particular 
camera … a certain lens? I may be a little out of my league 
discussing the nature of cameras when my audience consists 
of some of this country’s, indeed the world’s most esteemed 
cinematographers, but I am familiar with writing equipment. 
You know, typewriters, pens, pencils, word processors … clay 

BY MANNY ASTON BA
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tablets. These are my tools of trade.

We writers can be an eccentric lot. Finding the perfect way to 
catch the ramblings of our muse can be a lifelong pursuit. For 
example, I bought a good old garden variety ‘fountain’ pen 
(why spend a fortune, I thought). Now this was getting back 
to the good old fashioned essence of my craft: ink. It only 
took me a few days to realise why we don’t use it anymore. 
Blots, blue fingers and smudges relegated the fountain pen to 
its permanent resting place in the top drawer of my desk. Ink 
was out … that is until I invested in a Cross 18 karat Gold 
pen. Now this is a pen. Perhaps it doesn’t have the same 
iconic status as a Mont Blanc, but still … no blots, no leaks. 
Brilliant: I can neglect it for a year, and it still writes like a 
charm first go. It sits on my desk along with my Parker Gold 
Pen (another classic). 

Then I bought an old (and I do mean old) typewriter. It was 
a portable Underwood – looked terrific on my desk. Who 
knows where this wonderful machine had been and what it 
had written … it was probably steeped in a rich history. The 
problem was it was almost bigger than my desk, and took 
sledge-hammer like blows to create anything legible (RSI for 
sure), there was no autocorrect, and once I finished my work, 
I had to retype the whole thing on a word processor to submit 
it in a format suitable for publication. 

Next I went through the IBM electric typewriter phase. Partly 
because I remembered that this machine was the absolute 
state-of-the-art back when I started writing professionally. 
The large green IBM electric ‘golf-ball’ typewriter has to be 
a classic item in the history of writing. Oh sure, it had auto-
correct, but that was one letter at a time, and I literally had to 
change the ‘golf-ball’ each time to get a different font.

For sentimental reasons I still have my Olympia “Splendid 
33.” I wrote a lot of words on that typewriter: everything from 
my first junior attempt at a novel (all 14 pages of it) to my first 
University essay (all six pages of it). My parents bought the 
typewriter with them from Germany so the history starts long 
before me. Incredibly, I found that exact model typewriter in a 
collectibles shop in Ulladulla for $20. Perfect for spares.

So we finally arrive at the humble pencil. Now here’s another 
confession (as if my ‘museum-office’ wasn’t enough) … I’m 
quite a pencil aficionado. Did you know the average pencil 

can write about 45,000 words, can write in zero gravity, 
upside down, and under water. According to one of the many 
‘pencil’ websites on the net, more than two billion (yep, ‘b’ for 
billion) pencils are used in the United States every year. And 
by the way, it’s not lead that does the writing, but graphite.

My personal favourite in pencils is the Staedtler “Tradition 
110” 2B – classic design, rich red and black stripes, gold 
embossed print. Beautiful. Now don’t go thinking this is the 
view of one lone and somewhat eccentric writer. I have it 
on very good authority (Staedtler Australia, no less) that the 
“Tradition 110”, is one of the most popular pencils in this 
country. Popular? Pencils? Billions sold? How can this be in 
this age of PDAs, emails, SMS and countless other electronic 
forms of communication? Well, the pencil can be rubbed out 
(auto correct), doesn’t smudge or blot, you can use as many 
fonts as you want, and best of all … you have to sharpen it. 

Why is sharpening a good thing? Well, the more you write, 
the more you have to sharpen. The more you sharpen, the 
smaller the pencil. The smaller the pencil, the more you’ve 
written. So the act of sharpening is a testament to your 
progress. And when this wonderful writing implement gets too 
small to hold in your hand … what better way to ‘retire’ it than 
to give it to an appreciative child … just the perfect size for 
those little hands.

John Nicols wrote The Milagro Beanfield War by hand on the 
back of junk mail, then rewrote his work on an old Olympia 
portable typewriter. Tennessee Williams wrote most of Cat on 
a Hot Tin Roof on an assortment of hotel stationery, which he 
then sent to his agent via ordinary mail. Jack Kerouac typed 
On the Road single-spaced on one long roll of paper, without 
using any paragraphs or punctuation!

And just when I was thinking I may be a little eccentric in my 
writing habits, I learned Rudyard Kipling wrote only with black 
ink on blue paper, and Vladimir Nabokov, author of Lolita, 
wrote on Bristol lined index cards. South African playwright 
Athol Fugard has a new pen for each new play, grinds his 
own ink, and retires each pen after he has finished his play. 

I suppose the bottom line is, no matter what ‘tools of trade’ we 
choose, the main thing is that we keep doing what we love to 
do, with equipment we love to use. Now … who’s got an old 
camera they don’t want?
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It’s time to take control of your image

DaVinci color correctors have been the standard in post produc  on 
since 1984. There are thousands of colorists worldwide who 
understand the performance, quality and work  ow of DaVinci and 
love it as their trusted partner in crea  vity. DaVinci Resolve is now 
available on the Mac for under $1000.

Learn Resolve o  ers a two day one-on-one course with an industry 
trained telecine colorist. The course starts with basic primary 
correc  on and  xing colour temperature problems and concludes 
with advanced crea  ve techniques such as day for night.

There’s also advice on se   ng up a color correc  on environment 
and choosing the right hardware. Finally, there’s informa  on on 
quality control and instruc  on on how to read waveform monitors 
and vectorscopes.

The one-on-one training ensures a personalised experience and 
guarantees your goals and objec  ves are met.

Whether you are a working professional, student or even an avid 
hobbyist, the course o  ers succinct informa  on and prac  cal 
examples for a myriad of color correc  on situa  ons. It’s  me to 
take control of your image.

www.learnresolve.com
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Manga Impact is an A-Z reference book and guide to 
Japanese Manga and Anime. It follows the history of the 
genre from 1946 up to present day. Loosely translated 
from Japanese, Manga means “irresponsible pictures” 

Anime is basically Japanese English for “animation”. In 
the Western world Anime means specifically animated 
cartoons from Japan. In Japan the word refers to any 
animation regardless of origin. Based on the translation of 
“irresponsible pictures” any drawing that has a humorous 
quality or is purely for entertainment value is regarded as 
Manga.

FYI: Early origins of Japanese comics date back many 
centuries. eg. Toba Sojo, an 11th Century painter-priest 
who had a droll sense of humour painted many silly scenes 
involving monkeys in farting contests.

Manga Impact is a large format book that resembles 
traditional Manga style from its paper quality to the panel 
layout of images and text for each director, movie, studio 
and artist etc except that the panels do not read from right 
to left. 

Inside Manga Impact you will find information on TV 
series, film, directors, studios, characters, designers and 
composers. Each item has panels with relevant information 
and illustrations and you will find information on the first 
Japanese animation film to be successful in the Western 
world, Akira, the film which singlehandedly saved the 
Japanese animated film industry and also information on 
Studio Ghibli, creator of Spirited Away the first anime to 
win an Oscar in 2003.

There are 13 Themed Essays, a glossary of terms, an index 
of titles, directors and creators, including a bibliography 

REVIEWS

MANGA IMPACT
The World of Japanese Animation

and online resources. It is a very structured reference 
source for everyone into Japanese animation and Manga.

It would have been good to have a Manga origins story 
including illustrations at the beginning to give people 
newly coming to Manga a reference point to start from. 
I believe that a timeline would have also been helpful to 
illustrate how the different styles evolved over the years 
and how the political environment influenced Japanese 
animation.

This is a book one would purchase to add to a collection 
of books on the history of Manga and Anime. It is not a 
stand alone book in itself.

Design wise in keeping with the genre of Manga, the 
paper is very thin. Unfortunately, being a reference book 
this is a problem and the pages tear easily if the utmost 
care is not taken. It is not a book you can flip pages 
quickly.

The illustrations are the most appealing thing about Manga 
Impact. They are generously sized and after looking at 
them I wanted to go out and watch the films that the 
illustrations came from. I would recommend having a copy 
on the bookshelf for anime and Manga fans of all ages.

BOOK REVIEW
REVIEWED BY 
ROSEMARY REID BA

PUBLISHED 2010 BY PHAIDON PRESS LIMITED, 
LONDON N19PA

320 pages
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Corporate videos and corporate pictorial histories are 
always by definition going to be one long advertisement 
for the entity concerned. The trick is to make the 
advertisement interesting and worthwhile watching. 
Qantas is inextricably linked to the history of commercial 
flying in Australia so the recently released DVD, “From the 
Outback to the World” will appeal to flying enthusiasts 
and history buffs, alike. This particular production is curious 
in that some of the corporate advertising slickness is 
missing as is “I Still Call Australia Home” playing endlessly 
in the background (in fact it doesn’t feature at all) and one 
does have to ask if this was made in answer to the bad 
PR generated by the A380 engine troubles in late 2010, 
which also coincided with the airline’s 90th anniversary 
celebrations. Why was that negative incident mentioned 
while others for example, running off the end of a runway 
in Thailand some years ago were not. 

The editing in places is a bit distracting and together with 
the sometimes flat voiceover detracted from the overall 
package, which in the main is good. While I knew I was 
being advertised too, I didn’t mind, as the content was 
factual and sound. The old photographs and footage, 
vignettes such as the film camera blown over in the wake 
of an aircraft taking off, the Concorde in Qantas livery (a 
model I assume) not to mention the food preparation (huge 
vats of peas!), hairstyles and fashions all make for easy 
viewing. For the technically inclined, it’s interesting to look 

FROM THE OUTBACK 
TO THE WORLD
A FILM BAKERY PRODUCTION IN 
ASSOCIATION WITH AIRJET ADVANCE 
MODELS

at the various segments of footage and determine what 
is film, video and digital. Like aircraft, moving pictures, 
and the technology we use to make and view them, has 
developed enormously in the last 90 years. While this 
DVD isn’t about the technology of moving images, it does 
serve as an illustrative snapshot of the various techniques 
used in the last 90 years.

Given the duration at 46 minutes, and the chapter like 
presentation, I wonder how long it will be before we see 
this screened on pay TV. Mind you, given some of the 
blatantly corporate productions that do appear from time 
to time, this would hold its own quite creditably.

REVIEWED BY 
ROBYN TURNER BSc (Hons)

DVD Date: 2011

FILM REVIEW
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CML

SHORT ENDS

cinematography

mailing list
Carbon Arc Photometrics:
http://www.cinematography.net/edited-pages/
CarbonArcPhotometrics.htm

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

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

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

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

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

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

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

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

RED vs Film:
http://www.cinematography.net/edited-pages/RED_vs_Film.htm

 

CML SELECTION 
BY DAVID WALPOLE

Photo by Chris Walpole

If you were asked who is ‘Chief of Camera Crew on Set’ 
what would you answer?  According to The Sydney Morning 
Herald quick crossword No. 11,266 the correct answer is 
KEY GRIP. 

Overheard at a boozy awards dinner ‘Australian films are 
good but the Australian audiences are stupid.’

Something that could have been more sensitively written – ‘At 
least one body was recovered from a car yesterday and the 
dead were being removed to the meatworks to be kept in 
a coldroom until they could be removed to a morgue.’ The 
Sydney Morning Herald  13 January 2011.

(Toby Oliver ACS  won the AFI Award for Best 
Cinematography in Documentaries for 

Miracles – Episode 1 – Miracle in the Storm.

Tony Gardiner was awarded Best Cinematography at 
Tropfest last month.

Tony will speak about his film Maestro in the June issue of 
Australian Cinematographer.

Long time ACS member Mark Bliss, who began his 
craft as a North Sydney TAFE film student was awarded 
Cinematographer of the Year at the inaugural Czech Film 
Critics Award for his children’s adventure film Kooky. Mark 
and family moved to Prague three years ago for family 
reasons.

The White House News Photographers Association 
announced on Sunday that Louie Eroglu of Australian 
Broadcasting Corporation has been awarded the 2011 

WHNPA Video Photographer of the year in the Eyes 
of History t video contest. The top winners of the still, 
video and new media contests will be honoured at the 
annual Eyes of History Gala on 14 May, 2011 at the 
Ritz-Carlton in Washington. The black tie event celebrates 
all the winning photojournalists and nearly 1,000 guests 
attend, including the President of the United States.

Reviews are not noted for recognising cinematography and 
cinematographers but the Sun-Herald on 20 March does. 
‘Simon Chapman’s cinematography is notable - Griff the 
Invisible.’ In a mention of Wasted on the Young is this, ‘great 
cinematography and the quality of the acting sets this apart 
from other teen revenge flicks.’
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Some of the features nominated were 

Black Swan DOP-Matt Libatique 

Inception-Wally Pfister 

Louis-Vilmos Zigmond 

The King’s Speech-Danny Cohen 

Buried-Eduard Grau  

My perception of the competition 
films and criteria was innovative, well 
presented cinematography that showed 
technical excellence complemented 
the story and style of film. As Vilmos 
Zigmond stated ‘no image can be more 
beautiful than it’s meaning.’ The judging 
panels were heavily rewarding the art 
of cinematography that seamlessly fits 
and elevates the story. 

Budget restraints are prevalent in 
today’s industry and the move into 
digital was a big topic of conversation 
as was maintaining integrity in our 
process while adapting to the wave of 
digital technologies. Arri showing the 
Alexa fueled these discussions. Master 
classes were held with Oliver Stapleton 
and Michael Baullhaus, both of them 
declaring how impressed they were 
with what could be achieved on this 
digital format. 

The event re-confirmed for me the 
exciting time ahead in our industry 
and the incredible talent of craftsman 

we have working. An experience 
to remember and the memories 
and philosophies will remain with 
me throughout my career. Knowing 
that the International Community of 
Cinematography is inspired and moving 
forward is a great sign of the work to 
come. 

. 

In December 2010, I was fortunate 
enough to be invited to attend Plus 
Camerimage 

Poland as a Nominee for Best 
Cinematography for Legend, a short 
film I shot in 2009 in my last year at 
AFTRS. Plus Camerimage is a festival 
dedicated to cinematographers, and 
aims to maintain the prestige of the 
craft, by exhibiting and recognizing 
work from around the world.

Having received my formal training in 
the Czech Republic I was aware of the 
emphasis passion on cinematography 
in the eastern European countries 
but was unaware of the international 
attraction to this event in a new host 
town of Bydocyz in the north of 
Poland The program for the week 
included workshops, cinematographer 
discussions, technical presentations and 
screenings of the films in competition. 
Famous cinematographers participated 
in competition, others made up 
judging panels and took part in 
amazing philosophical talks in intimate 
auditoriums.  

All cinematographers in competition 
were invited to sponsors dinners held in 
elaborate castles and historic buildings. 
I was fortunate enough to be able to 
talk to mentors such as Dione Beebe 
and Sladmir Idziak. 

PLUS CAMERIMAGE BY ROSS GIARDINA
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SNAPS

TOP: Brisbane - A Clean Sweep.

LEFT: Zachariah Luu and his Dad, Tony
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SNAPS

Standing: David Telfer, Bill Lambert, Robert Sloss, Bill Steller. Seated: Ron Windon, Ray Byrnes, Sandor Siro, Butch Calderwood, Ted Rayment. Ex-ABC 
cameramen at Tusitala Lunch, Sydney December 2010.
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In my world it
’s all about t

he end result 
but more 

importantly it
’s about where

 you start. Fi
lm  is a 

proven process
 that is fast,

 robust and de
livers 

that outstandi
ng quality tha

t I love to wo
rk with. 

Film gives Al H
ansen the power

 to captivate a
n audience as w

ell as the tech
nology to 

push the limits
 like no other 

format can. See
 why film captu

re continues to
 be the 

standard for ma
king a statemen

t at kodak.com/go/motion

Al Hansen 
Colourist. Technician. Innovator.   
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