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The Alexa Plus. 
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The latest evolution in camera systems comes from the Arri Alexa Plus. That’s 

just what the Panavision team have delivered to Terra Nova shooting in the 

Queensland tropics. A step back in time, 85 million years in fact, and yet, light 
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of the Australian Cinematographers Society’s Articles 
of Association
“a cinematographer is a person with technical expertise who manipulates light to transfer visual 

information by the use of a camera into aesthetic moving images on motion picture fi lm or 

electronic recording systems”

2009/10 NATIONAL EXECUTIVE

President: 
Ron Johanson ACS (Qld)

Vice-Presidents: 
Ernie Clark ACS (SA)
Alan Cole ACS (Vic)

Secretary: 
David Wakeley ACS (NSW)

Assistant Secretary: 
 Robb Shaw-Velzon (ACT)

Treasurer: 
 Mylene Ludgate (SA)

Assistant Treasurer: 
Ernie Clark ACS (SA)

Historian: 
 Ron Windon ACS

NSW President:
 Calvin Gardiner ACS

VIC President: 
 Alan Cole ACS

QLD President: 
Tim McGahan ACS

SA President: 
Ernie Clark ACS

WA President: 
Jason Thomas

TAS President: 
 Peter Curtis ACS

ACT President: 
Robb Shaw-Velzen

NT President: 
Ian Redfearn

Website: 
Craig Pickersgill
Simon Russell

magazine  @austcine.org.au  ............

Australian Cinematographer is 
published quarterly for members and associates 

of the Australian Cinematographers Society

Editor: 
Butch Calderwood ACS 

Chairman:
 Ted Rayment ACS

Associate Editors: 
Tony Luu ACS

Morris Hood BA DipEd
Heidi Tobin

Art Department: 
 Brad Sampson

Consultant: 
Craig Pickersgill

Contributing Writers: 
Manny Aston BA

John Bowring ACS
Judd Overton

Roger Lanser ACS
Nicola Daley
Drew Llewelyn
Sam Cleveland

Vivyan Maddigan
Craig Berkman

Ron Johanson ACS
Mike Seymour

Tony Luu
Daryl Binning ACS

David Walpole

Printing: 
Heroprint

Publishers: 
AustCine Publishing

PO Box 402, 
West Ryde NSW 1685

National Library of Australia: 
ISSN 1440-978X

Print Post Approved: 
PP255003/03506

branch
 addresses 

National & 
New South Wales 

PO Box 207, 
Cammeray, NSW 2062

Victoria 
PO Box 2023, 

Sth Melbourne, VIC 3205

Queensland 
11 Balaclava Street, 

Woolloongabba QLD 4006

South Australia 
PO Box 705, 

North Adelaide, SA 5006

Western Australia 
PO Box 476, 

Leederville, WA 6903

Tasmania 
48 Diamond Drive,

Blackmans Bay, TAS 7052

ACT 
PO Box 1558, 

Woden, ACT 2602

NT 
PO Box 2111,

Parap, NT 0820

BY DEFINITION

4



Copyright AustCine Publishing and The Australian Cinematographers Society (2011)
All expressions of opinion are published on the basis that they are not representing the offi cial opinion of the Australian Cinematographers Society, unless ex-
pressly stated. Australian Cinematographers Society accepts no responsibility for the accuracy of any opinions, advice, representations or information contained 
in this publication. Australian Cinematographer is copyright, no part of it can be reproduced without prior written permission from the Society. All reproductions 
in this magazine have been done so with permission and credited accordingly.

features

10

14

16

18

20

24

30

32

38

42

06

06

08

46

47

48

52

54

56

57

60

From the Editor

Letterst

From the President

Big Picture
BY Manny Aston BA

CML
BY David Walpole

New Gear
NAB Review

New Gear
BY Mike Seymour

New Gear
BY Tony Luu ACS

Short Ends

Book Review
BY Rosemary Reid BA

Snaps

Quarterly Journal of the 
Australian Cinematographers Society

5

CONTENTS ISSUE #50 JUNE 2011

departments

111114444444444

111111111666666666

2220000

222222222222224444444444444

111111000000000

3333000

3333332222222

33888

44442222222222

ON SET - Sinbad 
& the Minotaur
DOP Nino Martinetti ACS
BY Sam Cleveland

2011 National
Awards For
Cinematography

Kodak Q&A Series
BYVivyan Maddigan

Hall of Fame
Malcolm Richards ACS
Ron & Valerie Taylor

The Golden Hour
BY Craig Berkman

Polishing the Valiant
BY Roger Lanser ACS

Night Rider
BY Drew Llewelyn ACS

Big Mamma’s Boy
BY Judd Overton

The Way Back
DOP Russell Boyd ACS ASC
BY Nicola Daley

In Memoriam
John Bowring ACS

Cover: 
Nino Martinetti ACS



After twelve and a half years this magazine has made it 
to 50 issues. That is quite an achievement, not only for 
volunteers, but also for the people who write articles 

and send us pictures.

Last week I sat through a TV screening of Cecil B. DeMille’s 
bum-numbing epic, The Ten Commandments, made in 1956. 
And the same night, on a commercial channel was the 2006 
production of The Ten Commandments. It was interesting to 
see the different styles with DeMille being very ‘theatre stage’ 
and the fluid movement of the 2006 effort.

Our new office in the National Headquarters is open for 
business and this is the first magazine to be issued from it..

PLEASE READ THESE FEW WORDS!

DEADLINES These are published in each issue for the 
following issues. In future, submissions made after the 
published date will appear in the following issue. There will 
be no exemptions.

PHOTOGRAPHS Please send pictures as attachments with 
captions and please credit the photographer. We spend a lot 
of time tracking down captions. 300dpi is the minimum scan. 
Hi Rez pix only please.

LETTERS Please send all letters of complaints, suggestions etc. 
to

editor@acmag.com.au  cc  mr_butch@bigpond.com

Thank you for your attention.

Butch Calderwood  ACS
Editor

FROM THE EDITOR
FROM THE EDITOR
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Dear Sir

I want to thank the magazine for reviewing my 
documentary “From The Outback To The World: 90 
Years of Qantas Innovation” in the last issue. There 
seems to have been a misunderstanding on the part of 
the reviewer that this was paid for by Qantas and a 
promotional exercise for them. It was most definitely not.

The film has been produced entirely independently 
of the airline and we are in fact paying them for the 
unprecedented access to their remarkable film library.

We set out to tell the inspiring story that we found in their 
history, one that I felt was an important part of Australia’s 
growth and relationship to the world since the 1920’s.

I am also pleased to offer AC readers a discount 
on copies ordered through the film’s website www.
qantashistory.com - using the discount code “ACS” will 
give a discount of $5 per DVD.

I’m sure that Qantas travel has been a big part of the 
working lives of many Australian cinematographers 
and that many of those have even taken footage for 
the airline. If anyone has shot footage featured in the 
film or knows who shot particular material they are 
welcome to contact me to help us compile a list of the 
Cinematographers and Directors to be featured on the 
website.

Yours sincerely,

Ben Allan ACS

LETTERS

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.



Black is black.
Sony’s new OLED master monitors are here.

“SONY” and “make.believe” are trademarks of Sony Corporation.
“TRIMASTER EL” and                                  are trademarks of Sony Corporation.    sony.com.au/monitors
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Finally…deep, true blacks, wide colour space 
and precision image processing that only Sony 
BVM-E OLED master monitors can provide. The 
new standard in critical evaluation monitoring. 
Contact your Sony representative today.



FROM THE PRESIDENT

Greetings ACS colleagues,

Over the period 2 – 5 May, 2011 in Los Angeles, a small 
piece of history took place. It was at that time at the ASC 
Clubhouse 57 delegates from 22 countries assembled for the 
first International Cinematography Summit Conference (ICSC). 
I was fortunate in being able to attend, along with Peter 
James ACS ASC representing the ACS. 

This first Summit took place because of the changing face of 
cinematography in a landscape of technological change. 
We all needed to know and understand the role of the 
cinematographer and how we are perceived in this constantly 
changing environment in which we work.

However the secret weapon introduced by the ASC to make 
this week even more memorable was the vision of the 89 
year old, unstoppable icon Haskell Wexler ASC embarking 
on a four day hand-held film, documenting the event. 
Everywhere we ventured Haskell blended into the Californian 
landscape, occasionally engaging in verbal conflict with old 
ASC adversaries from behind the camera whilst still shooting. 
It was truly remarkable! 

The original agenda had been improved with the addition 
of delegate involvement by Chair, Michael Goi ASC and 
was a perfect balance between issues of technology and 
creativity. Some specific sessions were chaired by; 

Fred Goodich ASC, Vilmos Zsigmond ASC, Denis Lenoir AFC 

ACS, Caroline Champetier, the President of the French society 
and myself.

The fundamental question, which seemed to dominate 
this memorable first summit for most of the four days was, 
directly or indirectly, how can the Societies increase 
communication between one another on a regular basis. Add 
to that, the desire and willingness to communicate to others 
within the industry and to those outside the industry as well. 

There were many topics discussed, but there were a couple 
that really struck a nerve with many. One was Authorship and 
we discussed at length the concept; “Is the cinematographer 
the author of the image still valid or recognised by industry 
given the highly collaborative nature of the industry today and 
how do we protect our contributions to a project in the face of 
massive digital post production contributions?” 

Of the 22 countries represented, some could say they had co 
- authorship rights, but even these were somewhat restricted. 
As we are all aware Australia has none, but we are in good 
company with the USA, UK, Canada, France and Italy.

This particular subject was co- hosted by Ms Caroline 
Champetier, President of the French society (AFC) and L.A 
based cinematographer, the renowned Denis Lenoir ASC 
AFC. All delegates were invited to present an overview of 
their country’s situation. One by one this was explained to 
the Conference with varying reports with some surprising 
results reported by some. Discussion ended with an excellent 
discussion led by young Polish cinematographer Jaroslaw 
Szoda PSC, ably assisted by one of the founders of their 
Society, the eminent cinematographer and teacher, Slawomir 
Idziak PSC. Their description of present day conditions in 
Poland was evidence that it is not only the Scandinavians 
who have found their “Eldorado”. If proof were needed 
that cinematographers can be rewarded as co-authors for a 
film’s cinematography, it is to be found in those European 
Societies who have already been granted the right to receive 
residuals from Collecting Societies. As for the rest of us, we 
can but continue to lobby our Governments, politicians and 
other Guilds, that we too should be considered as legitimate 
co – authors of any film where we are credited as the 
Cinematographer. Only time, patience and perhaps money 
will tell.

DI LOCKOUT CREATED PASSIONATE DISCUSSION.

Peter James ACS brought up the subject of instances where 
the cinematographer has, upon completion of shooting either 
been removed and told they were not required for the final 
grade, or in some instances been ‘locked out’ of the grade. 
Where does this leave us? Peter attempted to move that we 
adopt a stronger stand on these issues that relate to creative 
control and the integrity of the image. Vilmos Zsigmond 
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ACS was in favour, as were others, but the meeting was not 
prepared, at this stage to implement a formal undertaking. 
Both Peter and I were very disappointed and Peter went 
further to say; “He hoped we would leave this meeting 
with some resolution that we would fight the practice of not 
allowing the cinematographer to be a part of the DI” 

Sadly there was no such resolution, maybe that’s for another 
day, when we are all truly united as one world body. It will 
remain to be up to us as individual Societies to fight this battle 
on behalf of our members. 

VIRTUAL CINEMATOGRAPHY

The delegates congratulated us for introducing a VIRTUAL 
CINEMATOGRAPHY category in our Awards system this 
year. They were keen to hear any feedback after the Awards 
judging. There were some who remained sceptical or just 
indifferent. I explained that the ACS believed it was time to 
recognise the talents of these gifted individuals.

In closing, I had the opportunity to address the delegates 
and reminded them it would be a terrible shame if we simply 
left this Summit, expecting the ASC to “deliver the goods” 
as it were. It is not the responsibility of the ASC or any one 
individual, it is our collective responsibility to keep those much 
discussed and vital lines of communication open for business 
between us all. It’s by collaboration that we will achieve our 
goals. As the esteemed Slawomir Idziak PSC said; “We at 
this table are the ones to make the change and should not 
leave it up to others” 

Personally I would like to thank Michael Goi ASC and all at 
the ASC for extending the hand of friendship, brotherhood 
and mutual cooperation to us all, and all the Societies from 
the four corners of the world for your kindness and your 
generosity.

I look forward, on behalf of the ACS to ongoing dialogue on 
matters that concern us all as cinematographers. 

Ron Johanson ACS
National President
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ON SET          SINBAD & THE
      MINOTAUR

AFI Award-
winner Nino 
Martinetti 

ACS, who last year 
shot the fantasy 
feature Sinbad 
and the Minotaur 
in Queensland, 
sat down with film 
journalist Sam 
Cleveland from 
thepunch.com.au to 
talk smoke, 
schedules and 
‘European lighting’.

DOP NINO MARTINETTI ACS
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SC: First question and it’s 
an obvious place to start, 
how do you approach 
shooting a period, special 
effects-laden action movie 
in just 20 days?

NM: Sinbad and the 
Minotaur is the second 
film I’ve shot for Limelight 
International and American 
World Pictures, after Beauty 
and the Beast. Both films 
needed a different logistic 
and creative approach 
due to low budgets, tight 
schedules (on Sinbad we 
ended up with 20 days, 
plus three days of 2nd and 
3rd unit) and the mix of 
location and studio sets.

But I still had to come up 
with high standards of 
cinematography, as the 
expectations are high on 
all fronts. US producers are 
very specific about what 
they want to see. 
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ON SET SINBAD & THE MINOTAUR

The challenge is to remain creative while dealing with 
changing circumstances and many other issues that crop up 
on fast, complex films – most are due to a lack of resources.

These two films were both set in period times, but the original 
tales were modernised, so it was difficult to decide on a ‘look’ 
to adopt. Obviously all the clichés come to mind. I needed a 
different look for Sinbad in particular, as we revisited some 
of the locations from Beauty and the Beast. A main technique 
I used this time was shooting with different lenses and angles 
and colouring in post.

My job is to create the mood of each scene and the overall 
look of the film, regardless of the budget. Unfortunately, I can’t 
put a caption on every scene to explain what I would have 
done differently if I had more money and time.

SC: Your signature look could be tagged ‘European 
lighting’, which isn’t a style many cinematographers based 
in Australia have mastered. How does your background in, 
say, the films you did with Paul Cox, translate to the more 
formal, high-key look of something like Sinbad?

NM: European lighting? Almost sounds derogatory (laughs). 
When people in the industry compare my work with other 
DOPs they may not take into account the differences in the 
lighting budget, the number of setups or the actual screen time 
achieved in one day.

I’m used to working on arthouse films with low budgets, which 
is where this ‘European’ idea probably crept in. These are 

films where we need a dramatic, emotive look but I have 
minimal resources to achieve it.

Shooting a film like Sinbad on a tight schedule is exactly the 
same, except obviously I’m after more of a ‘genre’ look, than 
something smaller and more character-based. 

Years of experience with arthouse filmmaking has taught me 
a few tricks you can’t pick up at film schools; techniques that 
come in handy when you’re shooting fast commercial films. In 
these environments you’re constantly making decisions on the 
spot. You have to commit and you can’t change your mind.

For Sinbad I needed to find a ‘one size fits all’ look and a 
lighting design that was simple and quick to set up.

SC: And how much of the look was dictated by your kit?

NM: Of course, my basic lighting package determines how 
I am going to approach a show. I didn’t have the luxury of 
expensive toys that some of my more fortunate colleagues get 
to play with. We had minimal pre-production time and no 
pre-lighting, as most of the sets were built day by day, so you 
really had to stay a step ahead and try to pre-visualise what 
may happen next.

Through all of it, I had to be ver y vigilant with lighting 
continuity and consistent exposure. I know these two things 
will add to the quality of the film and save time and money in 
post. I believe in doing as much as possible in camera rather 
than fixing it in post, because the results are always better and 

Studio/Warehouse interior. Photo: Jasin Boland
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ON SET SINBAD & THE MINOTAUR

Manu Bennet as Sinbad, fighting in the ring of fire. Photo: Jasin Boland

the workflow is smoother.

To make it even more difficult though, we had bad weather 
for most of our exterior days and available light conditions 
changed every five minutes. The interior sets on the locations 
had no structures to rig lights from and we had, for good 
measure, all kind of special effects, CGI, green screens, 
models, blood and guts, fights, stunts and horses to include.

Night exteriors, still the yardstick of how you light and how 
you are judged, were the most challenging and I didn’t 
have a big Fresnel and a cherry picker. With the help of my 
excellent gaffer Mick O’Brien and the crew, we were able to 
get good nights out of a low-set Dinette, which we angled, 
trimmed and cut a lot. Without trimming, the set was lit up like 
highway road works at night!

SC: But life on Sinbad must have been simpler once you 
got into the studio?

NM: Well you might think so (laughs). The studio we used 
was basically a warehouse with a low roof, rather than a 
sound stage. There was nowhere to rig lights up high and so I 
couldn’t put any lights above the set.

I needed a lighting scheme that was going to sell these 
interiors, so I used flaring, which is not something I have liked 
in the past, plus very strong backlighting with smoke – also not 
one of my favourite tools.

We ended up with a good strong look for the studio work that 
was appropriate because that’s where a lot of the action was 
shot. Smoke and flaring… they’re a bit of a cliché, but when 
in doubt, a cliché always works.

SC: Were most of your regular crew back for Sinbad?

NM: Yes, I’ve done my past two pictures with Mick. I have 
always believed in teamwork; my cinematography is as 
good as the people I work with. I am very grateful and very 
privileged to be surrounded by a faithful and experienced 
crew. On this show they had to work in mud, rain and 
darkness. When I’m not working I really miss being with my 
crew. Simon Harding was Steadicam operator and the main 
camera operator. I usually like to be ‘at the wheel’ myself but 
he was the right guy to hand over to for this one.

SC: Films of Sinbad’s scale would usually be shot digitally. 
What was behind the decision to stick to 35mm?

NM: It was the producer’s choice, and obviously I didn’t put 
up any arguments when they said they wanted film. I was 
fortunate to shoot with a real camera – the Arricam LT, with 
Cooke S4 lenses, and on real film – Kodak Vision 3 500T 
and 200T. With these tools I was able to shoot anywhere, 
anytime, under all sorts of weather and lighting conditions. 
With Panavision cameras and lights, Grunt Gripping 
equipment and the reliable Kodak stock, we didn’t have any 
technical problems.
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ON SET SINBAD & THE MINOTAUR

Nino Martinetti ACS, Ext/Day One. Photo: Jasin Boland
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SC: If the producers had wanted to shoot HD, would you 
have fought for film?

NM: I still believe shooting on film is faster, relatively trouble-
free and gets you far better results. There are a lot of issues 
with digital photography that need to be addressed; the main 
one for drama shoots being the delay in focus systems.

Producers think digital will save them money, directors think 
they can roll all day and get something usable and the new 
generation of DOPs choose digital for their own comfort 
because they’re not often trained or experienced with film. 
I think these are the big reasons why digital formats are 
growing so fast… not because film is more expensive or 
outdated.

SC: It almost seems sacreligious to be shooting an earthy 
adventure like Sinbad on a digital format.

NM: I think audiences pick up the look of something almost 
subliminally, and with so much TV being shot digitally, the 
texture of 35mm can now subtly code something to a viewer 
as ‘a movie’. There are plans for a 2011 theatrical run for 
Sinbad.

For a cinematographer, different formats are just like driving 
different cars. If you’re a good driver you can drive them 
all well. Your responsibilities are still the same – give the 
producer excellent negatives or data, translate the director’s 
vision onto the screen, make the actors look good, capture 
as much production value as possible and, most importantly, 
finish on schedule. It’s not the technologies that create a 
memorable image – it’s the eye of the DOP.
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 2011 AUSTRALIAN CINEM 
 NATIONAL AWARDS F 
PROUDLY PRESENTED BY FUJIFILM
Cinematographers from around the nation gathered at The 
Hotel Grand Chancellor, HIndley Street, Adelaide on 30 
April for the 2011 Australian Cinematographers Society 
National Awards.  These are the peak awards that celebrate 
the art of moving image photography in Australia.

The ceremony saw the presentation of awards in eighteen 
categories, including 14 Golden Tripods.  It also saw three 
members - Ron Taylor ACS, Valerie Taylor and Malcolm 
Richards - inducted into the ACS Hall of Fame.

Special awards on the night included the prestigious Milli 
Award for Australian Cinematographer of the Year, the 
International Cinematographer of the Year Award and the 
ACS-NFSA John Leake OAM ACS Award to an Emerging 
Cinematographer.

MILLI AWARD – Greig Fraser winner of 2011 Australian 
Cinematographer of the Year)

The Milli Award went to Greig Fraser, for his work on Bright 
Star, for which he was also awarded a Golden Tripod 
in the Feature Film category. The International Award for 
Cinematography was accepted via video by Wally Pfister 
ASC for the film Inception.

Ms. Ann Landrigan, Acting CEO of the NFSA announced 
that the recipient of the 2011 NFSA - ACS John Leake OAM 
ACS Award to an Emerging Cinematographer was Edward 
Goldner. Edward will receive a $5000 cash prize which 
will enable him to attend the Budapest Cinematography 
Masterclass later in the year.

INTL AWARD –  Wally Pfister ASC winner of the 2011 ACS 
International Award for Cinematography)

NFSA .ACS – EMERGING AWARD – Ann Landrigan Acting 
CEO of the NFSA, Edward Goldner and John Seale AM ACS 
ASC the awards Guest of Honour.)

Once again this year, the National Awards was screened on the Movie Network Channel, STARPICS on Saturday, 7 May.

Clips of this year’s Golden Tripod-winning entries can also be viewed on Showreelfinder.com.  Click on the link below to go 
to the ACS 2011 gallery on the Showreelfinder site:   http://showreelfinder.com/ACS2011
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 MILLI
• Bright Star - Greig Fraser - MILLI 

 CAT 1. STUDENT CINEMATOGRAPHY
• Lonely - Chris Miles - GOLD AWARD 

 CAT 2. EXPERIMENTAL & SPECIALISED
• QR National - Nathan Tomlinson -
 AWARD OF DISTINCTION 

 CAT 3. STOP MOTION CINEMATOGRAPHY
• Pascall - ‘Pineapple Lumps’ JoAnne Bouzianis-Sellick -
 GOLDEN TRIPOD 

 CAT 4. TV STATION BREAKS / PROMOS
• Masr elnahrda - Egypt Today -
 GAMAL ELBOUSHI AWARD OF DISTINCTION 

 CAT 5. MUSIC CLIPS
• Thirsty Merc ‘All My Life’ - David Knight ACS -
 AWARD OF DISTINCTION 

• Billy Thorpe ‘Tangier’ - Simon Ozolins -
 GOLDEN TRIPOD 

 CAT 6. NEWS LOCAL/REGIONAL
• Cooper Creek - Matthew Bonser - GOLDEN TRIPOD 

 CAT 7. NEIL DAVIS INTERNATIONAL NEWS
• The Sword Maker - Matthew Allard -
 GOLDEN TRIPOD 

• Red Shirts Protest - Ben Emery -
 AWARD OF DISTINCTION 

• Mongolia Freezing - Mark Dobbin -
 AWARD OF DISTINCTION 

 NATIONAL NEWS DIRECTORS AWARD
• Police Chase - Matthew Bonser - GOLD AWARD 

 CAT 8. CURRENT AFFAIRS
• Jodi Cobb - National Geographic/
 HSBC Justin Hanrahan - GOLDEN TRIPOD 

 CAT 9. TV MAGAZINE, LIFESTYLE & REALITY
• Jodi Cobb - National Geographic/
 HSBC Justin Hanrahan - GOLDEN TRIPOD 

 CAT 10. CORPORATE & EDUCATIONAL
• Maldives - National Geographic Justin Hanrahan -
 GOLDEN TRIPOD 

 CAT 11. DOCUMENTARIES, CINEMA & TV
• Who We Are - Tony Luu ACS - GOLDEN TRIPOD

 CAT 12. WILDLIFE / NATURE
• The Ocean’s Supermom - Malcolm Ludgate ACS - 
 AWARD OF DISTINCTION

• Oceans - Simon Christidis ACS - GOLDEN TRIPOD

 CAT 13. COMMERCIALS- LOCAL / REGIONAL 
• Everlast ‘Sometimes’ - Callan Green - 
 GOLDEN TRIPOD 

• Ambra ‘Killer Figure’ - Simon Ozolins - 
 AWARD OF DISTINCTION 

 CAT 14. COMMERCIALS- NATIONAL / INT
• Hyundai ‘Falling Water’ - Danny Ruhlmann ACS - 
 GOLDEN TRIPOD 

• Burn - Greig Fraser - AWARD OF DISTINCTION 

 CAT 15. DRAMATISED DOCUMENTARIES
• I Spry - Calvin Gardiner ACS - GOLDEN TRIPOD

 CAT 16. FICTIONAL DRAMA SHORTS
• Dark Horse - Carl Robertson ACS - 
 AWARD OF DISTINCTION

• A Moment of Grace - Nima Nabili Rad - 
 GOLDEN TRIPOD

 CAT 17. TELEFEATURES, 
TV DRAMA & MINISERIES
• The Pacific - Part 8 Stephen Windon ACS -
 GOLDEN TRIPOD

 CAT 18. FEATURES - CINEMA
• Nine - Dion Beebe ACS - 
 AWARD OF DISTINCTION 

• Bright Star - Greig Fraser - GOLDEN TRIPOD 

2011 NATIONAL AWARD WINNERS
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MAD MAX (1979) – DOP David Eggby ACS
Shot in 1977 when David Eggby ACS was only 27 years of 
age, Mad Max is one Australia’s most iconic films. The story 
follows Mel Gibson as ‘Mad’ Max, a cop trying to enforce 
the law in a crumbling society. After an explosive clash with 
the Night Rider, a showdown between the bikie leader 
Toecutter and Max is inevitable.

After the screening, Eggby spoke about his experiences 
shooting his first feature and getting paid $450 a week to 
do so. With a rumored budget of only $300,000 the film 
could only afford the bare minimum of equipment and crew 
with very limited experience. Joining Eggby in the camera 
department were just two electrics, two grips, a focus puller 
and a loader. 

The production could only afford to rent one camera and shot 
on Kodak 5247 125 ASA Tungsten stock, the fastest stock 
available at the time. He also used extremely slow (T-5.6) 
Todd anamorphic prime lenses that showed severe blooming 
when pointed at the sky, but were extremely crisp in a lot of 
light. For lighting they had 2 mini brutes and a couple of 5K’s 

and 2K’s. Eggby was also given a few new type of light to try 
that had just been introduced into Australia called HMI’s. He 
was amazed at how bright the HMI’s lamps were and relied 
on them heavily throughout the shoot. 

One huge aspect which made Mad Max the iconic film it is 
today was in the way driving sequences were shot. One such 
shot involved Eggby getting a POV shot of Max’s partner as 
he rides his motorbike through the outback. To get this shot he 
rode on the back of motorbike without a harness or helmet, 
while the stunt driver sped around outback highways. In order 
to get a shot that was smooth enough to be used for the film, 
the stunt driver hit speeds in excess of 180km per hour, which 
is visible in the shot. 

After 25 years Eggby has many memories of the shoot and 
recalls how hard the 12 week shoot was, with no safety, 
not much equipment and lots of injuries. He is still extremely 
proud of the overall product even if he does sometimes cringe 
at some of the harsh lighting he used. While the film is not 
a technical masterpiece in Eggby’s eyes, the raw nature of 
lighting and Sergio Leone-esk composition worked for the style 
of the film. 



ON SET THE MAGIC FLUTE
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THE TOURIST (2010) 

DOP John Seale ACS ASC

A remake of French film, Anthony Zimmer (2005), The Tourist 
follows an American tourist (Johnny Depp) caught in the 
middle of a British tax fraud investigation; a Russian gangster 
wanting revenge and the return of his 2 billion dollars; and a 
beautiful yet secretive woman (Angelina Jolie). 

When Director Florian Henckel von Donnersmarck (The Lives 
of Others) first discussed with John Seale ACS ASC (The 
English Patient) about the appearance of the The Tourist, 
Donnersmarck wanted a bright look with no handheld camera 
work and lots of eye lights. A visual style and rhythm similar to 
the classic crime/mystery film genre and in particular Aflred 
Hitchcock’s film, To Catch a Thief (1955). Shot on flat front 
anamorphic lenses and using only one film stock - Kodak’s  
5219 500T Seale was able to produce this type of visual 
style using stunning locations around Venice as a backdrop. 
However, Seale is the first to admit that shooting on location 
was logistical and technical nightmare.

One of these nightmarish scenes was a chase scene between 
the Russian mafia on foot and Johnny Depp with Angelina 
Jolie on a Venetian motorised boat.  Not only was it an 
intense stunt-orientated scene, all cables had to be 3 meters 
in the air, and it was to be shot at night with no existing 
light sources around the canals. Also, due to the decision to 
shoot anamorphic , the lenses Seale had at his disposal were 
extremely slow (prime lenses at T2.6 and zooms at T4.5). 

By working with long time collaborator and gaffer Mo Flam, 
Seale was able to completely light up a one kilometre area 
of canals. Then by setting the camera’s shutter angle to 200 
degrees, pushing the stock by 1 stop and brightening the 
image in the DI, he was able achieve a bright night time look 
while still shooting at T4.5.  

http://www.cinematography.com/index.
php?showtopic=49941
http://www.panavision.com/content/john-seale-asc-acs-
discusses-his-work-tourist
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MALCOLM RICHARDS ACS

Malcolm got his start in the film industry while attending 
University High School. Along with a few friends that included 
the late Esben Storm, Haydn Keenan and Peter Cherny they 
decided to make a film so put their savings into its production. 
They obtained a Bell & Howell 16mm camera, some Ilford 
film and some theatre lights, Esben Storm was the director, 
Peter Cherney the sound recordist, Haydn Keenan and Anne 
Thomas were the stars. Malcolm was the cameraman. 

Enthused by that experience Malcolm applied for and got a 
job at leading Melbourne production company FILM HOUSE 
with cameraman Volk Mol and director Fred Schepisi, mainly 
shooting TVCs. A year or so later Volk invited Malcolm to join 
him at Mike Browning Productions, where they were engaged 
to shoot some very challenging jobs, Mike was very much 
into special effects and unusual camera rigs, so they were 
asked by Mike to build the “Video Take” system. The video 
camera was attached to Volk’s brand new ARRI 2C door and 
the image split though a partially silvered mirror, the B&W 
video camera was almost larger that the 2C, the video was 
recorded on a 1” IVC helical scan recorder, which when on 
location was powered by a huge 12v to 240v inverter and a 
bunch of car batteries. 

It was soon obvious that they needed a helper, so Ernie Clark 
was given the job as Video Take operator – Ernie then went 
on to become one of Australia’s most outstanding DOPs.

Malcolm then decided to travel overseas and lived in 
Denmark for a while, but it was near impossible to get a 

job in the film industry there, so after applying to several 
companies with no luck Malcolm returned to Australia. He 
was then offered a job on Esben Storm’s first feature film 
27A as operator and focus puller for DOP Michael Edols, 
followed by many productions throughout the 70s, assisting 
cinematographers such as Russell Boyd, David Gribble and 
Vince Monton. 

In 1982 Keith Wagstaff asked him to take over from Dan 
Burstall and David Eggby as operator on the Man from 
Snowy River. Not long after that Keith was to shoot Eureka 
Stockade, he found out Malcolm had bought a brand new 
ARRI 16SR2 camera and asked if he could hire it for the 
series, he reluctantly agreed thinking, what will I use myself.  
This gave birth to a new career, so Malcolm took out a loan 
and bought another camera. 

Within 5 years CAMERAQUIP was started and invested 
in several 35mm and 16mm cameras, all ARRI. This led to 
CAMERAQUIP forming a relationship with both ARRI Munich 
and Australia as their official Australian Rental Partner, and 
giving them access to the latest technology from Europe. 

CAMERAQUIP now regularly supplies the latest equipment 
including the new ARRI ALEXA for major feature films and 
commercials and has played a big part in the training of  
many of  today’s cameramen and assistants. 

Malcolm says: 

“Nothing has changed, the benchmarks are still there, 
the bar keeps being raised”

RON AND VALERIE TAYLOR
Ron Taylor was born in 
Australia,1934, under 
the star of Pisces the 
fish. Valerie was born 
in Australia, 1936, and 
married Ron in 1963.

The Taylor’s expertise is 
in the underwater world 
shooting with 16 and 
35 mm film, and lately 
with HD Video. In the 
late 1950s Ron was 
experimenting with a 
borrowed 16mm Bell 
& Howell in a housing 
he constructed himself, 



and Valerie was his model, swimming in front of the lens. Ron 
soon had his own Bolex in a homemade housing. He found 
that provided the subject was dramatic, Movietone News 
would use his 16 mm film, blown up to 35 mm, to show it in 
cinemas. In 1967 Ron then purchased his own 16/35 mm 
Éclair camera and built an underwater housing for it..

Ron’s first award for photography was in 1962, the 
Encyclopedia Britannica Award for a Movietone News 
short Playing With Sharks. In 1963 The Taylor’s first major 
underwater 16mm film production, Shark Hunters, was aired 
on Australian and American television.  A great incentive for 
a career in film production. In 1966 Ron received top Honors 
at the International Underwater Film Festival at Santa Monica, 
California. 

During 1970 - 71, the Taylors did the underwater 
filming and directing for the 39 episode TV series 
Barrier Reef. In 1972 and 1973 Ron and Valerie 
co-produced their own television series, Taylor’s 
Inner Space. This series of 13 films, features Taylor 
encounters with the marine life of the western Pacific. 

During 1974 the Taylor’s were credited with filming 
the live shark sequences for JAWS 1974. Other 
notable feature films they have worked on include, 
Age of Consent 1968. Blue Water White Death 
1969 Orca 1976. The Blue Lagoon 1979. Return 
to the Blue Lagoon 1990. The Last Wave 1977. 
Gallipoli 1981. Year of Living Dangerously 1982. 
The Silent One 1983. Sky Pirates 1984. Frog 
Dreaming 1986. The Rescue for Walt Disney. 
Honeymoon in Vegas 1991. Island of Dr. Moreau 
1995. 

The Taylor’s latest series of 3 TV one hours Shadow 
of the Shark, is the story of their diving lives, utilizing 
their vast library of underwater action.  

In 1967 Ron was granted ACS Accreditation. And 
in 2006 he was honoured with Life Membership of 
SMPTE, the Society of Motion Picture and Television 
Engineers. In 2003 was honoured by the Australian 
Government and made a Member of the Order of 

Australia. Then in 2010 Valerie was also honoured by the 
Australian Government and made a Member of the Order of 
Australia AM. 

The Taylor’s latest book BLUE WILDERNESS written by Valerie 
and photographed by Valerie and Ron won the 1998 
Gold Palm Award for images at the 25th. World Festival of 
Underwater pictures in Antibes France. In October 1999 the 
Taylor’s were Guests of Honour at this festival.

On the 15th of March 2000 Valerie was honouree in the 
American Women Divers Hall of Fame.

In October 2000, Ron and Valerie were one of the inaugural 
enshrines into the International Scuba Diving Hall of Fame, on 
the Cayman Islands.

In 1997 the American Press Club honoured Valerie as 
American Nature Photographer of the Year, then in 2000 she 
was inducted into the US Women Divers Hall of Fame. 

On the 4th October 1986, Valerie went to Holland where 
she was appointed Ridder of the Order of the Golden Ark, 
by His Royal Highness, Prince Bernhard of the Netherlands: 
Valerie was presented the insignia of the Order of the Golden 
Ark at Soestdijk Palace. The award was for her work in the 
field of marine conservation.

In 2001 Valerie was awarded the Centenary Medal of 
Australia. 

The Taylor’s latest honour is their well deserved induction into 
the ACS Hall of Fame.

ON SET THE MAGIC FLUTE
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THE GOLDEN 
HOUR

BY CRAIG BERKMAN

When a soldier is seriously wounded in combat, the hour 
immediately after the event is the most critical in that soldier’s 
fight for survival. If he or she is to survive, they need to get to 
a forward surgical team in a properly equipped field hospital 
within that first hour.

It’s called the “golden hour” and in Afghanistan the nearest US 
army medevac helicopter base will get a call within a couple 
of minutes of an incident occurring, day or night. About two 
minutes after that, two crews of pilots, medics and doctors are 
running from whatever they are doing, and two Blackhawks 
bearing red cross symbols are thundering off within about ten 
minutes of the original call.

M*A*S*H 2010

As 2009 drew to a close, the ABC’s Foreign Correspondent 
program decided to shoot a story about the US Army’s 
medevac crews and surgical teams on location in Afghanistan 
in January 2010. In the style of the iconic TV show 
M*A*S*H, the helicopters and operating theatres create an 
environment in which the chances of survival are as good as 
they get in war - and it’s incredible television.

The invitation to spend three weeks in frosty Afghanistan 
with ABC reporter Mark Corcoran shooting this half hour 
documentary came with the mention of Blackhawk helicopter 
flights... an ingredient that gets the attention of most 
cameramen and certainly got mine.

We set off to a forward operating base, unsurprisingly called 
a “FOB”. Our home for the two-week embed was FOB 
Shank, named after a young soldier who was killed not far 
from the base. Two-and-a-half-thousand people live on this 
remote base but there was talk of that increasing tenfold within 
a year of our visit. We were shown to a large tent marked 
“Male Transient”; no offence intended apparently.

TRAVELLING LIGHT

Unsure of just how confined our shooting spaces might be 
from time to time, we used the small Panasonic P2 172 
camera and a lightweight Miller Solo tripod. The camera is a 
top little piece of kit, but with limited lens capability. My plan 
was to shoot wide, hand-hold it a lot, and move closer rather 
than zooming. I knew we’d be shooting inside Blackhawks 
and inside an operating theatre. As for the rest, I just had to 
take it as it came along. We had about 12 hours of P2 card 

Craig Berkman. Small P2 camera. Light Miller solo tripod. Photo: Craig Berkman
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space with us, plus a handy hard drive which was formatted 
for mirrored card back up.

MEDEVAC, MEDEVAC, MEDEVAC

The FOB is a collection of tents to sleep in and plywood 
structures to work in. Showers and toilets are dotted 
around the FOB in the form of shipping containers fitted out 
appropriately. The ground is covered in coarse gravel the size 
of a fist, so that when it rains the place does not become so 
boggy around the living and working areas.

A handheld two-way radio became our constant companion 
for the embed, day and night, in the shower, in the toilet, in 
the d-fac (dining facility). Where we went, the radio went, 
because when there’s a medevac call, we need to hear it at 
the same time as the helicopter crews. Mark and I then had 
about seven minutes to get out to the flight line before the two 
Blackhawks took off without us.

I had to be sure my gear was ready at all times. Camera, 
audio gear, night vision lens... I had it all laid out on the next 
bunk ready to grab in the dark along with my helmet and 
body armour. Boots, jacket and warm clothing were also 
placed just right. You can’t turn on a light in a tent where 
other people are trying to sleep between shifts.

The first time the two-way squawked “medevac! medevac! 

medevac!” Mark Corcoran and I covered the 400 metres 
to the helicopters in pitch black and sub-zero temperatures 
without crashing into anything. The fast-moving bits of a 
Blackhawk certainly get your attention when you sprint 
towards them in the dark.

In seconds we were in the air. No lights. Just noisy engines, 
freezing cold wind, and the green image of a night vision 
adaptor on the front of the camera. There must be a hint of 
light for the night vision gear (mine and the pilot’s) to work 
at all. Moonlight is good, but not too much because the 
helicopters are visible to anyone who might want to attack 
from the ground.

We flew back to the site of an earlier incident that day, 
where a roadside bomb killed two US marines and injured 
two others. A member of the ground crew who went back 
at night to retrieve the mangled armored vehicle had been 
sprayed in the face with some kind of battery acid and 
required urgent attention.

TWO DEAD SOLDIERS

The earlier daytime filming had been a bit been rugged. 
We missed the flight because we were in another part of the 
FOB when the call came. That actually meant could able to 
position ourselves at the Forward Surgical Team (FST) for the 

Our digs for the duration of the embed. Warm, dry and dark. Photo: Craig Berkman
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arrival. The two dead soldiers were on the second aircraft, 
while the two injured were stretchered off the first.

Everyone had a dull ache in their gut because they knew there 
were two body bags. Two they couldn’t save. Two for whom 
the ‘golden hour’ now meant nothing.

I ran in behind the gurneys trying to keep out of the way while 
still capturing what’s going on. The injuries didn’t look life-
threatening, but nothing in be taken for granted.

Once inside the operating theatre I was amazed at how 
little these people were bothered by my presence. As long 
as I didn’t actually bump into them or block their access to 
equipment, I could film anything I liked. When the female 
soldier with the badly broken arm was about to be placed 
under general anesthetic, we were politely asked to leave 
because there’s a rule about filming unconscious soldiers in 
the OR.

We moved back to the anteroom which serves as an ER, only 
to find a group of soldiers gathered around a gurney bearing 
a black body bag. A medic had opened the bag and gently 
examined the remains of a compatriot as if he was still alive. 
That’s the procedure before declaring them dead. I started 
filming and no one took any notice. I wanted to capture this 
moment because it illustrated why these medevac and FST 

facilities exist. To give the people on patrol the best possible 
chance of not going home in a box.

US and Allied soldiers are not the only ones on the operating 
table, or in the helicopters for that matter. We were at the 
hospital one afternoon when the Blackhawks landed carrying 
a teenage Afghan boy who had been shot in the stomach.

He was conscious and frightened. Before going into the 
operating theatre, he was wheeled into an open tent adjacent 
to the helipad to be security checked. Once they were sure 
he wasn’t a threat, the translator explained to him that he was 
in safe hands and the surgeons took over. There was no rule 
about filming Afghan nationals in the OR so I was allowed 
to roll on as the doctors opened him up, repaired the internal 
damage, and stitched him back up. They showed the same 
professionalism and commitment as if the patient was brought 
in wearing a US Army uniform.

Our embed lasted about two weeks. The US medevac crews 
and surgical team members at FOB Shank continued to give 
us incredible access and several remain friends via Facebook 
and email. Some are very blunt in their assessment of the 
United States’ involvement in a war without an apparent end 
game, but for now, they know what their job is and, like 
Hawkeye and BJ in the TV show, they’ll just keep doing it as 
best they can until the shooting stops.



Far Left: Lt Ray Hanson and Craig Berkman. Ray shot some of the 
helmetcam footage used in the documentary. 
Photo: Mark Corcoran

Top: Bryan Helsel and Matt Hueman open up an Afghan 
teenage boy who has a bullet wound in his abdomen. 
Photo: Craig Berkman

Bottom: Best seat in the house. Photo: Mark Corcoran
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The resulting story was produced and reported on Foreign 
Correspondent by Mark Corcoran, one of the ABC’s best field 
operatives, and edited back at Ultimo by Simon Brynjolffssen, 
one of the ABC’s best dimly-lit-room operatives.

Craig Berkman was awarded a Gold Award and The Judges 
Award at the 2010 Queensland and Northern Territory 
Awards for Cinematography for his work on “The Golden 
Hour”.
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POLISHING THE VALIANT
BY ROGER LANSER ACS

A CINEMATOGRAPHER’S JOURNEY INTO POST-PRODUCTION CHAOS IN OLD EAST BERLIN

In 1996 I had the opportunity to film a sword and sorcery 
film. The film was Prince Valiant and the director was the 
descendant of film royalty.

He was the great grandson of J. Arthur Rank, founder 
of Pinewood Studios and The Rank Organization and 
considered the saviour of the British film industry. My director’s 
mother was the Oscar winning editor of David Lean’s 
masterpiece Lawrence of Arabia. That’s some serious lineage.

This story is not about the shoot, with its rubber crocodiles or 
speedy director. It’s a small but interesting diary about the 
colour grading that took place 14 years ago, in a facility in 
Potsdam that looked like a set from The Thunderbirds, in the 
oldest film studios in the world, Studio Babelsberg.

APRIL 1997.

DAY 1. Sydney Airport. I’m dealing with a 7-hour departure 
delay due to an Indian Air Traffic Controllers’ strike. Everyone 
is calm but cranky. I run into a female director I know who is 
off to China, me off to Berlin. We talk about how we nearly 
worked together last year and she tells me what she is doing 
in Beijing. It makes my trip sound like a week in a resort 
compared to what she was about to do. 

Walking to my flight I see another director I know storming off 
to another departure gate wearing his Akubra hat and Driza 
Bone inside. He looks like he’s going to herd cattle into a 

stockyard. No danger of him losing his national identity.

DAY 2. Frankfurt Airport. I leave my flight to connect to a 
Lufthansa flight to Berlin. It feels like I’ve walked for a kilometre 
in this super modern marble, brass and glass terminal. So 
many shops, it’s like a shopping centre with its own airport - 
except in this shopping centre the security carries 9mm Uzis. 

I phone Udo Happell, the post supervisor before boarding 
my flight to Berlin. I use my new toy, a global roaming digital 
phone, ooooh!  It probably costs me $20 a minute but I get 
through and tell him I’m running late and he confirms he will 
pick me up. I board the plane with my book, magazines and 
passport, my bottle of water and my Arri Swiss Army knife; 
after all it was 1997 - no shoes off, no belts off, no scanner - 
just walk on the plane.

I land in Berlin. My luggage doesn’t. It’s probably going 
around and around on a conveyer belt in Tel Aviv. I am met 
by Udo who is a tall blond man and very efficient. He finds 
the lost luggage place and gives them a serve in German on 
my behalf. This must happen a lot as there are four women 
working here in a very fancy lost luggage office.   

Udo and I drive the 30 minutes back into Berlin and talk 
about the film, he about all the post problems, sound, score, 
Foley and I about the shoot. Udo goes on to mention our 
director who was here for a while some time ago and says 

Camera Crew on Mt. Snowdon
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he demanded a certain brand of bottled water to be always 
brought to him and insisted to be taken to a specific gym, 
which Udo cutely pronounced GIM. That’s Tony all right. The 
man who changed his clothes twice a day. 

I finally check in to my hotel at 7pm Sunday night. 32 hours 
after getting to Sydney Airport. What day is it again?

Udo leaves me a VHS tape of the film to watch in my room. I 
go off to the nearby bierehalle for some music and bier.  Later 
I watch the tape. I weep. It looks horrible, I turn if off after 
20 minutes. It is a bad transfer from a crappy, ungraded and 
very damaged print. It is unwatchable and it is the first time I 
am seeing the animation elements that are used as links in the 
story. There is a loud knock on my door announcing that my 
luggage has turned up. It is pushed into my room and the bag 
looks like it is frowning at me.

DAY3. We drive to Studio Babelsburg where the laboratory 
is. Out from the free West into the old East Germany, 
down the freeway where the forest is cut way back from the 
roadway. It offered a clear field of fire so they could more 
easily sniper people who were making a run for it over 
the border. I love working here. It’s where Fritz Lang made 
Metropolis and Leni Riefenstahl worked on Triumph of the Will 
and the main studio is called the Marlene Dietrich Hall. Film 
history.

I meet with my color grader Martina. She is an older lady 
with a warm smile and dark eyes. She speaks no English and 

her second language is Russian. This will be interesting; an 
Aussie grading a film shot in Wales, processed in Germany 
and being graded by someone who speaks Russian. A piece 
of cake. We go into the theatrette and I feel I’m walking onto 
the set of an old James Bond movie from the ‘60s’. The décor 
and desk are decidedly Blofeld with a touch of old Russian 
hi tech. I remind myself that I’m in the East and the Wall only 
came down a few years ago.   

The print is very dark and has loads of scratches down it. 

My shoulders drop and I sink in my chair. No wonder the 
producers thought it too dark. Reels 2 & 3 are a little better 
but this print is very dirty. In the past when I have worked with 
Technicolor in Europe and De Luxe in LA they show me a 
graded print that they have made and that’s our starting point 
and discussions are all based on that print. This is a print they 
struck months ago and it has been used for the scoring and 
sound mixing. It has chinagraph marks on it and is jumping 
in the gate. Reels 4 & 5 are no better and the second unit 
camera work is, as I thought, very questionable. They bring 
me strong instant coffee with powdered coffee creamer - nice. 

We enter the room where we will be doing the grade. 
Small, dark and unventilated, the only recognizable piece of 
equipment is the Barco monitor. The coffee is starting to have 
an affect on my bowels, or is it the anxiety?

I’m happier now as the colour and light is still on the neg. I 
now have our translator with me named Axel, who helps me 

How many Vikings does it take to fix a volvo?
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get the information across to Martina. We grade rolls 2, 3 
& 4 as reel 1 is still having titles put on it. Back and forth we 
run the neg, brighter, darker, cooler, warmer, less green here 
more magenta there. These words leave my lips in English 
and come out of Axel’s mouth in German. Changes are made 
and Martina mumbles to herself in Russian as she shrugs her 
shoulders and waves her hands about. We disagree on some 
points which makes her talk straight at me in German, man it’s 
a stern language. Axel sits behind us translating from the dark.

We complete the first day’s work and both agree it is looking 
good but must pass judgment on the print tomorrow. I thank 
Martina. I’m corrected by Axel that it’s not polite in Germany 
to call a woman you have just met by her first name so I 
correct myself and say “ Gute nacht vermisst Schroder” and 
leave. 

I return to the office on the lot and when I ask about my old 
crew I’m told the heart breaking news that Martin, my focus 
puller, had died in a helicopter crash. 

He was a great guy and had been to Melbourne with his 
work and liked Australia very much.  He was also one of 
the few German crew who stood up to the Director when he 
was being an arsehole.  Once again I’m reminded of the 
real dangers cinematographers face in their everyday work.  
Filming from cranes and inside moving cars on busy roads. 
Off the sides of tall buildings and from helicopters.  It sounds 
so simple in the planning. Auf wiedersehen Martin, a good 
friend. 

That night Udo gives me a tour of Berlin at night, Brandenburg 
Gate, Check Point Charlie, The Reichstag (which is all 
wrapped in scaffolding and plastic getting a make over for 

the new unification of Berlin). We drive into the old East to 
meet with a gaffer and focus puller for dinner.  Great guys Uli 
and Frank. We talk film and DOPs.

All are interested in Australia. The climate, the film industry. 
I tell them all the things they want to hear. Part company 
in the cold night and business cards are exchanged and 
hands shook. We walk back to the car past bullet-riddled 
buildings lit by eerie yellow sulphur lights. Very beautiful and 
atmospheric.

DAY 4. Breakfast at 8am. They have huge trays of cheese 
and suspicious looking cold meats, cereal, fruit and tea from 
a big brass samovar.

Udo has organized for me to hear the final mix today in the 
dubbing theatre at 11am and at 9am I sit expectantly with 
Martina & Axel to watch the prints from rolls 2 & 3 which 
have been printed up.  Wunderbar, it looks great. Vision 
500 looks crisp and warm.  The CGI crocodiles seem to 
work and all on camera FX (sparks, fire, fireworks) all read 
true.  Some 2nd Unit night stuff still a little milky.  What was 
that guy doing?  Martina explains roll 4 will not be ready 
until tomorrow.  She seems relieved that I’ve liked her work. 
We exchange farewells and part. I wander back to the 
office to meet with Udo and Daniela.  After bad coffee and 
dialogue about producers and directors we go to the dubbing 
theatre for a listen to the digital sound of the old reel 1.  The 
dubbing theatre is the biggest one I’ve ever been in. If it 
were a cinema you could seat 500 – 600 people. Huge 
high acoustic ceiling, Art Deco wall lamps and a desk that 
would look at ease on the Starship Enterprise.  Plus all the 
other mandatory necessary distractions - pool table, ping-pong 
tables and video games and sofas.  THX has crossed over to 
East Berlin. Remember those sound trailers they had to remind 
us it was THX? The digital sound is excellent, if not a little 
too loud.  I think it is for my benefit and the guy who runs this 
place is well into his second bottle of wine!  He is having a 
week off from today. Subs rumble and woofers woof as the 
joust from hell tries to peek through the hairs and scratches of 
the crappy print.

I have lunch in the studio restaurant and run into the 
production manager and 2nd A.D. from the Valiant shoot. 
They are both on commercials and happy to see me….  
“How is Walliant?”  They ask. “Looking great,” I say. We 
chat for a while then part. I travel back to Berlin in the 
afternoon. On the way back it begins to snow. I like snow 
and I wind down my window and try to catch a snowflake 
pushing my grinning face out into the freezing flurry. Snow 
on the freeway, Daniela is surprised at my antics and says 
it’s bad that it’s snowing.  I’m left to my own devises tonight. 
I phone Ken Branagh and have a chat about him being 
directed by Robert Altman, the American south and promise to 
meet up this year sometime.

I walk up to our old crew watering hole that has the very 
German name “Irish Pub”, in the Europa Centre. I pass the 

Roger and Kate Heigl



famous bombed out Kaiser-Wilhelm Memorial Church that sits 
as a reminder for the locals as to the horror of war. I sit and 
listen to the band and have a few beers and walk back to the 
hotel. It’s very cold outside, the ice crunches under foot, steam 
comes out of my mouth. I realize I’m very underdressed for the 
climate.

DAY 5. Today Alexander Burner turns up from Constantine 
Films – the producers of Prince Valiant. He’s young and 
well dressed in a black leather jacket and black pants, shirt 
fashionably hanging out. He was later to edit such films as 
Perfume and Resident Evil. He expresses some concern about 
how dark it looks.  I’m not about to start defending my work 
or that crappy work print, so I say judging the photography 
based on that print would be like judging the quality of the 
score heard down a telephone.  He laughs, I tell him it all 
looks fine now.  The neg has been cleaned and graded prints 
made. Udo has organized to screen the graded rolls in the 
studio cinema.

I’m a little hesitant as I’ve only seen my prints in the Blofeld 
memorial theatre at the lab and I hope the projector lamp 
is reading the same foot-lamberts. The cinema is large and 
modern and the audience of Martina, Axel, Alexander, Udo 
and myself settle down to see reels 2, 3 & 4 with analogue 
sound only, as this theatre is not THX.

Print looks great and Alexander congratulates me. He spots 
some problem with the neg and he wants the dissolves into 
and out of the animation to be smoother. We agree a scene 
shot late day could come up 2 points lighter and the cave 
sequence could be a little colder, otherwise all is fine.  I head 
off with Martina & Axel to grade reels one and five. The titles 
are not yet ready but we decide to do reel 1 anyway.

Udo and Alexander go back to work on the German version.

Back to work on the neg.  Reel 1 has some of the best images 
in the film. Thagnar’s (the baddy) arrival at Camelot round 
room. Close ups of Katherine Heigl are excellent as well.

We move on to reel 5 scenes in Thule Castle all lit with fire. It 
looks dark and rich. 

Joanna Lumley looks great as Morgana the Witch.  Some very 
successful morphing into Katherine Heigl here.  Huge fight 
scene in the witches’ den really cracks along.

Martina says there are twice as many cuts in this reel as in 
conventional films.  We must remember the director’s mother 
is a famous editor here. We finish and Martina & Axel have 
to go to a staff meeting.  Solidarnosc Comrade.

I take a moment that afternoon to phone Emma Thompson 
at home before she goes to the States to film Primary Colors 
with John Travolta. Greg answers and says he’ll pass on the 
message when she gets in. I’m sorry I missed her. It’s 1997 
remember, no texting, no email or Facebook. If people 
weren’t home you missed out.

I’m wandering around the studios and find myself on the 
corner of Marlene Dietrich Hall and the old Prince Valiant 
office. That great feeling of the surrogate family you have 
with a film crew washes over me. We would stand here and 
drink German beer with the girls from wardrobe and make 
up, swiftly joined by the electricians and grips. I loved hearing 
them chattering away in German and laughing all the time. 
Now and again someone would explain what was funny but 
it didn’t need explaining really.

The beautiful northern hemisphere light breaks through the 
clouds low on the horizon and a cold breeze sweeps in so I 
drift back to the office.

Udo has arranged to go to dinner that night in the old East 
again and he promises to pick me up at 8. Alexander 
rings me at 8:10 to say to meet him and Daniela in the 
bar. Daniela was our producer’s assistant when we shot in 
Germany and a beautiful woman she is. Blonde, of course, 
tall and statuesque with a Scarlet Johansson innocence in her 
face.  She had an affair with Michael, our American camera 
assistant, during the shoot and now I think she’s banging our 
man from Munich.

Udo is late but says we will be eating on the company’s 
Deutschmarks tonight. That’s always nice isn’t it? The 
producers finally buy you a meal.

We drive deep into old Berlin. Past crumbling buildings. 
People like ghosts drift hunched over down dark laneways 
while we stride into a very trendy restaurant with massive high 
ceilings painted in what looks like stressed gold leaf. Friendly 
waiters and a very groovy looking crowd. Noisy and uber 
atmospheric. We talk about German directors and early films 
by all the old masters. Young Daniela just listens as we rattle 
off great scenes and moments from films she has never heard 
of. Alexander smokes continuously and we all slurp down 
expensive wines paid for by production.

I forget where I am for a while, as I can’t see out a window 

Roger Lanser in Welsh forest
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from where I sit, but when I get up to go to the toilet I can see 
out the massive glass windows at the front of the restaurant 
and there it is. The bright yellow street lighting, old buildings 
and an ultra modern tram passing through shot very slowly 
with German signage on it. That’s right, I’m in goddamn Berlin 
again and I take a heartbeat to reflect on how lucky I am. 

When I get back to the hotel at 1:30am I ask for an iron to 
press my shirt for tomorrow. “Iron in room is forbidden. We 
can press for you”, my girl at reception tells me. I ask how 
much for this and she says 7 marks. “10 bucks!” I bark out 
loud. “What do you do, send the shirt to Paris?” I say. Don’t 
worry; I’ll go with the ‘crumpled international traveller look’ 
tomorrow. Hotel living has its foibles.

DAY 6. As everything has been going smoothly I’ve moved 
my departure date forward and I’ll be leaving Berlin tonight. 
Back at the Lab we view graded prints of reels 1 & 5 and 
they look well balanced and beautiful. Martina feels some 
minor changes are necessary and I say that’s fine with me 
now I know we are on the same page with the look.

For only the second time Martina and I are left alone and I 
stumble and fumble with my German, trying to understand her 
through that thick Russian/German accent and I think I have 
just agreed to give Martina my address so her daughter, who 
is studying English, can write to my daughter Amy in Sydney. 
Pen pals if you will. Do you remember when people wrote to 

each other? 

Axel returns and he confirms that is what we were talking 
about and I give her all my details, which back then were 
only a phone number and address.  

Later that day I say auf weidersehen to them both for the last 
time and thank them for helping me through the whole process 
and say what a marvelous time I have had.

I phone my wife Deborah to say I’m coming home on the 
weekend. She is very happy but says as I’m coming into 
Sydney at 5:30am it’s best if I make my own way home.  
Thanks honey, love you too.

In the end your never sure what will happen to your film. It 
must be the same feeling for Directors, Producers, Writers, 
everyone. Every care and consideration has been taken 
in capturing the image and you wish it every success, like 
nudging your child out onto a stage into a spotlight at a 
school concert, hoping everyone loves them. On this film I got 
to work with some great new talent. Katherine Heigl, who is 
now both a television and movie star, Stephen Moyer star of 
First Blood, the hit vampire TV series, Thomas Kretschmann 
(Valkyre, The Pianist, 24), Ron Perlman (Hellboy), Warwick 
Davis (Harry Potter, Star Wars) and classic professionals like 
Joanna Lumley and Edward Fox, but a crew favourite was 
Udo Kier who was a muse and friend of Andy Warhol. Just 
fantastic. 

POLISHING THE VALIANT
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Prince Valiant enjoyed moderate success 
with cinema releases in London and 
across Europe. The only DVD copy I 
could get was in the German language 
only, which is strange as we shot it all 
in English. A DVD with no language 
options, go figure.  

I see they have remade The Three 
Musketeers. This will make it about the 
fifth time in English alone. There are 
Phillipino, Mexican and Danish versions 
also. Maybe one day someone will see 
this funny and cheerful version of Prince 
Valiant and say “Man, if we could just 
get Natalie Portman and Leonardo Di 
Caprio with De Niro as King Arthur or 
James Franco and Zoey Deschanel with 
Javier Bardem as the Viking King with 
the Coen Bros directing or maybe David 
Fincher or…”  

It was ever thus.

Thomas Kretchmann hamming it up with rubber crocodile



30

This is a story about a young man with determination, guts 
and no fear. His name is Mark Visser and he is a big wave 
surfer, the first in the world to ride a thirty foot wave…at 
NIGHT.

I was asked by a production company back in 2010 in 
Sydney to shoot a documentary about a guy who rides big 
waves for a living. Being a keen surfer I thought it would be 
a great doco to film plus the fact I started my career with 
Steve Oferrall and Gerry Williams filming water shots at the 
Stubbies surfing Classic at Burleigh heads. We had one week 
to shoot Mark on the north coast going through his training 
programme: free diving; board making; and fitted LED lights 
to his vest and board etc. The most important aspect of this 
project was the fact that Mark needed a way to light up 
the wave so we could shoot him surfing in the middle of the 
night. This is when we came across Doug Galvin ( Solis corp 
) who was enthusiastic and willing to help Mark out. They 
worked together for months refining the LED light that was 
fitted to Mark’s vest which had a battery pack and a switch 
to turn it on as soon as Mark was ready to surf. The vest took 
a lot of testing and many nights surfing with his brother at 
Sunshine Beach. The next step was to shoot Mark riding these 
enormous waves with Mother Nature holding all the cards.

2011 quickly rolled in and I was working on the floods when 
Richard the producer called me to say the weather man ------ 
had told him waves were on their way. These rideable waves 
can range from 30 to 40 ft ( old school ) at Jaws Maui. It was 
a tense scene at departures in Sydney, Mark was excited 
yet nervous: a lot of time, effort and money was going into 
his dream.  The biggest question was, “Will he be the first 
person to ride these waves at night?” Mark couldn’t even tell 
his girlfriend about this and of course the crew was signed 
to secrecy. This secrecy nearly cost Mark his dream. All the 
big name surfers were hopping on the Jetstar flight to Hawaii: 
some were getting off in Oahu and others were heading to 
Maui. It was like a freelance cameraman’s Christmas: party 
no-one wants to tell you what they’ve been doing or where 
they’re going.

We have 24 hrs to lock in jet skis, choppers, cameramen 
and final checks. Our fantastic production manager Olivia 
gets to work without telling anybody what’s going on: an 
extremely tough job. The most important shot for us was the 
chopper angle so we headed off to Windward Helicopters 
to meet Don Shearer - and what a great guy he was: so 
much experience but not really convinced he needed this 
challenge. After more talks with Mark, he convinced Don he 
was a professional athlete and credible surfer. So we hired 
two choppers: one to take me, the other to rescue both of us 
if there’s a problem. The second chopper had a search light, 
a bucket to scoop us up and a rescue guy with a spotter. 
The surf was getting bigger and we were running out of time. 
We still needed two jets skis and a driver who knew Jaws, 

NIGHT RIDER
BY DREW LLEWELYN ACS

and there were plenty of other surfers needing the same 
equipment. 

The main problem we faced was the concern that Mark’s 
dream would escape with everyone in Hawaii finding out 
about his vision of surfing Jaws at night. This meant the crew 
needed to find a jet ski driver willing to keep this potential 
act a secret. Mark was at the boat ramp checking out a ski 
and saw a mate, Urie from Cloud Break (Fiji). After a short 
conversation Mark not only had a driver but probably the best 
driver for Jaws. We were finally locked in and very excited 
about this challenge. Mark wanted to surf Jaws at 0300 
and all the crew were 100% behind him. I was driven to the 
chopper pad and given a very brief safety induction by my 
new best friend Don Shearer and off we went, flying at night 
like we were heading into battle. Mark, Urie, and his brother 
Kevin all had a 40 minute ski ride to Jaws I was told that very 
few words were spoken on that trip. 

When we were all set and did a comm’s check, Mark 
switched the vest and board lights on and was towed into his 
wave. What a sight it was, Mark flying down this huge face 
loving every second of it. History was being made, Mark was 
ripping this wave apart and with the full moon, and great 
flying by Don, I was able to capture it. We were only 20 
metres above Mark, flying backwards - steady as a rock. Mark 
had ridden the wave into the channel where he was picked up 
and taken straight back out for more. He kept surfing for over 
a hour with no concern about sharks or the blackness of the 
night. The waves were around thirty feet, no wind, a full moon 
and everyone doing their job exceptionally well: especially 
Mark. He surfed about nine big waves all of which will be 
shown in his first documentary, launching a series of nine in 
all. 

When Don said we were running out of fuel we had to head 
back so a few promo shots were done and we were finished. 
A great buzz filled the air and we were all happy to have 
accomplished  the footage needed to complete Mark’s dream 
documentary.

We met Mark at the boat ramp great experience. As he was 
loading his ski all the other surfers were unloading their’s with 
strange looks on their faces, like “Why is he wet ?” and “Is 
he coming in from the surf ?” Typical for Mark he just hopped 
in his car and just drove off. No fuss, now showing off: he’d 
achieved what he came here to do.

M
ark and D

rew
 celebrate. Photo: C

ourtesy of Fortress Sports
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Moonlight night. Photo: Courtesy of Fortress Sports

Don Shearer (Pilot) loves JAWS. Photo: Courtesy of Fortress Sports
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BIG MAMMA’S 
BOY BY JUDD OVERTON

I met Producer Matteo Bruno during the Screen Australia drinks 
at the Toronto Film Festival in 2007. I was supporting Dr Plonk 
and Matteo had his first feature Corroboree in competition. 
During the following years we discussed a range of projects 
and technical developments. Matteo has produced his 
second feature Blind Company and was looking for a more 
commercial project. He introduced me to his co producer 
Frank Lotito at the 2009 IF Awards. 

From a background in stand up comedy around Australia’s 
Italian club circuit and television producing Frank had 
come up with a script that they thought could be shot on an 
achievable and recoupable Australian budget. The idea was 
to make a simply told story with high production values. A 
romantic comedy in the tradition of Moonstruck and My Big 
Fat Greek Wedding. 

Matteo was aware of my low budget feature All My Friends 
are Leaving Brisbane and I had just completed short film 
Franswa Sharl. I was looking towards shooting lighter and 
brighter comedy projects as a lot of my work since film school 
had been darker styled Australian drama.

Frank and Matteo had hired experienced director Franco di 
Chiera who collaborated with Frank on writing the shooting 
script. I had initially worked for Franco in 1993. I was in 
the Art department of a television series he directed called 
3 for Ever and clearly remembered how friendly he was to 
all the crew. It was beginning to feel like a great series of 
coincidences.

In initial discussions with director Franco I planned coverage 
to give the actors as much space as possible, to let them find 
their own timing and rhythm. Ideas such as using wide-angle 
lenses and loose head operating to allow an unrestrained 
environment would let the actors get into a flow without the 
camera impacting the performance. A freestyle ensemble 
approach, very lightly scripted especially in relation to Rocco 
and his mates at the real estate office. They would improvise 
around the script and create the humor based on extensive 

rehearsals with the director.

As pre production progressed we discovered that to shoot 
this film in 5 weeks we would need to shoot 5 minutes a 
day. In the last weeks we ended up shooting up to 10 
minutes of dialogue per day. The schedule just didn’t allow 
the freedom for the style of shooting we had planned. It was 
agreed that the comedy needed to be more tightly scripted 
and coverage more controlled. We realized that a more 
traditional approach to dramatic coverage was going to be 
more achievable and this would buy us time in the schedule 
to explore the more improvised moments for a number of 
specified scenes; a party with Rocco and ‘the boys’ in his 
new apartment and office boardroom scenes early in the film. 
The improvised approach introduced the friendly banter and 
camaraderie between ‘the boys’ and the more traditional 
staging had the result of focusing on the story of Rocco’s 
relationship with his Mamma and his love interest Katie 
played by Holly Valance.

As my two previous feature films were shot on film I was 
really conscious of selecting the best format to capture Big 

Big Mamma’s Boy; The new romantic comedy starring Holly Valance 
& stand up comedian Frank Lotito revolves around Real Estate agent 
Rocco Pileggi (Lotito), an Italian Australian 35 year old, still living 
with his over protective Mamma and his adventures as he tries to 
grow up, move out and get the girl of his dreams.

1st AC Chris Child, Key Grip Arthur Manasakas and Camera 
Operator AJ developing a revolutionary 3D rig



33

BIG MAMMA’S BOY

Mamma’s Boy digitally.  The producers specified a bright, 
high key cinematic look. The hope is that our production 
values compare with America and the UK styled romantic 
comedy. There was also a preference for the security 
of recording straight to HDCAM tape. This choice was 
influenced by the fact that we had to keep the crew numbers 
down so no additional data wrangler. 

Through my testing and research of the digital cinema formats 
available to us, the Sony F35 stood out as a strong favorite. 
Shooting on hi-definition HDCAM for Big Mamma’s Boy was 
perfect as it delivers a clean bright look and in S-LOG, it has 
film like gamma and a huge latitude to handle highlights and 
sky. As we shot entirely in practical locations, this proved 
important.

We completed the package with a set of Zeiss Master Primes. 
Their inherent sharpness and the decreased depth of field from 
the Super 35mm sensor gave us the perfect tool to capture the 
high-end comedy look that we were after.

Crewing up a shoot in Melbourne, March 2010 proved to be 
difficult as many technicians I had worked with were booked 
out. It was one of the Victorian industries busiest periods in 
recent history. Fortunately my enquiries led me to meet Steve 
Price. Pricey had lit Closed for Winter for Kim Batterham ACS 
on the Sony F23 so he had a great appreciation of the way 
the Sony cameras handle light and colour. Being that this was 
my first feature film on digital my main focus was to monitor 
my latitude and reduce over and under exposure. However 

the brief was cinematic so I didn’t want the film to look flat. 

I have shot a lot of RED One and other High Definition 
cameras on commercials and music clips so am aware of 
the positives and also limitations of digital formats. I was 
very fortunate to get time in our short pre production to shoot 
camera tests with the two lead actors in one of the main 
locations. While lighting Holly we discovered how fantastic 
she looks with a classic Hollywood look, high angle light 
straight over the camera. Naturally when we came to test 
the male lead we found that he was going to need a totally 
different approach. In Frank’s case I found that a small eye 
light right on his eye line was required to get his eyes to 
sparkle. Sometimes this meant having two lights set to catch 
his eyes when he turns to a second position. In addition, 
Frank’s Italian complexion was much darker than Holly’s 
near porcelain skin as she had spent recent months out of the 
sunshine while living in London. The first trick was to keep 
Frank out of the sun, the next was to subtly darken Holly’ skin 
and try to find a happy middle ground. Even after Make up 
department gave Holly a natural tan I found we needed to 
add a bit more illumination to Frank’s face when ever we had 
a two shot. Pricey always had a Pup or Arri 650 standing 
by, with ¼ CTB plus diffusion and a snoot just to light up the 
shadow side of Frank’s face and keep the light balance more 
equal between the two leads.

After my basic testing I discovered that I could safely expose 
the F35 with my light meter just like exposing for film. I set 

Judd Overton
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my meter to 500ASA and was amazed by how accurate the 
exposures were. The other impressive thing about shooting this 
format was the dynamic range. 

We shot with the camera in S-Log and S Gamut Colour 
space and found that the highlights to +4 stops over exposed 
maintain detail and became quite creamy rather than a hard 
video clip. In fact the F35 has the possibility of up to 5.3 
stops above 18% grey in EXTEND MODE (and +3dB gain) so 
for our daylight exteriors and bright windowed day interiors 
(about 60% of Big Mamma’s Boy) we shot at 640 iso, the 
sweet spot for this project, delivering maximum latitude and 
negligible grain.

Quite different to my experiences Pushing film exposure, on 
F35 the latitude increases as the gain goes up. The Sony 
S-Log White Paper below explains the difference.

PUSH PROCESS

Increasing camera gain will improve camera sensitivity but 
increase the camera noise floor. When extra dynamic range 
is required, define exposure value according to the light meter 
readings as in film PULL PROCESS.

Reducing camera gain will improve the signal to noise ratio 
performance. It is suited for blue/green screen effects shots 
where pulling a clean key is of prime importance. Note that 
the camera dynamic range will be reduced.

Shooting 5-8 minutes of screen time per day could have put 
up a good case for making Big Mamma’s Boy a two camera 
shoot, however due to our budget, this would have meant 
shooting on lower spec HD cameras and would detract from 
the soft glossy look we were after. Production had some 
tough decisions to make. With the help of David and Mike 
at Gear Head in Sydney I managed to test shoot a scene 
combining the F35 with master prime lenses and a series of 
inserts shot on the Canon 5D. I then assembled these with 
colourist Deidre McClelland at Digital Pictures, Melbourne. 
We discovered that if we stuck to a particular set of rules for 
shooting the 5D such as; out of focus back ground, on tripod 
or locked off and ECU, insert or macro type cutaways only, 
we could match the grade pretty closely on the Lustre. When 
we got the H264 footage into LOG colour space for the 
final grade it is lot harder to reduce the contrast and maintain 
colour information. Fortunately, the editor made and early 
decision to use all the F35 footage first, then resort on the 

Rocco (Frank Lotito) seals the deal in the Office boardroom

BIG MAMMA’S BOY
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DSLR footage only when necessary. As a result only 5 or 6 
cutaways that we are quite happy with made the final edit.

Because of the bright and cosmetic look requested and really 
wanting to show off the depth of our practical locations we 
were lighting to around T4/5.6 wherever possible. This 
meant 4 times more light than a lot of productions where 
2/2.8 is a luxury and Super Speed lenses a necessity. It 
also meant more time required for the set up but once we 
got shooting, the coverage happened much faster and 
the performers had more freedom to explore the space. 
Fortunately the crew was up for going on the journey and 
we managed to achieve a result that really maximized our 
budget. In the end we did manage to get an intern in the 
lighting department to help out but there were some huge 
days and I cant say how much I appreciate the job the 
lighting department delivered.

Our basic lighting set up included Kino Flo Blanket lights or 
in the smaller locations a Wallo Light with 8’ or 6’ diffusion 
to create a large soft source, this quality of light really wraps 
around the actors and provides a more consistent light level 
than by using multiple smaller sources. Pricey would often 
wrap this main source around with the aid of a single 4’ Kino 
tube or 2’ Kino bank diffused right down. To this formula we 
added the specific lights for either lead actor and at times we 
had to light them both separately within the frame to make 
them look their best.

We allowed for a heightened reality but were still shooting 
a domestic comedy so I didn’t want to push the lighting too 
hard, also, we needed to be able to maintain a consistent 
look throughout the film and while some locations were very 
film friendly, other locations such as houses and shops we 

needed to leave a very small footprint. We used backlights as 
naturally as possible either a 4K or 6K HMI catching an edge 
or throwing a splash of light into the background to create 
depth and show we weren’t shooting in a set.

When viewing our tests at Digital Pictures in Melbourne, we 
discovered an issue with the amount of green visible when 

DOP Judd Overton discusses the shot with 
Director Franco di Chiera (seated)

Lining up a shot with Holly Valance in the Real Estate Office.
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ART ADAMS FAR RED OBSERVATIONS
With the development of high-end Digital Cinema cameras, 
the sensors have become so sensitive that a real issue has 
developed in the form of visible red and it seems that every 
camera can be quite different in regards to the best way to 
deal with it. Many cameras including the F35 have a built in 
IR filter on the sensor however this doesn’t quite stop all the 
red spectrum from getting through. 

AMERICAN DP ART ADAMS FOR EXPLAINS IT 
CONCISELY:
Far red is not infrared. Infrared is heat, and every silicon 
sensor ever made is primarily sensitive to heat. It’s just a 
fact of life: given its druthers, silicon sensors would rather 
function as IR imagers because heat is what they see best. 
Humans, on the other hand, don’t see heat at all, so we 
cut off the portion of the spectrum silicon loves most (above 
a wavelength of about 750nm - nanometers) and keep the 
rest.

Far red is a color that is on the very edge of the visible 
spectrum. It’s just above red and it’s a color that humans 
don’t see easily, if at all. Most modern cameras, such as the 
F35 have an IR cut filter that chops off the spectrum starting 
at around 700nm, where the visible spectrum ends, and that 
eliminates infrared contamination that starts at around 750-
800nm. 

But there’s a little sliver of far red, just below that 
range (circa 680nm), that, if amplified, shows up 
in certain types of synthetic fabrics and clothing 
dyes.

What’s the best way to amplify a color like far 
red? Put a filter in front of the lens that blocks 
visible light, requiring the stop on the lens to be 
opened. Opening the stop brings the level of 
visible light back to normal but boosts far red, 
because far red was never cut to begin with. 

-------------------------------------------------------
Regarding this issue on the Alexa, Art asked 
ARRI’s Michael Bravin why they didn’t just put a 
680nm cut filter on the sensor and wipe out this 
far red contamination once and for all. 

Eliminating all far red through the use of a very 
low cut dichroic filter on the sensor can have a 
devastating effect on flesh tone. 

The T1 (Tiffen, Dye filter) rebalances colors 
to prevent far red from overwhelming far red-
reflective fabrics and dyes while protecting and 
preserving flesh tones.

----------------------------------
You might work with the wardrobe department 
using this quick test which Art developed to show 
which fabrics may prove an issue with far red. 
Take an ND 9 filter and a torch to illuminate and 
view your dark fabrics. 

Of course when possible, shoot wardrobe tests.

..the filter blocked visible light while passing far red above 
680nm, which showed which fabrics reflected far red; and 
the tungsten flashlight was necessary to provide full spectrum 
light so that far red was present to be reflected. This doesn’t 
work with near infrared, which is what the RED (One and 
MX) is sensitive too, but as the Sony (and Alexa) cameras 
are oversensitive to red at the edge of the visible spectrum

I’m not sure why I’m getting contamination from cotton, 
which is a natural fiber, but the implication is that the fabric 
dye is the culprit, a “100% cotton” label doesn’t seem to 
guarantee clean blacks.

-------------------------------------
Thanks to the words and research of Art Adams and to 
Oliver Scott for putting me onto him.

References:

http://www.artadams.net/

http://provideocoalition.com/index.php/aadams/story/
using_the_nd_90_filter_as_a_preproduction_tool/

http://provideocoalition.com/index.php/aadams/story/
arri_alexa_and_far_red_a_problem_thats_already_been_
solved/P1/

http://en.wikipedia.org/wiki/Infrared#ISO_20473_
scheme
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BIG MAMMA’S BOY

stacking Neutral Density filters, i.e., ND 9 plus ND 6. Many 
cinematographers and assistants are handling this now by 
using the higher density ND filters such as ND1.2 or ND1.6 
which seem to be essential for daylight shooting on cameras 
rated near 800 ISO. Eventually we set up LUTs for our rushes 
transfer as we wanted to work in S-LOG Cine mode rather 
than use the alternate option of white balancing for each 
filter pack which would require us to use the F35 in its video 
gamma configuration.

This worked for a majority of scenarios as I could consistently 
use just a single ND (0.3 or 0.6) for Interiors and Night 
scenes and often use a 2 filter pack such as ND1.2 + ND 6 
on Exterior daylight locations. Of course this caused an issue 
where I wanted to use ND Grad filters and we 
would have to juggle the filter kit and desired 
depth of field to counteract the colour shift.

This approach didn’t work however for some of 
the wardrobe choices. Here the issue want simply 
the stacking of green filters in front of the lens, the 
issue we came up against is visible red sensitivity. 

Postproduction on Big Mamma’s Boy was a 
simple one light transfer to ProRes HQ Quicktime 
files for editorial using the basic LUT’s we 
established during testing. Any issues such as 
focus or exposure that we found during rushes 
screenings at the end of each day could be 
queried and viewed in S-LOG at Digital Pictures, 
however I only recall this happening on one 

scene, on the whole our LUT’s help up well, so much so that 
the audience test screenings were done direct from the one 
light rushes transfer and with out manipulation.

Once the edit was locked off the whole film was re-conformed 
from the SR Master tapes in LOG space and graded in the 
new state of the art theater and Lustre suite in Melbourne. Set 
up for film out through Cinevex.

Big Mamma’s Boy is in cinemas 28th of July through Madman

Day 1. Shooting Summer on the beach at St Kilda (Franco di Chiera, Judd Overton, Chris Child)

Mamma’s House
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ND: How was it working with Peter Weir again on The 
Way Back?

RB: Peter is the master storyteller, all of his films are good 
stories and he, of course, has a lot to do with that. Peter 
and I work well together but there was a gap of about 20 
years. I was on a plane going to LA to grade a film I’d done 
called American Outlaws and Peter was on the same flight. 
We were sitting next to each other and he started telling me 
about this film called Master and Commander and I thought 
God I’d love to work on that movie. Peter asked me where I 
was staying and at about 8.30pm that night he rang up and 
said he was going to drop the script around. That was pretty 
exciting and so that was the first film I’d done with him for 
twenty years. But at the end of the day he said ‘we haven’t 
worked for twenty years but the short hand is still there’. Peter 
likes his DOP to have a lot of prep.  I think the shoot was 
about three months in total for The Way back and I’m sure I 
had three months prep as well. 

Peter likes to complete an awful lot of research before the 
shoot. He thoroughly researched the Gulags, the period, the 
political background etc. He gives his crew lots and lots of 
research to read and we looked at quite a few documentaries 
about Tibet and Mongolia. 

ND: These films and research – did they set a trend for 
how you envisioned the visual landscape of the film?

RB: I couldn’t say that one particular film or documentary was 
an inspiration for the whole visual look of The Way Back. 
When the camera rolls on the first take of the first shot of the 
film on the first day, that’s when you really you think, I’ve 
got to get this right. Often I did a lot of tests; we did tests on 
locations and we did some tests with actors on the forest set 
and that begins to give you some sort of a visual clue.  When 
you first read the script your first inspiration is often the best 
one. That’s hopefully what you get on day one and you have 
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to carry that vision on throughout the film. 

ND: What film stock did you use and did you ever 
consider shooting digital?

RB: Peter is a traditionalist and so am I. We never even 
considered HD, it had to be film. I only used one film stock in 
the whole film. It was 5219 Kodak Vision 3 500T.  Olivier 
Fontenay from Deluxe E film said to me that 5219 is the best 
stock Eastman ever made. Olivier works with these film stocks 
all the time so I decided take his advice and shoot 5219 for 
the whole film. We were using the 500T even for exteriors 
and in bright sunshine and you just stop the lens down. 
5219 is just beautiful; it has great saturation and is really 
sharp. Logistically, using one film stock for the entire shoot 
made everything simple, but creatively you can achieve the 
same look all the way through the film in terms of contrast, 
saturation and all the other things that colour can change from 
one scene to the next. It’s something that the audience aren’t 
consciously aware of but I think they can sense that something 
has suddenly changed if you switch film stocks for each scene 
and that may be jarring. 

ND: What testing did you do in pre-production?

RB: We didn’t test so much for the look of the film, but we 
did a lot of testing on the costumes just to make sure that the 
colours were right. We also did a little bit of testing with the 
makeup. Eddy Henriques was the key makeup man on Master 
and Commander and The Way Back, and he is great.

ND: How many locations and sets did you have?

RB: One of the most important elements in The Way Back 
was choice of locations. A lot of the forest location was shot 
on a sound stage but there were a lot of terrific locations in 
Bulgaria, Morocco and India. We were in Darjeeling, India, 
for just a few days – and it rained everyday that we were 
there – we were supposed to shoot for one day but as it 
rained every lunch time so we had to pack up and go home 
and come back the next day, we ended up shooting the 
sequence across three mornings. 

In Sophia, Bulgaria, there was this big old studio complex that 
has about five sound stages, all pretty old and decrepit. They 
were built by the Russians in the 50’s or 40’s and half the time 
it was colder inside than it was outside. I had always wanted 
to build a forest set, and the stage that had been set aside 
for the forest was pretty long and narrow. This meant that 
the set was just along the side and all the support equipment 
was on the other side. I didn’t think it was ever going to 
work because we couldn’t shoot reverse angles back.  So 
Ian Bird, who was my key grip, and I were walking through 



another stage that more square in shape, there one day and 
we thought ‘Gee this would be good for the forest set’ and I 
went to the producers and they eventually were able to switch 
stages. The art department and the construction department 
did a fantastic job; they brought in a lot of pine trees from a 
commercial forest and a lot of fake, fibre glass pine trees that 
we were able to move around whilst shooting. The real pines 
were about 10 metres high and cut off at the top obviously. 
They had to be well and truly fastened to the floor, the fibres 
glass ones you could move around quite easily. The floor was 
made of undulating dirt so they could top it with false snow. 
I had ordered 60 space lights and they had to go in before 
the trees went in and as they started putting the trees in I 
realised that they were going to steal all my lights so I had to 
double the order of space lights to 120. It turned out to be a 
great time saver; all the night exteriors were shot on the stage 
during the day so I could switch from moonlight to daylight 
quickly and easily. 

ND: Tell me more about your lighting plans? 

RB: I also had a couple of Xenons which didn’t prove to be 
very useful but I had some 4K mole beams which were great 
hard direct light. I had a few 18ks up in the rafters of the 
forest set as well - I didn’t use them a lot because most of the 
time it was snowing and so the light was softer, but they were 
there so I could put in a harder light if I needed to, to alternate 
with the space lights. 

ND: How did you light the Gulag?

RB: During Peter’s research he found that the Gulags were 
about 25 metres long and all they ever had was one single 
light bulb right in the middle right above that heating unit. So 
to keep true to this Peter wanted the light to drop off at either 
end. The guys who ran the Gulag normally sat in the middle 
where there was the most light and heat. In the middle of the 
room, I bounced a cluster of four blondies up into the ceiling 
of the barracks and I added a bit of blue to them to make 
it a little bit colder to emulate moonlight. Further down the 
barracks I had a couple of blondies bouncing and then at the 
end one blondie bouncing up into the ceiling so the light just 
dropped off away from the central section. 

The exteriors of the Gulag were also a set. About half a 
kilometre from the main staging complex there was an open 
flat area where they built the entire Gulag. It was a big set, 
the area was fully fenced all the way around and they had all 
the buildings; not all of them were practical interiors but the 
barracks, the pump house and the kitchen areas where they 
used to hand out the slops were all practical sets.

After Sophia, we went on to Morocco which was a bit of a 
bore, mostly sandy and bright blue skies so the thing I had 
to contend with then was contrast even on the day exteriors. 
I lit these scenes mostly, which I always do, with 12 x 12 
bounces or 4 x 4 bounces. I usually have white on one side 
and silver on the other so I can get them well back and use 
silver, or get them in close and use the white side. I find 
it to be a very flattering light. I hate exteriors that look like 
they have been pulled out of a truck, filled with phony and 
hard shadows. I find it much more natural to light with large 
bounce sources. I don’t usually use Lisa Marees, I just usually 
use either white or an ultra bounce or silver, fairly soft silver in 
fact. If it is hard silver I get the lighting guys to put that through 
a frame as well. There was always talk in the early days that 
the bigger your light source the better it is, the more flattering 
it is and the more real it looks, so, in fact a 12 x 12 griffon is 
a great big light source. Most Australian DOP’s were trained 
on quite low budgets so we had to be resourceful and I have 
found that using big bounce light was a good cheap way 
to light exteriors. I still have lights if we need them and I will 
also even put an 18k and push it into one of those bounces 
if it gets cloudy and we needed a bit more power from the 
bounce. We had to be resourceful in Australia and I think it 
is just a style I developed from working outside a lot and with 
lower budgets.  I know I am not the only DOP to work like 
this; shooting outside in Australia can be a real challenge. 

The third film I shot was Picnic at Hanging Rock and that 
was the first one with Peter Weir. We had done a bit of 
research and I was a big fan of the Heidelberg School and 
impressionist painters in Victoria in the 1850s, like Arthur 
Streeton and Tom Roberts – a lot of painters used to catch 
a train out to Heidelberg and paint all day. They always 
used backlight and the Impressionists always used backlight, 
Monet did, they all did it and I thought it would be a very 
apt look for Picnic at Hanging Rock. We were lucky to have 
a great First AD, Mark Egerton, who was sympathetic to 
my lighting plan because he was an amateur photographer 
himself, so we tried to schedule the location so I could always 
use backlight and that is much easier to control, the harsh 
Australian sun coming straight onto the actors - that is horrible. 
You try to battle the harsh overhead sun by trying to erect a 
silk overhead and then you can never get the stands out of the 
shot and you never have a big enough  silk – not that I don’t 
ever use them but they cause other issues.

You don’t win all the battles of course with scheduling and 
the First AD, but sometimes you are prepared to compromise 
in some scenes to get your way on what you consider to be 
the important scenes. I think in Australia all DOPs come up 
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through the ranks having to work very closely with our assistant 
directors and I find I was still do even on commercials so it is 
great way to be able to wrangle the schedule a bit. It is an 
important part of the DOP’s job really is to be involved in the 
scheduling. In preproduction you go and visit the sets more 
than once. Often if I am worried about a location I will go out 
on my own and sit there for a while. Or go visit two or three 
times during the day to check the light. I will then report back 
to the AD and say I think we should really do that scene in the 
late afternoon.

ND: How do you approach orchestrating multiple camera 
angles on one scene?

RB: Whilst we were scouting locations we would pick angles 
where the various cameras would go so we had it pretty 
well covered in pre-production. You can’t do that on the fly, 
you have to plan for that sort of coverage.  In a few scenes 
we had some operators on the surrounding hillsides, it was 
a rocky sort of slope and we had two or three cameras 
up there doing different shots and once they got there they 
couldn’t be moved for a while, as I knew we might be two 
or three cameras down for the next part of the scene while 
they came down the hillside to join us again. It is just a matter 
of planning. Peter likes to use two cameras all the time and 
most directors do and I like to reserve the right to jettison one 
camera if I think it is okay. Usually a director will say that is 
okay as often it is better to keep shooting continuously with 
one camera than wait for two. If I think it is a real compromise 
for lighting I will ask a director to just lay one camera off 
for a while but invariable you shoot with two cameras on 
everything. 

In the very first scene in The Way Back where they drag the 
young wife in and she is been forced to name her husband 
as a spy, we had two cameras on that and it was a tiny little 
room. I was using a practical light that was on the table to 
light Jim. It was just a little reading light, and I had it centred 
so it would just light him from the nose down and the rest 
just gradually dropped into nothing. Just before we rolled 
the B camera operator who wasn’t one of our regular ones, 
just ducked in and he twisted the light, and I had to race 
out and say don’t move that light and I had to twist it back. 
Sometimes, there is a bit of a problem between A and B 
camera, positioning of actors and of props, because it will be 
perfect for one shot and not for the second camera, and then 
you have to try and compromise.

ND: Tell me about the composition in the film?

RB: I don’t intellectualise a lot about composition; the locations 
gave us great inspiration. When you put four or five guys 
and a girl in a landscape, and have them trudging along 
in fabulous wardrobe and they are tiny little specks away 
in the distance you can’t go wrong really. You compose it 
nicely for the rock ledge on that side and the sand on that 
side and balance the frame nicely, but it isn’t a big deal. 
Peter is never short of ideas.  Ideas just roll off the top of his 
head so he’s never at a loss of how to shoot a scene. We 

had two fantastic camera operators Mark Vargo, who I had 
worked with before and I also got him to shoot second unit for 
me. We also had a local guy as A Camera and Steadicam 
operator Lorenzo Senatore who was also fantastic. Peter likes 
to work closely with his operators so it makes my job a lot 
easier. We had a very good camera team actually.

ND: What lenses did you use throughout the film?

RB: I am not a big fan of ultra wide angle lens in period films. 
I just think they look funny so we didn’t plan to use any ultra 
wide angle lens and we just used a pretty normal range of 
lenses. Of course we carried a full range of lenses, we had 
from 14mm upwards of the Panavision Primos and we also 
had an 11 to 1 Primo zoom and the shorter Primo Zoom as 
well and we had a longer lens, a 150-600mm Canon. 

The choice of lenses on this film was fairly normal; we did not 
go to any extremes. The 28mm got a lot of use it is a great 
lens particularly for over the shoulder shots. We would go 
from 75mm to 100mm particularly on portraits, and maybe a 
bit longer on the zooms for close-ups but nothing too extreme. 
These longer lenses narrow the perspective and generally 
throw the background out of focus.  You’ve got a flattering 
lens on the actor and the background dropping out of focus 
and that is always a good device rather than pushing a wide 
angle lens up close. I didn’t want and I never do want the 
cinematography to jump out so much that the audience think 
that is a fabulous shot because the story is the most important 
part of the film. 

ND: How did you go about collaborating with the Art 
Department?

RB: We had a fantastic art department. John Seraff was 
Production Designer. The colours of the costumes and the 
colours of the interior of the Gulag’s barracks were all 
masterminded to be not only real but to be complimentary. 
There were no bright colours and everything was hues of 
dark grey and dark brown. Peter is very particular about all 
that stuff and it had to be real from his research and it also 
had to blend and look right. Even when we went to Morocco 
and they were out in the middle of these sand dunes the 
colours that they were wearing were very complimentary 
to the colours in the sand and the locations around them. It 
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was no accident that’s for sure. Normally I spend an awful 
lot of time in the Art Department going through a pile of stuff 
and they usually have an awful lot of books. That is also part 
of our training from the old days too I think. Back then the 
Art Department was probably two or three people and the 
camera department was about two and lighting may have 
been three, so when you are doing preproduction it was 
probably just one office and that was a great training ground 
for this important collaboration.

ND: The film is one long journey and a big walk, so how 
did you approach the notion of screen direction?

RB: If is funny you asked that because when first went to 
Bulgaria I said to Peter have you got any screen direction 
in mind? For the progression of the escape, you can’t have 
them going this way and that way, it would be confusing. He 
said what do you think and I said I know in the early days 
of westerns the goodies always rode left to right and the 
baddies road right to left, because left to right feels natural 
as it is the way we read. So we decided that should be the 
screen direction, not that we couldn’t ever break that. Once 
they got far enough away from the Gulag I think we shot a lot 
of different screen directions but the general space and feeling 
was a journey from left to right.

ND: What was the biggest challenge on this film?

RB: Logistics are always the biggest challenge on a shoot. 
Knowing what equipment you need for a certain scene, and 
if that scene gets moved for one reason or another, you have 
to make sure that you keep track of all the special equipment 
you need in the truck and when it needs to be there. I think 
one of the biggest challenges for me was also always going 
to be shooting night exteriors in Morocco. The film industry 
is not terribly well set up although they make a lot of films 
there. Normally they are English films with bigger budgets 
and they just bring in the bigger items that they need. We 
brought all our camera equipment, but we couldn’t bring a 
generator or cherry pickers in. That meant that around 20ft 
was the highest I could get a light up in the air. Nowadays 
you can get 100ft in the air but we just didn’t have access to 
that sort of equipment. So the night exteriors were a challenge 
and a bit of a compromise, but with DI’s now, you can do 
so much more now than we could 15 or 20 years ago in 

post to help this. If I don’t have the tools or the time you know 
what you can do in post to help yourself on set. On Ghost 
Rider which we shot in Melbourne, there was a night exterior 
in a graveyard and we had some light on the grass verge 
which was very difficult to cut and I thought I can do that in 
post. Once you have done a DI or two, you start to learn 
what sort of cuts you can take. I am a big fan of DIs. I shoot 
a lot of commercials and I nearly always go to a grade on 
a commercial if I can. There I have learnt what you can take 
care off in post. So when you go onto a movie it is not such a 
big leap.

Another interesting challenge occurred when we were 
shooting the sandstorm scene; a real sandstorm actually blew 
in! There was a ridge of sand off to the left and a little gully 
and in the story the characters see the sandstorm coming and 
they have to take cover in that gully. We had about four huge 
wind machines like aircraft propellers blowing sand and dirt 
towards us creating a hell of a windstorm and dust storm. We 
were just setting up to shoot it and a real dust storm blew in. 
It was incredible, you virtually couldn’t stand up in it – you 
couldn’t walk in it because you’d be blinded by it so we had 
to take cover. People were running around saying we’ve got 
to shoot, we’ve got to shoot and of course it was impossible. 
We were all scrabbling to get in the land rover, to take cover 
because you couldn’t stand. It blew through in about ten 
minutes so we got a first hand look of what it was going to 
look like in the final film! 

ND: Thanks for your time Russell. What is next for you?

RB: My wife and I have got two new grand children and I’m 
over travelling for five or six months at a time so if I do another 
picture I’ll be choosy about what it’s going to be. I don’t want 
to die in some town in the middle of America and get carried 
out in a pine box. Of course if Peter asked me I’d think about 
it very seriously. I am doing commercials at the moment, I’m 
enjoying them and I get to be at home, it’s the best of both 
worlds.

CAMERA PACKAGE: 2 x Panavision Millenium XL cameras 
and 2 x Panavision Platinums cameras, an P/V Arri 435 for 
high speed and second unit

FILM STOCK: Kodak 5219 Vision 3 500T
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John Bowring ACS passed away very suddenly on the 16th of 
April in Hong Kong on his way back to his beloved Australia, 
after a very successful NAB in Vegas.  Over 1500 people 
attended the memorial service for John on Tuesday the 3rd of 
May 2011 at the Docklands Studios Melbourne.  It was a 
wonderful celebration of an incredible life and one that was 
both fitting and appropriate for a man of his immense talent 
and generous nature. There was an extraordinary feeling 
of love and camaraderie in the air that his family, staff and 
friends will never forget.

A cinematographer for the last 35+ years, John Bowring ACS 
won over 30 awards for cinematography as well as running 
the largest Australian owned camera equipment rentals and 
sales business.

At the age of 12, John Bowring decided that he wanted to 
be a cameraman for Cinesound Newsreel - unfortunately the 
closest he got was projecting their last newsreel! So after years 
of following around news crews on weekends and during 
school holidays, John started his full time employment at Village 
Theatres and then later at GTV9 News in Melbourne. At GTV9 
as a film editor /sometimes sound recordist and cameraman, 
he covered news events, including the dismissal of Gough 
Whitlam. Poached from Nine to shoot Michael Willesee’s new 
current affairs show on Channel 7 - Willesee at Seven - John 
later both shot, directed and edited many documentaries. He 
also shot and edited segments for many variety and comedy 
programs, including the Paul Hogan Show.

For the BBC, he photographed and directed the Clive James 
Postcard Series Specials on New York, Cairo, Sydney and 
for the UK’s Carleton TV, “Postcard from Bombay,” then Hong 
Kong and a special on Melbourne and the Melbourne Cup.  
In 1992 he shot and was the colourist for “Elle” - Australia’s 
top rating documentary for that year.

In the midst of all the shooting and editing, John started a 
company called Lemac in 1975, on the suggestion of GTV9, 
to supply his services to them outside of News. Later the 
techniques and equipment he developed or discovered as 
a working cinematographer would lead to Lemac being a 
supplier of film equipment and production services for other 
broadcasters and filmmakers. Lemac today, which John has run 
jointly with his wife Sue Greenshields since 1982, is based 
in Sydney, Brisbane and Melbourne, providing state of the art 
film and digital equipment for rental or sale, as well as post 
production facilities and creative services. 

Amongst the technical developments that John Bowring has 
developed over the years has been the stretch frame shooting 
technique - which won him awards for cinematography and 
technical innovation and film negative and interpositive transfer 
to tape techniques. In the nineties he led the way with Super 
16 & 16x9 origination for television, timecode on film instant 
sound syncing system, MultiCam film systems on pedestals 

(Murder Call) reverse emulsion film techniques, and the 
‘eyeline’ device for filming children.   

In 1999 the FACTS - the Federation of Australian Commercial 
Television Stations approached John to shoot and post produce 
their High Definition Presentation to the Federal Government 
that lead to the introduction of HDTV in Australia.  Lemac, with 
John’s leadership, introduced Australia’s first HD capture rental 
equipment in 2000 and for a long time was Australia’s only 
HD rental equipment supplier, supporting and training DOPs in 
this new capture medium.  

Later Lemac was instrumental in pushing 4K digital acquisition 
in the country as an early adopter of the Red Digital Cinema 
camera system. On “Knowing”, John was hands-on, filming 
the early camera tests that led to production shooting on RED 
ONE with Lemac equipment and support.  In May 2010 John 
made history again, filming Australia’s first 3D footage to go 
to air on free to air television. It was for the Nine Network with 
CEO David Gyngell welcoming viewers to 3D television.

As a cinematographer / imaging technologist, John spoke 
regularly to organizations such as, SMPTE, ACS, VCA, AFTRS, 
Open Channel, Swinburne School of Film & Television, 
Deakin, SPAA, RMIT Media, Australian Documentary 
Conference, North Sydney TAFE, SSAV, KODAK, the NINE 
and SEVEN networks and most recently FOXTEL on technology 
and training.  International equipment manufacturers - such 
as AATON, DEDO, TRANSVIDEO, ZEISS, PANASONIC, 
and CENTURY - consulted him on camera and lens design. 
Swinburne University of Technology has created The John 
Bowring ACS Memorial Scholarship in his honour and in 
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recognition of his contribution to the Film and Television 
program. It will be awarded for the first time in 2012.

Commercially as a cinematographer, John shot nearly all of 
Nine Networks image and ID campaigns, many of the Seven 
Network’s over the last twenty plus years and more recently for 
Foxtel and the Premier Media Group.  At the ACS National 
Executive meeting held in Adelaide on May 1, it was decided 
unanimously that at all future ACS Awards presentations, the 
category TV STATION BREAKS & PROMOS would be named 
in honour of John. To that end, this category will now be 
named the “John Bowring ACS TV Station Breaks & Promos 
Award”.

In light of the many station promos John photographed, the 
ACS felt this particular category, which John has won in the 
past, was an ideal one to carry his name into the future.

John Bowring was accredited ‘ACS’ by the Australian 
Cinematographers Society in 1990, made a Life Member in 
1999, and was inducted in to the ACS Hall of Fame in 
2005. He’s a member of SMPTE and the BKSTS.

John will be remembered for his intense passion, incredible 
knowledge, talent and above all his generosity to the industry 
he absolutely loved. 

He was a great man, a loving father to son Jack, daughter 
Kate and outstanding partner in life to Sue.  

His legacy and best productions - Jack, Kate & Lemac. 

Everyone has been overwhelmed by the outpouring of support 
and the wonderful tributes and stories about JB or Brolga, as 
he was known to some, from all over Australia and around the 
world. We have included some of them here. To read them all 
please visit the John Bowring ACS Memorial Blog 
http://www.johnbowringacs.com.au/

“Rarely (I should say never) have I had the pleasure of 
dreaming about new filming methods with someone 
as inspirational as John. His love of cinema and deep 
knowledge of the whole filmmaking chain infused his every 
thought. It is truly a privilege to have been able to share 
a part of his life, and to have had so much fun -- so many 
good laughs -- in the name of more pleasant instruments to 
play (work) with.” Jean-Pierre Beauviala –Aaton Inventor

“He was a truly generous supporter of the ACS and the whole 
Australian Film & Television Industry. If a job needed doing, JB 
would see it was done. If a problem needed solving, JB solved 
it. If someone needed helping, JB would help. John will be 
missed by all those he touched with his wisdom, his intellect, 
his single mindedness and his generosity of spirit. He has left 
a gap that will take some time to fill, if at all.” – Ron Johanson 
ACS

“ John was a true visionary who unreservedly embraced 
new technologies in spite of always proclaiming to be 
a “film” person. Through his dedicated staff at Lemac 
he encouraged everybody with his vast knowledge and 
approachable style. His personality and sense of humour 
meant that we all have our own wonderful memories of this 
generous and talented man. We will miss him greatly and 
he leaves an enormous legacy to the Australian film industry 
which will benefit all future Australian cinematographers” – 
Alan Cole ACS

“He was simply the best Director Of Photography in our world 
of promos. You may remember him hosting our shooting 
training session in Studio A late last year or presenting 
informative sessions at the Promax|BDA conference, but many 
of you would have worked with him on one of our promo 
shoots.

John devoted his life to the camera and television. He 
worked as DOP on many series both here and abroad, and 
also worked across the networks, shooting countless promo 
campaigns from the 80’s right up to this day.

He shot many campaigns across our FOXTEL Channels Group, 
including but not limited to, many of FOX8’s Australia’s 
Next Top Model Launch Promos, Arena’s upcoming Project 
Runway Launch, FOX8’s Live to Dance Launch, FOX 
Classics Classic Bond Shoot, Bio’s Enough Rope with Andrew 
Denton Campaign, 111HITS Prisoner Campaign and our 
recent 3D shoots.  He was so much a part of our team, that 
upon returning to Australia he was due to film our W Spirited 
S2 launch promo.

John was also seen as an industry pioneer enthusiastically 
bringing new technologies and camera formats to Australia, 

One of the more difficult shoots - John with Roger Van Wensveen 
and Elle Macpherson - Baili 1992

John with Clive James 1994 - Postcards From Cairo BBC
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using his film business Lemac as his outlet for trying out anything 
new and crazy, and sharing his discoveries with such generosity 
to all of us.

He was like no other DOP. Besides having an amazing eye 
for beauty, he was a role model in many ways... being a true 
cinematic genius, a patient teacher, a technical pioneer, a 
passionate creative, always a team player and a friend with a 
big heart.

Even the most difficult shoots were a breeze with John, his 
sense of humour and ability to remain calm and enthusiastic 
under any situation was unparalleled.”

- Travis Conneeley, Creative Director FOXTEL

“Some of us are often remiss enough to forget why we 
entered the industry we work in. John Bowring never 
did: he knew that television was meant to be fun; to be 
experimental; vibrant and creative. For all of us so lucky to 
have come under his tutelage or influence there could be no 
greater inspiration. On set, Brolga’s cheeky grin, hilarious 
turn of phrase and hearty laugh carried equal billing with 
his meticulous attention to detail, command of his craft and 
seemingly effortless creative lustre..... Every time the rushes 
came back from telecine they had the stamp of a world 
class Director of Photography. For so many, John provided 
inspiration and motivation to put the same level of love into 
our work as he did into creating beautiful moving images... 

For John shooting was never work, it was ‘therapy’, as 
he put it. It’s fitting that from management to talent, to 
producers, directors and the entire crew John earned a level 
of respect and affection afforded to no other in our field, 
because in turn he treated everyone involved in the creative 
process as equals. His many protégés who have flourished 
as DOP’s, operators and assistants are a living testament to 
his unbridled generosity of knowledge and spirit. 

His contributions, both financial and practical, to young 
filmmakers and budding film professionals is without 
comparison. Constantly embracing new technology, 
techniques and ideas, John was a tireless innovator and 
inspiration to all of us. But more than that he was our mate; 
our comrade; our teacher; our playtime; our inspiration and 
collaborator.” 

– Ed Hobbs, Nine Network

“You see John’s influence everywhere via his talent as a 
cinematographer, his understanding of the technical, and 
more than most, through the generosity he eagerly gave to the 
many who sought a helping hand to start out in this industry 
of ours. Not just here in Australia, but to a huge international 
community.” – Pieter De Vries ACS

“In the early years after we both left GTV I had the pleasure 
of working with John as his Camera Assistant on the Paul 
Hogan Show. An experience I’ll especially now cherish. His 
passion for the ‘film’ industry is legendary; his innate skill 
as cinematographer to be admired (and envied) and his 
influence in the film industry is obvious.” – Murray Ware

“I was very privileged to have John as a mentor during my 3 
years at Lemac, I spent a lot of time with him as his focus puller 
on set and many long conversations after work discussing all 
aspects of Cinematography. Like with so many others before 
me – he would test my knowledge of equipment, critique my 
work and would guide me during tough periods. He did this 
for so many people, with so much generosity - inspiring and 
training a generation of new cinematographers. John is a 
Legend and he will truly be missed.” - Robert C Morton

“Whilst in pre-production for Offspring Season 2, just 
a few weeks ago, I happened to bump into you at the 
studio’s at Lemac.  You noticed I’d lost a bit of weight. 
“Geeze Brawlster, don’t you know elephants have more 
friends than snakes.” John, you have more friends than 
anyone else I know. No one has supported more young 
and old cinematographers and filmmakers than you.  You 
were always humble in the way you supported people 
and encouraged others. I’m going to miss you and your 
friendship.  I’m going to miss dropping into Lemac for 5 
minutes to drop something off and leaving 5 hours later, 
well after the doors had shut. Enjoy your Auricon PRO 
600’s, crunching the ice from your Drambuie and may the 
3 perf Penelope mags never run out. Thank you for making 
me the cinematographer I am today.”- John Brawley

“A sad goodbye to one of the best of nature’s gentlemen in 
the film and TV industry. John was not only a great mentor to 
young aspiring camerapeople, but also to old whitebeards like 
me, because he made sure he was continuously abreast of all 
the latest developments in all types of gear and was always 
willing to share his knowledge.” – David Muir ACS BSC

A John Bowring ACS Memorial Fund has been established 
to allow John’s passion and interest for preserving the proud 
heritage of Australia’s moving image industries for future 
generations to continue.

Donations can be made by direct deposit to:

Account Name: Australian Cinematographers Society – 
National Executive
Bank & Branch: Westpac, Lane Cove, NSW
BSB: 032 085, Acc #: 255104
Swift Code: WPACAU2S

Please reference JB DONATION so the funds can be allocated 
accordingly.
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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  MELBOURNE CANBERRA
5/18 HOTHAM PDE 148 HIGHBURY ROAD 4/70 DACRE STREET 
ARTARMON NSW 2064 BURWOOD VIC 3125 MITCHELL ACT 2911
612 9436 3050 613 9888 8511 612 6241 2122 VIDEOCRAFT.COM.AU

KNOWLEDGE
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ON TURNING FIFTY
BY MANNY ASTON BA

Welcome to the 50th issue of Australian Cinematographer. 
Like this esteemed magazine, I also turned fifty this year. 
Along with Billy Ray Cyrus, Michael J Fox (here’s one that 
freaked me out … Leif Garret), Eddie Murphy, Ralph Macchio 
(my God, I’m the same age as the Karate Kid), Heather 
Locklear, Julia Louis Dreyfus, Meg Ryan, Magda Szubanski, 
Survivor host Jeff Probst, Morris Iemma, surfer Tom Carroll, 
cricketer Merv Hughes and last but not least, the “Ken” Doll.

The Ken Doll was introduced in 1961 as Barbie’s ‘boyfriend’. 
Now, if she first hit the market in 1959, Ken it seems is the 
younger man in her life. Ken had straight arms and a head 
that could only turn left and right (which is exactly the amount 
of flexibility I have now). His hair was felt in his first year but 
was replaced with a plastic, moulded haircut when the felt 
hair was found to fall off when wet (sound familiar?). Our 
friend Ken has aged very gracefully indeed, retaining his 
chiselled features and well sculpted pectorals. 

It seems that some psychologists had a problem with the 
idealised version of Ken, stating that in reality a man would 
have to grow 20 inches taller and add nearly 8 inches to his 

neck circumference, 11 inches to his chest and 10 inches to 
his waist to scale out like Ken. Perhaps Mattel should release 
a new “Ken at Fifty” doll. I’d buy it.

Fifty is L in Roman numerals. That’s fine, but there’s not much 
call for Roman numerals nowadays, unless you’re into ornate 
clocks or British TV programmes. You’ve got to hand it to the 
Brits, they probably only use Roman numerals on the credits so 
the audience can’t work out how old the programme is. Funny 
that the Romans had no symbol for zero. It simply wasn’t 
needed. I guess we don’t have a zero issue for a magazine, 
or a zero birth year, right?

Anyway, turning fifty didn’t worry me too much. To be honest, 
I’m just glad it’s over. I found the lead up to fifty far more 
difficult than actually turning fifty. 

There are times when age is such a pivotal part of a 
conversation. Think about it? What is the one question we 
often ask a little kid when stuck for conversation. “And how 
old are you?” Little Damien looks at you with big saucer 
eyes. “Three.” He blurts out. We’re amazed. What an 
achievement. “Wow … what a big boy.” If he says four, we 
respond. “Almost at school, eh?” Of course, at five it’s, “You 
must be in Kindergarten now.” 

By age nine the focus shifts on to the significance of the 
numbers. “Almost double digits.” Thirteen. “Well, well, you’re 
a teenager now, Damien.” Sixteen will always be for the girls 
“sweet sixteen” and seventeen will generate a whole host of 
responses, usually bracing the poor recipient for the upcoming 
joys and responsibilities of adulthood. 

Twenty one is significant. It gives rise to perhaps the most 
uncomfortable party any young adult will ever attend. It’s the 
meeting of two worlds. There are Damien’s friends and peers, 
whose sole aim is to break the Guinness world record for 
sculling a litre of beer, and his relatives who discuss politics, 
prostates and gaze happily at embarrassing photos of 
Damien as a child.

I’ve always wondered why all the fuss about turning twenty 
one … at least in Australia anyway. After all, not a lot 
changes. In the United States at twenty one young adults can 
now drink legally, enter pretty much any establishment they 
like, and are socially considered to be no longer dependent 
on their parents. Therefore, the 21st birthday is one that 
many teenagers look forward to, and many celebrate with 
enthusiasm.
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Interestingly, in Australia there was a time when the legal 
drinking age was also twenty one. The various states lowered 
the age to eighteen at different times ranging from 1905 for 
NSW to as late as 1974 for Queensland. 

After twenty one, people don’t often ask how old you are 
anymore, but there is a general temptation to comment on 
almost any decade ending with a nine. Twenty nine. “Almost 
thirty. Over the hill now mate.” Thirty is that magic age by 
which you wanted to achieve all those things you planned in 
your twenties. 

Thirty nine? “Not long to forty. Middle age mate.” For my 
fortieth I got a full scale health check, blood pressure tablets 
and a CT scan (I’m not kidding, I really did).

Forty nine? Unbearable. My personal favourite of all the 
comments is, “Half your life is over, mate.” I don’t know why 
it worried me as, when you think about it, it’s being quite 
optimistic. According to current statistics I’d hit “half my life” 
back when I was forty one! The only comment worse is, “Fifty 
is the new forty”. What on earth does that mean? Perhaps this 
is really issue 40 then.

Fifty, in terms of anniversary gifts, is gold – making this the 
Gold Jubilee Edition of Australian Cinematographer. A quick 
glance through Wikipedia unearthed an interesting history 
behind the anniversary gift. The tradition may have originated 
in medieval Germany where, if a married couple lived to 
celebrate the twenty fifth anniversary of their wedding, the 
wife was presented with a silver wreath to congratulate 
them for the good fortune that had prolonged the lives of the 
couple for so many years. On celebration of the fiftieth the 
wife received a wreath of gold. These gifts vary in different 
countries, but some years have well-established connections 
now common to most nations: 5th Wooden, 10th Tin, 15th 
Crystal, 20th China, 25th Silver, 30th Pearl, 40th Ruby, 50th 
Gold, 60th Diamond.

It’s the non-standard years that uncovered some of the more 
unusual gifts. Furs for the 13th anniversary, furniture for the 
17th, and musical instruments for the 24th. So after thirteen 
years of wedded bliss, the best your dearly beloved can hope 
for is a mink hat; after seventeen years it’s a trip to IKEA, and 
having made twenty four years, you go all out and buy that 
accordion you’ve always wanted.

There is even a gift listing for the 90th anniversary. Exactly 
what state the happy couple would be in is anybody’s guess, 
but in the UK the traditional gift for this momentous occasion is 
stone (kind of appropriate don’t you think). 

So congratulations to Australian Cinematographer for 
reaching this milestone Golden Jubilee Issue. I sincerely hope 
to be submitting these little contributions (probably still on the 
last day of the deadline) when this magazine reaches the 
100th issue.

cinematography

mailing list
3D For Small Feature:
http://www.cinematography.net/3D_For_Small_Feature.htm

Colour Code 3D Light Transmission:
http://www.cinematography.net/
ColorCode_3D_Light_Transmission.htm

Cost of 3D:
http://www.cinematography.net/Cost_of_3D.htm

Defi nition & Role of a Stereographer:
http://www.cinematography.net/
Defi nition_And_Role_Of_A_Stereographer.htm

Bullet Holes In A Brick Wall:
http://www.cinematography.net/
Bullet_Holes_In_A_Brick_Wall.htm

Location Lighting With A Small Generator:
http://www.cinematography.net/
Location_Lighting_With_A_Small_Generator.htm

Protecting Delicate Locations:
http://www.cinematography.net/
Protecting_Delicate_Locations.htm

Lighting Bubbles:
http://www.cinematography.net/Lighting_Bubbles.htm

Lighting A Night Time Rain Shot On A Low Budget:
http://www.cinematography.net/
Lighting_A_Night_Time_Rain_Shot_On_A_Low_Budget.htm

The Magic of Red:
http://www.cinematography.net/

The_Magic_Of_Red.htm
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Once again at NAB this year it was glitz and glamour in the 
land of the free.

The Aussie dollar was up and by the look of things the amount 
of people in the Vegas casinos was still down. People turned 
out in droves none the less for the latest NAB-show as over 
90 thousand punters came to prod, poke, watch, scratch and 
sniff the 2D, 3D, HD, 2K and 4K.

Heavy hitters at the show in the camera department were 
offerings from Sony with their new F65 camera, an 8K sensor 
recording to their new 4K capable HDCAM SR Memory solid-
state devices. ARRI with their new dockable Alexa ‘M’ and 
Alexa Plus models, which add to their highly popular Alexa 
range, which was released at last year’s show. 

Red’s announcements appeared to be stunted somewhat 
by the Tsunami in Japan, as a result the big announcements 
they had planned were nowhere to be seen. Instead they 
screened Tattoo a short film shot on Epic the week prior to 
NAB in their 4K theatre and went with a Tattoo theme at their 
booth, having people inked up all week for the NAB punters 
to view. Their Epic and Scarlet cameras do not appear to 
be too far off, pre-release Epic-M cameras already shipping, 
with the production run of Epic-X cameras to follow some 
time in the next year. Keeping with iPad theme at the show 
Red was exhibiting the IP connectivity that will be built into 
the Epic with their own software package that allows you to 
remotely control numerous cameras from a single iPad device, 
something that will be very handy for 3D shooting.

Small portable SSD recorders were everywhere, as were 3D 
goggles and DSLR rigs but probably the biggest presence at 
the show came from Apple who don’t even bother to exhibit 
these days. Forget the MacPro towers this year almost every 
stand had an iPad on it displaying the latest App or gizmo to 
turn your shiny Apple portable device into a slate, a camera 
prompter, a 3D camera control unit or in less technical cases 
a very highly spec’d, glossy coffee cup holder. If it wasn’t an 
iPad, it was a MacBook Pro with a white Thunderbolt cable 
coming out the side.

Alexa - One of which had copped quite a baptism of fire 
in an OB van that caught alight.  Much to the delight of the 
precise German technicians at ARRI, the camera was still able 
to be powered on, and whilst badly disfigured, once its BNC 
connectors had been re-attached the camera was still able to 
function. It was pretty remarkable.

Germany’s Weisscam had a new concept modular camera 
system to show, this one is called the T-Cam. The will come in 
three models; a 2/3” sensor running 24fps to 450fps, a 2K 
35mm size sensor head and a 4K with a 35mm size sensor.

Another modular camera system with a military design 
background the Medusa camera caught our eye. This system 
specifically designed for shooting 3D with one camera, you 
could be forgiven for thinking this looks more like a Lego or 
Meccano set than a camera system, the camera is designed 
to be sensor agnostic so you can choose the sensor that you 
require for the project.

Panasonic & Sony both showed larger shoulder-mount 3D 
camera concepts to add to their smaller prosumer offerings 
from last year. They also both have compact sized offerings 
in the larger sensor category, Panasonic with their 4/3rds” 
AF102 and Sony with their PMW-F3 and NEX-FS100 
cameras. While they might not have the stills capabilities of 
the DSLRs such as the Canon 5D and Nikon D7000s of this 
world, they certainly are much more ergonomically friendly 
for shooting moving pictures, and are catering to those who 
actually care about timecode, professional audio inputs, 
professional recording codec for integration into post pictures 
and have the optical low pass filter in the right place to 
reduce aliasing.

Sony’s motto was “Believe Beyond HD”, Panasonic’s was 
“Xtraordinary Performance for the Real World”.

Along with the multitude of lens adapters the DSLR accessory 
companies such as Zacuto had swung into action building 
add-ons. Zacuto showed their new vertical cheeseplate for 
recorders such as the AJA Ki-Pro mini and batteries with a rail 
system. They showed an electronic viewfinder for not only the 
DSLR’s but also for the Panasonic AF102, the new Sony large 

NEW GEAR NAB 2011 REVIEW

RED and Leica

Alexa Burnt
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sensor camcorders the PMW-F3 and new NEX-FS100.

One of the massive hits of 2010s NABshow, GoPro, went 
3D this year and also announced that they’d acquired 
compression and workflow experts Cineform. This will spell 
much easier integration into post by getting away from the 
very basic compression in the original GoPro model, and will 
mean that millions of extreme sports people worldwide will 
be strapping these tiny little, very impressive cameras to their 
heads, bikes, helmets and surfboards to make 3D images at 
breakneck speeds. What a frightening prospect!

There were no problems finding a shoe-shine at the show but 
finding a decent coffee in the land of the big gulp was not 
such an easy prospect.

WiFi transmitting devices for rushes such as the Terradeck 
were certainly popular, as was anything that could 
incorporate an iPad into the Production or Post workflow in 
some way. 

We ran into this man from Vomodo carrying around 
something that looks somewhere between a toilet cistern and 
a jetpack.

In the high speed category, Olympus announced some 
options for shooting slow-mo and showed them off by putting 
a girl in a glass case and dropping a heap of M&Ms on her.

Software announcements included Final Cut X featuring a 
complete facelift and minimizing the Final Cut Studio Package 
down into one program. Adobe announced the release of CS 
5.5 and Avid released Media Composer 5.5 to the market.

Da Vinci Resolve was announced as open source negating 

the need for Nvidia GPUs in set ups running Mac Pro and 
Resolve Lite was also announced, a free version of the 
software with a full toolset with exception of the fact it only 
allows two process nodes. Blackmagic also released a 4K 
card for just $605 AU.

With the arrival of data-driven camera acquisition almost 
across the board along with the rapid progression in portable 
computing, backups and QC’ing is becoming much more 
important. As a result a bunch of programs were there 
showing off their latest developments. Highlights of these 
included the Colour Front, The Foundrys Storm, Pomfort 
Silverstack, and a bundle of others.

Apple’s recent inclusion of Intel Thunderbolt technology 
and Microsoft’s USB3 means that file transfer bandwith has 
increased dramatically in the affordable end of the market.

Recorders – Recorders –Recorders! With SSD capacity up 
and prices coming down, NAB saw an abundance of new 
HDD recorders. Gemini from Convergent Design which can 
record uncompressed 4:4:4 at around $6K US (not including 
SSD), the Samurai from Atomos (an Australian company) offers 
a solution around the $1495 US mark. It records 4:2:2 in 
ProRes, has a 5” touch screen and can use either SSD’s or 
HDD. The Samurai can be genlocked for 3D stereo records. 
Blackmagic were not to be outdone, they showed their new 
Hyperdeck shuttle. The Hyperdeck shuttle is a 4:2:2 HD 
recorder onto SSD’s. It doesn’t have a screen but it does have 
VTR like controls with HD-SDI in/out and HDMI v1.3 I/O. 
This unit is very cheap, it is proposed to be around the $359 
for the unit not including the SSD. The Hyperdeck shuttle 
doesn’t have genlock capability. The Sound Devices SD 240 
caught a lot of attention for its features and capabilities. From 
a sound company they have certainly done their homework 
and produced an excellent product.

In the RAW! With the success of the ARRI Alexa, the drive 
to capture as much dynamic range as possible is slowly 
progressing. Codex showed their new ARRI RAW recorder, 
the first to be accredited with ARRI T-link certification. They 
also demonstrated the Codex IIF/ACES workflow on the 
booth. Astrodesign have been working on their Uncompressed 
2K recorder, the HR-7502. This product is currently going 
through the ARRI RAW certification process. Apart from ARRI 
Raw, the unit can record 3G and all the way down to SD. 
Files recorded are DPX and BWF for audio. In its standard 

GoPro 3D

Vomodo

Thunderbolt + Lacie Drives



a 16 bit RAW format complying with the IIF/ACES workflow. 
SR Portable and Studio Record Decks were on show as well.

Everywhere you looked at the show there was an iPad with 
an app designed to do anything from controlling two Epic 
cameras in a 3D setup, being used as a camera slate with 
meta-data pass on capabilities, being used to receive camera 
vision transmitted from WiFi or Bluetooth capable transmitters 
such as the Terradeck.

In the Lens Department, there was a plethora of new adaptors 
for the new large sensor cameras. With the success of the 
AG-AF102 (AF100 in the US), Zeiss announced they would 
become part of the Four Thirds Micro group. They also 
showed their various mount adapters for the new large sensor 
cameras.

Canon showed their new PL zooms, a 14.5~60 and a 
30~300. JB was very impressed with these lenses, although 
the lack of coverage for the new EPIC may cause a problem 
for Canon. Angenieux showed their new Optimo 45-120. 
This PL mount T2.8 Optimo zoom lens has been designed for 
35mm film cameras and the new digital cameras. With a 
31.4mm image circle it will cover a full Super 35mm sensor/
film and it will feature an interchangeable mount with options 
for PL, Panavision, Nikon F, and Canon Eos.

Leica showed their new Summilux-C prime lenses on the 
Bandpro stand. They were shown with RED EPIC, Alexa and 
F35 and the footage shot using the new Leica lenses were 
very, very good. Reputed to be around $180K for an 8 lens 
set.
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form it can record 3D stereo as well. Designed for robust use, 
the unit uses SSD drives and these can record with parity for 
extra file robustness. It has V lock battery mount and all the 
usual I/O’s that you would expect from a high end recorder. 
Lemac expect to get our hands on one of these units shortly for 
testing with our Alexa fleet.

The One REAL Highlight at NAB was the new OLED monitors 
from Sony. While the industry has been trying to get LCD’s 
to look half decent Sony showed their new monitors to rave 
review. Significant improvements in blacks, even over CRTS’s 
and an accurate colour gamut that can get up to DCI P3 
colour space. The post houses now have a reference monitor 
for feature work. These monitors will be available in a 17” 
and 25” version. Sony has also announced that they will 
have a professional version of these monitors around the July/
August time. Panasonic, the Kings of Plasma, showed a very 
impressive 42” plasma in the back room. This plasma had 
excellent blacks and the lack of noise was a major feature. 
Just what the actual final specs will be in terms of colour gamut 
we’ll have to wait and see but it could well be a very cost 
effective post monitoring display. This should go for around 
$4K~$7K and available around the end of the year.

Sony also showed off their latest top of the line offering with 
the F65 touted as a 8K sensor that records 4K to SR Memory, 
a new solid state technology which sees Sony move their high 
end Cinealta products towards solid state recording capability 
as well. Sony is incorporating a mechanical shutter to avoid 
the dreaded rolling shutter effects that have plagued CMOS 
sensor cameras. The main output from the camera is to be in 

Codex Vault Sony FS65

Sony OLED

Canon 30-300mm
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Apart from these new high-end lenses, there was little in the 
way of new “cost effective” lenses for the likes of Panasonic 
and Sony.

It was good to see Miller getting a gong for their Compass 
25 head. Well done!

Lemac will be at NAB 2012, unfortunately without the great 
JB.

Local People. Local Support. Local Service
Our experienced staff are dedicated lighting people and are always 
here to help you determine the best equipment for your application. 
We can get you the gear you need fast, with a warehouse in Sydney 
and 14 offices globally Barbizon has you covered. 

Barbizon has partnered with major lighting and grip manufacturers to 
stock & distribute the latest in production lighting and consumables 
for videographers, film and television professionals whether in a 
studio or on location around Australia. 

We have re-sellers in most major cities in Australia please call us to 
find out more.
Contact us via email:  sydney@barbizon.com
       Tel:  (02) 9550 4299
                Address:  1/8 Lillian Fowler Place 
                 Marrickville 2204

LIGHTING FOR VIDEO & FILM

Barbizon Australia Pty Ltd
www.barbizon.com.au   

Proud Distributors of:

utsight

Above: Leica-Cine

Left: The Miller Gang



Two years ago, at an ACS event at SMPTE, I hosted a panel 
discussion on digital Cinematography. At this event I asked 
each of the five DOPs along the line, what one feature or 
aspect would excite them if the next day they read a press 
release about some imaginary new camera. In other words, 
what was the thing they wanted most from the next generation 
of cameras? Every single one said the same thing: increased 
latitude.

At the end of March I flew to the USA to pick up a new 
EPIC-M Red Camera. Having had one of the first RED One 
cameras,- we were invited to get one of the new M series 
EPICs, very early in their release. While functionally identical 
to the standard “EPIC-X” these first, hand Machined cameras, 
were the first EPICs into the wild, and the same model as is 
being used on the new features Spiderman and the Hobbit. 
This new camera promised many things, a smaller form factor, 
high frame rates, higher resolution and most significantly - 
greater latitude from a little trick RED labeled HDRx. 

While many much better cinematographers will soon use the 
camera and no doubt produce better shots than we have, 
some 6 to 8 weeks after getting the EPIC-M, we have been 
shooting with it from Helicopter shots over New Zealand’s 
South Island to the streets of Las Vegas, from car mounts to 
gyros, Stereo and mono, location and studio, and much of 
that time using the new HDRx feature.

So what is HDRx? It is a reasonably well named trick of 
combining multiple exposures into one higher dynamic range 
image sequence. The camera takes two shots instead of 
one for every frame and this provides a normal exposure 
plus additional exposure of the highlights. This is possible 
as most people are keen to have a filmic look that mirrors 

a film camera. As a film camera is only exposing the film 
for half the time, using the other half to pull the film into the 
gate, most digital cameras offer 1/48th exposures when say 
shooting 24 fps. Clearly as a digital camera does not have 
to pull real film down into the gate, for 1/48th of the time the 
camera exposes the sensor and does some work, and then 
for 1/48th of second it sits idle, and then it repeats. RED’s 
approach is to use this otherwise dark ‘downtime’ to take 
another short exposure and thus expose for the highlights. The 
amount of this second shot is user controlled. If you wanted 
to shoot just a bit of extra highlight information, for example, 
you might dial in 3 stops of HDRx exposure. Thus the second 
image on a 24 fps (1/48th exposure) would be 1/384th 
of a second (halving the exposure time for each stop - just as 
normal). Of course the maths is done for you, you just pick an 
f-stop between 3,4,5, or 6 additional highlight recovery. So 
if our actress is in front of a light bright window, you may set 
the correct exposure at f5.6 and dial in 3 stops of HDRx. On 
the screen of the Epic it is as if nothing has changed - other 
than the menus flagging the setting being active. But later in 
post - the lost ‘blown out windows’ should be completely able 
to be seen. 

Taking the extra frame for the windows in a moving sequence 
is clever, but only half the battle. The trick is then to combine it 
with the original primary exposure. Here RED offers 3 options. 
If you like to think of it this way from our example above, you 
have a correct exposure clip plus an under exposed by 3 stop 
clip - you can key them, mix them, do anything you like. 

The first option is the simplest, RED’s software must mixes 
between them. This works incredibly well in some situations. 

Second is the option to combine them and allow for the time 
offset. RED calls this Magic Motion, we call it a temporal 
correction. Clearly the highlight shot would have less motion 
blur and be offset fractionally in time. Magic motion seeks to 
adjust for this. As we write this option is being shown but it 
is not widely available. For moving action shots this option is 
really key.

Thirdly there is a new prototype solution RED has offered to 
a very few ‘alpha’ testers. This option aims to not only adjust 
for time but also to blend regionally much more cleverly than 
option one… but then it is also computationally much more 
expensive. At fxphd we have been testing this, but there is not 
stable production version yet available and no published test 
examples allowed.

In all cases, RED has worked hard to avoid any ugly tone 
mapping looking shots. Dont confuse bad tone mapping with 
HDRx. They are very different.

For various key technical and creative reasons, HDRx has 
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not been used much in stereo EPIC productions, and as such 
it has not been battle tested by as  many DOPs as some of 
the other aspects of the EPIC, so we offer our point of view 
having used it now on every single fxphd shoot we have so 
far done with EPIC. But it is worth noting that this is a very 
new and moving target, as with most things RED testing and 
production test shoots are vital. HDRx is a really different 
beast. Without it the EPIC has less dynamic range than say 
the Alexa - with it more than the Alexa - but it is not a single 
easy benefit. It takes hard work to get the best results and if 
you are unsure be warned it has almost no parallels with any 
other existing camera.  That said - it is so useful it could easily 
become extremely widely used.

So what specific tips have we gleaned from shooting so much 
with HDRx:

1. Expose the base main ‘track’ or shot correctly. Everyone 
we have seen pick up the EPIC for the first time guesses 
incorrectly and tries to split the exposure readings. Expose 
the primary shot for the most important thing in the shot and 
imagine you have no HDRx. 

2. Change your f-stop down to see at what point the 
highlights are doing what you want and use that as your 
guide for HDRx. If 3 stops brings back the window - use 3 
stops.

3. Do not assume 6 stops is best and will cover everything. 
In the stills world as an experienced HDR stills photographer 
would point out, you bracket my small amounts normally 
no more than 2 stops. If you bracket by 6 stops you run the 
risk of almost missing the mid tone values between the base 
exposure and the highlights, leading to a hollowed out image 
that cannot be graded back. This is not true of all shots, but 
6 stops is a large gap to bridge. Remember you dont get 
everything from your correct exposure to 6 stops you get your 
base and one shot at 6 stops difference.

4. You can no doubt get about 1.5 to 2 stops from the 
normal RAW nature of the .r3d. In other words, more than 

two stops and less than six stops of HDRx, three stops as RED 
recommends really does make sense.

5. Images with vast dynamic range can look fake no matter 
how mathematically correct they are. RED has worked to 
avoid any ugly tone mapping, but even a perfect shot could 
look wrong when holding vast exposure.

6. Offline will never be the same again. It is always the case 
that RED provides greater flexibility in post, at the price of plug 
and play or ‘fool proof’ post. Post on an HDRx shot is more 
complex and the rushes may not show you a shot that actually 
is brilliant, since the rushes transfer may not combine the HDRx 
sensibly or at all.

7. HDRx doubles the data. This means 120 fps is now only a 
60fps option on the menus. Each drive will fill up twice as fast 
and dailies will take longer to generate.

8. HDRx does not affect frame size, resolution tests, 
compression artifacts, and if you dont like what an HDRx clip 
is doing with the additional data, you can just throw it away 
and be left with perfectly adequate standard images identical 
to something shot without HDRx - with no penalty. 

9. HDRx will make judging your work harder as it is likely that 
post-facilities will not show any dailies with a sensible HDRx 
component. Like film you will need to remember and remind 
others that “it is there on the ‘neg’ (.r3d)- we just aren’t seeing 
it”

10. Not every shot needs HDRx - many don’t, but once you 
have mastered it,- you will be spoilt for life. 

NEW GEAR
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Modern film making technology has always given rise to 
exciting trends in visual storytelling and this is typified in the 
current popularity for ultra high-speed photography.  German 
camera manufacturer Weisscam, has developed a new 
camera to further advance progress in this specialized field 
by releasing the Weisscam HS-2 MkII, now available in 
Australia.

The Weisscam HS-2 MkII claims to redefine high-speed 
cinematography by bridging the gap in the quality of the 
image between high-speed cameras and conventional digital 
camera systems.  It does so by utilizing a true 12bit CMOS 
sensor to deliver  true 12 stops of latitude for film like rendition 
of high contrast scenes.   According to David Adermann from 
MACS, “this means that the need for a separate high speed 
camera and conventional camera has been eliminated; the 
camera delivers images that look as good or better than other 
non high speed cameras out in the field today.  This means 
that you can shoot great pictures at 25fps on the Weisscam 
HS-2 MkII., This means that you save both on not having to 
hire two cameras on projects which require a mixture of high 
speed and sync and on colour grading in post production 
because all images are originated on the same camera.”

Weisscam has been able to improve picture quality by 
implementing a number of solutions to the problem of noise in 
the blacks, thus extending the dynamic range of the sensor.  
For instance, each individual sensor is “finger printed”, or 
pixel mapped for each camera, rather than averaged across 
a batch of cameras, giving more accurate representation 
of the image.  Some high speed camera systems employ a 
floating point system to calibrate the blacks as they fluctuate 
in temperature, but the HS2’s sensor is optimized at a very 
specific operating temperature with active cooling systems 
to ensure that the sensor stays within a couple of degrees of 
its 50 degree target. Finally, noise is controlled further by an 
automatic black control, where shading is averaged across a 
number of successive frames each and every time the camera 
run is initiated.

Other advances have been realised in the camera, 
particularly in the area of workflow.  Users have a choice of 
two concurrent workflow solutions. The camera can record 
what Weisscam calls “Raw in HDSDI”, where the raw sensor 
data can be transmitted within a 1.5G HDSDI stream.  This 
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allows the camera to download the Raw data from the 
onboard Digimag along a standard HD BNC to a powerful 
on set server, where it can be stored, copied and transcoded.  
A simultaneous 10 bit HDSDI signal is also provided to the 
server which can also be stored and used for final online.  
Both signals are downloaded from the camera as the director 
and DOP review the take in real time, virtually eliminating 
the downtime traditionally associated with digital high-speed 
photography.   The Weisscam HS-2 also has a digimag 
system for storage and download direct from the camera to 
the digimag without any need for connection to an on-set 
server.  This allows the HS-2 to be used “in the field” without 
any computer system where complete flexibility and freedom 
of camera movement is required.

Flexibility is extended to the type of HDSDI signal recorded, 
whether it be ITU709, LogD or the newly released Weisscam 
“film curve”.  Alternative 3D LUTs are fully programmable, 
allowing a DP or a post facility in import a custom or 
predetermined LUT to the captured images.  The proprietary 
Raw files are also able to be read by Iridas and most 
debayering software packages.  The on set server is also able 
to transcode in the background to supply uncompressed 10 
bit DPX files to the post house on wrap or progressively during 
the day without disrupting the floor.

The camera boasts a true sensitivity of 600 ISO at SMPTE 
65db S/N, while the global shutter reduces the flicker 
effect of non-constant lighting like HMIs and small tungsten 
lights.  The camera can have a range of mounts for its super 
35 sensor, including PL, Nikon F mount, Canon EF, and 
Panavision Mount.  The camera has a remarkable boot up 
time of 7 seconds.

Other specifications include:

• 2K up to 1500fps

• 1080p up to 2000fps

• 720p up to 4000fps

• embedded timcode in HDSDI

• advanced debayering for more saturated colours

• 36GB RAM buffer

For more information contact David Adermann at MACS: 
www.macsimage.com.au

David Adermann has been supporting extreme high speed 
cinematography in Australia for more than 20 years and was 
responsible for creating and introducing the “slomoXtreme” 
camera systems into both film production and broadcast 
television, the first true extreme slow motion camera systems 
in the world that behaved more like production cameras than 
scientific cameras.  Adermann was awarded an ACS Gold 
for experimental cinematography in 2004 for high-speed 
cinematography.



Call for Patrons

10K Fresnel ~ $10,000

5K Fresnel ~ $5,000

2K Fresnel ~ $2,000

1K Fresnel - $1,000

Baby Fresnel ~ $500

Like to support our ACS National Headquarters, help preserve our motion picture heritage and see your name 
in lights? Choose from any of the ACS Patron options below and you’ll do it all. Here’s the deal. Contribute 
what you can and the Fresnel of your choice will be mounted on the ACS Patron’s Wall of Can Do at 
ACS National HQ. Your name will be proudly displayed beneath it. For further information please contact 
National President Ron Johanson ACS at president@austcine.org.au or visit cinematographer.org.au

Can do?



MEMORIES FADE TO BLACK
Many of Australia’s internationally 
acclaimed cinematographers have 
one thing in common. They cut their 
teeth and learned the basics of their 
craft working on programmes for our 
nation’s pioneering television stations. 
Unfortunately evidence of their earlier 
efforts is in danger of being lost forever.

Those who remember the early days 
of Australian television will recall 
most programming being dominated 
by American sit-coms, westerns, the 
Mousketeers and courtroom dramas.  
The majority of television from the USA 
was film originated, edited by film 
editors then broadcast from telecine 
machines. Before Australian TV had 
videotape (1960), our own early live 
television was kine recorded (16mm), 
and copied from film onto 2” tape 
when it became available.

Bing Crosby / Ampex Corporation 
developed the 2” quadraplex 
videotape format around 1956 to 
1958. The 1” helical scanning format 
came later. In the 1970’s the Ampex 
video disc appeared on the scene. So 
much faith was placed in these new 
videotape systems that many of the 
earlier programmes, some classics in 
their own right, were transferred back 
from film to new tape formats.  As often 
with superseded technology, once the 
questionable “upgrade” was done, 
the originals were discarded. Later, 
when unexpected deterioration of the 
master tapes occurred, many iconic 
programmes were lost forever. 

History documents the continuing 
folly of misplaced faith in new and 
often unproven technology and is not 
confined to the electronic image. Many 

with confidence in the Eastman color 
print film stock in the 1970’s and 80’s 
later found their images infected by 
the magenta epidemic. It is unfortunate 
pioneering cinematographers, directors, 
actors and others who contributed to 
these works will leave no evidence of 
their early creative talents. 

A critical situation has been reached 
wheremassive accumulations of 
programme material held in film 
company’s and television networks 
vaults is approaching the end of its 
storage life. Copying original images 
from film stock is not a great problem 
except mainly where severe shrinkage 
has occurred. However accessing 
electronic images from the plethora 
of formats used over several decades 
is another matter.  While most of the 
material may still be playable, all 
2” videotape now has to be baked 
before it can be successfully played. 
Other formats including U-Matic 
cassette and some 1” tapes are also 
suffering from chemical decomposition. 
Finding serviceable equipment and the 
operators with the knowledge to run 
these tapes is fast becoming another 
major obstacle. There is only a limited 
window remaining before many early 
videotapes are unable to be rescued.  

Australian TV networks are belatedly 
realising the residual commercial value 
of their early programmes. Watching 
the new digital TV channels reveals 
just how much American programming 
is being brought out of retirement 
to satisfy their demands. Australians 
should be given the chance to see their 
own early television programs as well, 
considering this material is our visual 
cultural heritage. Unfortunately most of 
our early television history is definitely 
on borrowed time. 

The importance of locating and 
preserving a wide range of equipment 
and formats and maintaining them in 
an operating condition, developing 
a stockpile of spare parts and 
consumables, and obtaining service 

SHORT ENDS
and user manuals for them is now 
considered a priority. AMMPT supports 
those who are now providing this 
service to the industry. It encourages 
those who are working or retired 
from television, and who retain the 
knowledge and expertise of superseded 
equipment to join its membership 
across Australia. By interchanging 
knowledge and equipment, the efforts 
of our nation’s pioneering film and 
television crews will be kept alive for 
the enjoyment of future generations.

Daryl Binning  ACS

President

AMMPT.
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A glass of good red is an ideal 
accompaniment while reading this 
impeccably produced book. It is 
addictive from the sensual touch of 
the paper to the choice of font and 
the pictures.

Once you start to look at and read 
this book it is difficult to stop with 
many of the pictures compelling 
the observer to linger and absorb 
every detail. Looking at the photos 
re-creates as closely as possible 
the atmosphere of the shoot, where 
nowadays that type of thing is often 
not seen or shared to the public via 
the on-set photographer.

The book is beautifully written 
and begins with a candid and 
honest interview with Arthur Miller 
(then husband of Marilyn Monroe) 
and flows from subject to subject 
effortlessly. The book gives an 
intimate insight into the making 
of the film and the stresses that 
accompanied the actors and their 
lives during the shoot. The difficulties 
of the weather conditions, the 
rewrites, the animosity between 
Arthur Miller and Marilyn to the 
final weariness of a wrap are 
all told with a pragmatic, honest 
perspective.

I recommend this work to anyone 
with an interest in film. It is engaging 
and gives a very good background 
history on The Misfits, plus it gives 
people food for thought about what 
happens on set, without all the 
wonderful politically correct wrapping 
paper. The book is so lovely that you 
cannot help but enjoy it.

PUBLISHED BY PHAIDON-LONDON

THE MISFITS

BOOK REVIEW
REVIEWED BY 
ROSEMARY REID BA

BOOK REVIEW
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FUJIFILM, AWESOME 
SUPPORT AND DELUXE 

OFFER “THE GREAT FILM 
PACKAGE” - LOW COST 
FILM AND PROCESSING 

PACKAGE.
Furthering its commitment to support 
the Australian film industry whenever 
possible, FUJIFILM has teamed up with 
Deluxe, Efilm and Awesome Support to 
offer “The Great Film Package” - a low 
cost film and processing package.

“The Great Film Package” has been 
designed to offer the flexibility and 
logistical benefits of the film origination 
at a preferential cost to the customer. 
The total package includes FUJIFILM 
motion picture film stock and negative 
developing at Deluxe at the very 
competitive price of $424 (ex GST) 
for a 400’ roll of 35mm and $1060 
(ex GST) for a 1000’ roll of 35mm. 
There is also a special 16mm 400’roll 
film package for just $250 (ex GST), 
comprising 16mm FUJIFILM motion 
picture film stock, 16mm processing at 
Deluxe and a 10% discount on telecine 
at Efilm.

With the aim of making “The Great Film 
Package” not only as cost effective as 
possible but also as easy to work with, 
the instructions for processing involve 
being issued with a production order 
number or each project of FUJIFILM 
motion picture film stock purchased 
from Awesome Support, then you 
simply submit your order number to 
Deluxe when you book your film stock 
in for processing.

FUJIFILM Australia General Manager 
Recording Media/Motion Picture Film, 
Marc Van Agten said, “There is no 
minimum quantity and you can order 
as many rolls as you wish. The numbers 
speak for themselves and our hope 
is that by offering such good value 
packages we can help people who 
still want to shoot on film but need a 
helping hand with making their budgets 
go as far as possible.”

SHORT ENDS
“The Great Film Package” is also open 
to TVC production companies and 
ideal for TVCs, rock clips and web 
idents and applies to the complete 
range of FUJIFILM film in all speeds.

To place your order contact:

Ali Peck at Awesome Support on 
0411 871 521 or at 
ali@awesomesupport.com.au

Jan Thornton at Deluxe Sydney on 
(02) 9429 6500 or at
jan.thornton@bydeluxe.com or

Eliza Malone at Deluxe Melbourne on 
(03) 9528 6188 or at
eliza.malone@bydeluxe.com
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An amazing 13-camera 3D-shoot took 
place on Saturday 26 March at Fox 
Studios, Sydney, produced by MOD 
Productions and Diorama Films as part 
of an advanced digital project for the 
Australian Chamber Orchestra.

Conceived and directed by media 
artist, Michela Ledwidge and produced 
by Mish Sparks and Cristina Dio, the 
shoot captured images and audio in 
high fidelity to be used in The Virtual 
Orchestra, an immersive interactive 
3D installation that will tour around 
the globe. It will allow people to 
experience being surrounded by the 
ACO’s virtuoso musicians as they 
perform beautiful music on their unique 
and precious instruments.

“It was so exciting to see such exquisite 
performances come to life on set”, 
said Michela Ledwidge. “Because 
an orchestra’s process relies on each 
musician hearing and seeing each 
other to produce their music, the 
challenge was to shoot all musicians 

simultaneously while capturing each 
one’s audio and video separately”, 
said Mish Sparks.

As the orchestra performed, each 
musician was individually shot against 
greenscreen, using a DSLR camera 
and custom-built stereo mirror rig.  To 
handle and quality check the amount 

13 CAMERA ORCHESTRA 3D SHOOTSHORT ENDS
of data recorded for each take, a 
special web-based asset management 
tool was developed by Ms Ledwidge. 
The project has been in development 
for over a year, involving extensive 
R&D and an earlier pilot by MOD 
Productions and collaborators. 



Discover the Next Dimension
explore  communicate  network

SMPTE’s biennial Conference and Exhibition is the  
pre-eminent event for suppliers, technologists and 
content creators in the motion-imaging, sound and 
broadcast industries in the Australasian region.  Maintain 
your competitive edge through exposure to the latest 
technologies, workflows and creative tools; discover ideas, 
key trends and case studies in the Conference programme.  
SMPTE11 is a must-attend event in this year’s calendar.
Engineer your success by being part of this exciting industry 
event and discover the next dimension for your business.  
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TOP: Tony Moss, David Lewis and Andy Taylor

LEFT: Nicola Daley, Iraq. Love those gloves



61

SNAPS

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

Buy FUJIFILM and help build your clubhouseJIFIL
$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

ABOVE: Ron Johanson, National President and David 
Lewis, ACS Headquarters Manager at Members 
Opening Night.

The call went out for volunteers to help with 
the renovations of the newly acquired ACS 
Headquarters building in North Sydney. The 
response was small, but this group of dedicated 
members started on January 4, 2011 constructing 
walls, building new desks, removing old carpet, 
repainting the entire area, and cleaning up in time 
for the very successful official opening on March 
3, 2011. Each volunteer had the fulfillment of 
bringing to life the dream of having our own home 
and the potential that it had for the society now 
and for the future. The society is very proud of our 
new home and will continue to improve and utilise 
this great facility for our members and would like 
to thank everyone who gave their time, knowledge 
and commitment to this project.

David Lewis.
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In my world it
’s all about t
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but more 
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’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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