
australian  cinematographer

ISSUE #62

JUNE 2014  RRP $10.00

Quarterly Journal of the 
Australian Cinematographers Society

www.cinematographer.org.au

John Toon NZCS ACS
The Australian Cinematographer of the Year



pro.sony.com.au

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

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

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

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

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

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

PVM-X300

PMW-F5
PMW-F55

X300

V4.0 Firmware
Now Released 

Cache recording, menu 

updates & much more!

M
E

S
M

/S
O

13
0

9
0

4
/A

C



www.millertripods.com

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

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

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

�• Drag control with ultra-soft starts and smooth stops

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

 

Contact your nearest Miller dealer today.



04 / BY DEFINITION

BY DEFINITION of the Australian Cinematographers Society’s 
Articles of Association “a cinematographer is a person with 
technical expertise who manipulates light to transfer visual 
information by the use of a camera into aesthetic moving 
images on motion picture film or electronic recording systems”

2013/2014 NATIONAL EXECUTIVE

PRESIDENT Ron Johanson OAM ACS (Qld)  VICE-PRESIDENTS 
Ernie Clark ACS (SA), David Lewis ACS (NSW)  SECRETARY 
David Wakeley ACS (NSW)  ASSISTANT SECRETARY David Burr 
ACS (NSW)  TREASURER  Mylene Ludgate (SA)  ASSISTANT 
TREASURER Ernie Clark ACS (SA)  HISTORIAN Ron Windon 
ACS  NSW PRESIDENT David Lewis ACS  VICTORIA PRESIDENT  
Warwick Field  QUEENSLAND PRESIDENT Jason Hargreaves ACS 
SOUTH AUSTRALIA PRESIDENT Ernie Clark ACS  WESTERN 
AUSTRALIA PRESIDENT Jason Thomas  TASMANIA PRESIDENT 
Peter Curtis ACS  AUSTRALIAN CAPITAL TERRITORY PRESIDENT 
Miguel Gallagher  NORTHERN TERRITORY PRESIDENT Andrew 
Hyde  WEBSITE Lizz Vernon

magazine@austcine.org.au  Australian Cinematographer is 
published quarterly for members and associates of the Australian 
Cinematographers Society

EDITOR Dick Marks OAM  CHAIRMAN Ted Rayment ACS  
ASSOCIATE EDITOR Heidi Tobin  ART DEPARTMENT  
Brad Sampson   CONTRIBUTING WRITERS Mitch Kennedy, 
JoAnne Bouzianis Sellick, James Cunningham, Ranald Duhig, 
Tim Wood, Pawel Achtil  PROOFREADER  Ted Rayment ACS 
TRANSCRIPTION Anita Planchon PRINTING Heroprint  
FINANCIAL CONTROLLER Mylene Ludgate
PUBLISHERS AustCine Publishing - Level 2, 26 Ridge Street , 
North Sydney NSW 2060  NATIONAL LIBRARY OF AUSTRALIA 
ISSN 1440-978X  PRINT POST APPROVED  PP255003/03506

BRANCH ADDRESSES

NATIONAL &  NEW SOUTH WALES  
ACS Headquarters, Level 2, 26 Ridge Street, North Sydney NSW 2060  
VICTORIA PO Box 2023, Sth Melbourne, VIC 3205  
QUEENSLAND 11 Balaclava Street,  Woolloongabba QLD 4006  
SOUTH AUSTRALIA  PO Box 212, Kent Town SA 5071  
WESTERN AUSTRALIA  PO Box 476, Leederville, WA 6903  
TASMANIA  48 Diamond Drive, Blackmans Bay, TAS 7052  
AUST CAPITAL TERRITORY  PO Box 1558,  Woden, ACT 2602  
NORTHERN TERRITORY  PO Box 2111, Parap, NT 0820

Copyright AustCine Publishing and The Australian Cinematographers Society (2014)
All expressions of opinion are published on the basis that they are not representing the offi cial opinion of the Australian Cinema-
tographers Society, unless expressly 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.

06

06

77

88

From the Editor

From the President

Film Facts
BY Ranald Duhig

Short Films
BY Mitch Kennedy

Cover:  Oli Harris - Key Grip, 
John Toon NZCS ACS - DOP, 
Nick Hutchinson - 1st AC. 
Great Cinematographer John, 
shame about the undies.
PHOTO: Donny Duncan 
- Mr Pip Ltd.

Quarterly Journal of the 
Australian Cinematographers Society

CONTENTS 

departments

666666664444444

28



 CONTENTS / 05

features

8

20

28

34

46

55

64

70

78

80

87

ISSUE #62 JUNE 2014

Mr Pip
DOP John Toon NZCS ACS
BY Ed.

Blood Pulls A Gun
DOP Jeremy Rouse
BY Ed.

DOP Pawel Achtil
BY Pawel Achtil and Ed.

IMAGO Vienna
Theme - Director/
Cinematographer Collaboration
BY Ed.

Lost and Found
DOP/Director Joey Bania
BY Ed.

Duong Dua
DOP Kieran Fowler
BY JoAnne Bouzianis Sellick.

Bronze to Gold
BY Ed.

The Art of Focus Pulling - 
David Elmes 1st AC
BY Ed.

Kingswood Ohio
DOP Anton Syzonov
BY Ed.

DOP PROFILE - 
DOP Matthew Chuang
BY Ed.

Preserving the Craft
BY Tim Wood.

70

46

8888888888

55

3333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333333344444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444444

2222222222222222000000000000000

77778888 80



06 / FROM THE EDITOR

FROM THE EDITOR

f

FROM THE PRESIDENT

What happens when a diffi cult, highly paid job becomes easy? 
It becomes common. What happens when very expensive, 
desirable equipment becomes cheap? It becomes common. 
What happens when things become common? They become 
cheap.

Cinematography has always been a diffi cult but very exciting 
and rewarding career choice and the equipment we used 
in the past hideously expensive. Can you see where this is 
going?

That is the biggest problem facing cinematography. Becoming 
common and cheap!

This issue demonstrates very clearly the changing face of 
cinematography. With every technological advancement, the 
take up of our craft seems to increase exponentially and by 
a younger and younger age group. Shooting by eye, (who 
needs light meters any more) has ignited a fi re storm of quality, 
young image makers and the ACS and the industry must fi nd 
ways to embrace, encourage and help them fi nd a future in an 
already congested fi eld. I’m now seeing so many wonderful 
young cinematographers pushing their way onto the ACS 
Gold Award podium, much sooner than any generation before 
them. It’s exciting… but also raises some serious challenges. 

Recently I came across the CineAlta Magazine and it’s a high 
quality on-line read. Issue 2 has just been uploaded to the net 
at http://issuu.com/sonyprofessional and while you’re there, 
check out Sony’s new @ction Magazine. 

And fi nally, it’s Milli time, not Miller time, although I’m sure 
John Toon NZCS ACS had a few after he received the 
ultimate ACS gong for Mr. Pip. Terrifi c bloke and obviously a 
very talented cinematographer. 

Congratulations John. dm.

 

Greetings ACS colleagues

I think it’s almost a given that despite the advances in 
technology, we cinematographers still consider ourselves the 
“Keepers of the Flame” when it comes to the integrity of the 
images we shoot.

We also believe it’s a collaborative effort, and we are only as 
good as the Producer, Director, Grip, Gaffer, Focus Puller etc 
who we work closely with on a daily basis, and this can often 
apply across all genres.

But in some quarters things are changing and not for the 
better, as the collaborative spirit is being slowly eroded, and 
in some instances the cinematographer is being left out of 
the fi nal decision making process that determines the overall 
integrity of the images.

But why do we consider it so important to remain focused 
on retaining this visual control of the image, when so much 
around us, associated with our industry, is constantly 
changing and evolving?

To me it comes down to one thing…pride. Pride in knowing 
that as the cinematographer you have done all in your power 
to deliver the Director’s ultimate vision to an audience, thereby 
assuring that the visual integrity of the story is maintained and 
delivered in the manner in which it was intended.

It’s vital that we engage in positive dialogue with Producers as 
early as possible to ensure we do retain the right to grade the 
fi nal images.  

To not have that ‘stamp of approval’ as such brings so much 
into question, and we as cinematographers, not only here in 
Australia, but globally, must continue to fi ght the good fi ght 
and protect the images we create for future generations… it’s 
really as simple as that. 

I also want to remind you about the need for safety on all sets, 
all locations and in any work place. We must never take our 
eye off the ball when it comes to safety, as lives depend on it.

Until next time.

        Ron Johanson ACS
          National President  

Ron Johanson OAM ACS

Richard Marks OAM, Editor
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My sincere congratulations to John Toon NZCS 
ACS, winner of the 2014 ACS Milli Award.  

AC John, you’re a boy from New Zealand, and one 
 day you fi nd yourself swinging the meter on a 

pretty big Jerry Bruckheimer movie in the USA. This is 
your big break. But you never get to fi nish the fi lm, Glory 
Road. During the shoot, you have a little imperfection 
in your DNA and this brings everything to a screaming 
halt. Can you tell us about the lead-up to that and how it 
affected your career and how you’re dealing with the post 
Glory Road period?

JT Well, you know I percolated along on my career 
 path, and I’ve got to say my career has always been 

secondary to my life, so I never ever put my career fi rst.

AC That’s unusual. 

JT Yeah, and if I really didn’t want to do something, then 
 I probably wouldn’t do it. See, I didn’t have kids and 

I didn’t have two Mercedes on lease and I wasn’t paying ten 
grand a month for the Brentwood house… nor the expenses 
of the wife’s pedicures and various other cures that we all 
seem to need. And so I didn’t ever have massive pressure to 
do fi lms that I didn’t want to do. And so, that’s where I came 
from. Now, I started shooting commercials for the director 
James Gartner of Gartner Films in the States and we got on 
very well. He was a very, very good director of commercials 
with emotion. He could make people come to tears in 60 
seconds. That was his technique. And so, Bruckheimer, who 
had a long history of giving commercials directors a break, 
got Jim to direct Glory Road. So off we went, and this was 
my big break… shooting a Hollywood feature. Great. So I 
went off on the scout in a bus in New Orleans, and it was like 

a hundred degrees heat. The tech scout bus didn’t have an 
esky with water in it, and they didn’t want to stop for lunch. 
And I was going, “Come on, you guys, this is only the tech 
scout.” We want to have water on the bus and we want to 
have the occasional break. We started scouting at like seven 
in the morning, and by two o’clock there’d been no interest in 
having lunch, and nobody on the bus, including the Director, 
showed any interest in stopping for any sort of break. So I 
found the militant side of Toon starting to come out. And I 
insisted that we actually look after the human beings on this 
project. So that was cool. We started on the fi lm and then 
by maybe three or four weeks into it, the fi lm was being shot 
with the same attitude, the same six o’clock in the morning 
starts, often 16 hour days in this blinding heat. And I started 
getting very fatigued, and so I went and had a blood test, and 
they showed that I was having moderate kidney failure. Now, 
in my history, my family on my mother’s side, we did have 
a history of polycystic kidney, and so I knew that eventually 
this was going to happen, but through dehydration and blind 
stupidity, this came on rather quickly during the course of 
this fi lm, and so about three or four weeks into the movie, 
I said to the producers, “Guys, I won’t be able to fi nish this 
fi lm, you seriously need to look at fi nding someone to replace 
me.” And it was a highly regretful experience - ‘cause I was 
really enjoying shooting the movie. It was fantastic. I had fi ve 
cameras, I had lighting teams, I had huge gripping teams. It 
was the biggest opportunity I’d ever had. It was not a hugely 
expensive fi lm, maybe 30 million, and the art department 
wasn’t huge, but everything else about the picture was, and 
it was good. Anyway, they didn’t really take me seriously and 
then after a while, I went, “Look I’m sorry, you’ve got to fi nd 
somebody, and I’m going to go.” And so I put a date on it and 
I said, “I’ve got to go,” and I went, and that was that. It was a 
very, very, very sad day that I left the set. Lots of weeping and 

DOP John Toon NZCS ACS
The Australian Cinematographer of the Year



Xzannjah Matsi  as Matilda.  
Our star school girl from Bougainville.  
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gnashing of teeth.

AC 
 So what transpired after that?

JT Funny thing, I came back to New Zealand and I had 
 a complete recovery, virtually. But ultimately, the 

kidneys did go down and I had to go on dialysis, and I was 
probably on dialysis for I guess three months and they put 
me on the transplant waiting list, and a couple of friends 
came forward and said look, we’ll donate a kidney. The 
hospital tested the donors, and Karen Childs, who was then 
an assistant AD, aspiring director, and a writer (she is now a 
director) was the successful candidate and she stuck her hand 
up and went through the process… quite insistent on donating 
me a kidney. Incredibly they plucked it out of a tiny hole with 
two incisions, within - good lord, a bird’s just hit my window - 
oh my God, it’s a Kingfi sher. That’s sad, a beautiful Kingfi sher.

AC Is it okay?

JT No! Oh yeah, there it goes. Woopdeedoo. It’s shaking 
 its head… having a wee shake of its head, going holy 

shit, that didn’t feel too good. Ok, where were we?

AC So you got a new kidney.

JT And I guess I was back shooting… oh, it’s funny how 
 you measure your life by your shooting, that’s weird. I 

guess I was back in the saddle, probably within a month.

AC But did that episode change your career, or did 
 it change your life and attitude toward your career 

personally?

JT No, well I already had a fairly relaxed attitude towards 
 my career. Um, a sort of take it or leave it attitude 

about shooting movies… I love shooting good movies, but 
really hate shooting bad ones. But unfortunately, it didn’t 
change me. I think it should have changed me. I could have 
gone, “Oh, stuff this, I’ll go and grow lettuces, and I’ll retire.” 
But I didn’t do that. I’ve shot three movies since then and a 
gazillion commercials. Still farm a hundred and twenty odd 
cattle on three hundred acres. Still way too busy.

AC But I bet you drink more water these days.

JT Yeah, but probably not as much as I should...

AC So you’re back with a vengeance; let’s skip over a 
 whole lot of things move right on to your last 

fi lm Mr Pip; it’s simply a beautiful fi lm. I’ve actually 
photographed the people in Bougainville, the really blue-
black people in Bougainville.

JT Oh yeah, yeah, extraordinary.

AC And it’s a serious challenge. I’m talking 16mm fi lm, 
 ‘cause I was up there shooting documentary. But 

especially when they’re standing next to a pale face. How 
did you deal with that? What did you learn about shooting 
very black skin and getting the wonderful balance that 
you managed to achieve? And was shooting with the 
Alexa a bonus in that regard?

JT Well, look, I was so surprised that the Alexa turned 
 out to be so good, and I don’t want this to sound 

like an ad for Arrifl ex, but it probably will regardless. What 
happened was that we, before I came onto Mr Pip, there had 
been fi lm tests done, which proved woefully inadequate of 
trying to shoot the skin on golden sandy beaches. I came into 
it a bit down the track, so some of the testing had already 
been done. When I got really seriously involved and signed 
on, I’d already been up to Bougainville on a scout because 
I wasn’t sure that my one kidney… I wasn’t too confi dent 
about going up there for an extended period of time. But 
I went up there on a scout, and it was very impressive. I 
enjoyed the place immensely. It was incredibly safe, although 
quite edgy, and dangerous at the same time. If you kept out 
of trouble and you kept out of the odd swinging machete, 
you’d probably be all right. And so I had no problems 
recommending to all of our crew that they go up and shoot 
this picture with me in Bougainville, and it was good. I don’t 
remember how many people we took up there, but it was a 
sizeable feature fi lm. So before we started, we went, okay 
what equipment are we going to test, to see what we’re going 
to shoot on. There was a lot of pressure by certain people to 
shoot with Red EPIC, so we played with that and the Alexa. 
I also had shot stuff on the real location with my 5D, and 
we had the original fi lm tests. Now all of this was scanned 
through Weta workshop, Weta digital. It was all bumped to 
4K and then fi lm output. And I screened it all in a cinema 
from a 35mm print. And the footage from the Alexa was quite 
markedly better. And although we were only shooting HD, 
you know 444 HD, it was still better than the 5K off the EPIC. 
Also the depth of the fi les was much bigger on the Alexa. 
There was way more data. It delivered a much richer looking 
picture. I was unbelievably surprised that the Alexa could 
see into shadows and to give detail in the bottom end that 
I thought fi lm was pretty good at. But this was outrageous. 
And the thing is with this camera, the native ASA of 800, 
you immediately have a whole bunch of stuff up your sleeve. 
Film, daylight corrected fi lm, 320 ASA would be the best you 
could get. You know, 800 is a whole stop more than that and 
shooting interiors in a school room, it was just fantastic. And 
to be totally honest, I didn’t really make too many concessions 
to the bottom end. I protected the bottom end in exposure, 
and Alexa doesn’t mind the burning out part in the way that 
other HD cameras do. And I used a meter for a while, and 
then I went, no, I don’t need to do this. I spent quite a bit of 
time setting up my monitors, but basically I didn’t use a meter, 
I just had a nicely blacked out monitor for the interiors. And 
the exteriors, they just looked after themselves.

AC Did you have a DIT man wandering around 
 explaining that you needed more light or less light 

or whatever? 

JT No, thankfully. I did have a DIT guy, but he never said 
 that to me, and I’m very happy. I didn’t want to hear 

from him. 

AC No. How did you handle the burn? Did you look at 
 a wave form monitor? 

JT Very, very occasionally. I mean, but Bougainville was 
 the sort of place and Andrew Adamson is the sort 

of director who if I’d have said, “Oh, I can’t shoot that shot, 
the sky’s too hot,” you know, he would look at me and go, 



Mr. Watts takes his wife to the market. Hugh Laurie as 
Mr Watts , with Florance Korokoro as Grace Watts.  
PHOTO: Donny Duncan - Mr Pip Ltd.



“Just get over it”… that wouldn’t work, and we very soon 
worked out our relationship in terms of technicalities; we were 
shooting, and that was that. We didn’t stop to check the sky 
was burning three stops over. But you see, if you’re shooting, 
you shoot with the monitors set for Rec 709. Um, if you think 
you’re in trouble, you just turn to Log C and then apply false 
colour to Log C, and then if you’ve still got burn out problems, 
then things are going to be a bit challenging, so basically you 
just hand it to Weta digital and say “Sort it out”, because in 
Bougainville, we weren’t going to fi x it.

AC No, no, you can deal with that later. Did you do a 
 lot of windowing on the faces in the DI?

JT No. No, we didn’t. Of course we did window a lot in 
 the DI, but on the faces it was to only ever to take 

some odd colour out that occasionally the black skin 
would pick up, like a refl ected green tinge that would come 
fl ying in through a window, from the surrounding jungle. Or 

there would be something that didn’t look quite right, and 
occasionally we’d window for that, but we never windowed to 
bring up exposure or to see into faces.

AC It’s interesting isn’t it just how refl ective black skin
  can be if you slide the light to square leg or point.

JT The interesting thing is, I’d had extensive experience 
 with this, of course, on Glory Road, because 80% of 

the cast of Glory Road were black. And that was shot on fi lm 
and Disney, when they were viewing the dailies, Disney have 
a reputation of phoning up a production and telling the DP 
to put more light on things because they don’t think they’re 
getting value for money in seeing their actors. They never said 
a word about Glory Road, and it is incredibly dark in places.

AC Getting back to Mr Pip, did you have a sort of a 
 stock standard way of lighting wide, then medium, 

then close-up, or were you using big lights through big 
silks to get a bit of wrap around…?

12 /  MR PIP

Rebel soldiers bring the wounded home. BRA soldiers. 
PHOTO: Donny Duncan - Mr Pip Ltd.



air compressor and no nail guns. And then also, the props 
didn’t arrive and so none of the guns that the soldiers and 
the rebels had to have, none of the AK47s and none of that 
stuff. We delayed shooting those big scenes for weeks and 
weeks and weeks and eventually we couldn’t delay shooting 
any longer, so we put out the word that we needed some 
weapons. And of course there’s not supposed to be any 
weapons in Bougainville… they’re all supposed to be handed 
in… but on the day we were going to shoot that scene, there 
were AK47s, and guns and all sort of stuff just came out of 
the woodwork and we had weapons up the wazoo.

AC Hahaha. It just shows you how successful those 
 weapon moratoriums are. They’re out there, 

aren’t they?

JT Well, we understood that they were all locked in a
 container at the other end of the island. The UN had 

put them all in a sealed container, but there was a rumour 

JT There’s an interesting story here. Before we left New 
 Zealand to fl y up to Bougainville for the shoot, we 

knew that the containers with all of our heavy equipment were 
not going to arrive. We weren’t going to have any tracking 
dollies, we weren’t going to have had any cranes, we weren’t 
going to have any big lights and we weren’t going to be 
having any of the big hardware needed. Like the big light 
stands to fl y the big 20 x 20 or 40 x 40 frames with the big 
silks. None of that stuff was going to be there.

AC For how long?

JT We went in there with the stuff that we could fl y in a 
 small aeroplane. So the grips and the gaffers had to 

build the frames out of bamboo, and lash them together and 
hang them from trees. We didn’t have any of the fl ash kit that 
you’d expect. Also the chippies’ saws and generators… none 
of that stuff arrived either, and so they were using local labour 
to build the sets with hand saws and hammers and nails. No 
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that someone had tunneled under the container and oxy 
acetylened a hole in the bottom of it and taken everything 
out. And so it looked to the outside world like it was all still 
preserved, but in fact it was empty. But this might have been 
urban myth.

AC So real guerrilla fi lm-making. It was back to basics, 
 and that’s where the innovative Australian-New 

Zealand cinematographer comes into his/her own, isn’t it?

JT Absolutely. Our grip developed this thing called 
 sladder, which was a slider on a ladder on 6x2 planks. 

We got two inch pipe and laid it onto 6x2 planks and then 
he put skateboard wheels on that and then he mounted the 
camera on the top of a folding ladder which got me about 12 
feet in the air. We G-clamped the high hat onto the top of the 
ladder and that became sladder, which was a tracking shot at 
12 feet up in the air. That did for a while, and then we had, oh, 
all number of skateboard wheel mounted tracking devices.

AC Fantastic.

JT We had a ladder pod, which was an extension ladder, 
 laid horizontally, with pipe on that, and again tracking 

with skateboard wheels with a camera on a high hat. So yes, 
literally for the fi rst three weeks or so it was totally guerrilla fi lm 
making. 

AC Did you enjoy it?

JT Yeah, yeah, yeah, it was fun. It was fun. And I’m 
 surprised, almost all of that schoolhouse interior was 

shot with a completely guerrilla unit. The biggest lamp we ever 
had was a 4K Par. 

AC So, would you say then that had you gone up there
 with a Panavision camera and 35mm fi lm and still 

had the same amount of equipment, that it would have 
been a bit of a disaster?

JT Oh, I’m sure we would have cut our cloth to suit the 
 requirement. But I wouldn’t have ever gone up there 

with a Panavision camera, because that style of fi lm making, 
with big heavy boat anchors, is not nimble enough for that 
kind of job. I’d have rather gone up there and shot on 16mm.

AC Yeah, I agree. It’s interesting, but it’s almost like, 
 with 800 ASA and the contrast ratio of the Alexa, 

that it was exactly the right camera for that particular fi lm. 

JT Yeah, absolutely. And we had three of 
 those cameras for I guess nine weeks or ten weeks or 

something like that and we didn’t lose a pixel, never mind a 
frame. Never mind losing a shot. We never lost a single pixel 
in all of this time. 

AC Wonderful.

JT And sand, we had, we had humidity and moisture. 
 And here’s the funny thing, when we were testing the 

camera in New Zealand before we left, I actually got the AC 
to take the cameras and sit inside a sauna as hot as he could 
stand it for an hour, and leave the cameras in there and see 
if they were still going. He only admitted just the other week 
that he actually didn’t stay in the sauna with the camera, he 

Oli’s ‘sladder’, our slider/ladder in lieu of rails and dolly. Worked well. PHOTO: Donny Duncan - Mr Pip Ltd.
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just put the camera in there and he got out. 
But we literally steamed them all, but they all 
survived. All the gear worked. Even things we 
didn’t think would work, worked.

AC Speaking of funny things, I’ve shot 
 in Papua New Guinea, the Solomons 

and up in Bougainville many times, and 
they are very funny people; they love to 
laugh and joke about. How did you fi nd 
them?

JT Well yeah, that’s true, but the sad 
 thing is that since they were partitioned; 

Bougainville was partitioned by the Papua New 
Guinea government, and they literally isolated 
the island from the rest of the world for quite 
some time and I don’t remember how long it 
was, but it might have been ten years, and that 
has actually done extraordinary damage to the 
psyche of those people. 

AC Oh, really?

JT And that, as an example of inhumanity 
 - I mean, it’s one of the least publicised 

atrocities in the world. The amount of abuse 
was horrendous and it has damaged the 
people - I’m no expert on this, but what has 
gone on there has not been a good thing. And 
those happy-go-lucky people… yes they are 
happy-go-lucky, to a point, but underneath it 
all, there’s a… well let’s say that they’re going 
to take a long time to recover.

AC That’s very sad.

JT There’s a lot of mistrust. I know that 
 they are struggling to set up their own 

little independent country and it’s proving to be 
pretty tricky. Anyway, look Dick, I’m no expert 
on this at all, and we probably shouldn’t get 
into the politics of Bougainville, ‘cause we 
might start talking about Australia’s hand in 
this as well, which hasn’t been very good.

AC I think it’s important to say what 
 you’ve said, and I take your point. 

But my observation is that you can kill the 
people without killing the people.

JT Yes, but during the partition process, a 
 lot of people were thought to be siding 

with the government and the rebels and there 
became a lot of distrust between factions 
within Bougainville. Some atrocious things 
went on, within Bougainville, within their own 
people, and they’re taking a bit of getting over. 
It’s going to take a couple of generations, I 
think, before the young people forget why 
they hated each other, why their parents hated 
each other.

AC It’s a stain that takes a long time to 
 remove. Okay, let’s move back 

Oli’s high shot ‘sladder’.  PHOTO: Donny Duncan - Mr Pip Ltd.
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to fi lmmaking. All the fi lms you’ve shot to date look 
incredibly different. I’ve had seen all of them and you’re 
obviously infl uenced heavily by the narrative... but maybe 
you’re infl uenced a little bit by your wife, Christine Jeffs, 
who directed three of those fi lms. Would that be true?

JT Um, well, we’ve worked on a lot of stuff together, 
 a lot of movies and a lot of TV commercials and the 

famous short fi lm, Stroke, which went to Cannes. Rain, her 
fi rst feature fi lm, went to Cannes. It’s one of only two New 
Zealand movies that have ever gotten into Director’s Fortnight 
at Cannes. To this day, if I look at it, it’s still one of the greatest 
things that we’ve done. It’s not a particularly commercial 
movie at all, but it is just a beautifully told little piece. We work 
together incredibly well. At times we test each other quite a 
lot, we don’t just sit around and go, “We’re just going to do 
this, blah blah blah,” there are the occasional feisty times but 
she’s extremely good with story and with actors. 

AC But John, your cinematography and lighting tracks 
 the narrative terrain really well. Other DOPs, I think, 

occasionally make the mistake of wanting to look good 
regardless of the storyline or you know, succumbing too 
many big shafts of light punching in through windows, 
whereas I get the feeling that you’re always pulling 
yourself into line, saying, “Is this right for the story?” 

JT Well, that’s basically what I believe, and it certainly is 
 working with Christine. Our fi rst word is naturalistic, 

and you’re only there to tell the story. I’m not there to make a 
cinematographic statement, I’m there to tell the story. I guess 
mostly I infl uence things by time of day shooting. When it 
would be best to shoot and I’m always trying to get directors 
to rehearse scenes and then shoot them in a half an hour 
when the light is right, when the light pokes in through the 
window or when it looks right. And using lighting to augment 

what started out a nice wide shot at the front of the scene. 
I used to get quite feisty about the time of day for shooting 
things. Sometimes it works and sometimes it doesn’t. I’ve 
always tried to get directors to come up with A and B scenes. 
You know, the scenes that are really important in terms of the 
look and the storytelling are A scenes. And then B scenes are 
informational scenes that we should be able to gallop through 
and save time on, and then C scenes, which are sort of shoe 
leather connecting things which you can just bowl off quickly. 
I’ve never gotten anyone to do that. Everyone wants all their 
scenes to be A scenes. 

AC Well, maybe you should work with Peter Weir, 
 remember what he said at IMAGO,  he said that on 

his way to work he would more than often be with the 
Director of Photography and the fi rst AD and they would 
discuss what they were going to do that day so they 
could hit the ground running and he said the challenge 
that he used to pose for himself was if he could only get 
one shot that day, what would that shot be? He said he 
disciplined himself to that. If he could only get one thing, 
what would it be? What’s the most important thing to 
get, and he said “That’s what we would chase, we would 
hound that one into the ground and whatever we got after 
that was a bonus.” So maybe your next fi lm should be 
with Peter Weir. 

JT I would love to shoot a picture with Peter Weir. That 
 would be absolutely extraordinary. I might have to 

climb over Russ Boyd to get there though.

AC In Vienna, during IMAGO 2013, Russell’s intimated 
 that he wouldn’t be shooting another feature. 

The Way Home was a very tough gig, and he’s got his big 
gold statuette… 

2 x Alexa Set-up. From second left. John Toon - DP, Julia Green - 2nd AC, Ryan Spearman - B camera 1st AC.  PHOTO: Donny Duncan - Mr Pip Ltd.
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JT I hear that his parrot is the key thing in his life at the 
 moment. 

AC His parrot? 

JT Yeah, I think he has a pet parrot. And I reckon that 
 when Russ leaves home he really, really, really misses 

his wife and the parrot. You need to check that out. We had 
some good times with both Peter and Russ in Vienna. I mean, 
we would often be wandering around the streets at night and 
Russell would be at a bar just soaking in the atmosphere 
and we would pop in and join him… just sit down and share 
a bottle or two, and it was very, very, very good. It was a 
wonderful experience.

AC Absolutely. Now, I’ve only got one more question. 
 When you were shooting Rain, which you’ve 

just referenced, you had the third person in the room 
moment… you explained that you put the camera on your 
shoulder and that became almost a modus operandi for 
you in the future fi lms. Just explain that to us.

JT Well, in the course of my career, I felt that with a lot 
 of Hollywood fi lms the audience is never really 

engaged with what’s going on because the actors are sort of 
kept at arm’s length. The camera sits on its tripod and its big 
fat zoom lens and it rearches into the scene, but it never fully 
takes the audience on the ride. And so I fi gured that one of 
the most important things was to try and get over the artifi ce 
of Hollywood cinema and try and engage the audience as 
participants in the scene. So when we were shooting Rain, I 
thought, to get the kids more natural, I should sit at the table 
with them, with the camera on my shoulder and I should be 
part of the conversation. And I would shoot with both eyes 

open… I was just there with them. They shouldn’t look at 
the camera, but they could look at me if they needed to. I 
didn’t really participate in the scene, but I think that the fact 
that I could sit at the table helped with that stuff. Films like 
the Bourne series, and I forget the name of the director - the 
Bourne fi lms took the audience on an adventure, whereas 
the earlier Bond fi lms, you sat back and you looked at Bond 
having an adventure, you never really - the camera never 
really had a POV. It never really went with you. So it’s - I guess 
it’s the use of the POV and steering away from unmotivated, 
gratuitous tracking and camera shit and camera bollocks, 
just for the sake of doing camera bollocks. You should have a 
reason for doing what you’re doing with the camera. I mean, 
I’m okay about tracking in to heighten dramatic moments and 
all of that sort of stuff, as long as it doesn’t stick out and start 
pointing to itself. Does that make sense?

AC Yep, it makes perfect sense. So have you carried 
 that through?

JT Yes, I do this bungee cam thing that consists of a rig 
 that the camera hangs in, and you can put a big zoom 

lens, you know, 24-290 zoom on it, and the camera hangs 
and just rests on your shoulder; it’s like it’s hand-held but with 
a camera that you can’t physically carry, but you can walk 
around a bit with this thing, just having that subtle movement. 
I’m not talking about bad jerky hand-held, I’m just talking 
about a subtle sense of movement. I’m not saying you do it 
on everything, but occasionally it really is worth its weight in 
gold. It’s helping the audience feel like they’re there.

AC Absolutely. It’s interesting what you were just 
 saying John. Jeffrey Darling, who featured in the 

previous magazine, he says of digital that he likes to keep 

Hugh Laurie and Xie.  PHOTO: Donny Duncan - Mr Pip Ltd.



the camera moving... he’s got a RED and he likes to keep 
it moving because if you shoot static with digital, the 
pixels seem to lock up.

JT They do, they totally do. And I also think you’ve got to 
 damage the image a bit. I believe in old optics. The 

oldest lenses you can fi nd to do the job. New lenses are too 
good. They make the perfection of digital even more perfect. 

AC Which is not what you’re trying to look for is it? 

JT It needs to be smashed up and damaged in some way 
 to make it feel ‘real’.

AC I just don’t want to see that much information. 
 Everything and everyone starts to look really fake. 

JT Look Dick, there’s this whole movement towards 4K. 
 And I wouldn’t be surprised if the Hollywood studios, 

to future proof themselves, are not going to make 4K part 
of the delivery items when you make your movie. But you’re 
going to have to ensure that the fi lm will be delivered to the 
studio in 4K. This is so they future proof their library. The scary 
thing is that after shooting Mr Pip, which was shot HD, I don’t 
want to see a 4K image of someone’s face. I don’t want to 
see more detail. I don’t want to see the oil seeping out of the 
sweaty pores of people’s noses. You just don’t want to know. 

AC Or the hairlines of wigs and the bad wounds, scars 
 and make-up. This is what really worries me - the 

pressure it puts on the make-up person when they’ve 

18 /  MR PIP

f

got little scratches on their faces or little open wounds or 
cuts on the bridge of the nose and all that. They end up 
looking like red chinagraph lines.

JT No, and for a lot of actors, it’s going to be death by 
 digital. It’s like their careers are going to fi nish because 

digitally, at age 28, they’re going to be seen as too lined or too 
wrinkled to do the job. 

AC Oh my lordy lord John, what sort of a problem 
 are we creating for ourselves? Death by digital. 

The beautiful people in movies are going to get 
sharpened to death, and only the character actors will 
survive to become the nbt. A celebration of ugliness… 
hahahaha. How un-Hollywood! Now that would make a 
pretty interesting fi lm mate. 

JT Yeah well, 4K is going to kill an awful lot of actresses, 
 I can assure you.

AC Now, I think that’s a perfectly good line on which 
 to fi nish this conversation… I’ve loved every 

second of it. So, once again John, congratulations on 
winning the 2014 Australian Cinematographer of the Year 
Award. 

A  Julia Green, A Cam 2nd AC slates the school house.  B  The Oli/Toon cat crane. Harris remote head on the foxy did around 20knots on a flat 
sea. A fair simulated helicopter shot over water.  C  It’s all about making do. Gaffer Sean O’Niell rigs a bamboo pole in the ceiling. 
D  Delores (Healesville Joel) with Grant Adams, Steadicam and B cam. operator.   PHOTO: Donny Duncan - Mr Pip Ltd.

A B

C D



PNG soldiers wreck and burn the village.  PHOTO: Donny Duncan - Mr Pip Ltd.



DOP Jeremy Rouse



Odessa Young as Alice. A brilliant young actor. Photo by Scott Lowe



I have an admission to make; I was totally seduced by a short fi lm photographed by DP Jeremy 
Rouse, titled Blood Pulls a Gun. Jeremy’s work is so in tune with the story and it contributes 
enormously to the tension and intrigue. He displays very high craft skills without attaching his 
‘look-at-me’ fi lter. And writer/director Ben Briand is a very impressive story teller.

Blood Pulls a Gun was selected from a record number of over 4,000 entries and was the 
only Australian short fi lm selected for competition in the recent SXSW Film Festival. I believe it 
represents the new wave of fi lm makers in Australia. I loved this little ‘feature’ and I just know 
that it is the forerunner to much bigger and better things for everyone involved… especially 
Jeremy and Ben. I hope it’s the beginning of a long term collaboration.* 

* See Russell Boyd and Peter Weir’s story on collaboration in this issue. 

JR I’m from Perth and graduated from the Western 
 Australian School of Art and Design majoring in fi lm 

and television in 1999 and then I moved - I thought I’ve got to 
go east to really have a good go at this, so I tossed a coin… 
Melbourne or Sydney. I was 21 when I moved to Melbourne 
and started working at Cameraquip with Malcolm Richards. 
I spent almost two years there as a prep technician before I 
started as a clapper loader. I loaded on ads and features, you 
know, kind of worked my way into that, then became a focus 
puller, then an operator on a few fi lms and then my career 
really started. 

AC So what was your fi rst, most important and 
 signifi cant moment in all of that? Was it the 

decision to move to Melbourne…? 

JR The signifi cant moment happened at fi lm school, when 
 I thought I was going to be a director. I realised I 

wasn’t. I just didn’t have the motivation for talking to actors as 
much as I did about fi guring out how to tell stories visually. I 
thought, I don’t want to direct; I’d rather go to Melbourne and 
actually take the time it needs to learn how to shoot… start 
from scratch.

AC Telling stories visually is all about having fresh, 
 interesting ideas isn’t it? The idea is the catalyst. 

JR For sure. For me, it totally has to be that way. And 
 I think, on that subject of creativity and ideas, I think 

that every time I talk about a job or read a script or I think 
of a music clip or whatever it is, before I think of anything 
technical, I think of the idea… what’s interesting about this 
script, or what could be interesting? That to me is way more 
important than, “Shit I’m going to need this light, I’m going to 
need this camera or this lens.” Before I even get to that point, 
it’s like what is this, and what is interesting about it? What are 
the ideas that make it appealing… yeah, so the idea is a very 
important part of the whole process, for sure.

AC When I look at modern imaging, I see a stronger 
 commitment to the visual truth, so to speak. I’m 

talking to a lot of young fi lmmakers now whose fi rst  
reaction to a script is emotional, not technical. They say 
they want to know the truth of the story before they sign 
on. And I’m thinking that it’s because, more and more 
these days, the technical side of image making is looking 
after itself and DPs have been freed up from so many of 
the technical stresses of the past… whether it’s f.5.6 or 
quarter open on 5.6, the colour temperature is slightly 
green, or the contrast ratio is too great, not to mention 
the amazing ASA ratings of Digital cameras… what I’m 
alluding to is that the ARRI Alexas and Reds etc are doing 
us a lot of favours.
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Odessa Young checks out as she checks in Blood at the motel. It’s all about those eyes.  (Frame taken from the fi lm.)



JR There’s some truth in that for sure. I don’t deny that. 
 You certainly don’t have to worry about a quarter of 

a stop any more, though I was never really that technical.  I 
can’t tell you the last time I walked onto a set and said, “Okay, 
I’ve only got 200 ASA to deal with here.” It’s not about that 
any more. My job is not about a quarter of a stop here or 
there. I can see what I’m aiming to get; if I want it brighter, 
darker, harder light, softer light, more backlight… and I can do 
that by eye. Yeah, it certainly takes the pressure off what ‘the 
negative’ is going to look like. 

AC Do you have a lighting philosophy then?

JR I don’t have a philosophy. I trust my instincts fi rst and 
 foremost because every job’s different. Some directors 

want a more high key, lit look, some directors want low key 
- and you can interpret it just by having a conversation with 
them. I always look where the natural light is coming from and 
take it from there; my work is very naturalistic, but a fi lm like 
Blood Pulls a Gun, pretty much every scene in that fi lm was 
very lit, you know, but the idea for me is to make it look not lit. 
Every job I learn something different about lighting. Every job I 
try something new or I work with a different gaffer - I’ve got no 
list of rules. As long as I look through the viewfi nder and can’t 
‘see’ the light too much. That’s the main thing… I don’t want 
to feel a source. If I feel there’s a source just outside the edge 
of frame, then it’s wrong. The drama’s taken away. 

I don’t have a philosophy. It’s not like a 10-point 
commandment.  

AC Getting back to Blood Pulls a Gun, I think that that 
 little hero girl (Odessa Young) is going to be a 

major, major star. It’s in her eyes. She acts with her eyes. 

JR The scene with her and Blood in the reception where 
 she just had so little to do, it was like, wow. She’s really 

strong. It’s pretty exciting.

AC You’re right, but it didn’t look heavily lit. It had a 
 kind of David Lynch kind of look to it.

JR It does. It does have a slightly surreal, unusual, 
 otherworldly feel- the director Ben Briand loves fi lm 

craft in all its elements. Sound - it’s very rich in music and 
sound.  It’s a very stylishly designed fi lm, very detailed and it’s 
edited sharply. 

AC So what was your go-to light?

JR A 6K Par. Pars outside, pushing them through 
 windows, different strengths; we were lighting through 

heavy curtains and veneers and things. It was a good 
strength, single source lamp. Considering the budget and 
time we had to light, I wanted a single lamp that could move 
from location to location quickly.

AC I was particularly interested in your source light for 
 the wide motel exterior, when she was looking 

through the window and watched them making love 
it was like a moonlighty, mercury vapoury kind of light 
coming in from the left.

JR That was a teal cyan on a daylight balanced light. It 
 was probably a 2.5K, heavily diffused. It’s a colour that 

I’m not going to see every day. The rest was just Tungsten. I 
pushed the colour balance one way or another with the Red 
EPIC and that was kind of like, oh okay, that looks interesting.

AC Let’s move on to the TVC for Bulleit Whiskey. 
 How did you get that gig?

JR I focused on establishing myself by trying to work 
 with certain commercial directors whose work I 

admired and that particular director, Christopher Riggert, I 
had really wanted to work with for a long time. Very talented. 
I think his work is always interesting. So I made the point of 
trying to pursue a relationship with him and an opportunity 
came up and he viewed my reel. 

AC That commercial seemed to me to be 99% natural 
 light. Your tonal choice and continuity of tone is 

excellent. And that’s not easy to achieve these days, you 
know, when you’re shooting 10-12 hours days, and the 
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Josh McConville as Blood.  (Frame taken from the fi lm.)
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Approaching Blood’s muscle car, Alice (Odessa Young) looks for items to steal. PHOTO by Jeremy Rouse.

Alice (Odessa Young) lies in the back of Blood’s car listening to the mysterious couple’s rough sex in the nearby motel room. PHOTO Scott Lowe.

Fourteen year old Alice (Odessa Young) tries to behave much older than she really is. PHOTO by Jeremy Rouse.
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Alice (Odessa Young) surrounds herself with fi reworks as the audience begins to question 
what is reality and what is fi ction. PHOTO by Jeremy Rouse.

The mysterious woman (Tess Haubrich) right before seduction turns to destruction. PHOTO by Jeremy Rouse.

Confused teen sexual tension as Ralph (Ben Ingram) doesn’t know what to say to Alice (Odessa Young). PHOTO by Jeremy Rouse.



director wants to shoot actors at midday under a hot sun.

JR That was very much natural light, yeah. That was 
 very much time of day, anything that was lit was done 

with basic lighting… Kino FLOs, plug into the wall stuff, very 

simple, but yeah, that was more about capturing a spirit 

and an aesthetic of a lifestyle, than it was about creating 

an artifi ce. Capturing it as it is. But I’ve had my fair share of 

headaches with time of day as well. 

AC Yeah, but do you feel that technology has allowed 
 you to do that because now you’re not working 

with the big crews, you don’t have a lot of big lighting 

trucks and massive 20Ks and all that sort of stuff, so you 

can move quicker? And you can then spend a little more 

time waiting for the right light.

JR Yeah, certainly, you pick and choose the job - on some
 jobs I work with (bigger) units 18Ks and 20Ks and 

things like that. The script determines which way it’s going to 

go. I love natural light and I love working with minimal crews… 

you know, I can get a sunrise shot and a sunset shot and 

then wait around for the rest of the day, because we can, we 

can wait, we can look around – and there’s a lot of liberating, 

exciting things about that.

AC It’s all about being able to control the light, don’t 
 you think? Whether it’s natural or artifi cial.

JR Exactly. Lighting is about control. DOPs still have to 
 control the light. You can’t be a victim of light. You’ve 

got to embrace natural light but learn to control it. But that 
boils down to choosing your time of day. I’m more inclined to 
take light away these days then push it in.

AC How diffi cult or important is it to be able to choose 
 jobs you like? A lot of cinematographers do work 

that they’re not really that keen on doing. It doesn’t suit 
them emotionally nor their aesthetic, but they need the 
money. And I’ve also spoken to cinematographers who do 
choose their projects really, really carefully. You get offered 
the kind of jobs that are on your reel, don’t you think?

JR Yeah, for sure. It’s a tricky one. Mostly, I  (try to) 
 choose my jobs based on who the director is and I 

do my research very thoroughly. I look at all their work and 
determine if I’m going to suit a certain director’s aesthetic or 
not. With drama it’s the same. I’ve read a lot of scripts and not 
all have gelled with me… or nothing clicked. So I don’t feel 
like I need to do the job just to pay my mortgage. I feel very 
fortunate that I can say, “I don’t know if I’m right for this”. 

AC It is a very privileged position, but you’ve got to 
 work to get there. You don’t wake up one morning 

and suddenly everyone’s offering you exactly the job you 
want. But I do think these days it’s much more important 
to choose your work really carefully. By the way, had you 
worked with Ben before?
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Jeremy Rouse shooting 14 year old actress Odessa Young.  Behind the scenes photograph by Andrew Peters
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JR No, that was the fi rst time, actually.

AC
 Do you think that this could lead to
 a project with him? He’s a good 

director.

JR He’s a great director, yeah. The fi lm 
 just screened in South by Southwest 

and he’s in LA now having meetings. I think 
there’s a feature-length version, or that fi lm 
was loosely based on a story that was written 
as a feature, so hopefully, yeah, I would love 
to do a longer project with Ben. And I really 
think it’s exciting to build relationships with 
directors and work together over time. It 
gets to the point, with some of the directors I 
shoot with, where we hardly need to talk that 
much; our instincts are the same and we get 
to where we both think it should go without 
even speaking, just by seeing the frame and 
knowing what feels right. 

TOP Tess Haubrich as The Mysterious 
Woman fi ghts with Josh McConville playing 
Blood.

BOTTOM Actress Tess Haubrich

On Set image by Andrew Peters
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    DOP Pawel Achtil

If you’re into underwater photography of the moving kind, 
you will probably know of Pawel Achtil, the father of DeepX 
and 3Deep underwater housings for Red Epic cameras. 
Pawel tested the famous Nikon Nikonos lenses designed 
and manufactured several decades ago for submersible 
Nikonos rangefi nder cameras and to his surprise, found that 
these lenses featured very modern retro-focal design and 
were built with great precision. But the biggest revelation was 
their incredible sharpness from corner to corner and tight 
tolerances that the lenses were built to. These are not your 
ordinary mass produced lenses, but rather sophisticated 
and exceptionally well-designed and engineered professional 
lenses capable of out-resolving all currently available camera 
sensors across the entire frame. It almost looked “too good 
to be true”, so he performed dozens of measurements of 
their MTF. “In comparison to the traditional dome and fl at port 
designs, the Nikonos optics offered over ten times higher 
resolution underwater. And, they were the only optics able to 
resolve 4k (and beyond), underwater.” Pawel says.
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However the Red Epic MX sensor 
suffered from rather signifi cant colour 
cross-talk making blue colours appear 
magenta-grey. To make things worse, 
this phenomenon was “baked-in”… into 
the RAW format and it was not possible 
to correct it later in post. He measured 
that the colour dynamic range at certain 
wavelengths was as low as 1 ~ 2 stops, 

making it impossible to bring out the full 
colour range. This presented a serious 
limitation.

This phenomenon was present in most 
of his underwater images.

After about 4 months of intensive 
testing he identifi ed the problem and 
came up with a range of specialised 

fi lters that he hoped would improve 
the colours produced by the RED Epic 
sensor. He has prototyped those fi lters 
and tested them on his optical bench. 
They seemed to work reasonably 
well. Pawel now uses several custom 
made fi lters, not only to minimise the 
colour cross-talk problem of the RED 
Epic sensor, but also incorporating 
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some other innovative benefi ts, such 
as improving micro-contrast and 
clarity underwater. This allows him to 
produce underwater images that are 
even sharper than most of the land 
cinematography. This exceptional 
quality creates new challenges in critical 
focusing when shooting 4k and 5k, but 
the results can be extraordinary.
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The fi rst real-life test was in the clear 
blue waters of Tonga. He went there 
to fi lm humpback whales for his IMAX 
fi lm called Sea of Love. After reviewing 
the footage it become very clear that 
the custom fi lters made a signifi cant 
difference in achieving vibrant and 
high-contrast images. The magenta-
grey contamination was almost entirely 

eliminated.

I invite you to be the judge. Dm. Ed.

. 
f
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Late last year, I was invited to moderate a session with Director Peter Weir OAM and 
Cinematographer Russell Boyd ACS ASC at an IMAGO gathering in Austria; the chosen 
theme was collaboration, the location Vienna… in autumn. One of those dream jobs. 
Peter and Russell were the perfect choice for this topic; they made six wonderful fi lms 
together over more than a quarter of a century, starting in 1975 with the beautiful, 
haunting Picnic at Hanging Rock. For this article I have simply lifted grabs from the audio 
recorded on the day. 

IMAGO Vienna

Collaboration - A creative journey with Peter Weir OAM 
and Russell Boyd ACS ASC.
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PW Picnic at Hanging Rock. It’s St Valentine’s day 1900 
 and at an exclusive girls boarding school just outside 

of Melbourne, a party is put together to go for a picnic to a 
local landmark in the countryside called Hanging Rock. During 
the picnic, some of the girls and one teacher go exploring 
and they do not return. They simply disappear. Of course 
there’s tremendous concern. Searches, police involved. 
One girl is found, but without any memory. The other girls 
and their teacher are never found, and the fi lm ends with no 
solution. Here was a mystery without a solution. And in our 
fi rst collaboration the challenge was clear that we had to work 
up a mood that diverted the audience from the anticipation 
of a solution. Because it’s fundamentally a whodunnit, and 
in this case we would never know. How could we create an 
ambiance that takes you out of the convention of whodunnit, 
to the point where the audience would not want a solution? 
They would be with us in this kind of hallucination. So that 
was a challenge.

DM Russell, Australian light is incredibly harsh and the 
 contrast ratios are very high. There is a lot of 

exterior day in Picnic, so to make it look like it did, can 
you talk us through the Australian light and how you and 
Peter worked up a solution.

RB Yeah, the Australian light is very, very harsh, very 
 contrasty. I rarely use electric light outside in daytime. 

So, mostly I would have used either poly below the camera 
or a big 4 metre Grifl on bounce or Ultra bounce and my main 
aim really was to keep the sun as backlit as possible, which 
had a lot to do with the scheduling. We had a fabulous fi rst 
assistant director by the name of Mark Eggerton who was a 
keen stills photographer himself, so he understood. 

DM Peter, what attracted you to Russell’s work?

PW I had seen Between Wars, Russell’s fi rst feature,  and 
 was struck by his handling of exterior daylight. I’d seen 

other Australian fi lms in which you did have that very hard 
light and I knew that wasn’t going to be right… I wanted this 
picture to have a dreamy quality and that led me to Russell.

RB One of the things I did was a really old still 
 photographic trick of putting a net in front of the lens. 

I might add I went to a big department store in Sydney, and 
went to the wedding department, with all the wedding veils, 
and I got a few strange looks, I can tell you. But I settled on a 
net that was pretty much like a mosquito net and I dyed it a 
lemony, creamy colour and so every shot in the fi lm had a net 
in front of the lens. I couldn’t stop down beyond 2.8 and a half 
otherwise the net would photograph, which contributed a lot 
to the look of the fi lm by reducing the focus and background. 
That gave it a dreamy quality.

DM I can’t help thinking of  Streeton and McCubbin 
 and artists like that when I look at Picnic. These 

are very beautiful, washed out, burnt, yellowy kind of 
works of art and Russell you achieved that painterly look 
with this fi lm.

AQ   (Audience Question):  I wanted to ask, did you have 
 any infl uence by impressionistic painters?

RB  Defi nitely. What Dick was mentioning were early 
 Australian impressionist painters, who I’ve always 

admired a lot and I think they were sort of fairly indicative of 
what the look of Picnic should have been.

AQ How do you prepare the shooting list? Or do you 
 prepare a shooting list, especially in that montage? 

It’s always the question… do you improvise or is everything 
planned?

PW Well, I think a bit of both. I’ve always followed the 
 basic idea of... in sitting and chatting with Russell, but 

particularly when you come to shoot, what is the essence of 
the scene? During the drive to work on the day of the shoot, 
I put myself through an exercise… I may have done some 
sketches, or frames, but they usually get forgotten. It’s like, 
what is the essence? What do I have to get today? If I could 
only get one shot, what would it be? And I think that kind of 
discipline helps me. The crews work very fast in Australia and 
in those days we had such small budgets and little time and 
that forces you to be very disciplined.

AQ To create the atmosphere when the girls are sitting 
 down and to come from the sun to sit in the shade, it’s 

very dark and you feel the heat. It’s very nice.

PW You know, generally speaking I love to see what the 
 day brings. I don’t rehearse, except on the set. I do like 

to spend time with the cast… I like to have dinner with them, 
just chatting or going for a walk - I love location fi lms, because 
you are all away from home - and pick up on things that I then 
put into the script. I’m looking for things happening, just off 
the set, which I may incorporate… could be the way the girls 
are sitting waiting for a take and that will provoke an idea that I 
incorporate in the scene.

AQ Or maybe you are just inspired by nice girls.  [Laughter]

RB Aren’t we all?

DM That big wide shot where all the girls are spread 
 out, sitting at the base of the rock, is so beautiful. 

Patches of sun and shade, white dresses burning… 
classical. 

PW Had we been historically accurate, the girls would have
 worn multi-coloured dresses; this was the initial idea, 

but our associate costume designer Wendy Stites had been 
studying photography from the era, which was all black and 
white and she said, “I think these girls should all be in white… 
virginal white”. 

DM It worked beautifully. When Picnic at Hanging 
 Rock came onto the screen in Australia, it was 

a revelation. Suddenly we were a long way away from 
Bazza McKenzie. It was one of those moments, and I 
have to say that it was not only the vision, but the pipes, 
the pan  pipes; your choice of music was extraordinarily 
appropriate and good. Music plays a vital role in all your 
fi lms Peter?

PW Yeah, I mean each fi lm leads you to fi nd solutions for 
 it and a lot of what was done was done for the 

purpose of making the picture work. But music is terribly 
important and I’ve always thought if I was on a radio program 
where they said, “If you hadn’t been a director what would 
you have done?” I would always have said I’d have been 
a composer. I mean, I think music is the fountainhead… I 
do think it’s fundamental. Also another factor I think, given 
these early Australian pictures, a lot of the older actors were 
theatrically trained and couldn’t do dialogue or had come from 
radio; very much the British kind of delivery, and it was only 
the young actors who were any good. So you were constantly 
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cutting dialogue because they couldn’t deliver it effectively. 
And I’ve always thought that really, in a sort of truncated form, 
I went through almost the silent era, where, you know, you’d 
have a scene with lines, and then you’d hear the rehearsal, 
you’d cut the lines, and think, “I’ll use music here and use the 
camera”. And I think strangely it became very good training to 
when in doubt, cut a line. When I went to America, they were 
shocked that I’d be pulling dialogue out of the script. The 
Americans are far more language driven in their scripts, but for 
me it was if you can show it with a camera, don’t say it.

DM  Did you play the pan pipes music on the set?

PW Yes, sometimes I’d play it on set, for the young 
 untrained actors who were very nervous. I’d 

sometimes run the fi rst couple of takes with the boom box 
playing very loudly. You know, naturally ruining the sound but 
it was just in order to get them to forget about acting and 
the silence, that church like silence that falls before a take. 
“Quiet everybody, here we go. Are you ready?” The clapper 
board and all of that. So I would put a tail slate on it, just turn 
the music up loud and say “act, act”, you know, “do your 
thing, doesn’t matter”. Sometimes I’d walk into the shot with 
amateurs to get them laughing. In fact ruining the shot by 
walking in front of the camera. I mean on very rare occasions, 
but... anything to get them to relax basically and have fun and 
make it real.

DM You’re so right Peter, very un-nerving really, 
 especially for untrained actors.

PW But those early actors… my fi rst fi lm, oh God, I can 
 remember a dear old fella who’d spent his life doing 

Shakespeare and radio and whatever, and he said some line 
like “Good Morning Arthur” [plummy British accent], and I 
said, “I don’t think you need to say that. Just wave to him.” 
And he said, “Another line gone.”

AQ I found the compositions really striking. There’s a 
 kind of evolution in it going from really set up shots to 

more free compositions. Could you talk a bit about how you 
decided upon that?

RB Peter and I both work with somebody who you’ve
 probably heard of … John Seale. He was our camera 

operator on the fi rst three fi lms that you’ll see here. And he 
was a wonderful collaborator with Peter and I and in fact 
the whole crew, and it was in the days before we had video 
splits too. John would set up a lot of the compositions and 
obviously I would agree. So that was a great collaborative 
effort between the three of us actually. 

PW You see the experiments in there. I got terribly 
 interested in frame rates. We settled, after tests, on 32 

frames a second. That’s not the slow motion, obvious slow 
motion scenes, where we were trying to get the girls dreamy, 
but in dialogue scenes we’d shoot it conventionally and then 
run the thing again at 32 fps, knowing we’d be cutting the 
dialogue parts and blinking - you know, I’d ask the actors not 
to blink - just because I think it’s a very interesting experiment 
in how to disturb the audience with a fi lm. So many shots in 
there that look perfectly normal, but they are shot at 32fps 
and you wouldn’t know it. And on the sound track I also 
experimented with putting in an earthquake sound, slowed 
down. I think there are certain primal sounds we carry. Just a 
theory - I’m sure others have had that - but I think we all know 
what an earthquake sounds like, even if you’ve never heard 
one. A deep rumble. It would induce immediate terror in you. If 
we had it here today, right now, and that’s not an earthquake, 
it’s just a deep rumble sound before the room moved. So I 
would lay that in in areas where there wasn’t any music in 
the picnic scenes or just when they’re walking around or 
something, in the belief that on a good sound system it would 
create some unease in the theatre. And occasionally I’d have 
people say to me, you know, “I saw that fi lm, and I asked later 
was there a subway under the theatre”, and I knew it had 
been effective. 

DM We’re going to move forward now to 1977. Their 
 next fi lm is The Last Wave. The budget was 

soaring now; it’s a million bucks. So, you know, obviously 
something worked with Picnic. So Peter, can you just 
explain to us the storyline and the challenge?
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PW Yes, it’s a contemporary picture.  It came from an idea 
 of mine. Original screenplay, original story. It’s set in 

a period where the weather is highly disturbed, unexplained, 
sudden weather cataclysms, set in Sydney, and introduces 
an Aboriginal theme into the story. Now in our cities, as you 
may know, there are no more tribal people. The tribal people 
are in the remote north and parts of Queensland and Western 
Australia. And I wanted to get tribal people into this story, 
which begins with a crime committed in the city, and the 
lawyer involved is played by Richard Chamberlain. I wanted a 
man who dealt with the rational, but who suddenly had to deal 
with the irrational. He slowly begins to feel that the crime that 
was committed, a murder, was in fact a ritual Aboriginal killing. 
He’s then told by the authorities that this is not possible; 
there are no tribal people in the city, they’re all gone. So we 
introduce this idea that these Aboriginals know something 
about an imminent cataclysm, a tsunami in fact. So it deals 
with atmospherics. It was really, I think, a companion piece to 
Picnic at Hanging Rock. I was still dealing with a lot of those 
themes. That is, you know, we seem to have the world under 
control in our cities, but what if we don’t? To Russell, I passed 
over this thing saying, “I see so much rain. I would love to 
have night and rain in the fi lm, to create a feeling of unease 
again like in Picnic.” 

DM  Russ this is a bit of a conundrum. Now on your reel 
 you’ve got this wonderful beautifully soft, ethereal, 

burnt out day light, female oriented fi lm, and Peters wants 
you to do a dark, gritty urban drama, shot mostly at night, 
in the torrential rain, with very dark skinned Aboriginals...

RB   Indigenous Australians, yeah. One thing I think it 
 illustrates actually, the stark contrast between the two 

fi lms, is that we as cinematographers are given many varied 
roles, and it’s actually great to be able to work on something 
so different with just about every fi lm you do. Some people 
get pigeon holed. You know, I could have been pigeon holed 
as being a romantic cameraman. But I think The Last Wave 
certainly put that to rest. But the other thing I might add too, 
Peter does an awful lot of research into his fi lms. Lots and 
lots of research. So that’s part of our collaboration as well; but 
a lot of my inspiration comes from a very fi rst reading of the 

script, and I think fi rst impressions are always the best ones 
for cinematographers to follow. And you know, you’d probably 
read the script a dozen times before the movie is shot, but I 
go very much on fi rst impressions.

PW I think it was one of those things, you know, I’m sure 
 it happens with other directors too, but I had to correct 

myself, because you’ve got so little time and the low budgets 
- well you always have little time, whatever big or little budget 
- I tended to get the actor in there for the rehearsals… I’d say 
to Richard Chamberlain, “Right, you’re in the room, you turn, 
you cross over to the door, you open the door and there’s 
Charlie, and you react and then you look up, and we’ll get 
that shot in here, and then you’re turning here and we’ll track 
with you.” And Richard said to me, “Why don’t you do it?” I 
said, “Oh, I’m sorry, am I throwing you?” and he said, “Well, 
I’ll end up copying you.” So I corrected it, and stopped any 
kind of emphasis and just said. “You walk through it.” There’s 
no better training is there, than to have big ambitions and little 
money?

RB Something I’ve learned over the years, and maybe it 
 came from the early days with Peter too, is that often 

we let the actors choreograph the camera. They’ll come and 
do two or three rehearsals, and they’ll get comfortable walking 
to the window there and then a line of dialogue over in that 
dark corner, so we won’t have pre-determined the way the 
scene’s going to be shot until the actors have gone back 
into make-up and we’ll have a few marks on the fl oor where 
they’ve consistently gone to the window or to the corner, so 
we know that’s what they’re going to do when they come 
back. So in a way, we choreograph the camera moves around 
that. That’s all just part of the mechanism that I’ve found is the 
best way to work.

PW These were tribal people. This is something that you 
 couldn’t do today because of all the self-conscious 

awareness of Indigenous Australians and you know… a 
certain PC and so forth, but I managed back then to get 
through an intermediary to tribal people - these people from 
Groote Eylandt, a little island in the Gulf of Carpentaria, way 
north. English is their second language. I had to go up and 
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meet and go through quite and interesting process in talking through what 
the story was about. It wasn’t a case of reading a screenplay. They agreed 
to come to Sydney. We didn’t put them in a hotel, by arrangement - I 
wanted them to bring their families so they were in a caravan park, so they 
could also bring their dogs. Got into trouble with local Aboriginal protection 
groups who said, “The white actors are staying at the Hilton Hotel and 
they’ve put the blacks in caravans,” as if this was some sort of racial 
prejudice. But with Gulpilil, for example - David plays the young man - like a 
lot of Aboriginals, is a brilliant mimic. And fortunately I learnt this before the 
shoot, but David was mimicking back to me things that I had said without 
really understanding it. And this happened one night. I was standing with 
the production designer, we were looking down the corridor and David 
was trying on a jacket and the production designer said, “Look at David, 
look at the way he moves, very balletic”, and I said, “Yeah, he moves like a 
leopard.” David turned, came down to me furious and said, “Don’t you call 
me a leopard. All right. You don’t call me that.” And I said, “Whoa! David, 
sorry, it’s just a compliment.” “Not that. Leopard!” And he went away. And 
the designer said, “What was that all about?” and I said, “I don’t know, 
but I’ve got to direct the guy. We start in four days.” So I waited until the 
next day. I knew I had to really have it out with him. So the next day, in 
the studio, I said, “David, can I see you a moment?” I called him down to 
me and I said, “Don’t you ever do that to me in front of the crew, speak to 
me like you did yesterday,” (Peter points his fi nger forcefully) and he said 
“Whoa. What what what what?” and I said “When I said you were like a 
leopard and you got angry with me...  I was complimenting you. We can’t 
have that.  Look, you don’t like me being angry with you, right?” And he 
said, “All right, all right”. And I said, “Why did you get so angry?” And he 
said, “Well, you called me a leopard.” And I said, “Yes?” And he said, 
“What’s a leopard?” So I realised he knew nothing about what we were 
about to shoot. So for the next two days, I walked him through. I played 
the part of Chamberlain and took him to all the locations, and acted out the 
scenes with him, and not exactly the dialogue but being the character. And 
he’d go, “Oh, that’s it! I’ve got it, I’ve got it.”

DM Peter, tell us the story about shooting the bone pointing scene. 

PW Well that night shooting the scene where old Charlie (Nandjiwarra
 Amagula) is in the car, when he points the bone, we had an angle 

set up somewhat on his eye line with the bone to point past camera like a 
gun and he spoke to the Aboriginal liaison guy in his language and asked 
us to move. It’s wrong to be too close. We had to take the profi le shot. 
“Don’t stand in front of this. Don’t have the camera too near.” And he 
wouldn’t let the actor stand as an eye line. He just pointed it at a mark. For 
him, that bone was a real thing.

DM 
 For sure. From their perspective, it’s a deadly serious business. 

Peter, when I was watching Picnic and you had all the little ants… 
the macro shots of ants scurrying about with food and whatever, it 
reminded me of the Terrance Malick fi lm The Thin Red Line…  if you 
remember his macro shots of forest creatures. You did that a long 
time before Thin Red Line. And just now, as I was watching your 
underwater bus scene in The Last Wave, which was really innovative 
and powerful, I was thinking of the Coen brothers fi lm Oh Brother 
Where Art Thou… the wonderful scene where the tsunami hits and 
they fi lmed the bloodhound underwater and his huge ears were 
fl oating like aeroplane wings, you know? You were a long way ahead 
of your time. I think a few other great fi lmmakers might have seen 
your reel.

PW  I grew up underwater. I was by the sea and I still do love it. I used to 
 go spear fi shing and I love it. I love snorkeling, scuba diving...

DM They’re very comfortable bedfellows aren’t they, 
 fi lm and water?
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RB  No Dialogue.  [Laughter]

DM We’re going to move on to 1980 and our next clip.
 The fi lm is Gallipoli, which is enshrined in 

Australian history and mythology, and every year 
thousands of Australians, young and old, go there 
to honour the war dead. Sadly it’s become a bit of a 
sideshow. But this was the story of Gallipoli, an epic 
battle fought and lost by the Australian and New Zealand 
troops. The budget was 2.5 million and, as Peter informed 
me earlier, no weather cover. 

PW Initially I wanted to do a fi lm in the trenches in France 
 and just went as a matter of interest to look at Gallipoli, 

which was something we’d learnt at school and it was really 
not terribly interesting to young kids. It was a boring thing to 
have the memorial day. But anyway, I went to Gallipoli and 
the battlefi eld, this was 1976 I fi rst went there, was totally 
preserved. It was still in a military zone and the soldiers are 
buried where they fell. In those days - it’s changed I know - 
you went there, there was no one. It was just me. So I went 
and swam in the cove and walked up through the gullies, and 
the place is littered with shells and souvenirs of various kinds. 
A boot, I remember, shrunken down through the heat of the 
sun. I found a knife and fork, I found a bottle, unbroken bottle 
of Eno’s Fruit Salts. And I thought I must make this fi lm. And 
it’s a kind of a war memorial, really. But I was challenged with 
killing somebody on screen. I remember a quote of Ingmar 
Bergman’s in which he said, “The audience can suspend 
disbelief for everything except death.” They don’t believe, and 
can never believe, that someone dies on screen. So that was 
a kind of challenge to me… there’s some criticism of the fi lm 
that I didn’t show enough blood, enough gore, but that was 
by choice. I wanted to keep the youthful energy of an athlete, 
a soldier who arrived at the battlefi eld and was dead within 
a few days, never fi ring a shot, and that by not showing the 
gore, by staying always with sun and heat and humour and 
fun and that this young fellow was trained to this fi tness, but 
he had to make this last run. So that was the DNA of the fi lm.

I had previously directed the fi rst anamorphic fi lm shot in 
Australia and not had a good experience. I didn’t like it. But 
Russell, you suggested to me that we should shoot Gallipoli 
anamorphic. 

RB I did. I’ve always loved the anamorphic format. The 
 2.35:1 format. I think it’s a very painterly sort of frame 

and you can really use it well. And I knew Peter had a lot of 
reservations about anamorphic so we actually took a bunch 
of lenses on location and did some tests, both spherical and 
anamorphic, and when Peter saw them he, I think, that’s 
when he decided, “Oh, we really can use anamorphic”. And I 
still love anamorphic.

PW I think I’d been infl uenced by Chinatown too. I 
 thought the use of anamorphic in that fi lm struck me 

as instructive. In the sense that they just, Polanski and his 
cameraman treated it as you would without sort of sacred 
respect. Otherwise I think the danger of that system, certainly 
from my point of view, was that you thought you had to think 
differently.

RB  Interesting, because other DPs would say to me, “Oh 
 you can’t shoot anamorphic because you can’t cut 

fast.” Oh God, give me a break. I don’t know where they got 
that from. I also heard - there was a guy who used to always 
turn up at ACS meetings and he said, “Look you’ve got to 

build a much bigger set if you’re shooting anamorphic, ‘cos 
you’ll see all four corners. And I said, “Well, but you don’t see 
off the top of the set though.” In those days there was a lot of 
resistance to shooting anamorphic. But those days are long 
gone now thank God.

AQ There is the scene between Bill Hunter and Mark Lee, 
 when they speak the night before the men charge out 

of the trenches at dawn, and there is no fi ll on their faces and 
they go a bit dark in the shadows. Was that intentional or…

RB  I know what you’re saying and I think I might have 
 made a mistake. [lots of laughter]

PW  Honest. Get the man a cup of coffee.

AQ  I’ve realised the music is kind of different. It’s Jean 
 Michel Jarre. Did you know the music before, or did 

you fi nd that throughout the process?

PW  Oh yes, I knew Jean Michel, I loved that, his Oxygene. 
 They were temp tracks; what you hear are temp 

tracks. A local composer had been hired and it was just one 
of those awful experiences where I went to Melbourne to hear 
the playback - I hadn’t been able to attend the recording - 
and I knew very little about what he was doing. He’d played 
a few bits on piano. Went down, they’d been up all night, I 
remember getting here at 7am at the studio and they were 
all on a high, you know, from the night’s work; played me 
their music, and I sat there with a sinking feeling. Not one 
cue was right, I mean, it was just terrible. So I had to, you 
know, say, “Thank you. Let me go back immediately and lay 
it up and see how it works.” I just got out of there. It was a 
Sunday as I recall. I got back to Sydney, called the editor in 
to the studio and said “Quick, let’s lock some of this up. But 
I think we’re done. It’s hopeless.” And he just heard a couple 
of bits and said, “It’s terrible. What are we going to do?” So 
then it was, you know, contacting the producer saying we 
have a crisis and I’d like to buy the temp music, do you think 
we can get the Jarre, and can we get Albinoni? And so we 
bought those tracks. And particularly Jean Michel Jarre and 
what that does of course with a period fi lm is give it a kind of 
a contemporary feeling in a way. It’s the opposite of the kind 
of music, like Albinoni, the more orchestral sound. Or the one, 
the Americans often used to use, particularly in fi lms from the 
‘60s, where you’d have the trrrum pum pum, trrum pum pum, 
you know the kind of timp sound. It’s the energy. I think what I 
wanted in this fi lm… energy. I wanted you to feel the energy of 
youth, of being young. And that music of Jarre’s - classic now 
of course - gave me that very much. 

DM And it juxtaposes the drama that is about to 
 unfold? I mean, when they sail into the harbour 

at night, into the mother of all battles, it looked like they 
were sailing into Monte Carlo for a ball... it was so lyrical 
and beautful. Those young soldiers didn’t have a clue 
what was in store for them, did they?.

RB  Most of them thought they were going to a boys’ own 
 adventure. But so many of them just didn’t return. And 

as Peter said before, some of them lasted maybe three days 
on Gallipoli, and didn’t manage to fi re a shot before they were 
killed. So it was really the birth of the nation of Australia as 
well. It was coming of age at Gallipoli. In fact that war was.

AQ  You mentioned earlier your relationship with operator 
 John Seale. I’d be interested to know how your 

relationship changes with operators, and what qualities you 
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see in operators you use.

RB  To be honest, I like to work whichever way a director 
 wants to work. Some like to work very closely with an 

operator, some will ignore the operator and just do everything 
through the DP. So, I’m happy to go either way. The director’s 
the boss. Whichever way he or she wants to work, I’ll go with 
that system. But with John Seale, who is such a fabulous 
operator and a great DP, as you know, he contributed a lot 
to the three fi lms that you’ve just seen. If, on day one, the 
operator is proving to be a great asset, I’ll give him a lot more 
slack, but if I think he’s just a camera pointer – and to be 
honest I haven’t really worked with some of those guys… but 
if somebody’s not quite up to scratch, I’ll take more and more 
of the responsibility and deal more and more with the director. 
I let it play the way I feel it should be played.

PW  Yes, well Johnny Seale taught me about framing and
 about camera operating generally. He just had such an 

eye and on our fi rst fi lm together I quickly realised that I was 
going to learn a great deal. I’ve never been terribly interested 
in photography – painting yes – so I had to get interested in it, 
because there were things I liked or didn’t like at dailies. So I 
had Johnny Seale, and he was a hard man to replace. 

DM Ok, Let’s move on to the second half of the Weir/
 Boyd story. Six fi lms, the fi rst three we’ve 

discussed. The next three very clearly indicate that if you 
make a successful fi lm, the budgets keeps rising. So it is 
now 1982, and Peter and Russell’s next collaboration is 
The Year of Living Dangerously. The budget is 6 million 
dollars. So Peter, if you can just give us the storyline and 
challenges.

PW Yes, from a novel by Christopher Koch, set in 1965 in 
 Indonesia, a period of political turmoil. President 

Sukarno withdrew his country from the United Nations and 
said, “For this year, we live dangerously,” and so that became 
the title. It was a great opportunity to work out of the country 
and to work in Asia. Tremendous impact the fi rst time, would 
have happened to many of you, that you go to Asia and 
everything is different. The sights, the smells, everything. 
There’s a dialogue line in there, “You become like a child again 
when you fi rst go to Asia. It’s all wonder.” So I was dying 
to put all of this into operation. I’ve a tremendous feeling 
for Indonesia. I really like it. We couldn’t shoot there - too 
tense to be dealing with Sukarno - so we had to make our 
Jakarta in Manila, in the hills outside. But we ran into trouble 
there and got death threats against the crew and had to pull 
out and fi nish a lot of complicated scenes in Sydney, using 
Vietnamese people, boat people who’d come and been taken 
into Australia, who played the parts of the Indonesians there, 
and I also took some extras from Manila, beggars we’d been 
using, strange street people who we fl ew to Sydney to have 
continuity. So the story, very simply, is a young journalist, 
played by Mel Gibson, who teams up with a photographer. 
This was diffi cult casting, because the photographer that 
he had to work with was described as just under fi ve feet in 
height, half Chinese and half Australian, and the casting was a 
nightmare. We were six weeks from shooting, sets were going 
up. It was a nightmare, so I fl ew to LA for a casting session, 
then to New York, on to Manila. I had to shoot. So I had to 
fi nd the actor. So my casting director… we had all kinds of 
people. Curious actors that you would know, trying to pull the 
sword out of the stone. Wally Shawn I remember coming in, 
and at one point saying, “What am I doing here? I don’t play 
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a Chinese Australian!” And one actor came in on his knees. I 
remember him walking in, “Hi!” Anyway, one day, I think it was 
in LA when we were about to go to New York, and the casting 
director said, “What about this guy?” and held up a close up 
shot and read out from the back of it, theatre experience, 
height four foot eleven, blah blah blah. I said, “Wow! This 
is great. Fantastic.” And he said, “Just one problem. It’s a 
woman.” I said, maybe we’ll be desperate enough to use her.” 
I forgot about her. Got to New York and I said, “Who’s next?” 
and he said, “Well that woman.” And I said, “Oh, I didn’t really 
mean to bring her in. It’s embarrassing.” In she came. She 
was wonderful. Linda Hunt. So we chatted, and I said, “God! 
I think you’d be so good for it, but it’s obviously a problem.” 
And she said, “Well, I don’t mean to be presumptuous, but 
could you re-write it for a woman?” And I said, “Well, not 
in 1965. It wouldn’t be realistic. Could you play a man?” 
Where it’s not part of the plot, I mean, pretty diffi cult, pretty 
dangerous. I said, “Well, let’s try.” And we got into make-up 
and we did some make-up tests, then I had to go to the 
studio. It was the fi rst studio-backed picture, MGM UA. Went 
to see Freddie Fields, who was sitting in the chair then. I said, 
“I’ve got three tests to show you,” and didn’t say anything. 
He looked at me and he said, “Oh, I think I like the middle 
guy. What’s this, L. Phipps Hunt? L. what, Larry?” And I said, 
“Linda.” He said, “You’re saying it’s a woman?” And I said, 
“Yeah.” He said, “But why?” Because she’s the only person 
who looks right, you know. And I had played Mel’s parts in 
the test, for all the actors - I’d learned his parts so well, I 
would be off camera but do the dialogue of the Mel Gibson 
character - and I’d felt the change, with a female sensibility 
inside supposedly a male. Suddenly, I was intrigued, with this 
curious little character. So I thought that would make it work 
for Mel, this kind of feminine sensibility inside a male. So there 
you have it. We shot it... She won an Oscar.

DM Brilliant. So Russell, you get a brief from Peter 
 about the look of this fi lm and he says to you, “I 

want to smell the satay.” That’s a pretty cool brief.

RB In the early days of production, Peter said to me, “You
 know what it’s like when you walk down a street at 

night in Asia, down past the street stalls in the poor parts 
of town, where they only have naked bulbs running dimly at 
around190 volts and fi laments are quite orange and you can 
see the dust hanging in the air…” When Peter said this to me, 
I thought, “Oh, this is a real clue as to how I should be lighting 
the movie,” and consequently a lot of it is very dark. Just a 
side comment from Peter, but in effect a perfect brief. 

PW Yeah we always pushed Russ to take risks. To me, I 
 just love to be right on the edge. So wonderful to work 

in that way, you know, and there were no producers or studios 
bothering with the look of it. Later on I did strike problems 
with cameramen who’d been told by the studio not to have 
scenes that looked overly dark. Those days are probably over, 
but back then there was a fear, because the key sales were to 
television, in the old days, and the telecines, if you had a dark 
scene, would crank it up and make it look awful. So there was 
a general fear about how low you could go with your light.

RB We would often, as you saw, shoot scenes right at 
 the very last light of day, for emotional reasons as well, 

because it suited the scene. But Pete, you know, I would 
have my meter out and be thinking, “God, it’s now three 
stops under.” And Pete would say, “Can we do one more 
take?” And I’d say, “I don’t think so. I think we’ve run out of 



light.” “Let’s just do one more.” So we’d do one more. And 
often that would be too dark, or sometimes it was beautiful, 
absolutely perfect. So Peter was always encouraging me to 
go to the very edge of the cliff, which we did often. 

DM  The driving scene, Sigourney Weaver and Mel 
 Gibson, is so beautiful. It’s the sort of scene that 

a trainee cameraman would look at and go, “How do you 
do that stuff, or have the courage to do it.” It was really 
dark, but absolutely beautiful.

RB  Well actually, you know, it was interesting because 
 that part of the fi lm was shot back in Sydney after we 

left Manila, and we shot it in a parking lot outside the Sydney 
football stadium, and I just had redheads spaced at varying 
distances, and we had some fi res burning to simulate the fi res 
near the border, near the patrol. And it was actually pouring 
rain that night - remember that (to Peter)- we were on the 
back of a tracking vehicle and the camera was bumping all 
over the place, but I think it certainly suited the mood of what 
that scene was all about.

AQ  You mentioned before working for a studio fi lm and for 
 independent movies. What is the difference for a 

director or cinematographer? Does studio allow something 
you have to do or are not allowed to do. Some framings, 
concerning lighting, or working with an actor. Where is 
the difference for working for studio fi lm or working for an 
independent movie?

PW  Well, you know, speaking personally, this is no 
 generalisation you can make, but mostly I was with the 

right people on the right project, and was the fi nal authority 
on the fi lm and had fi nal cut early enough to always feel it 

was a security. And if you’d proven yourself, there was more 
respect for the director. Budgets were lower, at least up until 
the mid-90s. Independent fi lms now are very different to 
what independent fi lms might have been in another period. 
You really have to be just very careful with the people you 
work with. There are people I’ve met, who may have had 
something interesting, and I’ve thought they’re not my kind of 
people. It wouldn’t work. So in a way you’re casting them… 
to some extent. So it depends on the relationship. But in the 
end you’re dealing with individuals in both cases. But these 
days studios are just not making those kind of fi lms, so they 
wouldn’t happen. And they are more committees now. In the 
past you dealt with an individual, who was the studio boss. 
It’s remarkable how fast that’s changed.  It’s almost a kind of 
overnight change in terms of studios, and a big change in the 
independent world. Actors have got much more power now, 
and actors with quite small names, surprisingly, can get an 
independent picture going.

RB  I might just add to that if I may, from a 
 cinematographer’s point of view, the studios pay a lot 

of money for the actors and they want to see their faces, and 
in the case of female actors, they want them lit softer, which 
to be honest, infl uences the whole of the fi lm. Or it can do. So 
that’s where the producers or the studios might come to me 
and say, “Just make sure you’ve got enough light on her face” 
or “Are you using diffusion?” But with independent fi lms you 
can be a little bit more free, I think. 

PW  But that didn’t happen with us.

RB No, I should add, it’s never happened with Peter. I 
 worked in Hollywood for a period of about ten years, 
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and they’re the fi lms I’m talking about. Certainly not with Peter.

PW  I think it’s not necessarily all of these fi lms, but certainly 
 later fi lms and fi lms I didn’t do with Russell, I love to 

do camera tests purportedly and usually for make-up and 
wardrobe, but I love to shoot it on fi lm when we’re working 
with fi lm to get a look at the face. You know, I love to work 
around eye height, slightly below eye height, slightly above, 
three quarter profi les, particularly with women and in some 
cases to experiment a bit with the lighting, but you know the 
close-up is to me the great invention that is cinema, which is 
why there’s regret that a lot of my colleagues are moving to 
television, because although our televisions are sophisticated 
and beautiful screens, they are not the same as seeing a face 
of enormous size projected up on a decent theatre screen. 
It’s shocking. It’s still shocking to see a face, and so to study 
the planes of faces, we know one side’s not the same as the 
other, and you can fi nd an immense amount, like a map in 
the person you’ve cast, and save up a couple of interesting 
angles for particular scenes. I think I’ve become more and 
more intrigued by the human face. I think it is as Renoir said, 
“You can take one person looking at another person and 
them returning that look and build a story around it.” It is the 
great difference between us and the stage, and when you 
cast, need I say the obvious, you’re borrowing something of 
the persona of the human being that’s going to play the part. 
So they bring baggage, if that’s the right word, simply in their 
physical presence. And again, the great difference with theatre 
is you’re drawing off their life experience, and off their look. 
Fascinating.

DM We move on now from 1982 to 2002. A twenty year 
 gap. Peter and Russell had gone their own ways 

and made lots of movies with other people. But now the 
old team is back together and guess what…. the budget’s 
gone up to a mere 140 million dollars. 

PW The challenge I gave to Russ, it was just inherent in 
 that I’d made a decision in doing research that we 

should shoot in a tank, despite the fact that we had an ocean-
going vessel. All the books taught you don’t go to sea. All of 
them, from Jaws backwards to Moby Dick. Don’t go to sea. 
Because the trick of the sea thing is you think the experience 
of getting out there is going to be in your dailies and it’s not. It 
can seem like you’re getting good material and it’s going to be 
the real thing. So it was the tank at Baja for me. And the story 
very simply is just two ships chasing each other. I wanted to 
live entirely on the ship. No shore scenes whatsoever and that 
we would inhabit this world while these two men dueled their 
way across the seas. Taken from the books of Patrick O’Brian. 

DM A truly epic story told brilliantly and every frame 
 deserving of the Academy Award for Russell Boyd 

ACS ASC don’t you agree? [loud applause]

RB  Thank you very much. There were a few visual effects 
 involved, and there was the director sitting right there 

in front of me at the Academy Awards, (Russell points to 
Peter) who I really felt should have won the Academy Award 
that year. Peter Jackson’s third of the trilogy of The Lord of the 
Rings swept the awards that night, except cinematography 
and sound design.

DM Peter, just so that we can put everyone’s minds at 
 rest, the twenty-year gap, can you tell us the story 

of why you got back together and chose Russell for this 
fi lm?
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PW Yes, I think we mentioned earlier Johnny Seale, the 
 operator, was very much a part of our fi rst three fi lms. 

Johnny had gone off lighting so, after the fourth fi lm we’d 
done together, I said to Russell over lunch, would he mind if I 
went off and did a fi lm with Johnny. I didn’t want him to hear 
about it on the grapevine and wanted to try John out, liked the 
look of his lighting. And Russ said, “Fine.” We didn’t know it’d 
be twenty years. But I did three fi lms with John and then went 
with other cameramen. Russ was working in America. But 
then strangely, we met again, at Sydney airport, both fl ying to 
LA. I was going over for a meeting on this fi lm. Russ, you were 
going to time a fi lm.

RB   I was going to grade a fi lm, that none of you would 
 have seen, thank God!

PW  So we’re ushered in. Tickets paid by studios, into fi rst 
 class. We were the only passengers. Fourteen hours 

lay ahead of us - a lot of catching up to do. So we began 
to talk, and I began to think, “This is a perfect picture for 
Russell.” We arranged to meet for dinner and I offered him 
the fi lm after dinner. I then said, “Can you stay”, because I 
wanted to go down to Mexico and have a look at the tank, 
and across to Bridgeport in Connecticut to look at the ship 
we were going to buy. So Russell stayed and we were really 
working from then on. We got back to Sydney and shot tests 
on the Bounty in Sydney Harbour, the Bounty worked better, 
and not long after that we joined the Endeavour replica to get 
a feel for sailing on a square rigger, up the Australian coast, 
the very same vessel on which the fi rst frames of this fi lm 
were shot. I heard the Endeavour was to sail round the Horn, 
east to west, so we put a cameraman, Paul Atkins, on board, 
to shoot footage, hoping they’d get rough weather, and the 
wave material and ocean material he shot became the core 
footage for the CGI, because I made a decision not to use 
digital water. Having watched Perfect Storm I felt it wasn’t up 
to scratch. I didn’t like it, so we decided to use real waves as 
the components for the ocean that were to fi ll in around the 
miniatures and the tank ship.

RB  As it happened, when we’d shoot in the tank, 
 sometimes the wind would be blowing in the wrong 

direction. We would sometimes turn the ship around, which 
was quite an effort, to fi ll the sails with the prevailing wind. We 
had to be careful if we had too much sail up it would blow the 
boat right off, it was on a huge gimbal, it would rock fore and 
aft and left to right. So we went through nightmares trying to 
fi gure all that out, and ultimately I don’t think he used much of 
the actual water in the tank did we? Didn’t you strip most of 
that out, and used Paul’s fabulous plate footage that he got 
for us?

DM The one thing I noticed about that fi lm, and I said 
 this to Russell the other night over a couple of fruit 

juices – the fi lm just doesn’t look lit. It’s such a beautiful 
looking fi lm, and I know that somewhere up there in the 
sky he’s got lots of light coming down and he’s got all 
these other little lights going on, but it’s all so natural 
looking. And the other thing is the way the camera 
movement creates the movement of the ship, which was 
mostly static. 

RB I might just take one minute to tell you a little bit 
 about how we shot it. In the tank we had a 

Supertechno mounted on a ten metre fl at bottom boat which 
had two big outboards on the back, so some of those shots 
you see where the camera’s swooping right down along side 



the ship and craning up, they were all achieved that way. But 
also, the operator, Don Reddy, who I have worked with quite a 
bit over the years in the US, shot everything on the O’Connor 
head with a Cartoni Dutch head mounted at right angles, so 
he had one for the entire shoot on the ship itself; he had one 
hand on the magazine and would just gently rock it back and 
forwards to give a little bit of sense of movement and I think it 
worked perfectly, with everything we achieved from the gimbal 
as well.

AQ Hello. I’m curious about your communication in pre-
 production. All your fi lms have a very distinctive look, 

and they’re very different looks. How do you communicate or 
how do you tune in on the distinct look of the fi lm when you 
start pre-production?

PW  It’s a hard question to answer. I guess my process 
 wouldn’t be much different to other directors, and 

that is I slowly build up a kind of visual guide. I made a big 
book for this fi lm, paintings, pictures of paintings. I ask each 
department to go for a detailed accuracy when it’s historical, 
and then you mentioned earlier there’s music I might be 
playing that people hear. But it’s very hard to know about 
the communicating. I mean fi rstly you choose people who 
you obviously have some sort of rapport with, that you feel 
sympathetic with, but you know the evolution of the look of a 
fi lm is very, very hard to isolate. This is a little easier, because 
it’s really paintings… naval paintings, obviously mostly British, 
that I saw and collected, bought books. There are artists 
painting today who make quite a good living from painting 
naval scenes. So I just absorbed as much as possible. 
Then said to everybody, “Look, suppose they’d invented 
photography a century earlier, and this is like a camera crew, 
a British navy documentary unit, who have taken this voyage, 
and they’re going to record the voyage. So, there was that, 
you know. Then in this fi lm, I’d say to the actors, things like, 
“Try and not... it’s up to you, I can’t control what you do in 
your own free time, but if I were you I’d cover up the mirror 
in your hotel room so you’re not self-conscious.” You know, 
these people didn’t have cameras pointing at them, they were 
not very aware of themselves. They were part of a group and 
a team. To wardrobe I’d say, be very, very accurate. I studied 
clothes that were in the books in Greenwich, and there were 
several uniforms that had been weathered by the sun that 
you would wear, your working uniform, and there was one for 
dinner. And they were cut from cloth, in some cases woven in 
the way that they had been at the time. Incredible detail was 
gone into. And then same with props. And so everyone began 
to feel there was a standard that you had to achieve. But part 
of what this fi lm was offering was an experience as close as 
you could get to the real thing. And you know, I spent a lot of 
time at Portsmouth, on the Victory, and they were very helpful. 
They gave me some lanterns for example that they had had 
copied from shipwrecks to put back inside the Victory. So 
there was this extraordinary feeling of re-creating something. 
I mean it’s hardly a Hollywood fi lm in that sense. Remarkably 
and by coincidence in one sense the head of the studio at the 
time, Tom Rothman, was a great fan of the books. Otherwise 
I don’t think anybody else would have been that interested. 
And curiously we were making the fi lm at the same time 
Pirates was being made, Pirates of the Caribbean, which 
swept on to, you know, fantastic fi nancial success and that’s 
probably what they should have been doing, you know. It was 
an oddity, this picture. It was successful fi nancially, but not to 
the extent that it would have provoked sequels. They got their 

money back in other words.

DM Peter, you’ve said many times that you’re a bit of a 
 luddite, and I’m sure many people in the room 

would not believe you, but you admitted to Russ the other 
night that technically you’re not on top of all things, and 
that boils down to trust, doesn’t it? You trust him to do 
that stuff.

PW  Very much so, yes. I’ve never really been interested in 
 lenses or anything really much to do with... in the early 

days I always used to say ‘I’m going to go to the laboratory 
and spend a week there’, and I never did somehow. I couldn’t 
stand the smell. 

It’s interesting, Russell, in watching these clips, but what 
surprised me was how many of these fi lms have been 
journeys, you know, certainly the last two, and Gallipoli of 
course. Even, I say, Living Dangerously in the sense of going 
up into another country, seems to have been a theme. And a 
lot of exteriors, going back to that fi rst time that I noted what 
you had a particular talent for in handling that Australian light 
back in Picnic, is something that I think you’ve had to draw 
on, haven’t you really in so many of these fi lms? 

RB I’m sure you’re right, actually. I remember you once 
 said to me, and I’ll never ever forget it, you said, “You 

make a fi lm with me, and I’ll take you on an adventure.” And 
Peter’s fi lms are adventures, as you can see. Not adventure 
stories, but just getting them on fi lm, just exposing the 
negative is quite an adventure half the time. 

DM Ok, the fi nal of your 6 fi lm collaboration is The Way 
 Back.  Russell, you were saying at breakfast this 

morning that the research document that Peter compiled 
on the gulags arrived on your desk and it was a tome.

RB Well that comes under the heading of collaboration, 
 I’m sure. Peter actually had read a big, long article on 

the gulags and he gave me a copy of it, and I think to a few 
other people as well, which was a about 30 or 40 pages. 
And he had gone through and underlined the chapters that 
he thought that I should study, rather than reading the entire 
document. But that gave me an insight into how the interiors 
of the gulag, particularly the barracks section, where the 
guys were kept overnight, how that should look, and Peter 
obviously had a lot of ideas as well too.

PW I might mention the forest. It was pretty clear, very early
 on, with day and night scenes and snow scenes in a 

forest that we could not shoot in a real forest.

RB  Yeah, so we came to a decision early on that we 
 should build a forest on stage. Because shooting at 

night, possibly snowing a lot of the time, would make it almost 
impossible to get equipment around. And there wasn’t a 
suitable location near by. So we fi nished up building the forest 
on stage and saved an enormous amount of time and that 
gave us the freedom to keep shooting. Never having to wait 
for the real weather, never getting caught in a blizzard, except 
for what special effects provided us with, so that was a huge 
bonus. I lit the whole thing with space lights from above, and 
I ordered sixty, and as the trees went in, I realised they were 
stealing most of my light. So I went to the production manager 
and said I’m going to need another sixty space lights, so we 
fi nished up hanging 120 space lights. We shot at Nu Boyana 
studios in Bulgaria and they were built by the Russians in the 
50s I think… no heating of course. Just to shoot on stage, we 
had to go to work in our full snow gear,.. ‘cos it was freezing. 
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But that forest was extraordinarily helpful to us.

DM Peter, during our discussion, you 
 mentioned… we were talking about culture 

in Australia in the 50s and 60s, and you were 
talking about the dearth of galleries,  music and art 
etc, and that you sought your cultural ‘hit’ from the 
landscape. 

PW I think so. I mean, looking back you maybe can 
 paint an inaccurate picture, but it seems to 

me that being young and growing up in Sydney, we 
were incredibly fortunate to have lived by the harbour, 
extremely beautiful, and there were also trips to the 
outback and so one knew that landscape, but given 
that we don’t really have any paintings, art collections, 
unlike the United States we didn’t have the sort of 
Robert Barrons who went to Europe and bought great 
art works and created the Metropolitan and so on. 
This didn’t happen in our country. So we have a lovely 
collection of early colonial work, or early painters, but 
nothing of the history of art, no sculpture and not much 
history. So you have books and you have music, but 
my family didn’t play much music and I just had rock 
and roll, movies and comics - that’s what you had. So 
I tend to think the landscape was really our art gallery, 
and the hours and hours through the younger years 
spent looking out at the water and the beautiful harbour 
and swimming and... it probably has infl uenced to a 
great degree a particular love of landscape and of using 
it perhaps in that sense. 

DM I think Australians tend to do landscape 
 pretty well. We do have a lot of sky down 

there. So thank you very much for being such a 
terrifi c audience. It’s been wonderful. And Peter 
and Russell, thank you as well. [applause] 

Nigel Walters BSC (President of IMAGO):   I’ve been 
asked to say, on behalf of IMAGO, the organisers, 
thank you very much for coming all this way and 
entertaining us, and informing us. You still haven’t 
explained why, per head of population, Australia has 
more cinematographers who’ve won Oscars than any 
other nation in the world. Thank you.

[Laughter… loud applause]
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A wonderful career Russ.
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Like everyone in our industry, I’m trying to get my head around the future… in cinematography in particular. Each 
new camera that comes onto the market delivers easier, better and cheaper ways to capture high quality, moving 
images and I cannot help thinking that more and more cinematographers in the future will become rounded, 
professional story tellers ie Director/DOPs. Kids all over the world are already making wonderful short fi lms, using 
incredibly good, cheap cameras and this will only escalate. I can see the role of Director/DOP becoming much 
more common, particularly at the smaller budgeted movie end of our business and, of course, short fi lms and 
TVCs. And this phenomena will also be fed from the opposite direction, Directors adding DOP to their CV. Now if 
only they can make the same kind of advancements in sound capture! 

Recently I stumbled onto a site on the net that showcased the work of Joey Bania, a 26 year old Kiwi lad (did a 
bit of time in Sydney), who I think is the perfect example of what I am suggesting. His work, both his direction and 
cinematography, is exemplary, and I know that the world will see a lot more of Joey before he hangs up his… er… 
hats. He has already relocated to Singapore to be ‘in the middle’ of what he believes is his bigger market and I 
don’t think failure has ever occurred to him. At 26 years of age I was hiding up in Brisbane, learning my craft and 
trying to stay out of trouble. I’m a huge fan of Joey’s and look forward to following his career. DM. Ed.
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JB I grew up all round New 
 Zealand and Australia, little bit 

of Auckland, little bit of Sydney, little 

bit of Queenstown, and then ended up 

in Dunedin where I made my mind up 

that I wanted to get into fi lm in one way 

or another. Whenever I got behind the 

camera I just realised that that’s where I 

enjoyed myself the most, but also where 

I had, you know, the most aptitude and I 

could maybe make something of myself 

as a cameraman. At this point maybe 

I should add a little caveat, which is 

that I have directed a lot of stuff as well 

and as time goes on I am directing 
more and more, and one day I might 
exclusively call myself a director. But at 
this stage the cinematography game is, 
you know... I’m enjoying it a lot and I’m 
going to stick with it and just see how 
it goes, and maybe I’ll end up doing it 
forever. But that’s the future. 

I’m in Singapore now working freelance 
as a cameraman/director… occasionally 
an editor as well. I’m mainly doing 
camerawork for companies that 
produce content for the likes of National 
Geographic, Discovery Channel, and 

channels in Asia which produce long-
form, or mid-length, documentary 
content for TV. So that’s my bread and 
butter at the moment, and on the side I 
always try to have something on the go 
which is sort of a passion project, more 
interesting, more fun; more rewarding 
work that might take me other places. 
Quite often that’s music videos. My 
short fi lm, Lost and Found, I did for the 
BBC Knowledge Channel, with a grant 
that I was awarded. 

I’m trying to move into narrative fi lm 
and at the moment I’ve got a couple of 
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projects that I’m working on with some 
friends in New Zealand. We’re trying to 
put some funds together one way or 
another so I can hopefully direct some 
more short fi lms. 

AC OK, speaking of short fi lms, 
 let’s talk about Lost and 

Found. How did that come about?

JB So, Lost and Found, the 
 genesis... It would have been 

about four or fi ve years ago now, I was 
on a road trip with some friends and 
we were in this place called the Catlins, 
which most Australians probably have 
never heard of. A lot of New Zealanders 
may not have heard of it either. It’s 
one of the less visited places in New 
Zealand, because it’s quite out of the 
way. It’s in a funny little corner of the 
South Island and it’s not really on the 
road to anywhere. And there’s not a 
whole lot there. It is scenically beautiful. 
There are ancient macrocarpa forests 
and you know, an ocean meets forest 
kind of scene, but it is hard to get to, 
there are lots of sand fl ies and the 
weather’s crap all the time. So by virtue 
of its isolation and how harsh it is, very 
few people call it home. We passed 
this house that someone had actually 
suggested that I needed to stop at and 
meet the owner, Blair Somerville. So we 
did and from the fi rst time I walked in 
there I was just, you know, I was blown 
away and felt like a kid again, and I 
knew immediately that I had to make 
a documentary about this guy one 
day. But at that point I wasn’t making 
fi lms, I was still aspiring to do so. You 
know, I might have shot something 
crappy on my camcorder, but nothing 
serious. So basically, when I had the 
opportunity... I saw this BBC young 
producers grant being offered. It was 
just after I’d graduated from my Masters 
course and I thought, “Well, here’s a 
perfect opportunity”. They were calling 
for irreverent stories on interesting 
characters and it just sounded perfect. 
I didn’t know Blair, the person, very well 
at that point. I had a pretty good idea 
that he would be an interesting subject, 
but it wasn’t until I got the funding and 
went down to shoot it that I realised 
just how interesting he was. I set out 
to make a fi lm that gave the audience 

the feeling of how I felt when I walked 
into his place. That was my mission 
statement. 

AC Well it certainly is an 
 enormous amount of fun. 

That’s what I came away thinking, 
how joyful it was. So you shot and 
directed it… did you edit it as well?

JB Yeah, I edited also. As I said, 
 the only thing that I didn’t do 

was the sound mix. I did everything 
else, including writing a pretty 
solid shooting script, which I stuck 
to. Especially those stop motion 
sequences, you know, things like that. 
I knew that that was going to be the 
best way to show what it’s like in that 
caravan, so I set out to do it and I stuck 
to it and it made it quite an enjoyable 
editing process actually, because it all 
just came together… easier than a lot of 
other stuff I’ve edited. On the screen, it 
ended up just like it was in my brain.

AC So what was the budget for 
 that fi lm?

JB It was fi ve thousand Australian 
 dollars. Which at the time was 

about six and a half New Zealand, 
which was... I think that was the fi rst 
time I’d been paid, you know, a real 
sum of money. I’d had crappy, even 
smaller budgets than that, so for me, 
at the time, that was pretty good. And 
keeping all the budget for myself meant 
that I could rent a little studio and really 
take my time editing it. I had the luxury 
of quite a lot of time on my hands 
because I’d just graduated and I was in 
between fi nishing university and starting 
working in the real world.

AC The fi lm looks terrifi c, very 
 real… what was in your 

lighting kit?

JB Ah… funny. Good question. I 
 didn’t have one, (laughs) 

because... I booked a whole bunch of 
gear from Dunedin, which is about two 
hours from the Catlins, and I wasn’t able 
to collect it before I left. I wanted to get 
down there and start shooting as I knew 
there was a lot of stuff I could shoot 
without lights; so I went down and the 
idea was that my friend would send the 
lights down, but they never made it. So 

I had to make do. The interview was 
really the only set-up where I suffered 
for not having lights. There were a 
couple of other scenes - the piano 
room at the beginning, it’s pretty dimly 
lit. I mean it looks amazing, you know, 
there are lights everywhere, but they’re 
all kind of dim LEDs that are powered 
from old car batteries and stuff. He just 
literally, anything electronic he makes 
it work, it’s just like magic. But the 
interview I ended up just using a desk 
lamp. I mean you’ve got to use what 
you’ve got… what’s available. 

AC Well, you know one of the 
 things I really liked about it 

was the fact that it looked unlit and 
now I know why! Technology delivers 
again. It had a darkness and a mood 
which was very appropriate… put me 
in the house with Blair. What camera 
delivered those excellent images?

JB I used a Panasonic GH2, which 
 is a DSLR… well, technically 

it’s not a DSLR, but it’s of the family 
and it’s a tiny, tiny little thing that new, 
costs about $600. But it’s quite well 
known in the low budget fi lm-making 
world because it’s... when you hack 
this camera… some Russian guy has 
managed to hack the fi rmware, and this 
may sound like gibberish to you, but 
basically, he’s enabled this $600 camera 
to shoot footage which, you know, 
compares pretty well to the likes of the 
RED EPIC and the Arri Alexa. There are 
a lot of shooting tests that have been 
done and posted on line. I don’t know 
if you saw the results of the Zacuto 
shootout?

In the Zacuto shootout they included 
the GH2, along with the 5D and 
even the i-phone I think was in there, 
alongside all the big boys, the industry 
standard digital cameras. And at the 
end they did a viewers poll and the 
GH2 actually won in terms of overall 
image quality. They shot the same 
scene with each camera and tried to 
make it as similar as possible and the 
viewers’ polls came out saying the 
GH2 was the best. It lacks a lot of 
features, but for me it was perfect. I’ve 
since moved on to slightly bigger and 
better camera equipment, but for the 
low cost, it packs a lot of punch. And 
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lenses… it’s an interchangeable lens 
camera obviously, so I was using Nikon 
primes, quite old ones, manual primes, 
and actually the lens I used the most, 
I think, was a specialty super wide, 
which is made for Panasonic cameras. 
It’s a two times crop sensor, so your 
35mm becomes a 70mm, so it’s quite 
hard to get wides. Luckily a friend of 
mine has this 7mm-14mm lens which 
manages not to be too fi sheye, so that 
was the lens I used the most, because it 
really helped working in all the confi ned 
spaces, as well as getting all the close 
ups. And because there is a little bit 
of distortion from it, it kind of lends 
everything a very subtle, surreal quality, 
I guess. 

AC A comic quality.

JB Right. Exactly. Yeah. And that 
 was sort of intentional. That was 

the idea and I just kind of went with it 
and again it was just one of those things 
that worked. 

AC So would you say you’re a 
 fairly intuitive fi lmmaker?

JB Yeah, I’d say that. I think 
 that most of my experience of 

fi lmmaking has just been being thrown 
in at the deep end and learning by 
doing, you know. I think it was to my 
advantage that I went to the fi lm school 
that I did, as opposed to maybe, you 
know, a regular fi lm school, where you 
learn how to use all the big equipment 
and you learn things by the book. For 
us there was a lot of doing, we were 
always out there doing something, and 
shooting and... so yes, I would say that 
I’m intuitive and I learn to make the best 
of what I’ve got. As time has gone on I 
fi nd myself working in more controlled 
environments, working on bigger sets 
with more people, and that’s something 
that I’m just learning as I go along as 
well. You know, I started off just doing 
everything myself, but now I’ve had to 
learn to live with and accept that other 
people have roles as well, and it’s a 
different kind of fi lm-making. But that’s 
the angle that I’ve come into the game, I 
guess.

AC So in Singapore, now you’ve 
 got a lighting truck, and you 

have gaffers and grips… all the bells 
and whistles?

JB No, not quite. Not quite at 
 that point yet. I’ve worked on 

some projects with that many bells 
and whistles, but the stuff that I’ve 
shot in Singapore so far is, you know, 
small crew - director, DOP, sound 
guy, occasionally a camera assistant, 
and usually a local fi xer. We’ve been 
travelling around China and Vietnam, 
so you’ve got to have someone on the 
ground there to help you - but, you 
know, I still haven’t spent a lot of time 
on set with all those people in their 
various roles. But I’m slowly entering it 
from the side. I defi nitely didn’t start off 
as a camera trainee or even a runner 
and work my way up. So I’m trying to 
get into narrative fi lm in my own way I 
guess. Which is possible these days.

AC Hey Joey, I’m an admirer. I 
 think all the stuff that you’ve 

done is really terrifi c. And certainly 
your work shows a high skill 
level. The images you managed 
to produce with no lighting are 
astounding, especially when you 
think back, just ten years ago, you 
would have come back with nothing. 
So how do you think technology is 
going to infl uence you in the future?

JB It’s at tough one, let me think 
 about that…

AC Do you care about the 
 technology? Is that part of 

your mindset or do you just accept it 
as a tool to story telling? 

JB Obviously, at the end of the day, 
 the story is what matters, I don’t 

want to harp on about that for too 
long, but I do subscribe to that line of 
thought and that’s one of the reasons 
I feel that Lost and Found sticks out 
compared to the stuff I’ve done which 
might look prettier but doesn’t have the 
same substance. The technology thing 
is tricky. I mean, I think I’ll always... you 
know, I can’t project too far into the 
future, but I’d like to think that I’ll try and 
keep on the ball. At least know what’s 
out there. And I think you have to, 
especially when you’re working with a 
smaller budget, the lower end... you’ve 
got to fi gure out how to do stuff for less 

and knowing the technology is a way 
around that. Whereas someone might 
have hired a RED EPIC for the shoot 
that I did and blow all their budget on 
that one item, I got quality images that 
pretty much did the job out of my little 
$600 camera. So, I think there is an 
advantage knowing what’s out there 
and what’s possible. But I also kind 
of resent the speed at which things 
change and I wish that I didn’t have to 
think about that, because it detracts 
from the real fun part, which is coming 
up with the idea. I don’t revel in nerdy 
tech things, that’s not my deal, but it 
has its place and I think it’s important.

AC Good comment to end on. 
 Yours is a really interesting 

story, because there are many young 
fi lm-makers in Australia who are in 
exactly the same position you’re 
in. But sadly, I believe that a lot of 
DOPs, both young and old, these 
days get tied up with what’s behind 
the lens at the expense of what’s in 
front it. 

JB I hear you. 

AC All the best with the rest of 
 your career Joey. Can I 

suggest you join the ACS? f



KF I knew I wanted to be involved in 
 the fi lm industry, so I came over 

to Sydney to study. I did do a bit of 
assisting while I was studying and also 
afterwards, but you wouldn’t call it a 
traditional rise through the ranks of the 
camera department. I was defi nitely 
more of a shooter than what I was as 
an AC. I was much more comfortable 
creating the images and lighting and 
framing than I ever was trying to build 
my knowledge up from the level of an 
assistant. I’ve heard that from so many 
people these days… obviously times 

are changing. Now you’re able to get 
your hands on a movie camera or stills 
camera and you can shoot an image, 
take it home, edit and instantly see 
how different colours work in different 
light. And that, to me, is how you learn 
to understand light and compose... 
for me it was more just shooting 
and experimenting. But I guess the 
downside of that was that was any 
mistakes I made were made on projects 
rather than, you know, learning from 
watching other DPs make them. So I 
push a lot for tests, to test my creative 

We might well have called AC Magazine 62 the Kiwi Issue, as the cinematographer featured 
in this story fl ew across the ditch to study fi lm in Sydney and is still based there today. Kieran 
Fowler grew up in Queenstown, New Zealand and last year he was asked to shoot a feature fi lm 
in Vietnam, to be directed by a fi lm school mate, director Huy Nguyen. I talked to Kieran about 
his experience.

decisions and trouble shoot any 
problems I think I may encounter before 
I take the ideas onto a shoot. 

AC Your background has been 
 mainly music clips and short 

fi lms, and now you’ve moved into 
features?

KF Yeah, I started off more in short 
 fi lms, but music videos took over 

early on. I think they are an essential 
part of my cinematography, because 
most music videos are a totally different 
style and they’re driven by the energy 

DOP Kieran Fowler
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of the music. I can test things and try 
different visual styles; it really brings the 
best out of me creatively. 

AC So it was from these short 
 fi lms and music clips that you 

were given the chance to shoot the 
feature fi lm Duong Dua. (pronounced 
D-ong D-oo-a) a Vietnamese 
crime thriller. How did you get that 
opportunity?

KF Well, back when I was studying, 
 there was another student, Huy 

Nguyen, in the directing class. I never 
actually worked with him, but by the 
end of my studies and more recently 
after fi lm school he had seen a lot of 
my work and said that he’d like to work 
with me in Vietnam sometime in the 
future. And you always think, “That’s 
great, I’d actually love to do that,” but 
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you never know if it’s going to happen. 
But three years later, I got the call from 
Huy in Vietnam asking me to shoot 
his fi rst feature. They were still in the 
early stages when I came on board. 
It makes me think of this great quote 
from an inspirational cinematographer, 
Robert Richardson, who once said “You 
need to have a certain amount of good 
fortune in a career, to fi nd a career and 
then you have to have talent to support 
the good fortune over time”.

AC You were one of very few 
 westerners on the crew. How 

did that pose challenges for you?

KF Oh, yeah. That was interesting. It 
 was just myself and the 1st 

AC, Adam Lynch; both from Sydney. 
It wasn’t as bad as I imagined as a 
lot of the key crew really only worked 

with international DOPs... they spoke 
English, but mainly just the technical 
terms, so I could talk to them on that 
level. But it was challenging at times 
to talk to them on a creative level, 
which is of course, the best kind of 
relationship to have with your key crew/
collaborators. The ability to be able to 
creatively talk about shots and the story 
is essential. But the way I approached 
that challenge was just to be more 
prepared in production, and just to really 
thoroughly think about every scene so 
I could communicate to the key crew 
exactly what I wanted. We shot for fi fty 
days, with four days off and this fi lm had 
a lot of action, so it was quite ambitious 
for a one-camera shoot, so being 
prepared was vital. But safety was the 
big difference... they work a bit faster 
over there, and they don’t take safety 



into account much, so in most cases 
I had to be a bit fi rmer. The cultural 
challenge and adapting wasn’t as bad 
as I thought. You’ve just got to respect 
their culture and adapt… that’s the best 
way to fi t into an overseas crew, from 
my understanding; be prepared to be 
fl exible and open minded about some of 
your values.

AC I believe you were the only 
 one in all of Vietnam shooting 

a feature fi lm on an Alexa. And it was 
a one-camera shoot.

KF Yeah. This fi lm was the very fi rst 
 feature fi lm in the Vietnamese 

fi lm industry to be shot on the Alexa, 
which they usually only use on the TVC 
work. They have a weird mindset; they 
think TVC’s should be shot on Arri Alexa 
and feature fi lms should be shot with 
the RED Epic. We were shooting for 
50 days with the Alex and they had to 
change the camera packages around 
for a couple of TVCs to shoot on Epic. 
There was only one hire house with 
an Alexa at that stage, this may have 
changed now, no one else had invested 
in them and it’s because the RED Epic 
is popular in Vietnam. There is a lot 
more feature fi lm production in Vietnam 
compared to Australia, even though the 

budgets will generally be smaller, and I 
also think there is quite a good following 
there for local fi lms. The camera houses 
in Vietnam work a little differently to 
Australia in that they provide lighting, 
grip, camera crew and the camera 
package all as one. You don’t outsource 
them separately.

AC Was it your decision to shoot 
 on the Alexa?

KF: I was considering the RED 
 Epic. I showed the Director tests 

between the Epic and Alexa early on 
and we tested different qualities and 
temperatures of light on skin tones, 
different moods and contrast’s and 
really just pushed the cameras. I think 
you really see the important differences 
in digital cameras and also story specifi c 
environments. I don’t spend too much 
time with chart’s usually, as I believe 
there is nothing better then testing 
a camera with a some production 
elements and subjects in the frame. 
We really liked how the Alexa handled 
the shadows and highlights more then 
the Epic, it seemed to have a nice roll 
off and not a harsh clipping that you 
sometimes get on digital and how the 
Alexa handled the skin tones with the 
different colour temperatures of light. 
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Especially when you’ve got off colour 
temperatures like sodium vapour 
practicals or mercury vapour practicals 
in the background, it just renders a nicer 
tone. And, yeah, it was really important 
for this fi lm, especially because about 
70 per cent of it was shot at night.

AC Just touching on the night 
 shooting, what sort of issues 

did you have with you locations and 
power/access?

KF A lot of our locations were quite 
 remote, shooting in the 

countryside of Vietnam a lot because 
after all, this was a road movie and we 
followed the journey of a character from 
busy towns to the vast countryside. 
We didn’t have many issues with 
common problems like transportation or 
crew access. It was more the creative 
challenges; we were doing a lot of 
night exterior countryside scenes that 
were covering 50 metres of action. 
Our intention going into these scenes 
was to use moonlight, with little or 
no homes or buildings surroundings 
us, but we wanted to make it look 
natural and retain a nice depth to 
our shots. The budget really didn’t 
allow for a more traditional approach 
of big sources suspended off boom 

From left to right: Adam Lynch - 1st AC, Kieran Fowler - DOP, Tran Hai - 2nd AC and Hai - Gaffer, on top of a two-story scaffold 
tower in the rain on one of many long night shoots. PHOTO Cafe Tram.
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lifts, so we ended up cheating a lot of 
coverage off singular lighting set up’s, 
usually consisting of a few two story 
scaff towers staggered far away with 
some 6K’s to provide a broad ambient 
backlight and a few lamps on the 
ground tactically positioned, so that we 
could turn lamps on and off to cheat a 
reverse angle, without the need to fl ip 
our lighting rigs due to time constraints. 
I ended up positioning lamps further 
away, to get them in the background; 
to put depth in the background, have 
people stationed with smoke baskets 
that would smoke at different distances 
from the camera to give it just a little 
more depth; the sense of depth was a 
tricky challenge really. From early pre 
talks with Huy we wanted to approach 
the desolate countryside night exteriors 
lit purely with moonlight and no other 
distant sources that could be house 
lights, to make it feel more isolated and 
make the characters feel like they were 
almost helpless in that environment. 

AC You obviously had a lot of 
 challenges, one being the 

Vietnamese Government and their 
censorship rules. Can you tell us 
about those?

KF Yes, basically, any fi lm, even if it’s
 independently funded, has to 

go through the Government of Vietnam 
and they have the fi nal say. They can 
say “Change this or we won’t release 
it”. Or do this, do that, we’re not happy 
with how this character is portrayed 
or we’re not happy with other things 
in this fi lm. So if your fi lm doesn’t pass 
their censorship rules they can say, 
“We’re not going to release it,” even 
if they haven’t provided any funding. 
We had that issue during the earlier 
stages of editing when they went to 
the government just to make sure 
everything was ok. They came back 
saying that they weren’t happy with how 
the lead character was portrayed at 
the beginning. Basically, in the original 
screenplay the character incurs a 
gambling debt that he can’t repay, and 
the whole story revolves around that 
idea. The communist government didn’t 
like the fact that the gambling debt was 
of his making. They wanted it to be put 
upon him. They couldn’t have the lead 
Vietnamese character look like a bad 
guy, that he had imperfections in his 
character which seemingly made him 
a fl awed person. We had to re-shoot 
parts of the opening of the fi lm in order 

to make him look like it wasn’t his fault. 
The Government is very strict on the 
content they allow the public to see, 
they don’t even allow the image of 
communist revolutionary Ho Chi Minh to 
be seen on fi lm. 

AC And how long after you’d 
 fi nished shooting did that 

happen?

KF: About six months. We went 
 back and we built some sets in a 

studio, and yeah, basically just changed 
the context of the fi lm in order to get 
approval. But we were lucky because 
there were a couple of other fi lms that 
shot around the same time that were 
of a similar genre and they’ve been 
banned because of the violence and 
the dark themes, whereas our fi lm got 
through. And it’s still retains some of the 
dark themes, which is quite bold for a 
Vietnamese fi lm. Vietnamese fi lms are 
quite… I would say, they’re quite safe, 
the story lines are quite safe and they’re 
quite artifi cial in my opinion, because 
obviously the communist government 
wants to portray Vietnamese people in 
the best light they can. Like there’s no 
problem with Vietnamese characters, 
they’re the best… you know, they 
always come off best at the end of 
the day, whereas this fi lm was kind of 
showing the opposite. And even some 
of the actors had only played good guy 
roles - they were never cast as ‘bad 
guys’. So when they went onto this 
fi lm, I think most actors were playing a 
character that was completely against 
their typecast. I see it as a little step 
forward in the right direction, to be able 
to show people these sorts of fi lms. It 
lets story telling sort of breathe a little 
and have a bit of diversity and honesty 
in my opinion.

AC The viewers are no fools, after 
 all, they live in the real world.

KF Exactly. You know a lot of these 
 people, especially the younger 

generation, are exposed to American, 
South Korean, Chinese and Japanese 
fi lms, and these all have dark elements 
in them, especially South Korean fi lms. 
I’m sure the communist government 
would love to ban these also, but it’s 
impossible now with the internet… 
they’re all watching these and it’s only 
a matter of time before Vietnam starts 
making more fi lms like this as well.

AC This being an action/chase 
 fi lm, with a bit of thriller crime 

in the mix, you obviously you had a 
lot of action scenes. How did you 
address those?

KF Yeah, lots of action scenes and 
 being a one-camera shoot, it 

was quite ambitious from the start. 
Again, I can’t stress enough the 
importance of pre-planning; making 
sure our camera is blocked out, to a 
point where we’re comfortable to be a 
bit fl exible on the day. There was a lot 
of area to be covered in these chases, 
in my lens kit I had a 25-250 Angenieux 
zoom along with a set of Arri Ultra 
Primes, so I would usually pull out the 
long lenses to help me on a lot of these 
chase scenes. I would usually cover 
a chase scene with a master shot on 
a long lens to be able to let the action 
play out and establish the whole setting 
where they are, letting them run up 
to distances of 100 metres, and then 
come in for select coverage on wider 
lenses to create the pace. It was quite 
hard though because we didn’t have 
access to anything like a Russian Arm 
where we could move the camera with 
the speed of the actors and we didn’t 
have a rig on the back of a quad bike 
or tracking vehicle or anything like 
that, so the long lenses were really my 
‘go to’ for these chase scenes. And 
because it was a single camera shoot, 
we were very limited as to how much 
coverage we could get. Obviously 
in the ideal world I’d probably have 
two, three cameras running on these 
chase scenes, so to really help add the 
energy in the frame I would sometimes 
operate the zoom by hand and I would 
do in-camera zooms that were very 
subtle but matched the energy of the 
actors running or whatever it was, so it 
would just add an element of movement 
within the frame. The biggest challenge 
for me with these chase scenes was 
when we staged one in the forest at 
night, taking up two minutes or four 
minutes of screen time, and we only 
had two days to shoot two gangs of 
Vietnamese guys running deep into a 
forest, and then stopping in the middle 
of a clearing and start fi ghting with 
machetes. I had two nights to shoot 
this. So, I had to be quite smart with 
the way I lit it and the way we covered 
it. Again, to create a moonlight depth 
we needed fairly decent lighting set 
ups and any chance of a re-light for 



the amount of coverage we needed 
was fairly impossible.  We mapped out 
three areas in pre production that would 
serve as our backgrounds. There was 
a lot of cheating of angles involved, I 
would simply plan out how each shot 
in the sequence would look in terms of 
where the key lighting source, or moon 
would be and what side the fi ll was to 
come from and place the shot in the 
given lighting set up, even if we were 
shooting shots out of order. It’s amazing 
how by swinging a lens and shooting 
into a different area of the lit background 
you can get away with cheating a 
shot of similar light quality, especially 
in a forest when you don’t have a 
distinct background. So it was really an 
example of understanding how much 
you can get away with when cheating 
a shot and just planning. And planning, 
planning, planning… my lighting… 
everything.

AC You also mentioned you used 
 some 5D Mark IIs as crash 

cams?

KF A couple of the action 
 sequences involved motorcycles 

and cars almost crashing, so I had the 
5D Mark II and a crash housing on the 
ready. Our grip made an aluminium 
box that  had a front made of Perspex, 
and it was bolted and sealed pretty 
securely. We had motorbikes crashing 
into it, cars crashing into it, sometimes 
we put it right in the scene with the 
actual character kicking the lens of the 
camera. So we would get this really full 
on POV and put the audience literally in 
the action. Wherever we could throw it 
in to enhance the energy of the scene 
we would. It just opened up a lot more 
angles and possibilities, I mean, you’re 
always cautious about where you’re 
going to put the camera when there’s 
a machete fl ying or a bike crashing 
into you, and usually that dictates that 
you use long lenses. So you’ve got to 
be further away from the action and 
basically this puts the audience further 
away from danger. But I think it’s a great 
tool to have, it just helped add energy 
and angles that you wouldn’t usually be 
able to get.

AC And how did you fi nd the 
 footage from the Alexa and 

the 5Dmk2 intercut? 

KF At this stage, more recent low 
 profi le cameras weren’t 

available, such as the 1DC, BMCC 

or C300 and the director owned a 
5Dmk2, so we decided this was the 
most suitable choice. We knew from 
the start that we were only going to use 
these shots for a maximum of a second 
or less, just a few frames, so not too 
much screen time. This helped us get 
away with the format change, because 
I don’t believe the audience will tell the 
difference between the formats. I guess 
it’s like the old theory of a VFX shot. If 
you can make it quick, it’ll help blend 
the shot into non-VFX shots.  

AC You actually did the colouring 
 for this fi lm in Vietnam, didn’t 

you? Do you think that it’s important 
for you to be involved in the grading 
process?

KF Absolutely. I mean its even more 
 important now with digital 

cameras. Most times you’ve got a fl at 
image sitting right in front of you, and 
the producer’s or whoever else is sitting 
there can just say, “Do this or tweak 
that,” and suddenly the blacks will go 
from blue to pink; there are a lot more 
ways now to loose control over your 
image. You’ve got so much control and 
so many options in post now and that 
comes back to the whole role of the 
cinematographer. It’s about controlling 
the image and making or discovering 
the image that you fi rst set out to 
conceive. I am very conscious about 
how I may treat the image in post, well 
before I begin production.

AC You’ve talked a lot about the 
 fact that you are heavily 

involved in the pre-production. 
Was there any other area of the 
production that you spent a lot of 
time with planning, like lighting?

KF Yeah there was. A lot of our 
 locations were interior nights. 

We had a range of moods we wanted 
to create through our colour palette 
and lighting. For example, the lead 
protagonist’s house at night we 
wanted a real sense of isolation and 
claustrophobia, as if the world is 
encroaching upon him. It was a small 
house and I decided to predominantly 
light through the windows as if the 
harsh orange of the sodium streetlights 
were invading his home. I would usually 
colour contrast this by placing off green 
prac’s inside his home, like small fl uro 
tubes, which really helped add depth to 
an otherwise small and boxy house. So 
we had this great mix of urban coloured 

tones, sodium oranges, mercury blues 
and fl uro greens, which comes back to 
staying true to Vietnamese society and 
the real living conditions. For scenes 
in the protagonist’s father’s house, 
we wanted the feeling of warmth and 
safety, as if this was a safe haven for 
our character. I got my gaffer to make 
me up these strip bulb lights; I think 
some people call them covered wagons 
or Lego lights. They were basically 
a single row of bulbs, around 6 or 8 
bulbs mounted to a 4 inch base and 
then covered in muslin diffusion. We 
would run a few bulbs on separate 
channels, giving us the ability to dim 
different sections independently, which 
is really handy for a soft fi re fl icker 
effect. They give a really soft diffused 
light that is very low profi le and easy to 
hide, we would hide them in the roof, 
behind doors and wherever we could. 
I mean that was one of the interesting 
challenges... if you’ve been to Vietnam 
or Asia in general, all the houses are so 
small and boxy. You just don’t have the 
room to be able to light them like most 
western houses, so the combination 
of pracs and these strip lights gave us 
the ability to utilise the limited space we 
had. I worked with the art department 
a lot with the choice of prac’s, which 
I think is very important on any fi lm. 
Especially for this, because a lot of 
my lighting was both motivated and 
practically lit.  It was important to be 
able to choose the right prac for the 
right quality of light and design. 

AC When asking the gaffers to 
 make up lights, were you able 

to give them new ideas and did they 
in turn share techniques with you?

KF Yeah, they hadn’t seen this style 
 of light before, and I think they 

realised just how beautiful and useful 
they were. After the fi lm they took them 
back to the production house and were 
probably going to add them to their kit.

AC How much time did you spend
 with the actors, as much 

as you would when you’re here in 
Australia working with them? And 
were they open to your way of 
thinking?

KF Honestly, one thing that I found 
 hard was communication and 

responding to the actors on set in a way 
that I normally would. And as soon as 
we started shooting, anything that was 
changed on the day was hard for me 



The relentless gangster Lam (Tuan), scopes out his enemy under the moonlit canopy of the forest. FRAME GRAB - Keiran Fowler.



Kieran Fowler - DOP, lines up a high angle shot on the side of a desolate Vietnamese country highway, as the colourful 
characters of a traditonal funeral ceremony parade past. PHOTO Cafe Tram.

One of many smoke pot operators sitting patiently during an exterior night forest sequence. A mix of coal, wax, wood and 
fi re creates a fi ne ambience that added texture and depth to the shots. PHOTO Cafe Tram.

Smoke and mirrors. Simulated travel (Sim Trav) was one of many techniques used to capture the night ext driving sequences. 
PHOTO Cafe Tram.
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to understand, because the dialogue 
was obviously all Vietnamese and I had 
the English translation of the script. So 
responding to the dialogue, which is 
very important for a cinematographer, 
was a struggle. For example, it could be 
something simple like responding to an 
actors monologue that was delivered 
in a certain way and saying “I think this 
could be great if we did a push in at this 
point”. 

So it was hard for me to be involved 
in that capacity, because I couldn’t 
really understand the dialogue being 
performed in front of me. So I really 
needed to rely on Huy for these 
spontaneous, on set decisions.

AC How many people did you
 have in your camera crew?

KF [Laughs]  Well, I had my Focus 
 Puller, Adam Lynch who came 

from Australia and then I think we had 
about fi ve or six others. It was funny, 
the AC was called Hai and his father, 
Hai Senior was second AC and then... 
Oh well, let’s just say including the Hai 
family there were a lot of hands around 
the camera. There’s defi nitely the 
quantity of help over there which I guess 
I wasn’t used to. But I really respect 
their way of working. 

AC  Any other interesting stories 
 about shooting in Vietnam?

KF We shot in a hospital emergency 
 room, which doubled for a 

morgue. We had permission to shoot 
there provided the hospital could still 
function, but if someone needed the ER 
room, we had to stop quickly, pack up 
all the lights and equipment, take all the 
crew out and chuck the beds back in 
so they could do surgery on the patient. 
So we were basically on standby… 
if someone was critically injured, the 
patient, doctors and nurses etc would 
be rushed right in. I had all these 
Kino fi xtures rigged to the roof for this 
scene, so I was quite paranoid that we 
wouldn’t be able to de-rig fast enough.

AC Seriously?

KF Yeah, it was pretty amazing. 
 Actually there was another 

challenging thing which I completely 
forgot about… wait… two others. There 
were a lot of single, one-shot steadi-
cam shots in the fi lm, in particular the 
opening sequence where we introduced 
the characters in a market environment 

and started with the camera inside 
the tray of a delivery truck that came 
through the entrance of the market 
place. It parks and the delivery man 
gets out and the camera follows him 
down off the ramp and into a big open 
area. We pan off this man and  follow 
a bike that comes in and crashes into 
a stall. Then a small fi ght starts and 
from that fi ght we pan across to our 
protagonist’s delivery truck as we see 
our lead actor. Obviously this was quite 
a complicated sequence, keeping 
in mind that this is in Ho Chi Minh’s 
biggest market, which has up to ten 
thousand people working at night and 
we couldn’t close it down for fi lming as 
it was still in use and open to the public. 
So like most people when they see a 
camera and fi lm crew, they get curious 
and crowds start to build. So we hired a 
whole heap of extras who were paid not 
to look at the camera and to stand in 
front of all the onlookers who would.

Another interesting scene is the end 
fi ght sequence. Again we were very 
limited with the schedule and we 
basically had 360-degree coverage, 
so at some point we were seeing 
into most corners of the location. Not 
to mention the shot that brings our 
protagonist into the scene tracks with 
him on a Steadicam and at a point 
the camera revolves around him in 
a 360-degree spin. I’ve only got two 
days to do this fi ght sequence (that’s 
about fi ve minutes of screen time), so 
obviously we don’t have a lot of time 
to reposition lighting and set-ups and 
stuff like that, so I had to be smart with 
how I approached it. I decided to rig as 
many lights off the ground as I could. 
For a base fl uorescent ambience I was 
using a couple of space lights rigged 
to the middle of the roof with ! CTB 
and " plus green and softened further 
through grid cloth.  I rigged both sides 
of the warehouse with Kino’s so at times 
I could turn one side off to darken the 
faces and create a bit more mood and 
then visa versa depending on the angle. 
I also placed a few 650’s and Par Can’s 
with " CTO above tables as accent 
lights that provided nice spots of colour 
contrast in the frame. So I had this 
lighting grid that was easily turned off 
in certain places to create and maintain 
the mood that was required throughout 
the scene. I did have to introduce some 
supplementary fl oor lamps at certain 
points, but as a whole I was happy with 

how effi cient and effective this was and 
how much freedom it gave us when 
improvising.

AC You’ve talked a bit about the 
 safety, and obviously if you’re 

in open markets where there’s 
civilians with lighting grids in roofs of 
warehouses, were there safety issues 
and challenges for you?

KF I remember, even with the Art 
 department, sometimes I would 

go to tweak a prac, to just adjust it 
quickly for the shot, and for some 
reason there’d actually be live current 
running through the lamp, which is 
pretty dangerous and so I’d get a 
decent shock. And there was one time 
when I was shooting from two levels of 
scaffolding, and I needed the camera 
to move about ten or fi fteen metres 
from where it was placed, just to get 
the right angle for the shot. So to save 
time, instead of bringing the Alexa and 
the legs down, the crew attempted to 
grab all four legs of the scaffold... I had 
to immediately say, “No, you can’t do 
that.” It was like the leaning tower of 
Pisa… and to think that they were going 
to do that with the only Alexa in the 
country on top! [laughs]

AC How did they react to you 
 telling them not to do it that 

way?

KF Well, they sort of tried to hang 
 on to their, “No, we can do this, 

we’ve done it before, “ kind of belief 
and I’m sure they have! [laughs] But it’s 
crazy. The armourer for all of our gun 
effects and explosions, he died about 
two months after the fi lm because he 
was storing explosives in his house for 
a shoot the following day. Something 
happened and it blew up his whole 
family and two or three houses next 
to him. It’s really sad that these kinds 
of things can happen and I think this 
is something the industry in Vietnam 
needs to learn. I think after that they 
introduced a law that you obviously 
can’t store explosives at your house. 

AC Can we talk a little bit about 
 how limited you were in the 

lighting department and what were 
your go-to lights?

KF Obviously the pracs played a big
 part in our night scenes. I used 

a lot of smaller tungsten lamps to 
supplement these, like 650’s, 300’s 
bounced off some muslin or direct and 
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I’d always have a couple of Kino tubes 
on stand by. Some skinned with a " 
plus green and ! CTB for a mercury 
vapour feel and some with 104 Orange 
and " plus green on another tube 
for the Sodium feel, they were good 
because you could hide a 2 foot tube 
quite easily if you needed an extra bit of 
fi ll. Whenever there was a window, I’d 
try to make use of it to have the feeling 
of nearby streetlights intruding into the 
house. So, I’d use my 650s and 300s 
with the gel package and use two or 
three lamps direct through a window 
next to each other, because it gives you 
this nice shadow pattern. If you have 
one lamp, it’s a very clinical pattern, but 
if you have three lamps next to each 
other it sort of criss-crosses shadows 
and I think it looks a bit less artifi cial. 
So yeah, the workhorse for me was 
my small tungsten package. It was 
essential that I create a lighting package 
that would accommodate the smaller 
spaces we were shooting in, so if I 
wanted a soft quality I would use the 
Strip bulb light’s through unbleached 
muslin or hang some muslin for a 
bounce source wherever I could. I think 
the colour palette in this fi lm was also 
interesting. We used a lot of green 
and orange hues and a lot of colour 
contrast. This came from my meetings 
with the director. We wouldn’t just go to 
a production house to meet everyday; 
we’d always go to a different cafe in Ho 
Chi Minh City. We would sit outside, on 
the street which was lit with all these 
different coloured fl uorescent lights 
and streetlights, that really infl uenced 

me and I took it on board as being a 
part of the Vietnamese culture and I 
carried this idea into the lighting of the 
fi lm. I think it’s important to look at the 
nuances of a culture when it comes to 
a story like this; set in another culture 
or country. I really took that on board 
and it just opened my eyes. You know, 
most houses are lit with fl uorescent 
tubes, so I thought, “Well if that’s the 
way they live, then that’s going to be 
my motivation,” and you try and create 
that feeling to make it feel authentic, it’s 
an authentic Vietnamese fi lm, whereas 
I think a lot of their traditional fi lms go 
against that, as fl uorescent lighting 
isn’t the most fl attering. It was also 
interesting that we would use wide-
angle lenses for a lot of our interior 
master shots, as we were very much 
dictated to use them because of the 
space and in a way it helped us create 
the feeling of him being very enclosed, 
because you could really see the small 
size of this room when you put a wide 
angle on. Usually we’d turn up on set to 
block out the action and I’d start off by 
putting a wide-angle lens on the camera 
in the corner and seeing what we could 
get from that. You see it in a lot in Asian 
cinema. I think it’s a style dictated by 
the spaces they live in, because in 
most cases you can’t just get back on 
a longer lens to get your wide masters. 
That’s without destroying a wall or 
building a set, so what your doing is 
responding to the cultural way of living. 
I’ve seen it a lot in Wong Kar Wai’s 
work; I see a lot of his fi lms are set in 
small spaces and I guess that’s another 

subtlety that distinguishes some Asian 
fi lm making from Australian or western. 

AC So was this fi lm shot 
 predominantly on location?

KF Yeah, mostly on location. It was 
 nice to be able to respond to 

something that’s real, I guess it’s the 
difference between saying, “This has 
to be here, this has to be there etc…”. 
That’s what it’s like working on a studio 
set, whereas, when you go on location, 
there’s something really exciting about 
discovering the space and what’s 
already there. I’m not going to lie, the 
budget wasn’t there to create and light 
sets and even if we did have the budget 
to build sets, we probably wouldn’t have 
pushed for it. I learnt some really handy 
techniques from the crew on location, 
for example their way of making an 
even atmosphere of smoke for large 
exteriors worked brilliantly. They would 
get these little pots fi lled with wax and 
charcoal and they would burn leaves 
over top of them, the wax would keep 
the pots burning forever and you’d have 
this really consistent amount of smoke. 
They would place these pots in the 
background at different distances apart 
and they were really easy to hide.

AC What was your camera set up 
 and did the tropical Vietnam 

climate effect your gear?

KF We shot on the Arri Alexa, and 
 we shot ProRes 444 onto SxS 

cards. At the time Vietnam didn’t have 
the capabilities to do Arri raw, although 
it wouldn’t have been possible to 

In a desperate situation Loc (Pham Anh Khoa) seeks to fi nd more money from a close friend. FRAME GRAB.
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accommodate RAW on this budget and 
it’s amazing how much you can push 
the ProRes 444 around. My lens kit 
consisted of Arri Ultra Primes and we 
used an old Angenieux HR 25-250mm 
zoom because we couldn’t afford the 
newer models. I had to shoot T8.0 
or higher on this lens, otherwise you 
would get this strange foggy spot in the 
middle of the image. With the Alexa, 
in this climate, we had to enable a 
function called ‘tropical mode’ because 
of the humidity. Basically it runs the 
sensor at a different temperature to 
accommodate the climatic situation. We 
were shooting during the rainy season, 
so that meant in most occasions it 
was going to rain in the afternoon. It 
was a nightmare; you’d be halfway 
through a scene and it would start to 
pour down. We did learn an interesting 
local technique to try and pre-empt the 
rain though… when we saw that there 
were a lot of dragon fl ies fl ying low to 
the ground, you knew it was going to 
rain soon. Apparently this was because 
they would feed on the ants, who would 
come out from their holes when rain 
was coming. It worked 100% of the 
time I was there, so I’d say it’s better 
then any i-phone app. [Laughs]

AC Was the offi cial premiere of 
 the movie in Vietnam?

KF Yes, the premiere was in a 
 cinema in the centre of Ho Chi 

Minh City, Vietnam. It was received 
surprisingly well for a fi lm of its nature, 
which was quite exciting to see. 

AC Do you anticipate working in 
 Vietnam again and with the 

same director?

KF Actually, I’m working with the 
 same director on a couple of 

music videos in Vietnam at the moment. 
I really enjoy being able to mix work up 
and shoot in other countries. I think it 
keeps my work fresh and I learn a lot of 
different techniques that I may not have 
just shooting in Australia. Being able 
to tell stories in different cultures really 
stimulates me as a cinematographer; it’s 
the simple things, like how the quality 
of light changes in other countries. For 
example, I fi nd Vietnam has a thicker 
atmosphere overhead, maybe because 
there’s more pollution, but it’s as 
though you have a light scrim overhead 
constantly and everything’s a little softer.  
I fi nd these things really fascinating.

AC What else have you been 
 working on since this fi lm and 

has it given you a stepping stone on 
to other work?

KF I had a great opportunity recently 
 to shoot a feature in Australia, 

which we’ve just wrapped principal 
photography on. The fi lm is called 
Terminus; it’s a sci-fi  drama directed 
by Marc Furmie and is about a small 
town mechanic who makes a shocking 
discovery that changes his life and the 
lives of many others. The fi lm’s story is 
set in America and we shot in NSW, so 
that provided a lot of challenges and 
restrictions, but that’s another story. I’d 
worked with Marc on a couple of music 
videos before this, but I think he quite 
liked what he saw from the feature in 
Vietnam, although it was a completely 
different tone and look to what we were 
wanting to achieve with Terminus. I think 
that’s one of the exciting things about 
being a cinematographer, is that no 
project is ever the same and you have 
to shape yourself to the aesthetic of the 
story each time. 

AC Are you excited about those 
 prospects?

KF: I guess I don’t really think about 
 the distant future too much as 

I really just focus on every project as it 
comes. It’s like shooting a feature, it’s 
essential to have the whole fi lm in mind, 
but I fi nd that focusing your energy on 
one shot at a time is the way to manage 
something that can seem so daunting.

My Links:   Website/portfolio - http://
kieranfowler.com/

Small Excerpt from a scene in the 
feature fi lm (Not the entire scene and 
probably hard to get the context of 
the scene from this) – https://vimeo.
com/82703303

Entire scene from the feature fi lm (10 
mins) 
- https://vimeo.com/82737092

 



Bronze to Gold

ZOE WHITE MATTHEW CHUANG ELLA GIBBINS

ZOE WHITE FRAME PULLS

What does a boy born in Taiwan, a half Filipina Australian girl born in Sydney, a boy born in 
Bletchley England, a Romanian boy born in the Transylvanian town of Arad and another Aussie 
girl born in Sydney have in common? They have all won gold at various ACS State Awards and 
represent the face of the  emerging Australian cinematographer in the digital age. Meet Zoe 
White - Sydney, Matthew Chuang - Taiwan, Ella Gibbins - Sydney (half Filipina half Aussie), Maxx 
Corkindale – Bletchley, England, and Valeriu Campan – Romania… all now Australian citizens and 
putting serious puff into the ACS fl ag. 

I was very keen to get their take on the future of 
cinematography and showcase to our AC Magazine readers 
their exceptional range of images. I also spoke to David Burr 
ACS, one of our most respected cinematographers, to get his 
overview of what is happening at the coalface. David had just 
walked in the door from the last day of shooting second unit 
on Fury Road, with John Seale ACS ASC. 

Singers of the Blues knew that two simple words, ‘rock’ and 
‘roll’, were separate synonyms for sex, so no wonder that in 
the 50’s, newspapers around the world screamed headlines 
like ‘Is Rock ‘n Roll a symptom of declining morals of the 20th 
century?’

So I wondered if one simple word… ‘digital’… has some 
cinematographers harbouring the same fears for the future 
of the art of cinematography? The ACS is dedicated to 
maintaining the highest possible standards in cinematography, 
but now that the digital camera is a permanent tool of our 

craft and fi lm is only just clinging to life, are those standards 
changing? And if they are, is it for the betterment or detriment 
of cinematography? 

DAVID Burr ACS   “I believe that fundamentally, the art of 
    cinematography hasn’t been changed by digital 

capture.

However, the recent availability of good quality digital cameras 
has made it possible to capture images to a technical 
standard equal to those previously captured using fi lm. This 
is a great thing and has opened up opportunities for those 
interested in cinematography to pursue their dreams at a 
relatively low cost.  An hour or so spent at any number of 
websites will reveal previously untapped talent, talent which 
would have remained undiscovered but for the availability of 
digital cameras.  

But unfortunately, the preponderance of these cameras has, 
to a degree, ‘watered down’ the quality of a lot of the work 
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being produced, as some producers, always on the lookout 
for the best ‘deal’, gravitate to the lower end of the economic 
scale.  You would have heard the expression “My mum 
bought me a Red, now I’m a DP”.

On a more positive note, sleep lost worrying about the next 
days rushes is a thing of the past and the ability to view your 
images as you shoot them should encourage DPs to be more 
adventurous with their photography.”

ZOE White   “Generally no. It’s still all about what you put 
   in front of the camera, and how you compose and 

light the shot. Cinematography is about so much more 
than the camera and how it technically captures an image. I 
don’t see much use in declaring the shift ‘good’ or ‘bad’. It’s 
happening. We can choose to embrace it and evolve with it. 
I do feel lucky that I had the opportunity to learn on fi lm, and 
that I understand the medium. It feels like being a part of a 
closing chapter in history. But I’m optimistic that technology 
will continue to develop towards methods for capturing the 
highest quality image, as well as new ways to create images 
altogether, which is exciting.”

Ella Gibbins.   “Not at all – for me the shift to digital capture 
has broadened the spectrum for creativity. The smaller 
cameras and crews that come with working on digital 
have allowed for innovative, low budget fi lm-making and 
international online distribution to fl ourish, and I think that’s a 

beautiful thing.

As I was studying, fi lm was being phased out of each 

institution, so I ended up learning a lot about lighting and 

storytelling through experimenting with DSLRs. 

Digital gave me the chance to experiment with visual ideas, 

build new concepts and stories with barely any budget 

(and with nothing but time against me) and distribute them 

online. So in a way I feel very grateful for the shift to digital 

cinematography.”

MATTHEW Chuang   “It’s defi nitely made it far more 
   accessible for people to shoot now. I had just 

fi nished fi lm school when digital was starting to come in on a 

creative level. It wasn’t a few years later till digital started to 

get serious with the Genesis, the Red One and later DSLRs. 

Now everyone can get their hands on amazing pieces of 

technology, but it’s the ones who have been disciplined in 

shooting on fi lm who seem to rise above the rest.”

Valeriu Campan.   “At fi rst I embraced digital capture rather 

cautiously. Unfortunately some of the decisions regarding the 

choice of cameras are not always in the cinematographers’ 

hands. The presence on set of countless monitoring devices 

removes, to a degree, the intimacy of the creative act and 

empowers various committees, unseen before this.”
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AC      Has protocol changed on the set?

DAVID Burr ACS   What I’ve noticed on sets lately is the 
    once tight discipline that came about from the fact 

that fi lm stock is expensive and not to be wasted, has given 
way to an offhand regard to camera and when it should be 
rolled and when it should be cut.  

This has resulted in the camera sometimes being rolled 
long before everything is ready on the set and not being cut 
between takes, even when extensive resets are required. 
While this can be a good thing with regard to the actors not 
‘losing the moment’ between takes, the traditional roll and cut 
discipline served to focus the attention of all on the take at 
hand - this discipline is slipping away in the new digital world.

MAXX Corkindale   I shoot what needs to be shot for the 
   project. It is defi nitely thought about less than it used 

to, as endless data is really simple to acquire. I try not to 
overshoot or ‘keep rolling’ as it can be a really bad habit to get 
into, but if I need to get elements I think are important, then I 
have no problem using the luxury that data has to offer.

ZOE White   I guess I do feel anxious leaving the camera 
   running for long takes… it can feel indulgent or 

undisciplined. I imagine the editor’s eyes rolling at 3am in the 
morning, logging yet another long running take. However, 
these days, where you can afford data (media, crew, post 
support), you tend to use it to its capacity. Of course, it’s 
the director who calls action and cut – so it’s not necessarily 

something under the control of my department. 

MATTHEW Chuang   It depends on the project. If it’s 
   performance based, I’d prefer to keep shooting and 

try different variations on performance and leave room for 
improvisation, continuing to roll to stay in the moment and see 
where it leads. You’re not limited in the way you are with fi lm, 
so why not take advantage of it. That said, why keep fi lming 
when you know you’ve got the shot? I’m not one for wasting 
resources and time. 

VALERIU Campan   I fi nd that limitation is not only 
  challenging, but pushes me to be more creative. 

AC Is there a move, now that you can, to shoot with 
 as little amount of artifi cial lighting possible, to 

save money or accommodate the ever shrinking budgets?

DAVID Burr ACS   I haven’t had any direct pressure not 
   to use artifi cial lighting, however I have been aware 

of producers who dictate the size of lighting trucks and 
therefore the amount of equipment they can carry. These 
days, a producer will often require a DP to use only what 
can be carried in a small lighting van, rather than a traditional 
fully equipped truck – however, high quality results are still 
expected.

AC Ok then, if you could have one piece of equipment 
 for an exterior mid shot, would it be a light or a fl oppy?

DAVID Burr ACS   Ha Ha!  There’s generally plenty of light in 
  an exterior situation, although sometimes it isn’t of the 
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right quality, but it’s easier to take light away than to add it, so 

in this case I’d be opting for the black four foot fl oppy or even 

bigger.  Contrast is what we’re after and taking light off part of 

your subject is a good way to get it.

AC Do you ever get pressured to shoot without 
 artifi cial lighting?

ZOE White  I don’t prefer to shoot with or without artifi cial 
   lighting - what matters is whether you’re equipping 

yourself with the relevant equipment in achieving the look 

you intend. If a project calls for artifi cial lighting and there’s 

pressure to make do without, then we’re in trouble! Hopefully 

these kinds of confl icts of approach can be resolved during 

pre-production. Lights might be factored out of a project due 

to budget, remote locations, or a heavy shooting day that 

requires more of a run-and-gun approach – there’s usually 

an understandable reason. Rather than letting it compromise 

the fi lm, it can be liberating (assuming it suits the aesthetic). 

It changes the parameters of your shooting environment 

and new challenges arise, allowing you to make decisions 

according to the existing lighting conditions of the location.

MATTHEW CHUANG   A good producer knows the importance 
    of every department on a fi lm set, from the art 

department, the sound team, wardrobe, even catering. I’d be 

the fi rst to cut resources if I felt like it wasn’t necessary, but 

I’ve never worked with a producer who has pressured me not 

to use any lights.   

ELLA Gibbins   I try to use natural lighting as much as I can 
  get away with, but am usually supplementing it heavily 

with artifi cial lighting.

VALERIU Campan  I work extensively with natural light 
   and tend to bring in artifi cial lighting only if needed.

MAXX Corkindale   As always, it depends on the shoot. 
   When you can’t ‘feel’ the lighting in the image, that’s 

when it’s done right in my book. I seem to have the luxury of 
working with people who understand what is necessary and 
realise lighting is not just about adding amounts of light, but 
shaping what the frame looks like. Yes, you can shoot at T1.3 
with no lights, and sometimes this is great, but it can look like 
rubbish…

DAVID Burr ACS   Although a DP nowadays is able to take 
   advantage of very sensitive sensors in modern digital 

cameras, available light mostly still needs to be modifi ed and 
shaped in various ways. There’s a time and place for available 
light just as there is for artifi cial light but hopefully the choice 
of which to use will be made by the cinematographer and not 
dictated by other considerations. While using available light 
can and often does return great results artifi cial lighting should 
still have a high priority in today’s fi lm industry. 

AC Did you have any ACS mentors?

ZOE White  Jan Kenny ACS was our guiding voice of 
  wisdom throughout cinematography studies at AFTRS.  

Always ready with sage advice and a calm demeanour, she 
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put a lot of passionate work into the curriculum and really 
nurtured us in our development every step of the way. I’m sure 
I’m one of many alumni who name her as a pivotal mentor.

MATTHEW Chuang   I used to data wrangle for Damian Wyvill 
   ACS, and also watched Lachlin Milne ACS and Simon 

Ozolins ACS on set and how they approached their work.  

ELLA Gibbins  While I was at university, I ended up meeting 
   Ben Allan ACS on a corporate shoot I camera assisted 

for him on the Royal Australian Mint shoot in Canberra. His 
technical and artistic expertise and his amazing character 
blew me away and I ended up assisting on some of his 
further corporate shoots. I loved the travel and especially 
the knowledge he’d pass on to me on each new shoot – he 
ended up being a huge inspiration. 

MAXX Corkindale   I remember meeting Ernie Clark ACS    
 for the fi rst time at a local SA branch AFTRS gathering. 

He was very friendly and all the young people at the night 
gathered around him in a circle as he happily gave out advice 
to us. As the local ACS branch President, Ernie has always 
been there over the years as an ear to chew on for me and 
many others, but I mainly pestered Aaron and Russ whenever 
I had questions. Also, watching Aaron shoot on long lenses 
(sometimes he’d wander back about 50-100 metres and 
zoom all the way in and fl ick on the TV zoom doubler) opened 
my eyes to ways to shoot I had never even thought of.

AC Has the ACS played any role in your career so far?

ZOE White   The ACS has played a signifi cant role in my 
  career so far and I’m sure it will continue to do so! 

I’m so glad I’m Australian, because the sense of community 
here is much more robust and interconnected than in the 
States (where I’m a dual citizen and currently based for most 
the year). Smaller, yes, but that’s exactly why the ACS can 
provide a network where we’re all connected by one degree. 
It’s defi nitely helped to be able to say I’ve won a few ACS 
awards – directors and producers have acknowledged it both 
in Australia and overseas, and the boost of encouragement is 
a great feeling.

MATTHEW Chuang   The ACS members have always been 
   very encouraging and very open with advice for 

young members like myself. 

AC So to all the young DOPs reading this, get 
 connected to an ACS member. You’ll be surprised 

how freely the information fl ows and how easy it is… and 
it’s free! Next question David. Where can you see digital 
capture going and how might that impact our craft?

DAVID Burr ACS   The DP in the fi lm world has always 
   been seen as a ‘magician’, lighting lamps, diffusing 

sources, adding silks, adding fl ags, adding colour, waving 
the exposure meter around and calling the aperture to the 
assistant.  They were the only person on the set who knew 
how the light was going to react with the negative and the 
only person who could predict what the image would look like 
in the screening room the next day - their remuneration was 
set accordingly.  Obviously, now with digital capture and high 
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quality monitors scattered about the set, the DP is no longer 
seen in quite the same light, (excuse  the pun), however, most 
of the skills developed in working with fi lm are just as relevant 
in the digital world and so I don’t see our craft being adversely 
affected to any great degree in the foreseeable future.

AC Do you have a philosophy that drives your 
 cinematography/creative decisions?

ZOE White   A few clichés, but they ring true: My eyes are 
   the most essential tool. I try hard to listen to my gut 

instinct, while keeping it simple. “Story is king” - what will best 
serve the best fi lm? It’s never too late to change everything 
if it’s the right thing to do. Always consider the value of 
creating something in camera over manipulating in post. And 
something I remember hearing Vilmos Zsigmond say: “Be the 
cinematographer your director needs you to be.”

MATTHEW Chuang  I always try to break down each project 
   into a single sentence and every creative choice I 

make must support that. 

MAXX Corkindale  The only philosophy I have is “Does this 
  work for this kind of story?” With a creative piece, 

I like to view the project as a whole, whilst also breaking it 
down into scene or story components. I really like to work 
out what style/technique will work for that particular part, and 
make sure it correlates into the whole picture. 

VALERIU Campan   Manipulating the fourth dimension: 
  arresting or extending the perception of time through 

images that serve the script, but also re-tell the story at 
another level.

AC The fi nal question to you David. What is your most 
 valuable tip for young, aspiring cinematographers?

DAVID Burr ACS   I would recommend to aspiring 
   cinematographers not to get caught up in the hype 

of the latest and greatest cameras or equipment released 
on the market.  Sure it’s great to have the latest camera and 
the fastest lens and a cinematographer certainly needs to be 
technically profi cient, but really it’s not about the equipment… 
it’s all about the story. Be true to the story and great 
cinematography will follow.   

AC Summing up, I have to admit that I am very, very 
 impressed with all fi ve of the cinematographers 

profi led for this story and came away confi dent that 
Australian Cinematography is in very good hands indeed. 
I also know that there are many, many more out there 
doing fi ne work and salute you. This fi nal statement by 
Zoe is music to my ears.

“The greatest pressure for me is completely self-infl icted! 
I’m very eager to please, and love working with ambitious 

directors who strive to make something beautiful. The 
determination to deliver is no joke! I suppose the biggest 
moments of pressure are when time is running out and 

compromises are getting made left right and centre. Funny 
thing is, even in these moments you can have the happiest 
of accidents, so it’s best to just stay open-minded and keep 

concentrating”. f
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Over the past few months there has been an argument raging 
on the net about whether focus pulling off a monitor is ok or 
the evil infl uence of the DD (digital devil). I read them all, from 
both sides, and I have to say that the discussion was robust 
and very informative. I think the answer lies somewhere in the 
middle… just choose the technique to match the moment and 
do it as best you can.

First AC David Elmes is at or near the top of his game and 
as I’ve always been of the opinion that focus pulling is the 
hardest job on the set, I felt that he was a good person to 
throw some light onto this dark science. How to handle the 

huge, unrelenting pressure, the contrary actors who miss their 
marks, the inexperienced operator who strays… get it sharp 
and your invisible. But if you’re soft, you are suddenly the 
focus of everyone’s attention, and it’s all negative. 

AC David, how long have you been doing this task?

DE 23 years.

AC Do you plan to shoot, or is focus-pulling your gig?

DE I love operating, if and when I get a chance. My credit 
 on Tomorrow When the War Began with DOP Ben 

Nott was Additional Photography and B Camera Operator, so 
that for me was just fantastic. I don’t mind shooting, but it’s 
not the be all and end all for me. I actually enjoy getting on the 
types of fi lms that I get on, and providing the director and the 
DP with a reliable technician and a reliable person who’s going 
to give them the goods. Especially on something like Gatsby 
or Matrix, or any of the bigger movies that I’ve been involved 
in. I’ve always really valued that relationship. I always want to 
offer that to a director and especially to the cinematographer 
who has employed me.

AC So your fi rst allegiance is to the Director or the 
 cinematographer?

DE The cinematographer. 

The Art of Focus Pulling David Elmes 1st A
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AC Good answer.

DE Yeah, cinematographer. I want the cinematographer to 
 be confi dent in the fact that he or she can offer 

up shots that the operator, focus puller and dolly grip can 
achieve. Things that will sell the choreography of what 
was imagined in pre-production. ‘Cos it’s always going to 
be different, every time. And I love making the actors feel 
comfortable too. If we get up to take six, seven, or eight, and 
if it’s a camera issue, I want them to know that we’re giving it 
a hundred percent every time. Always keep your eye on the 
fries and offer them the goods every time.

AC This is going to get out of order now, but because 
 you’ve mentioned it, I’m going to go off in that 

direction. How you handle actors who get upset about a 
soft shot?

DE I’ve only had one actor in twenty years say something, 
 and they probably thought that the camera crew 

couldn’t hear it, but we overheard what they were saying. You 
just put their comments out of your mind.

AC Do you think actors know how diffi cult your job is?

DE Some of them do. Actors like Hugh Jackman do. 
 Yeah, some of them do. Some of them know but 

don’t give a rat’s arse. Some of the good American actors 
know and are very respectful of it. And if you’ve got a good 

st AC

operator and/or cinematographer, they’ll communicate with 
the actor… things like we’ve gone to a tighter lens: “You can 
act with your eyes. Control what you’re doing, you don’t have 
to be jumping around like some kid on Neighbours or Home 
and Away. Give us the performance on the wider lens… in the 
establishments, don’t go nuts in the tight stuff ‘cos the editor 
won’t use it. You’ll be out of frame, out of light and out of 
focus. Control yourself when it’s a tight lens.” Good actors do 
it with their eyes. They just act. You believe them without all 
that movement. 

AC What’s the most diffi cult shot of all for focus 
 pullers? I’m going to take a punt and say when 

both the camera and the subject are moving in the 
opposite direction, eg. The camera is moving towards the 
subject as the subject moves towards the camera.

DE Yes, shots that are handheld or steadycam or tracking,
 but especially when the subject and the camera are 

moving slowly. It’s slow and it goes for say twenty, thirty 
seconds, because if you’re out, it’s on screen for longer. It’s 
similar to when there’s lightning strikes on night shoots. It 
shows up exactly where you’re at. When that lightning goes 
off, if you’re out, it really pops.

Obviously I fi nd longer lenses can be diffi cult also, but 
long, slow movements… I fi nd they can get a bit stressful 
sometimes. And that was part of the fi lm to HD initiation. We 
were shooting an actor handheld on a 50mm lens (Nicholas 
Cage in the fi lm Knowing, director Alex Proyas)… normal 
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dialogue stuff in a caravan at night and I knew I would be 
nailing this stuff on fi lm, but when it came to HDD - and this 
was the fi rst HDD movie that RED ONEs were used - we had 
to go for 6 or 7 takes, and we had a really good operator. 
Nick Cage actually heard how I was struggling with sharps 
and got on board. The director, Alex Proyas, wanted all of 
this 50mm coverage, so we did it and did it and did it; we did 
it until we got two good takes, but for me it was frustrating 
because I knew I could do it on fi lm. They talk about depth of 
fi eld on HDD, but I don’t think there’s been a caliwheel made 
yet for each digital camera system and the lenses that we 
were using, which shows us exactly what the depth of fi eld 
is at certain stops. I think the depth is so skinny on HDD, 
it’s frightening. I don’t think it relates. I fi nd it harder than 
anamorphic. And that’s another thing, putting anamorphic on 
HDD cameras, you expose all the impurities with anamorphic 
lenses, because they are handmade, stunning beautiful pieces 
of glass, but each one has its own personality. So we’d get 
two twenty year old C-series fi fties side by side and they’ll 
be so dramatically different. And on a big screen, which the 
director’s looking at, he’ll be seeing the image from a twenty 
year old anamorphic lens on a latest edition HD chip, and 
it’ll show up the soft corners, or the smudge or whatever in 
the middle of the glass. It’s not until you put a bit more stop 
on, like get up around 5.6 (where most DPs don’t shoot 
these days), that you don’t see all that stuff. But wide open 
the lenses are working the hardest that they’re ever going to 

work, and the chip’s just showing them off. The chip’s like a 
billboard on a big screen, so it shows up all the impurities. 
And then we go and put a $300 piece of ND glass in front of 
it! What’s the point of doing that?

AC I was always very reluctant to throw anything on 
 the front if I could help it. David, how did you learn 

to become a focus puller? Did you have any particular 
ways of learning or is it just trial and error?

DE From watching. Watching people like Ben Nott, talking 
 with guys who have done it. Learning their systems. 

And systems are such a big part of what we do on set. It all 
boils down to some simple systems and simple practices that, 
when it turns to shit, like on Knowing… we did a three-minute 
one-shot take at dusk, with rain effects, of a plane crashing, 
and Alex said, “I’m only going to use the last take we do 
today. We’re going to do three takes. Two takes without rain, 
and then the third take’s the one with rain, as the sun sets, 
and that’s the one that’s going to be in the fi lm. Everybody get 
it right.” No pressure! And you just had to stick to your guns, 
remember what you’d learnt over and over and over.

AC And what was that? Go through that process. I 
 mean, you say “the simple things”. There are 

systems that you use. What are those systems?

DE These days, all the fi lms I do, and I know a lot of 
 the other guys at the level I’m at will always use remote 

focus. They’ll always be on a Preston Remote, so they can 
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be independent of the camera. Therefore you can get at right 
angles to the subject and the camera, right angles to the fi lm 
plane, so that helps a lot with estimating distances. Line of 
sight. Where you stand, which is just another part of that, 
is obviously important. During this three minute handheld 
shot, I got stuck behind the camera operator for a lot of it, 
but I could eventually get profi le, and therefore, it just puts 
your mind at rest. I’ve actually said to military advisers on 
shows, I’ll run a tape quite a few times and I’ll double check 
my ultrasonic tape-measure quite a lot to make sure it’s 
lined up on what I want it lined up on during the shots. It’s 
to get the odds in my favour. And each take you’re learning 
the timings of what the cast member’s doing, when the 
dolly grip’s triggering his move, when the crane’s moving, 
all those parameters. You’re just trying to get the odds in 
your favour, and that to me is the most important thing. The 
fi rst take’s sometimes a shoohearsal, so you’re shooting 
the rehearsal. Second, third and fourth take, you should 
be nailing most of the take, right up to the very end when 
you’ve gone in the closest you’re ever going to go and you’re 
holding it for the most intense period of time. So, rehearsals 
are crucial. Your position’s crucial, in relation to the subject 
and the camera. Communication with the operator. If you’re 
with the C-cam operator who’s not hitting his marks, you 
need to be comfortable with saying something to them and 
prompting them. The good operators acknowledge that if 
they’re not hitting their marks then that’s not helping you. 

You’ve got to allow for them then, all the time. Other than 
that, the most important rule about focus pulling is how 
you dress… hahahaha. [Laughs]. So yeah, they’re the most 
important things to me. If I can negotiate a better stop with 
the cinematographer, that does make a difference, but I am 
fi nding with HDD it’s got to be up closer to 5.6 in order for it to 
make that much of a difference.

AC So what do you think is the problem with digital 
 capture? Is it that they haven’t refi ned the wheels 

yet?

DE Well they have. The apps are all up to date. The pCam
 app refl ects the sensor and the lens and the stop, but 

they just seem to be a different depth. You get them up and 
actually look at them on a big LCD screen and the depth, 
the fall-off I guess is what it should be called more accurately 
these days, the fall-off... with fi lm cameras, the fall-off on 
anamorphics was beautiful. Nowadays, it just seems… it’s 
not one third forward, two thirds back, it’s skinny depth. It’s 
odd. You see what it does to lights in the background that 
are out of focus. That’s all changed as well, that aspect of 
cinematography. Very different.

AC That’s fascinating. Is that a common opinion of 
 focus pullers?

DE Yeah. I also hear a lot of focus pullers complain about 
 how we don’t do as many rehearsals these days. 

Either in episodic cinematography or in feature length. You’ve 

THE ART OF FOCUS PULLING /         73



really got to dig your heels in and have an operator that’ll dig 
his heels in and insist on rehearsals. ‘Cos the cast members 
can be so young and inexperienced these days. They can be 
beautiful, muscular, dressed up and cool, but at the end of 
the day... I don’t know, maybe it’s because they’re not actors, 
they’re just nice looking people.

AC I know when I was learning how to judge light - 
 and one of the greatest skills of any 

cinematographer in the fi lm days was to know light… 
I never took a reading before I had a guess. When you 
were training as a focus puller, would you go out to dinner 
and think, “How far is that beautiful blonde over there 
away”? Were you always guessing distances?

DE I did more so when I was starting on episodic drama, 
 which I only did for three or four years, but just 

because you were doing a lot of shots every day, a lot of set-
ups and a lot of scenes. You’re shooting ten, twelve minutes 
of drama a day. It was a bit more repetitive and you got into 
it more. On a feature… the joke on Gatsby was that we’d do 
one shot, and then have a meal, and then we’d do another 
shot, and then have afternoon tea and go home. So it’s a bit 
different these days with features. And it’s not that I like that 
pace. It’s a bit slow. But it’s big. Big choreographed set-ups 
with a lot of toys… and it’s interesting. 

AC You just can’t go fast, can you? There’s no way to 
 make two or three hundred people go fast, 

especially when there is wardrobe, make-up, hair, or 
whatever involved.

DE Yeah. On a Baz fi lm, it’s like an opera, behind the 
 camera as well as in front of it.

AC How long did it take you to feel confi dent? How 
 long did it take you to get to that stage where 

you felt you could walk onto the set and be deemed a 
professional by your peers?

DE Eight years… seven or eight years. 

AC It’s not like you do one fi lm and then you’re a 
 focus puller?

DE No. I mean you could do one and have the credit. 
 There’s plenty of production managers who get the 

credit, but they are not production managers. But they get 
given the job because they can balance a book, do book-
keeping. I guess there’s a difference between someone who 
gets the credit of focus puller and someone who’s done it for 
a long time and who is good at it. Who comes up with the 
goods. It’s like David Williamson the operator points out, how 
many fi lms have you seen that you can recall there wasn’t a 
soft shot? There’s pretty much always going to be one in a 
fi lm, because the editor liked the performance, or the director 
liked the performance, or that was the only option they had, 
that was the only way it worked, for whatever reason. So, 
yeah, I’m quite proud of some of my fi lms that don’t have a 
soft shot in them. 

AC Do different focus pullers use different methods, or 
 is it basically one size fi ts all?

DE Well someone like Colin Deane, who’s done it for a 
 long, long time, he’s only just started in the last four 

or fi ve years using ultrasonic tape measures, like Cine Tapes 
and Panatapes that help estimate distances. But he’s using 
one now. I’ve used one for a few years. I didn’t use one on 
the fi rst Matrix and I sort of wish in hindsight that I had… 
had’ve gotten into that technology, but that was really my fi rst 
feature in 1998. So, yeah, everybody does do it differently. 
We all seem to use remote focus units. I mean you have to 
on steadycam and you pretty much want to on handheld 
because you don’t want to be that close to an operator 
who’s shooting a fi ght scene and it just reduces the number 
of people around the camera. So Cine Tapes and Preston 
Remote systems are fairly common. You very rarely see a tape 
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measure on set these days. Not the guys that are doing eye 
focus, they’re just using lasers, distance measuring devices. 

AC And they’re accurate?

DE Yes. Extremely. Incredibly accurate, yeah.

AC Have you developed any David Elmes techniques? 
 Any quirks that you feel give you a bit of an edge?

DE Not that give me an edge. There’re things that I might 
 do with regards to trust. Like, I trust the dolly grips, 

the guys are out there who are gun and do all of the big fi lms. 
You don’t have to check on them all the time. They always 
put marks down and I can always look down and check that 
they’re hitting those marks, but the good guys, they tell you 
as soon as the cut’s called if they’ve overshot dramatically. 
Or a cast member might have missed their mark… come too 
close. The good dolly grips don’t allow for an actor coming 
closer or not hitting their mark by stopping short of their mark. 
They don’t try and help out by compensating for the actors 
mistake; they still hit their mark so that at least someone in the 
room is being consistent.

AC Yeah, absolutely. You’ve got to have a common 
 denominator.

DE And that reduces the odds, it gets the odds in your 
 favour. If they start trying to match, then you’re trying 

to second guess them. So therefore, there’s two operators on 
the camera, which is another thing that drives me mad.

AC OK, we’ll get to camera operators. Your 
 relationship with the camera operator is 

imperative, isn’t it?

DE Yeah, it’s very important.

AC How does that manifest? How can they make your 
 life diffi cult and how can they make it easier?

DE They can make it easier by sticking to their guns.

AC In what way?

DE With regards to shot choreography. If something’s 
 committed to and marks laid down, they stay 

committed to it. They don’t adjust it, and they certainly 
shouldn’t adjust it without telling you. Communication’s 
important. With regards to the dolly grip and the camera 
operator, if things change, it’s crucial that you be in the loop. 
They’re both extremely important. 

AC What could an operator do to make your job 
 easier?

DE It’s that whole fi lm versus HDD changeover once 
 again. I don’t rely on the operators any more calling 

focus off the viewfi nder or the onboard that they’re working 
off. They really do - more so these days I fi nd - just keep it in 
the rectangle. The DOP and the director are looking at two 
of the biggest screens that they can get from JB HiFi in a 
blacked out tent. So they’re the guys. I’m also now on the 
radio talking to the DIT who’s in the tent with the DP about 
whether or not they saw a buzz or, you know, how they 

felt about a push in or a pull out or whatever. I rely on other 
people off set, even a focus dobber, someone who’s set up at 
a nice monitor just to watch focus. Even on playback. I’ll have 
playback on a decent screen on set and go straight to the 
playback as soon as they’ve called cut, just to see my timings, 
see the actors’ timings and see the camera movement timing 
on playback. Because that’s as crucial these days, I fi nd, as 
being there doing the shot and focus pulling it. You can trim 
your actions. So I don’t rely on the operators any more for 
calling focus, because they’re just looking at a little onboard 
that’s about 6 inches across.

AC Focus dobber. Is that a new category?

DE Yeah. I think Ross Emery came up with that name.

AC Do different operators work in different ways?

DE Yes, they do. Some are more worried about how much
 food they can take in during the day, and whether or 

not they’ve got dental fl oss... (laughs) no, when it comes to 
operating, it’s a pretty basic formula, so on the whole they’re 
similar. Some of them will insist on moving the set marks from 
take to take, which just drives you mad, because you’re just 
starting fresh every time. And even if they’ve just moved one 
mark out of six, it’s still just a little blockage and you’ve still got 
to treat the next take as a semi… an early rehearsal. 

AC What can a DOP do to make your life easier?

DE Because of the ND thing we were talking about 
 before, changing NDs just as you’re about to roll up 

is something that is happening quite a lot these days. There 
are quite a few inexperienced cinematographers out there 
who, at sunset, don’t treat the third last take before it’s dark 
as the last take. You know, you should enter your last twenty 
minutes of shootable daylight as if you’re shooting the last 
take of shootable daylight. I’ll give you an example. We were 
doing a late afternoon steadycam shot recently and the 
cinematographer changed NDs for each of the last three takes 
of the afternoon… as the sun was setting. Instead of just 
being committed and shooting at a deeper stop for the third 
last take and then just living with it. And sure, let the iris get to 
wide open on the last one, but just time it so that we achieve 
that without all the stress of having to rebalance… because 
we keep changing fi lters. So they could help with that.

AC Diffi cult actors. You’ve mentioned one. How do you
 deal with them? You wouldn’t negotiate with them?

DE No, I won’t talk to them. It’s the same as I won’t ask an
 actor for a signature. I won’t get autographs for family 

or friends. I just say to them, “Look, I’ll get a photo and I’ll sign 
it because you won’t be able to tell the difference anyway.” 
But no, with regards to focus and hitting your marks and all 
that sort of stuff, I would do that through the operator. 

AC Is there a tendency with digital to give it a fatter or 
 a thinner stop, or is it around about the same?

DE Thinner if they’re a younger DP, fatter it seems for the 
 more experienced guys. 

AC And by thinner, wide open, and by fatter, what 5.6?
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DE Yeah, around 5.6 and 8. John Seale on Fury Road, 
 he’s been doing up around 5.6, 5.6 and a half, to the 

8s, whereas some of the younger guys think they’ve got to 
wind it down so it’s super skinny depth to emphasise things. 
So, yeah, the older guys seem to shoot deeper stops.

AC Are you comfortable about where cinematography 
 is at now?

DE I went along to the awards the other night, ‘cos Simon 
 (Duggan) got an award for Gatsby and he wasn’t in 

town, so I went up to accept it for him, and that’s the fi rst 
awards I’ve been to for the ACS. The thing that struck me the 
most about the four hours of reading out the nominations and 
watching the footage was since when did cinematography 
include checking that your GoPro batteries were charged?

AC Oh David, you’re just getting old.

DE I couldn’t believe it. One guy got up there and said, 
 ‘Oh, that took me half an hour to shoot with two 

GoPros.” I was like, “Well, that’s not cinematography!” My 
grandmother could’ve done that. 

AC What about traps for young focus pullers? 

DE Media. It’s interesting how at the back of the 
 camera the media we’re recording on is changing quite 

dramatically through the years, and has been since fi lm got 
dropped off the planet. Just the fact that you can accidentally 
delete a fi le,  which might be a one-off shot. Or you can… you 
can’t actually record over it, but some of the technology we’re 
using is unstable. And we’re working in Beta sometimes on 
media platforms where the production’s not insured, but the 
producers are willing to take that risk with either the media or 
the technology that’s in the camera. Those goal posts move 
quite a bit. 

AC How do you handle the stress? 

DE Ahhhh, the stress. It was funny… the whole camera 
 crew of Ghost Rider, after six months shooting, the 

following week we all came down with the fl u. Time off’s 
important, family’s important. A lot of people in the industry 
know that that’s a really big part of my game plan. I will 
actually say to production I can’t work certain days, due to 
commitments with the family. More so towards the end of the 
year because of concerts, graduations etc. So family time for 
me is crucial. 

AC Good advice David. Everyone out there listening?
f

Rosco Australia Pty Limited 42 Sawyer Lane, Artarmon, NSW 
02 9906-6262 www.rosco.com 

RoscoView is a unique two part system to control daylight exposure 
from a studio window without the need for studio downtime or costly 
lter changes. 

Comprised of high transmission window panels and polarising 
camera lter. RoscoVIEW allows you to vary the daylight exposure 
simply by rotating the camera lter. You can even control the system 
remotely. Genius! 

For a demonstration call Rosco.

l to r: David Elmes A Cam. Ist AC,  Ian Bird - Key Grip,  Peter McCaffrey - A cam Operator,  Misho - A Cam. 2nd AC. . PHOTO Phil Bray



Film Facts is a newsletter which has been specifically produced to provide 
film industry professionals with snippets of up-to-date accounting
and tax news and information.

Suite 8, 14 Argyle Street 
Breakfast Creek
Brisbane, QLD 4010

PO Box 770 Albion
Queensland 4010

Telephone 07 3862 1361
Facscimile 07 3262 7087

Accountancy News for the Film Industry

If you would like further information on any of these  
matters raised in this newsletter, please contact: 

Ranald Duhig rduhig@filmfacts.com.au or  
David Clark dclark@filmfacts.com.au  
Telephone 07 3862 1361

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

The superannuation guarantee rate for employers is now 
9.25% for the 2014 financial year. It goes up to 9.5% for the 
2015 financial year. 

Superannuation Guarantee for Contractors

Superannuation guarantee must be paid for contractors when 
the contract is predominantly for labour. 

To claim a deduction for the electricity and gas you use, and 
the decline in value of your office furniture, you can claim 
either of the following:

• A deduction for your actual expenses – you will need to 
keep a diary of the details of your actual costs and your 
work-related use of the office.

• A deduction calculated at a rate of 34 cents per hour – the 
fixed rate covers heating, cooling, lighting and the decline in 
value (depreciation) of furniture in your home office.

If you used the fixed rate, you will need to keep a diary to 
record the amount of time you use your home office 

The following table shows the deductions you can claim for 
the three ways you can work at home: 

Cents Per KM 12% of Original Cost 1/3rd of Actual Expenses Log Book

Eligibility Rules None but limited to  
a claim of 5,000 KM

Business & employment  
use must exceed 5,000 KM

Business and employment 
use must exceed 5,000 KM

Car must have been  
owned / leased

Expenses Base Business KM  
and engine size

Original Value Cost of car expenses e.g. 
Fuel, tyres, repairs etc

Cost of car expenses e.g. 
Fuel, tyres, repairs etc

Calculate Deduction Multiply by cents per KM Multiply by 12% Multiply by 1/3rd Multiply by business use %

Have to Substantiate 
Expenses?

No No Yes Yes

Home office expenses

Claiming Your Car

Set out below is a summary of the four methods for 
claiming your car:

What you can claim How you Operate Your Business

Home is your place of business and 
you have a home work area

Home is not your place of business 
but you have a home work area

You work at home but don’t have  
a home work area

Occupancy expenses – Cost of 
owning or renting the house

Yes No No

Running expenses – Cost  
of using a room

Yes Yes Yes

Business phone costs Yes Yes Yes

Decline in value of office  
plant and equipment

Yes Yes Yes

Depreciation of curtains,  
carpets, light fittings, etc.

Yes Yes No



 KINGSWOOD OHIO

DOP Anton Syzonov
Cinematographer and ACS member Anton Syzonov recently 
had the job of shooting a very unique project, a fi lm that fused 
together the formats of music video and short fi lm. The main 
objective was to produce a short fi lm that contained a music 
video for Kingswood’s single ‘OHIO’, while also featuring iconic 
Sydney venue the Annandale Hotel and numerous musicians 
and artists within the independent music scene.

I have to agree that it is a stand-alone piece of work and not 
only because of the amount of blood sprayed about the set. I 
laughed so hard… it’s a hoot. 

Looks like you had a fi lthy, bloody time Anton. dm Ed.   The 
direct link to the video -  https://vimeo.com/71181591

78 /  KINGSWOOD OHIO



KINGSWOOD OHIO /         79//IOHOOOOODOOOKKKKINGSWO



DOP MATTHEW CHUANG
The Next Generation

We kept the camera package extremely small and mobile, using a 
cinesaddle for support. The location was a technical high school.  
PHOTO by Hugh Marchant



A young boy asked me to take his photograph in Maidan. He 
stands proudly, holding a make-shift weapon, in front of a 
mountain of fl oral tributes to those who had died days earlier 
fi ghting in the revolution. Kyiv 2014.  
PHOTO by Michael Chuang

Hundreds of thousands of Ukrainians ventured into Maidan 
Square to pay their respects to the civilians who had lost their 
lives fi ghting in the revolution. This photograph was taken 3 
days after the shootings stopped.  
PHOTO by Michael Chuang

A young man overlooks Maidan Square. Everywhere you 
walked, there were people standing on their own, 
comprehending the events that took place and the uncertainty 
of the state of their country.  
PHOTO by Michael Chuang



Just days before young Australian cinematographer Matthew 
Chuang arrived in Kiev in early 2014, dozens of protesters 
had been gunned down by snipers in Independence (Maidan) 
Square. The Ukrainian Revolution was now on pause. 
Matthew had dreamed of shooting a short fi lm in the ruins of 
Chernobyl and his timing could not have been much worse. 
However, he had booked to go prior to the uprising and, as 
cinematographers tend to do, decided that he would take 
the risk and go in. With him was an industry collaborator, Art 
Director Hugh Marchant, who Matthew had cast to perform in 
his fi lm because ‘he has so much presence and character in 
his face’. His idea was to have Hugh mime real life scenarios 
that might have taken place in the rooms and environments 
that now lay in dangerous ruin. “Giving life back to Chernobyl’, 
as Matthew so graciously put it. dm.

MC By the time we arrived it was like it was a city in 
 mourning. It felt like a funeral to be honest… it was still 

very fresh. We went in to the square and walked around… 

there were thousands of people coming in and out of the 
square. There was a strong sense of the people coming 
together. Still people on guard… people like school teachers 
and students really, with all their get-up on, with their shields 
and baseball bats, so they were all kind of on guard. 

AC Was it well organized?

MC Yes it was… people paying their respects, placing 
 fl owers and lighting candles. We weren’t sure if it was 

ok for us to be there, but quite a few people saw me with 
a camera and asked me to take their photographs, so that 
kind of helped. It was very quiet, even though there were so 
many people, it was very, very quiet. But I think it helped us, 
myself and Hugh, ‘cause we got to see a far different side of 
the people there. And I think it really shaped the way we shot 
the footage in Chernobyl. We wanted to be quite positive… 
when you mention Chernobyl people immediately think of it 
as a pretty bad place. But we wanted to try and inject some 



Hugh Marchant admires the stained glass art piece in what was once a cafe referred to as “The Dish” by the locals. The fi gures 
were formed from slithers of coloured glass stacked side by side, a technique very rarely used today because of the 
painstakingly long time it takes.  PHOTO by Michael Chuang

optimism into the place. That’s the aim anyway. 

AC To breathe life back into Chernobyl?

MC Yeah, that’s pretty much exactly it. That was our goal. 

AC What was your impression when you fi rst drove 
 into Chernobyl?

MC Well, it was about a two hour drive from Kiev. We 
 crossed into the Zone through quite a few checkpoints 

and had to sign waivers before entering the Zone. After 

the fi rst checkpoint there were a lot of people living there, 

because they’re doing quite a lot of work in the power plant. 

Maybe a thousand people and three bars. 

AC When you say 3 bars, was that 3 bars on the 
 Geiger counter, or three watering holes?

MC (Laughs) No, like 3 bars where you can buy a drink. 
 There were hostels everywhere, small apartments 

where you can stay, because apparently they’ve got a lot of 
tourists coming through. Having said that, we weren’t allowed 
out of our rooms at night. Our guide told us he has seen 
wolves roaming around the streets at night. 

AC How far away was the actual plant?

MC I think it was about 13km.

AC Quite close.

MC Yeah, it wasn’t too far. But once we were in Pripyat – a
 city where forty nine thousand people used to live, we 

hardly saw anyone. It was very, very quiet… very, very silent.

AC How long did you have to shoot in there?



MC We were only there for three days. We had from 
 9:30am to 4:30pm. We couldn’t go earlier or stay later. 

And initially I was like “Oh, we’re going to miss the best light”, 
but to be honest it was just overcast, we didn’t see much 
sun anyway. But there was so much character and so much 
history on the walls… you could feel it. There were quite a lot 
of schools there. They had something like 15 primary schools 
and 5 high schools. You could see culture had been a high 
priority in that city. There was also a music school there… a 
piano still on stage. That was pretty amazing. The high school 
was pretty impressive, books still in the library. Yeah - quite 
a lot of life still on the walls… one room had lots of kid’s 
paintings on the walls. 

AC So how did you go about fi lming? 

MC Before I went there, online I had found a photo of a 
 stained glass window and I thought it was going to be 

small, but we walked in there and discovered it was actually 
quite huge… it was in a café. So that was a nice surprise. We 
walked in and it was like, “Oh wow!”… it was the size of one 
whole wall. For my other locations I just showed the guide my 
treatment images and he would take us there. We were very 
careful moving around these places and lucky we had boots 
on because I stepped on so many nails. There wasn’t really 
anywhere that we wanted to shoot that we were not allowed 
to. Our guide warned us about radioactive particles, because 
the work in the power plant had kicked up a lot of dust. He 
said prior to the last year, only maybe one person out of all the 
thousands of tours would have a radioactive particle on them, 
but now it’s happening more frequently. But mostly on clothing 
and stuff. One time our guide had to leave some shoes behind 
and another time he had to cut out a patch out of his pants. 
When we left one of the checkpoints, there’s a machine that 
you go into. You just stand there and there’s 30 radiation 
detection points or something. A full body scan. I can tell 
you every time we stepped into that thing, we prayed that no 
alarms would go off. But it’s all mostly surface stuff. Of course 
if we had swallowed anything, it would be a bit of a different 
story.

AC Very dangerous I would think.

MC Yeah, that’s the thing. Certain places there was stuff 
 everywhere, junk everywhere, and we tried not to 

disturb anything. The building structures have begun to decay 
and crumble… these buildings won’t be standing much longer. 
There was one time when I was hand-holding and I stepped 
back and stood on a piece of plastic that snapped and dust 
went everywhere, so we got out of there pretty quick. 

AC Dust… you wouldn’t see me for dust mate! 
 To make moving about easier and less ‘dusty’, 

did you use all natural light?

MC Yes, all natural light. I had some blacks that I used 
 a few times, but the fi rst few days the sun was really, 

really soft. Really soft. And it worked well… usually there were 
windows and the light source was from one side.

AC And what were the themes of the performances? 
 Just explain to me some of the scenarios.

MC Well, that depended on the location. At school he 
 would play one of the kids getting bullied or he would 



fThis location was a pre-school just outside of Pripyat. This 
room was where the children would have an afternoon nap.  
PHOTO by Michael Chuang

play the bully and on one of the stages in the music room he 
did Shakespeare. I also tried to get him to capture a lot of 
the movements of certain murals on the wall… try to fi nd the 
essence of that mural and bring life back into the space. We 
also just invented characters, whatever the vibe… hopeful, 
angry… he’s got a great face, so we tried not to force too 
much when it was just him being himself… leaving the 
audience to interpret it how they want.

I guess my objective was to try and show Chernobyl and 
Pripyat in a way that is not really known. When you Google 
Chernobyl and Pripyat, it’s always ‘that negative place, a 
disaster site, a tragedy’. Our fi xer in the Ukraine even said  
“When you guys leave, we don’t want you to think that the 
Ukraine is such a bad place”. And we saw so much life in 
the people of Kiev. They’ve been through a lot and they just 
keep fi ghting. And that’s kind of what we wanted to show in 
Chernobyl. This was a place that had so much life in it, so let’s 
try to remember that side of it. Because you look at photos 
now and it’s always little discarded dolls and gas masks and 
everyone’s like… ‘You should shoot a zombie fi lm there’. 
There’s actually a lot of beauty there… it’s aged and run 
down, sure, but all the textures on the walls are so beautiful 
and our guide was saying that a lot of people are struck by 
the beauty of the place. Some people had spent a week 
there and hadn’t taken a single photograph; they just walked 
around and soaked it all in. There’s a strong presence there 
that’s hard to pinpoint. 

AC So, a successful trip, do you think?

MC Yeah… yes it was. With what was happening in the 
 Ukraine, the whole thing in Kiev; I mean that added 

a lot more to it. We were very much on edge the entire time. 
Even though we had the thumbs up to fi lm in Chernobyl, I still 
felt that they could turn around at any minute and take the 
footage away. 

AC Sadly, it seems to me that the suffering and 
 violence in the Ukraine is going to continue. It’s 

just going to go on and on and on...

 MC Yeah, walking around in Kiev, I took quite a lot of 
 photos and there were all these young men… and 

even old men, just walking around with tears in their eyes. 
Our guide - he was a pretty quiet man so he didn’t really give 
much away - but he did say that the people were just fi ghting 
for their human rights. 

AC I guess things that we take for granted here are 
 non-existent in that part of the world.

MC Absolutely. And what was interesting about Pripyat 
 and Chernobyl was that in the past they had so many 

schools, so many music and sport centres… there was so 
much culture for their people. That was something that really, 
really stood out. A lot of life… 

AC So it seems that you’ve chosen to depict a life 
 that was fairly signifi cant in its original incarnation, 

which was the pre-Chernobyl city. Matthew, I admire what 
you’re doing enormously and wish you luck… and good 
health. Especially good health.
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This was the fi rst level of the music school in Pripyat.  PHOTO by Michael Chuang

Hugh looks out of the Pripyat Bus Station. The bus station served 167 buses within the city with 14 different routes venturing 
through.  PHOTO by Michael Chuang

Hugh sits in the theatre in the music school. A piano still remains on the stage.  
PHOTO by Michael Chuang



From lens aberrations to bayer fi lters; 
from circle of confusion to the digital 
negative; from the physics of light to 
the chemistry on set; not a stone was 
left unturned at the recent AFTRS 
Camera Assistants workshop led by the 
exuberant DOP Erika Addis. 

Inside the impressively rigged AFTRS 
Studio II, Erika had fi ve days to sketch 
out the craft that sets makers of cinema 
apart from shooters of video. 

The course attracted a fascinating 
array of tomorrow’s camera folk. They 
all came looking for an insight into the 
world beneath the cinema camera, and 
it was clear from the outset that no-one 
would go away disappointed. 

Angle by angle, pixel by pixel, model 
by model, Erika unveiled the vast 
landscape of knowledge that any 
camera assistant worth their fl uro 
tape should commit to memory.  With 
unfailing enthusiasm she peppered, 
spiced and sweetened the less sexy 
topics; including data wrangling, 
image compression and even the 
manufacturers’ marketing principals 

that govern the gear we use. Often 
traversing the worlds of engineering, 
psychology and macro economics, 
the class at one stage even ventured 
into the metaphysics of human colour 
recognition. 

Among the group of budding ACs were 
broadcast engineers hoping to make 
the move onto set, ‘big wave surfi ng’ 
camera ops looking for a less perilous 
career path and experienced Russian 
DOPs looking for tips on the inner 
workings of the antipodean camera 
department. There was even a young 
Sydney actress looking for a fallback 
trade, although at the helm of the Alexa, 
she did admit “that I really just want 
to get my hands on some of this cool 
equipment that I’m never allowed to 
touch”. 

Using visual examples as far reaching 
as Dion Beebe’s use of tilt shift lenses 
and a satirical look at the nuances of 
the clapper loader (look up ‘ Subtleties 
of the Slate ‘ - it’s worth it), at one 
stage Erika even called through to a 
physics professor in North America 

for clarifi cation on why indeed the sky 
is blue. (It’s due to blue wavelengths 
on the colour spectrum being less 
dispersed by the earth’s atmosphere 
than other colours). 

‘Hump Day’ began with a site visit to 
Panavision and Lemac. A walk through 
the lens storage area at Panavision 
is something this aspiring DOP will 
not forget in a hurry. Nor is Andrew 
Collier’s demonstration of the Red Epic 
Stereoscopic 3D rig. (Sadly, neither is 
the sight of an Arrifl ex 35iii with 1000’ 
magazine being used as a doorstop)

While Erika took care of the meat 
and potatoes, Leuke Marriott (Erika’s 
Adriana Xenides for the week) was 
continually preparing gear for the 
hands-on side of the course. With 2 full 
F3 kits, an Alexa Classic kit, a Preston 3 
Channel wireless kit and a compliment 
of lenses including the Zeiss Super 
Speeds Mk2, Alura 18-80mm and Arri 
Lightweight 15.5-45mm zooms ; the 
drier necessities of the curriculum were 
soon balanced out with the hands-on 
mistake making that one never wants to 
make set. 

It seems the only thing the course 
lacked was the scratch to quell the 
class’s itch to work with celluloid. I fear 
it was nostalgia more than pragmatism 
that fuelled a revolt in the class and the 
demand to be shown how to load a 
mag. Without a fl inch, Erika and Leuke 
sacrifi ced yet another lunch break 
and dug out a few short ends, dusted 
off an Arri SR3 16mm mag and gave 
the demo the crowd so desperately 
wanted. 

The icing on the workshop cake was 
almost a full day composing shots with 
AFTRS grip, Tony Bosch and the 8 
metre ‘Emu’ crane. Bruno Delbonnel 
would have been proud of the 
compositions executed in Studio II that 
afternoon, and what’s more, most of it 
stayed in focus!

Reportedly, the Sydney actress is still in 
Studio II refi ning her focus pulls on the 
Alexa rig, while the Russian DOP can’t 
be separated from the hothead controls 
of the ‘Emu’ and the broadcast engineer 
has formed an unhealthy attachment to 
the Preston 3 channel wireless rig. 

Thanks Erika & thanks to the ACS for 
the opportunity to be there.

Preserving The Craft BY TIM WOOD
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SHORT FILMS
CINEMATOGRAPHERS STATE ROUND-UP 
BY MITCH KENNEDY

The Landing is a 17 minute short fi lm, 
directed by Josh Tanner and shot by 
Jason Hargreaves ACS. The narrative 
follows a man who returns to the 
midwestern farm of his childhood on a 
mission to unearth the horrifying truth of 
what landed there in the summer of 1960.

The location work was photographed 
on a large property near Tamworth in 
NSW, with the crew gaining permission 

Won-Bung Lung is a short fi lm comedy 
that takes place in a fi ne dining 
Japanese restaurant, with a young 
woman seemingly on the perfect 
date with the man of her dreams. The 
date begins to progressively take a 
downward spiral, ending in an abrupt 
and shocking turn of events.

The fi lm was shot on RED Epic with 
Zeiss CP2 primes, utilising the compact 

WON-BUNG LUNG    DOP MITCH KENNEDY (QLD)

size of this kit to put the camera in 
tight positions within the restaurant set. 
Cinematographer Mitch Kennedy had 
a lighting plan that combined beauty 
lighting for the hero characters, while 
creating a dynamic look to the wide 
shots. When shooting wide, there were 
diffused Kino Divas rigged high above 
the cast, their fl at profi le and low heat 
allowing for rigging tight to the roof. The 
Japanese shoji screens were initially 

blacked out from ambience, as the 
crew were shooting day-for-night, then 
illuminated with a row of 2K Blondies 
with a heavy combination of straw and 
CTO gels. To create a very soft key for 
the tighter coverage, a Chimera lantern 
was used through a 4x4 250 diffusion 
frame, combined with a high,  hard 
backlight that was armed in directly 
behind the cast.

THE LANDING    DOP JASON HARGREAVES (QLD)

to use an enormous ‘American Midwest 
Barn’ that was built on a Canola farm 
for Superman Returns. The production 
then had the luxury of also shooting in 
a large shed in the Village Roadshow 
Studios at the Gold Coast, allowing 
Jason to have total creative control of 
his lighting.

To light the sets, mainly tungsten sources 
were used and the Alexa was balanced 

to tungsten also. The barn interior was 
lit with 4 x 5K’s, each bounced into a 
12x12 Ultrabounce, which supplied an 
overall ambience or room tone. The 
Ultrabounces were placed over the backs 
of the set creating a big, soft backlight. 
Jason kept this slightly under exposed 
so as not to overpower the other more 
direct sources.

To refl ect the mystery surrounding 
the ‘landing’, there was a decision to 
keep this fi lm in the shadows, always 
ensuring that there were deep blacks 
in the frame. To assist this look, Jason 
worked with Cameraquip to test quite 
a few sets of lenses, eventually settling 
on the vintage Cooke Panchro’s for their 
beautiful bokeh, textures and inherent 
warmth that come with all of Cooke’s 
lenses. The camera package was an 
Arri Alexa, with most of the fi lm shot 
in ProRes 4:4:4 LOG, giving extensive 
control in the grade to push the image 
around and work on the look. f

f
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Shot against the iconic background 
of outback Broken Hill and Silverton 
NSW, Galatians 3:13 follows the dusty 
trail of a gambling drifter in search of 
redemption, who is willing to gamble the 
only thing of value he has left. His soul. 

Cinematographer Dale Alexander 
Bremner, shot entirely with natural light, 

GALATIANS 3:13     DOP DALE ALEXANDER BREMNER (NSW)

both exterior and interior scenes. It was 
a decision made early in production to 
further push Dale’s understanding on 
how to manipulate purely available light 
i.e. bounce, diffuse and negative fi ll. 

Dale intended to capture the vast, still 
and sweepingly extensive backdrop 
with extreme wides and static shots 

continually throughout the story. 
Panavision’s 10mm Primo T1.9 was 
a perfect choice and offered a subtle 
rustic look that married well with the 
faded and burnt landscape. 

There were a few highlights of shooting 
on location, including the use of iconic 
Silverton Church with a room full of 
Broken Hill locals - and capturing an 
entire scene in and around an original 
Plymouth Fury III convertible, travelling 
at 80km with the Mundi Mundi fl ats 
trailing behind.

The fi lm was shot on RED One MX - 
with Red pro primes and a Panavision 
10mm Primo T1.9 for the epic wides 
and moving convertible scene. 

Rhododendron takes place in the early 
hours of the morning as a middle aged 
man works himself into a violent rage 
and approaches his noisy neighbours. 

Rhododendron is composed of one 
continuous, unbroken tracking shot. 
The short was captured on Kodak 
500T/5219 35mm stock, in 2 perf mode 
on the Aaton Penelope 35mm camera 
with a ZEISS 28mm T2.1 MkII Prime.

RHODODENDRON    DOP RYAN ALEXANDER LLOYD (VIC)

The script called for a handheld camera, 
transitioning between interiors and 
exteriors during golden hour. Therefore 
the team required a shooting format that 
was able to withstand the fl uctuating 
lighting conditions, prompting the  
decision to shoot on 35mm fi lm. 
Cinematographer Ryan Alexander Lloyd 
used a number of practical lamps for 
lighting interiors, with added Dedos & 

Kino banks rigged out of frame on the 
interior roof and 2K Blondies spilling in 
windows to help with depth.

f

f

SHORT FILMS /         89



Previous issues and articles available on the web at  

www.cinematographer.org.au/magazine

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

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

All members are welcome to contribute to your magazine!

Contact the Editor at the following 
email address:

EDITORIAL: editor@acmag.com.au     

    
NEXT ISSUE DEADLINES 

EDITORIAL 6 MAY 2014  ADVERTISING 6 MAY 2014

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

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

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

advertising@acmag.com.au

ADVERTISING INDEX

SONY  ...................................................... 2

MILLER  ................................................... 3

BLACK MAGIC DESIGN  ...........................7 

CINOPTIX  .............................................. 45

DIGI LOGIC  ........................................... 63

ROSCO  ................................................. 76

ARRI  ...................................................... 91

PANAVISION  ......................................... 92

90 / ADVERTISING INDEX

australian  cinematographer

ISSUE #59

SEPTEMBER 2013  RRP $10.00

Quarterly Journal of the 
Australian Cinematographers Society

www.cinematographer.org.au

australian  cinematographer

ISSUE #61

MARCH 2014  RRP $10.00

Quarterly Journal of the 
Australian Cinematographers Society

www.cinematographer.org.au



The new Alura 15.5-45/T2.8 and Alura 30-80/T2.8 zooms are compact and lightweight: perfect for handheld, 
Steadicam and 3D rigs. They are compatible with the ARRI Lens Data System, deliver outstanding 

optical performance and, like the original two Alura Zooms, match all other ARRI prime and zoom lenses.
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