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06 / FROM THE EDITOR

FROM THE EDITOR

LETTER TO 
THE EDITOR

To the Editor,

We were so thrilled to see Breani, one of the girls from 
our documentary fi lm I AM A GIRL, on the cover of AC 
Magazine. Thanks so much. 

Unfortunately we had to postpone the cinema release of 
I AM A GIRL, due to some rather challenging 
circumstances. You may or may not be aware that there 
were some violent incidences last year involving several 
girls seeking an education. As a consequence, we be-
came concerned about the safety of one of our girls and 
so we are currently making a few changes to the fi lm to 
ensure her protection. 

I’m sure you and your readers will agree that the safety 
of our participants is of the utmost importance. The 
girls in the fi lm have displayed such bravery in sharing 
their stories. This highlights how important it is that we 
continue to fi ght for all children around the world to have 
access to education.

Thank you so much for your support and we can’t wait 
to share the fi lm with you very soon. We will keep you 
update as our release dates are confi rmed for the cin-
ema releases in Sydney and Melbourne.

To keep in touch about the upcoming launch and 
screenings please go to our facebook page https://
www.facebook.com/iamagirldoco

Best wishes,
Rebecca Barry
Producer/Director

I recently travelled to the Styx Valley in Tasmania to fi lm a very 
heroic young woman, Miranda, who was perched 200 feet 
up a huge gum tree, protesting against the destruction of the 
forest around her. She lived up there, on a tiny 4 metre square 
platform (no rails), for over 14 months.

Her feet had not touched the ground until on the 7th of March 
she was forced to fl ee her perch due to a threatening fi re in 
the forest nearby. Whilst I was up there fi lming her, my brother, 
Stan Marks, was riding shotgun down below. A group of 
Miranda supporters came to the base of her tree to pay 
homage to their young hero aloft. About 30 feet up the tree 
from the ground, the protesters had ringed the trunk with 8 
foot sheets of corrugated iron... to stop the possums, I 
assumed, from raiding Miranda’s larder late at night. The 
following conversation took place at the base of the tree 
between one of the visiting women and a young male 
conservationist/rigger, who was there to get us safely up and 
down the tree.

Woman: “What’s the iron for?”

Conservationist: “To stop the pigs.”

Woman: “My God, I didn’t think they could climb that far!”

Conservationist: “Oh, the can go a lot higher than that, I can 
assure you!”

She left none the wiser. I later found out that the police use 
crampons and a piece of hand held rope to free climb trees, 
but the iron makes this type of ascent impossible. Clever little 
greenies.

Ed

Miranda in her tree. She was tethered 24 hours a day and had 
been for the past 15 months. PHOTO DM.





FROM THE PRESIDENT
What do the places Renmark, Chinchilla, Warwick, 
Charleville, Quandialla, Murrumbeena all have in common. 
Well fi rst, they are all small communities and secondly, all 
have produced world class cinematographers, who I’m 
proud to say are members of our Society.

The reason I raise this is to highlight the fact that it’s not 
about where you come from, your family background or your 
economic circumstance. If you’re prepared to work hard and 
make a commitment to yourself and your chosen profession, 
success will follow. It’s all about work ethic and the desire to 
achieve and to become a leader in your chosen profession. 

Make no mistake, Australian cinematographers punch well 
above their weight across all genres, and in these ever 
changing technological times, it’s important that keeping up 
to speed is of vital importance, but to never turn your back 
on technology that has served you well previously, and will no 
doubt continue to do so.

But it’s also important that we never lose sight of those 
values we have inherited, that have played a large part as 
well; the old adage of a fair go for all is one of these, along 
with consideration for others and the capacity to help and 
nurture whenever possible.

Our Society is one steeped in tradition, but we must always 
be ready to listen to another point of view, another version of 
events that will allow us to continue our tradition, but open 
our eyes to all that is new and emerging.

It is this that will carry us forward and enable us to 
always encourage, nurture and support our fellow 
cinematographers, here at home and around the globe, and 
enable us to reinforce that special bond that exists between 
all cinematographers, across all genres and all cultures.

Ron Johanson ACS
National President
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Whether you Rent or Buy, the Sony range 
of F-series cameras brings you a choice 
of digital cinematography tools to suit your 
budget. Familiar features across the series 
include exceptional exposure latitude, 
dynamic range and an array of recording 
options from 4K RAW to MPEG2 HD that 

production.
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AC:   Bradley, you’re from Bris Vegas.  You were born there, grew up there, went to school there.  
I’m just kind of wondering how you ended up in Hollywood?

BS:   [laughs]  I got on the wrong plane!  Mate, how do you end up anywhere?

AC:   You’ve had a signifi cant journey to date.

BS: It’s been a good journey, a fun journey.  Starting in Brissie you do a bit of everything, as you well know. Painting cycs, bit of 
gripping, running, gaffi ng, camera assisting, whatever is going… I ended up going to Sydney and that was twenty years of my 
life down there.  Ended up transitioning into Steadicam.  Steadicam transitioned into second unit photography.  And then Dean 
(Semler ACS) very kindly asked me to come over here to shoot second unit on Secretariat. Dean and I had the same agent at 
that time and he and the producers sorted the visa issues and got me into the union, so it was too good an opportunity to pass 
up. Three years later we’re still here. 

sweetwater dop brad shield acs



On the quad bike...far left in black top hat is Logan Miller 
(Director), the good-looking bloke with the straw hat in the 
centre is DOP Brad Shield ACS, and right of frame with beard 
and straw hat on top of the bike is Noah Miller (Director). 
PHOTO Lori Sebastian.



AC: What sort of camera operating work have you done?

BS:   Steadicam, I did Thin Red Line, The Quiet American, 
Mission Impossible II, Moulin Rouge, Star Wars Episode II... 
Mate, there were some others... Paradise Road.

AC:   That’s an impressive list!

BS:   [laughs] Yeah, right!

AC:   What about second unit?

BS:   Since I’ve been in this country, Secretariat, Green 
Lantern, The Avengers last year, One Shot which is a Tom 
Cruise fi lm coming out at Christmas.  I worked with Rodrigo 
Prieto on Water for Elephants and We Bought a Zoo – that 
was great fun.  We Bought a Zoo was a Cameron Crowe fi lm 
which came out last year.

AC:   Any you’ve DOP’d main unit?

BS:   We fi nished One Shot mid January this year.  I’m with 
ICM, International Creative Management and within the 
company different agents will push for main or 2nd unit  and in 
my case it’d be on lower budget/independent fi lms, because 
they’re not going to put me up for main unit on big budget 
studio fi lms against Dean and Dion or anyone like that. After 
One Shot there was no second unit work lurking around, so 
Criage (he handles the lower budgets) put me up for about 
four or fi ve interviews – one was for a remake of Carrie.... 
Anyway, there were four or fi ve fi lms, and you go to these 
interviews and roll the dice, see how you go, but at fi rst I was 
really nervous about it.  And then after about the third one, 
you kind of go, “We’re either going to connect or we’re not”.  
At fi rst I was trying to pre-empt what they expected from me 
and all that bollocks, and then you go “That’s all bullshit”.  So 
just read the script and then you get on with the person or 
you don’t.  And on Sweet Water I got lucky.  Fortunately for 
me, the original DP couldn’t do it – he got something else and 
passed on it.  So I met these guys (directors) at Starbucks 

at Santa Monica within 48 hours of hearing about it.  I read 
the script, Ed Harris had already signed on, January Jones 
jumped on board, Jason Isaacs also... You know, it was 
a great cast.  And I just went “Shit, I’ve got to do this fi lm.  
This’ll just be terrifi c.”  And once I met these blokes, we just 
got on like a house on fi re… they were just lovely fellas.  They 
came well prepared – not that I did - but they were very well 
prepared and we just hit it off.  So it was all about that – it was 
just getting on with the blokes, offering some ideas when we 
had the interview, and the next day I had the job.  So it’s just 
about making a connection with people I think, Dick, more 
than anything.  

AC:   Any other tips about pitching for fi lms?

BS:   It depends on the director.  Because I think, in a way, 
the worse thing you can hear from a director is, “How do you 
think I should shoot my movie?”  It’s like, well if you haven’t 
got any idea then we’re going to have a fun six months!  So 
it’s better to be asking them the questions and try to suck it 
out of them - “How do you want your fi lm to look?”,  “What 
genre is it?”,  “Do you want to shoot multiple cameras?”,  
“What’s the vibe of the fi lm?”,  “Can you give me anything 
reference-wise?”.  I mean, I know guys turn up to these 
interview with books and all that, and that’s what I was saying 
initially, in those fi rst few interviews, I was like that and I was 
going, “I should come over all intellectual”.  Well that’s not 
going to work! [self deprecating laugh] So, the best thing is 
to try to connect as human beings.  However, I did this one 
interview with the woman who ended up directing Carrie and 
she was lovely, we had a four hour interview, but I still didn’t 
get the job.  You don’t know what transpires or what 
pressures come from producers.  So you can’t worry about it, 
and you take the kids to softball the next day.  

AC:   What was the budget of Sweet Water?

BS:   What it started and what it ended up are two different 
things!  But I think it ended up at US $5.5m. 

January Jones plays Sara. DOP Brad Shield
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AC:   The Sweet Water directors obviously got on well 
with you, but they must have seen some of your work. 
Did they mention any specifi c fi lms that they liked? 

BS:   Luckily for me they’d seen the second unit stuff, but 
they’d also seen The Square, a fi lm I did with Nash Edgerton 
back in Oz.  And it’s funny, it’s a little Aussie fi lm that did 
bugger all business back home, but everyone I’ve interviewed 
with here have mentioned The Square. It was seen in US 
festivals and critics, producers and directors  loved it. It’s a 
really good calling card for me, and I am sure for Nash.

AC:   I could be very wrong, but it appears that there are 
more and more low budget movies coming out of the 
USA than ever before… movies that have been made 
for under US$10m and quite a few well under.  It seems 
to me that the digital age is driving this, even if some of 
these movies were or are being shot on 35mm fi lm. The 
deals that you can get these days on fi lm stock and fi lm 
equipment are amazing… unimaginable just two years 
ago. I doubt the $20,000,000.00 a movie star fee can 
survive. I also see, in the near future, movies divided into 
two main cost categories, below $10,000,000.00 and 
above $75,000,000.00. But that’s another story. Are there 
any other forces pulling at our industry?

BS:   Also interesting here is they have the hiatus between 
television shows.  They do the pilot season, then they do the 
series run, and then they’ll have an 8 or 10 week break.  And a 
lot of actors will look for gigs in that time, and they’ll take lower 
budget fi lms like Sweet Water just because they like the script 
or the people doing it. eg Ed Harris attracted a lot of people to 
this fi lm.  So they’ll do it for scale if it’s a good project, because 
actors want to work, like we all do.  So it’s not always about the 
money.  If they’re making good money on a TV show, why not 
jump onto a fi lm and try your hand there.  

AC:   What was your approach going in to Sweet Water?

BS:   In two words, ‘be prepared’. The best thing for us was, 
even though the production didn’t have any budget for pre, 
we did a shitload of pre.  Right from the start we knew we 
wanted to shoot on fi lm.   Over a 12 week period they came 
up to my house… I was doing a few commercials, but not 
a hell of a lot… they came up here and we broke the script 
down from page 1 to page 90. We wrote everything down, 
put it all on scripts, and then when we went to location scout 
with the crew, we already had a plan.  And you know, the 
geography or the setting might change the plan somewhat, 
but generally we could stick to it.  And their references were 
things like There Will be Blood or the Cohen Brothers fi lms.  
They didn’t want a really “cutty” fi lm, they wanted to let the 
camera sit on people, they didn’t want to get coverage of 
every set-up. We’d do things in wide shots, we did things in 
two shots, generally just a couple of takes.  But if it was a fi ve 
page dialogue scene, we’d knock out some coverage, but 
otherwise if they could do it in a one shot, two shots, they 
would.  So, being prepared - and you know we only had 25 
days to shoot this fi lm – so being prepared was paramount.  

AC:   That’s a very quick schedule, isn’t it?

BS:   It was, it was really tough.  But as I say, it didn’t feel 
tough.  We were shooting 11 hour days... That’s an hour 
under budget.  So that was good.   We tried to start late so 
we were always using the late light up in Santa Fe because of 
the clouds and stuff.  Pretty magic in the afternoon.  A 25 day 
shoot, trying to shoot 24 dusks if we could.  Trying to 
maximise that light.  I think we did pretty well – we might have 
lost a few through rain, but even that looked great! Or storms 
rolling in, they looked fantastic.  But we always wanted to 
shoot on fi lm and I couldn’t imagine this project being digital.  

AC:   Why?

Fire scene at dusk. Eduardo Noriego as Miguel and January Jones as Sara. DOP Brad Shield
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BS:   We shot some tests, digital v’s fi lm and I just didn’t like 
the immediacy of the digital when we projected it.  We shot 
the fi lm test on Kodak 5230.  And I only got onto that fi lm 
because of Greig Fraser and for two reasons; one because it’s 
high speed, and secondly it’s cheap, which made the 
producers happy.  I didn’t have much time to test it, so I 
asked Greig (he’d used it on Killing Them Softly), “What do 
you think about it?”, and he described it as being like a still 
photgraph printed on beautiful matte paper, compared to a 
glossy and vivid one shot on 5219.  And the ’30 just suited 
the project perfectly.  We were shooting at... you know, we 
were forcing it a stop and a half at times and shooting when 
the light meter was saying f 0.7 at 1000 ASA, and I was 
shooting at f 2.5.  And the actors are running out of the house 
and fi ring guns, and you can just see some blue in the sky and 
they’re silhouetted against it, and the gun fl ashes are lighting 
them up a bit.  It looks fantastic. In that situation, I don’t think 
we would have done better with an Alexa. 

AC:   When you say you didn’t like the immediacy of 

digital, what do you mean by “immediacy”?

BS: I suppose how electronic, how modern  it looked… to us.  

AC:   It didn’t look organic?

BS:   Correct, it didn’t look organic, and the sky was peaking 
out earlier than fi lm did, even with the Alexa.  Just the detail 
we were getting in the country, like on the ground around 
them.  I just liked how the fi lm rendered that better than the 
Alexa did.  I mean, the Alexa, we used it for six months on The 
Avengers and it was perfect for that project.  I love it in low 
light and all that stuff, but I just couldn’t see it on this one.  

AC:   So it’s a tool, and it’s horses for courses?

BS:   Exactly.  And to be honest mate, we didn’t even have 
video split on this show!  So we were working so fast with fi lm.  
The boys had a little monitor on the camera and they’d push 
me out of the way and get to the viewfi nder when they could, 
but we had no video playback.  

AC:   The video village drove me crazy and is such a time 

The prophet Josah, played by Jason Isaacs leading congregation into church. DOP Brad Shield
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consumer.

BS:   We couldn’t afford the video village!  We were just 
looking for ways to cut back. Do the shot… Bang!  Move 
on. And it keeps everyone going because you’re not sitting 
around waiting for playback and then for the tent to move.... 
It’s like, “OK, your turn to talk”, swing the camera to you.  

AC:   Any special lighting rigs? 

BS:   We looked at all these fi lms that were way out of our 
reach like No Country for Old Men, There Will be Blood, The 
Assassination of Jesse James and looked at things like how 
to light with lanterns and candlelight etc. And we tried all kinds 
of things like LED with remote fl icker devices, which is what 
we ended up using.  And they worked a treat; we ended up 
lighting a four page dialogue scene with just two of those 
lanterns that you’d have in the 1890s. We pulled the guts out 
of them, frosted the glass, and put strips of LED inside it. We 
then battery operated and remoted back to a dimmer board. 
The dimmer guy just set it at a fl icker that was believable 
without it being too much like a disco. I also hung a Chinese 
ball on a painters pole that was hand held above the actors, 
just to get a little bit of fi ll in their eyes.  

We didn’t light any day exteriors; we didn’t put a light up. 
Waldermar, our production designer (he did Appaloosa with 
Ed), gave us these amazing sets, and I was like “What the 
hell are we going to do with this?  We musn’t overlight these 
sets… we’ll just fuck it up.  We’ve just got to try to do justice 
to what Waldermar’s done here and what God’s doing through 
the windows”.  

But the hardest thing I suppose was the interiors in town.  We 
ended up lighting through the windows and then shooting at 
about f2.8, so the windows are going white.  Or if we wanted 
to see outside we silhouetted everything inside. We always 
talked about doing that anyway, making it feel like it’s dark and 
dank inside because there’s no electricity and that the only 
light was coming through the windows.  So for the budget 
and for the look, we kind of adopted that and said that’s what 
we’re going to do!  [laughs]  And I think the result’s pretty 
good.  

You know, on a big budget fi lm you would never do that.  I 
remember Dean (Semler) telling me he missed that – in 
Australia where he’d just walk onto a set, put something 
outside, like a bounce, and go, “OK, let’s roll now while the 
sun’s great!”.  But on a big fi lm you’d have to piss around and 
wait for people to get out of the trailer and whatever.  
But everyone was keen and they were like “Yeah, look at 
that light, let’s shoot it now!”.  And Ed was into it, so... little 
bonuses like that.

AC:   Low budget fi lms = innovation in my mind. 
Any interesting Sweet Water set-ups or rigs?

BS:   One good thing the boys came up with… we had a 
sequence where the end gun battle happens in and around 
a sheep pen.  Unfortunately for us the sheep budget was 
used up just prior to us getting to the end battle, [laughs] so 
we only had about 20 sheep!  So the grips, Kurt Korneman 
key grip and Ian Hanna camera grip, came up with this idea... 
We had a Condor there, an 80 foot crane for the construc-
tion department.  So they basically hung a  bungee rig off 
the crane, balanced the camera at about three foot off the 
ground, and then we could race around the pens leading or 
following January Jones as she was being chased by the bad 
guys.  And it worked a treat.  It was like, the fi rst time they put 
it up we’re kind of going [raises eyebrows], “There’s no time to 
rehearse any of this… bollocks!”.  So you hang a Panafl ex in 
the air and it’s up here!  [holds arm above head]  But it worked 
an absolute treat, it was just dynamite.  The worst thing was 
the sheep kept kicking the monitor!  So we lost the monitor 
and I just pointed the camera at the bloody things and there’s 
sheep jumping around, over us, into us...  and with all the 
backlit dust, it looked terrifi c.  

AC:   How long was the bungee?

BS:   We parked the crane in the middle of the run just out of 
shot, the static line was 100 feet and the bungy was 80 feet. 
As we ran with the rig the grips took up the slack on the static 
line.

AC:   So you had a lot of fl exibility with it?

BS:   Yeah, it took the major shock out of it and it gave us 
enough, just enough so if we started at the top of the sheep 
pen we could reach the bottom of the sheep pen before it 
fl ung you back again.  So you’d start with it wound up and 
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Brad Shield ACS shooting actor Jason Isaacs on horseback. 
PHOTO Lori Sebastian.





unwind it by the time you reached the end.  

AC:   Was being a Steadicam operator a 
good way to get into the big time?

BS:  Was it was good for me?  It was great for 
me.  I was doing it at home when not a lot of 
guys were doing it, and I got to work with John 
Toll and Terence Malick, Baz Luhrmann and 
Don McAlpine,  John Seale, David Burr, Peter 
James,   - I was just very lucky.  And it 
introduced me to that amazing talented world, 
so it was great for me… fantastic for me.

AC:   Was it always your intention to carry 
the meter… to become the DOP?

BS:   It was, but I loved operating.  My fi rst 
Hollywood fi lm was Beyond Rangoon with 
John Seale and he brought such a passion 
to operating… I just learnt so much from him.  
He was so much into storytelling and how to 
give the director more coverage and all those 
things.  And what he can do with a blondie and 
two foot bit of poly is awe inspiring.  And with 
Don  McAlpine and Peter James, all those guys 
I mentioned… composition is so important. 

AC:   Hard not to learn from DOP’s like 
them. 

BS:   Yeah mate, every time they did some-
thing!  [laughs] You know!  I suppose even 
more so with second unit.  I was working with 
Dean and Dion and Rodrigo Prieto, Russell 
Boyd, Seamus Macgarvey, Caleb Deschanel; 
so I was in a situation where I had to match 
their lighting. Which is great because where 
else do you get that opportunity? They had to 
trust me with a part of their movie.  And a bloke 
like Don McAlpine, he’ll give me stills, he’ll give 
me a still photograph that he’s printed himself 
and go “This is the fi ll ratio, this is this, this is 
that...”.  Don’s so giving, such a good bloke.  
If you pull off a diffi cult shot, he’s always the 
fi rst to pat you on the back and say “Good on 
ya mate”.  Same with Dean.  A guy like Rodrigo 
Prieto who, when you see his fi lms like Babel 
and Buitiful, you think “Incredible, that looks like 
it was just found”, it doesn’t look at all set up.  
But he’s the most intricate guy when it comes 

to lighting.  You know, he’ll give you a drawing… the light 
goes here and this is the fi ll and it’s got to be this far away etc. 
and you go, “Wow, I didn’t think it’d be like this!”.  Other guys 
are a little bit looser about that.  Like Seamus on The 
Avengers, we were doing whole sequences and I’d always 
corner him and say, “Mate, how do you want this to be?” and 
often he’d just go, “You’ll know, you’ll know it!” and off you 
go!  But this is after you’ve established a relationship.  And 

that’s the great thing about doing second unit, because I love 
hanging out with cameramen, I think they’re the best blokes 
around.  So to be able to pick their brains and ask “How are 
you going to light this?”, you just don’t get better training.  

All these blokes that I’ve mentioned, they’re all just... well I’ve 
never struck a bloke that didn’t 
want to impart the 
information.  Whether I’ve been 
lucky I don’t know, but I can’t 
imagine any DP who wants to 
keep it a secret and have you go 
off and basically stuff up!

AC:   Your wife works in the 
indus-
try 
too?

BS:   Yep.  Arabella, she’s an art 
director, mainly in commercials.  
She hooked up also with ICM 
about 12, 14 months ago.   And 
she’s done quite well.  When I 
go away on fi lms she needs to 
be with the kids and all that, but 
generally if I’m here she’s work-
ing and I’m looking after the 
kids!  So it’s worked out well. 

It’s interesting, when she came 
here we didn’t have any place 
to stay in LA.  So we did a fi lm 
in Louisiana and all the while 
Arabella’s looking at websites, 
because we knew we had to 
be somewhere where there’s a 
good school district.  Because 
the difference between a good 
school and a bad school in LA 
isn’t like a good school and a 
bad school in Brisbane.  It’s 
whether the kids are carrying 
weapons or not!  In fact, last 
night they were coming home 
and they got held up in a traffi c jam because a sniper was 
lurking around and a news helicopter had smoke pouring 
out of it and it was thought it may come down.  It’s mad. But 
the kids are amazing; they’re so durable, they’ve got great 
friends...

AC:   How old are they?

BS:   12 and 9.  

AC: Do they come home and speak like little valley girls now?

BS:   The big one you’ve got to watch her with her friends. 
And with friends’ parents, she’ll slip into it a bit. But the little 
one, she’s still got Toowong (Brisbane suburb) in her!



AC:   Wrapping up… anything else?

BS:   The only thing I wanted to mention briefl y, is the twin 
directors, Logan and Noah Miller they did a fi lm called 
Touching Home, with Ed.  Basically they’re guys from northern 
California who tried 
their hand at base-
ball, didn’t make it.  
They’re self-
educated.  They 
wrote a screenplay about their alcoholic Dad who passed 
away.  They knew Ed Harris, who they thought looked 
remarkably like their father, was coming to San Francisco for 

a fi lm festival, so they went to San Fran, literally 
cornered Ed backstage, you know with Security trying 
to stop them and all that bollocks, and they just blew 
Ed away with their enthusiasm, (as they do). They’re 
the kind of twins who fi nish each other’s sentences, 
and they’re the nicest septics I’ve met, without a 

doubt.  And Ed said, “OK, if you 
can get the money together I’m 
available after Thanksgiving”.  It 

gave them four months to get the $1.2m, which they 
managed to do through friends!   Got the fi lm made.  
Now Sweetwater is their second feature.  

They’re the most read, educated people I’ve met in 
Hollywood, and they’re both self-educated – just 
read everything, watch every fi lm – they’re passionate 
guys.  And to make a living, they’ve been bouncers 
in after hours clubs, they’ve worked in bars, they’ve 
done modelling, I’m sure they’ve done a lot of stuff 
they didn’t want to tell me about!  But now they’ve 
got their second opportunity. People saw enough in it 
to give them the money.  Once again starring Ed 
Harris.  Once they got Ed involved, money came 
in and other actors signed on.  Out of all the things 
about this movie, if it goes well and gets them 
something else, then that’s just a bonus, because 
Hollywood could do with a few more blokes like 
them, I tell you.  

f



love patrol   dop daniel maddock  

Right now, all over the world, Aussie DOP’s are shooting and fl ying the fl ag for our 
industry and our country. Often, whether I’m in the garden or drifting off to sleep, I 
wonder what Ben Nott’s up to, or Brad Shields, or Garry Phillips, David Burr, Andrew 
Lesnie, Tony Luu… all great cinematographers and terrifi c blokes, with whom I had the 
pleasure of working over the past 37 years. 

So when Daniel Maddock e-mailed me with his story and some great images of him 
working with his local crew in exotic Vanuatu, I just had to run it.  

Like I said, they’re out there… somewhere. DM. ed. 
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I wasn’t quite sure what to expect after being invited to shoot 
a local television drama series in Vanuatu. Beaches, coconuts, 
fl ourescent coloured fi sh and sun? Although these things have 
become a weekend staple, shooting during the week couldn’t 
be more different. 

I fi rst got a call from Director/Producer Peter Walker late last 
year to discuss the opportunity.  He told me that friend and 
recently accredited Cinematographer Jason Hargreaves ACS 
had recommended me for the job; Jason was here some 
years ago shooting a documentary with Peter and his team. 
Jason once said to me the best jobs he ever got were those 

LOVE PATROL /         21

offered to him through other cinematographers. He offers a 
helping hand to many in our industry and has helped start the 
careers of some of my best friends; something I aim to do 
myself one day. 

After our discussion, Peter sent me some DVD’s of the 
fi rst three seasons of Love Patrol, which were shot on the 
JVC HDV101 Camera by Melbourne based Director of 
Photography Danny Phillips. Danny was instrumental in 
helping Peter set up the show. I had been told they had gone 
to the Canon 5Dmk11 for the fi fth season, but were having 
troubles with moire, motion wobble and noise at high ISO/

An ordinary village community in Port Vila. We always tried to shoot the local story.



The crew don’t let anything get in their way. A house and garden are re-arranged to make way for the lighting.

requirement to discuss local issues such as sexual health, 
diabetes (a very big health concern here currently), corruption 
(both in business and government) as well as more personal 
stories. To the Director and Writer’s credit, many stories are 
adaptations of the life stories of locals who are involved with 
the making of the drama. Two such instances in this season 
include one about a Pastor who was crippled with polio as 
a child and after a traumatic event tries to commit suicide. 
The actor playing the role is an ex-paralympian who came 
eighth at the 2000 Sydney Games for weight lifting. He was 
an amazing man to meet and a great actor. The other story 
is based on a Conman/Pastor (this is a very religious country 
having a history steeped in colonial missionaries) who travelled 
through the outer islands coning money, love and sex from 
poor innocent villagers. 

For me it was a different experience working on a drama 
for thirteen weeks solid. For the last fi ve years I have been 
shooting and working on short form projects while working 
casually teaching at Griffi th Film School and the University of 
Southern Queensland. I had shot corporates, music videos, 
short fi lms and television commercials, but had little chance 
to work on longer projects and the consistency has been 
wonderful. Nothing can teach you more than actually doing it 
day-in-day-out. Speed, consistency and expertise improved 
every time I shot. However, one of the more interesting 

““

low light conditions. I suggested they upgrade to the 5D Mk3 
as this was the simplest option for them; they were already 
set up for the DSLRs and their budget made the Mk3 a good 
choice. 

When I arrived, even after being told about some of the gear, 
I was surprised to fi nd just how much they had. Following 
earlier discussions with me about equipment, they had placed 
an order with John Barry and now had more than their truck 
could carry. 

They had a terrifi c range of cloths, 
including 12x12 Grid Cloths, China Silks, 
8x8 Ultrabounces and Diffusions, and 
lighting equipment including Dedos, 
300watt Fresnels, 2.5kHMI Pars, Kinos 
and LED lite panels… and everything in 
between. 

It was impractical for them to have a light bigger than the 
2.5kHMI, due to the inability to rent a blimped generator in the 
country. 

Most of the shoot is funded by Ausaid and therefore has a 
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Softening the sun the Vanuatu way.

““

aspects is exploring new ways of working and developing a 
better style of lighting and shooting. 

It was a joy to work with the local crews. The departments 
have different levels of experience and knowledge, but they 
don’t lack eagerness. Many things seemed to be obstacles 
at the beginning of a shooting day, however, after discussions 
with my crew, they rarely were. For one edgy scene, in which 
the Conman/Pastor tries to sexually abuse a seventeen-year-
old school girl, we used a small two bedroom house (small to 
me but large for the locals), which even had electricity… not 
common in that community. I wanted to use a 2.5kHMI into a 
8x8 Ultrabounce through a louvered window, however outside 
there was a water-tank which took all the space between the 
house and its neighbour. I discussed it with my Gaffer, Danny 
Marcel and suggested that we may have to put the 2.5kHMI 
further away and pass it through a 4x4 frame of 216 instead. 
True to form, Danny said, ‘Don’t worry Daniel, we will make it 
work,’ an expression I heard many times from him.  

Next thing I saw Danny, his Best Boy and 
3rd Electrics, the Sound Recordist, Boom 
Swinger and Camera Operator, all lifting 
the water-tank (thankfully near empty) 
onto the roof of the neighbouring house. 

In no time I had the soft but intense daylight streaming 

through the window that I was after. We had a range of other 

scenes over the thirteen weeks including a large healing 
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scene involving around eighty actors and extras. These 
were night scenes that took almost every fi xture in the truck 
to light. Four Blondies, the 2.5kHMI, 1.2kHMI, 3x575kHMIs, 
1k Tungsten Fresnels etc. were layered through the village 
houses and trees. Power was run from our small three-
phase distribution box and when it was full (we only had 
one), crew members would knock on the doors of locals 
asking to borrow power, (which would be paid for later).  If 
only it were that easy back in Uni when we were making our 
short fi lms. Other scenes took place in an old offi ce tower 
converted into a studio for the police department and jail 
scenes. We fi tted forty or so kino tubes in the ceiling and 
this light was often augmented by a blondie or redhead 
through a trace frame. 

The Mk3s, considering they are a small, cheap camera, have 
been a delight to work with. During the entire shoot they 
never over heated or dropped a frame. No footage was lost or 
corrupted and only once was there a moire problem. Canon 
has done well to make a camera this reliable, small and 
cheap, given the picture quality and low-light ability it delivers. 

Some night driving scenes needed to have the naturalism of 
lights from passing cars, street lamps and houses fl ashing into 
the car. We lit these with a Dedo powered by a motor cycle 
battery and shot on a 50mm Nikor lens at f1.4 at 5000 ISO. 
This country is literally dark, with a lot of communities lit by 
gas lamps or one or two fl uorescent bulbs. The picture was 
noisy, but held up much better than the Mk11 at the same 
ISO; it’s great to have this choice at your disposal.



““
To produce a project like this is really quite an amazing feat for 
an island (Efate) of less than forty thousand people. More so 
as the crew has only ever worked on this television drama and 
some feature fi lms made by the same Director. 

It means a lot locally and to the Pacifi c 
region. The program airs in New Zealand, 
Vanuatu, Fiji and Papua New Guinea and 
as of next year Australia carried by NITV a 
free-to-air channel run by SBS. 

After I leave, a DOP from Los Angeles will fi nish the last 7 
weeks of the 20 week shoot. I am very happy to have had this 
experience working with such great people and very thankful 
to Jason Hargreaves ACS for recommending me. I hope I can 
do the same for  others throughout my career. To the crew; mi 
sori se Bislama blong mi ino gud, be mi wantem talem tangkiu 
tumas blong bigfala wok we yufala I bin mekem, mo yufala 
nao I bin mekem se mi bin gat wan gudfala taem tru long 
Vanuatu; tangkiu we tangkiu tumas. 
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The cast and crew of Love Patrol in front of the AusAid-funded truck with Cinematographer Daniel Maddock 
(tall bearded fellow in the middle).
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B R E E D I N G 
I N  C A P T I V I T Y
dop aron leong acs

co-producer larelle bossi

co-producer/director lucien simon

The conception of t he Tasmania produced fi lm Breeding 

in Captivity occurred in July 2010, when Director/Writer/

Co-Producer Lucien Simon met with Co-Producer/Writer/

Development Producer Nathan Spencer at a cafe in Hobart. 

It was then that Lucien laid out his plan to produce a true ‘no-

budget’ feature that would become the fi rst fully 

Tasmanian produced fi lm in Australian cinemas since Roger 

Scholes 1987 fi lm, The Tale of Ruby Rose. 

The project was developed with three things in mind.

1. That Government fi nance would be virtually impossible, 

given that the fi lm was to be produced by fi rst time feature 

producers, with a fi rst time feature Director. 

2. That resources, ie equipment and experienced crew, were 

scarce, so the genre would be limited to drama, comedy, 

black comedy, thriller and schlock horror, and

3. There was a lack of experienced working actors in the 

region.
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But Lucien argued that, despite this, the industry in Tasmania 

was again ready to make the leap into feature movie making. 

Tasmanian short fi lmmakers had been having great success in 

international festivals and there also existed a strong core of 

professionals dedicated to the local industry. Given this unique 

mix of a small number of working professionals and 

enthusiastic short fi lmmakers, the fl y-on-the-wall grittiness of 

John Cassevetes was cited as a stylistic inspiration; a style 

that many documentary fi lmmakers around the world have 

emulated. To bring the best out of the local actors, who 

had sporadic opportunities to ply their craft, it was felt that 

employing the Mike Leigh approach of involving them in the 

script development process would elevate their performances 

and create an inherent authenticity that would compensate for 

their lack of rigorous, on-set work experience.

So Breeding in Captivity was conceived with a simple 

premise: the confl ict between civility (modern suburban life) 

and the primitive (passion, the erotic etc). A simple story idea 
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Alice (Kym Jackson) screams in angst... underwater! DOP Aron Leong ACS



- a married couple betray each other on the same night but 
most importantly, executed using Lucien’s own 
collaborative script development process, developed from his 
years of theatre and community theatre experience. 

The plan was to develop the script in early 2011 and shoot 
the fi lm, on a micro budget, at the end of the year. That plan 
was ambitious. Fast forward to September 2012 and 
Breeding in Captivity is in limbo – money has been raised, but 
things haven’t quite gone to plan. One thing is clear; Breeding 

in Captivity cannot proceed without an experienced 
Cinematographer and given that everyone involved are 
working on deferred wages, the only Tasmanian Cinema-
tographers interested in shooting the fi lm are raw or have little 
or no experience shooting drama. So, this is the real fi rst test 
of the script. Will someone drop thousands of dollars of paid 
commercial work to make a feature fi lm with no money and 
with fi rst time Producers and Director. The script comes up 
trumps. We have options. 

Lucien Simon. “I talked with various DOP’s and asked them 
how they saw the fi lm and was not convinced, but when I 
talked with Aron he had a clear vision that matched mine and 
he was able to articulate how it could be achieved. 
Immediately after the phone call, my Co-Producer Larelle 
Bossi saw my immense relief… I was happy. With Aron, I 
knew we were going to make the fi lm that I envisaged.” 

AC: What did Aron bring to the project?

Lucien Simon. “Quite simply, we were on the same page. 

I could walk onto set and within 60 seconds communicate 

the next three to fi ve shots and leave knowing that Aron 

would have the shot I’d asked for, plus 2 or 3 alternatives 

ready when I returned. Working this way meant that we had 

the confi dence to explore the frame and allowed for a more 

collaborative approach. Together we found a visual style that 

pervaded the entire fi lm and knowing that that style was 

embedded meant that we were able to push shots and 

frames with confi dence… depending on the story moment, 

we could go against or support that style. 

Aron brought confi dence and calm to the set. From the very 

fi rst day the  sets, costumes and performances we had 

worked so hard to create were being captured and elevated 

beyond our expectations. It was a joyous day that continued 

to the end.”

AC:  Larelle, how did Aron come to Breeding in Captivity?

LB:   Prior to me coming on board, the BIC project was 

already a year and a half old. Once I joined the team, it was 

clear that BIC was beginning to take on a life of it’s own. It 

had grown from where it began. We had assembled a strong 

team, but it was lacking in the camera department. 
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We were looking for someone who could translate the subtlety 

of the script to the screen.

The clincher for me was on Aron’s web site he has a saying 

‘Not afraid of the dark’, which is symbolic of the BIC storyline; 

the  depths and darkness of the concept of love.

AC:   Aron, when you fi rst read Breeding in Captivity, what 

did you like about it?

AL:     Well, I guess I could relate to the story; but apart from 

that, I just had this gut feeling that I had to do it, like it was the 

next move for me.

AC:   So at that stage of your career you hadn’t shot a 

feature? This was going to be the leap into the great 

unknown.

AL:     Yeah, it was. It…I guess it was the accumulation of 

everything that I’d learnt up until that point too. I also had the 

advantage of having done three years as a focus puller on 

television drama… fi rst with John Stokes on Flipper, then Gene 

Moller, and then Mark Wareham on Tales of the South Seas.

AC:   How did you fi nd Aron?

LB:     Luck… serendipity, call it what you wish. We knew 

someone who knew someone who knew Ron Johanson and 

he suggested Aron.

AC:   How did you convince the director that you were the 

man for the job?

AL:     Oh, he was desperate [laughs]. No... he went to my 

website and liked my work, then we had an initial phone 
call and then Skyped. I spoke to him about what my lighting 
approach would be, which was to give him as much time as 
possible with the actors on set, so that he wouldn’t be waiting 
too long for lighting. I also said to him that just because an 
actor is talking, it doesn’t mean you have to light their face, 
you can light the wall behind them. That was the clincher I 
think. He liked that.

AC:   So true. One of the problems now with these super-

fast camera systems is you’ve got to try to keep light off 

faces, so it’s more a matter of putting the fl oppies and 

blacks around, isn’t it?

AL:   Yeah. I spend a lot more time taking away light than 
adding.

AC:   Larelle, what did Aron bring to BIC?

LB:   Leadership and discipline to an otherwise inexperienced 
camera department. In fact he made the shoot look very 
professional. He started shooting the day after he arrived and 
worked miraculously well with no budget. And his lighting, or 
should I say his lack of lighting, was epic.

I think he brought inspiration… his framing, his ability to create 
a cinema frame inspired the entire crew.

Finally Aron made it possible for all of us to believe in the 
project. That it could now be realised. He bolstered our belief 
in the project.

The very fi rst frame that Aron set up, and I shouldn’t actually 
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Anna (Georgia Kelly) and Owen (Christopher Brown), cosy up on the chaise. PHOTO Aron Leong ACS

DOP Aron Leong ACS



“

say this, but I knew we were making a fi lm and from that 
moment I knew I didn’t have to worry about the aesthetic. 
(She clutches her head in relief)

AC:   Were you aware this was a low budget feature and 
you weren’t getting a fee?

AL:   Yes. Yeah, absolutely. 

But I’ll never forget, years ago Peter 
James said, “Don’t take the fi rst movie 
that comes up. Go with the script that 
you like.”

AC:   Yes, but it’s hard, if you’re a commercial cameraman 

and you want to get in to long form, to follow that advice. 

But wise decision to do so.

AL:   Yeah, because you’re setting yourself up for the future.  

Your  next movie offer will be based on your previous one. 

AC:   So tell me about the equipment you had.

AL:   With the cameras, I had a choice between a Canon 

C300 and an Epic, and I went the Canon path because even 

with the restricted budget, it allowed me to have a full set of 

compact primes to go with it. Plus it also meant I could add 

any Canon lens to the kit, so we often got a 70-200 in, just 

on a daily basis. And the camera was very portable too. We 

ran with a Samurai ProRes recorder clipped straight onto the 

back, so we were getting less compression there, which was 
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separate the actors from the background so that it 

doesn’t look like super sharp video.

AL:   Yeah.

AC:   So, did you have all your own crew or did you inherit 

a crew.

AL:   No, I inherited a crew... but unfortunately I didn’t inherit 

a grip.

AC:   You didn’t have a grip?!!!!

AL:   No money. No grip.

AC:   So did you move the camera?

AL:   Yes, we’d either go hand-held, or a pipe dolly.

good, and faster ingesting as well.

AC:   And what was in the lighting truck?

AL:   Actually it turned out to be a great kit. We had two 

1x1LED panels, which I used all the time because you can 

clip a battery on them and they’re so portable and fast to 

work with. I had fi ve Dedos, a 575 and a 1.2… oh and kinos, 

I got lucky with the main house location… it actually had a 

skylight in the centre of the dining room, so I was able to just 

put some neg over it and just open up little sections when 

needed.

I couldn’t have ask for a better location to shoot in. Plus it was 

a long, thin house, so I could get back on a longer lens.

AC:   That’s incredibly helpful isn’t it, because you can 
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“
AC:   Right and you’d push it yourself.

AL:   Yeah, in fact I spent a lot of time on the pipe dolly and 

consequently we’ll probably spend a bit of time in Smoke 

or Flame just fi xing up the odd move here and there. But it’s 

something I wouldn’t do again. 

What’d I have? A pipe dolly, oh and two 
wedges (laughs) and I used them all the 
time.

AC:   Larelle, with no money, how did Aron work with such 
extreme limitations.

LB:   Yes, we couldn’t even afford backup wardrobe, so when 
we were working with blood the pressure was enormous to 
nail it the fi rst take and Aron did. And we couldn’t afford a 
grip which impacted the camera department very seriously, 
but Aron, being the hands on DOP that he is, still managed to 
deliver the appropriate camera move when required.

And without a budget we had to shoot 4 days in 1; it was 
exhausting, but he arrived every day with a huge smile on his 
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Not quite as good as an Alexa but…beautiful the look that it 
gives is beautiful. Incredible in low light. Scary in low light!

AC:   Give me an example of that.

AL:   Well, we were shooting in a bar, with a whole heap of 
extras and the actors were sitting on a couch at the far end. 
There’s dialogue, then one stands and walks about 15 metres 
to the bar where she meets another person and there’s more 
dialogue. I didn’t realise that the director wanted to use the 
entire scene, so I hadn’t lit the end bar position at all, but you 
could still read everything. It was actually still a usable take. 

face. On particularly exhausting days the lowest he would go 
was a little bit of passive aggression… but never without a 
follow-up hug! (Laughs)

AC:   How did the 300 perform?

AL It was brilliant. I mean, I’ve used it on a lot of commer-
cials and the telecine operators were constantly giving me 
feedback saying that, in terms of grading with it, it was the 
next best thing to having an Alexa. Very similar in terms of 
you don’t have to massage it as much to get a picture to start 
working with, you know. And it handles the highlights nicely. 
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Alice (Kym Jackson). DOP Aron Leong ACS
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Alice (Kym Jackson) wanders the streets of Hobart. DOP Aron Leong ACS

Actors standing by in the green room, Tassie style. PHOTO DM.

Henry (Matthew Stolp) tries to seduce Owen (Christopher Bowen) as Anna (Georgia Kelly) looks on. DOP Aron Leong ACS
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The fi lms opening scene. Alice (Kym Jackson) and Owen (Christopher Brown) DOP Aron Leong ACS

Ruby (Rachel Williams) scheming, sassy and sexy, sets her escape trap for Owen. PHOTO DM.

Alice (Kym Jackson) thinks things have gone wrong again. DOP Aron Leong ACS



AC:   Yeah, I can confi rm that. Because I was shooting 
some stills at the time. Through my lens their faces were 
black. There wouldn’t have been half a foot candle there 
would there? And that’s unbelievably spooky.

AL:   No, there wouldn’t have been. It’s amazing in low light. 
Another situation, we were shooting in a alleyway at the back 
of a pub, and where you’d normally pull out a 6k or something 
like that and stick it up high, say in a cherry picker, I put a 1x1 
LED up a fi re stair and guess what… you read everything.

AC:   You did work with very, very low light levels. You had 
to go from a commercials mindset to feature fi lm mindset 
and quite often on the set I’d be thinking that you hadn’t 
lit it then next minute you’d be rolling, You must have had 
a lot of faith in the chip?

AL:   Yeah, absolutely. And it’s actually quite a buzz knowing 
that what you’re setting up for, the whole thirty seconds, the 
whole minute, might make it into the movie, not just 18 frames 
like in TVCs. So, you do you end up with a different mindset 
on how you approach lighting things.

AC:   Did you use a lot of lamps, standard lamps, existing 
light fi ttings, natural window light etc? 

AL:   Yeah. I spoke to the production designer at the very 
beginning and told her that I was going to work with as many 
practicals as possible. It’s…yeah…mixed lighting. The 300 is 
amazing under mixed lighting conditions too.

AC:   Do you still have to spray ND or put a bit of ND on 
the camera side of the lamps or does the chip handle all 
that?

AL:   You have to be more aware of it. It’s still…it’s never going 
to be as forgiving as fi lm, so I was always watching, check-
ing for things like that. Yeah. I was using a lot of low wattage 
bulbs. You know, I was replacing bulbs all the time. So having 
a kit of different wattage and coloured bulbs is a good tip. 

You brought up a good point with working in the low light lev-
els. It’s just the nature of the beast, but you end up with more 
soft shots. Performance is king so, you know, if the director 
likes that take, that’s the one you go with. You’re talking 
millimetres sometimes with your depth of fi eld.
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AC:   I think what I’m hearing is that even in low budget 
fi lm making, the camera department’s connection and 
communication with the art department is as important 
as ever.

AL:   Yeah. Yep, absolutely. They’re playing a bigger role now 
more than ever, aren’t they?

AC:   Obviously it’s going to change the way that DOPs 
light and lighting budgets are going to shrink and crews 
smaller. But decisions about reducing crew and equip-
ment etc still need to be very considered and made in 
consultation with the DOP, wouldn’t you say?

AL:   Yeah. If not, the role of the DOP will be compromised… 
limited with what they can offer the director. I would prefer to 
have the options, to let the director pick what they like, what 
direction they like. It’s about giving directors the freedom to tell 
the story the way they want to.

AC:   On any fi lm set there is constant change and you 
need the tools in the box and the manpower to accom-
modate that change. eg the weather… you surveyed on a 
brilliant, sunny day and come shoot day it’s leaden grey, 
or a strong wind threatens to blow the 20x20’s into the 
next suburb. Or God forbid, the director changes his/her 
mind about a set-up… when you limit the tools in the box, 
you limit everyone’s options and then the entire fi lm is 
compromised. 

AL:   Yeah. 

When digital technology fi rst came out, we 
went through a phase where we were too 
busy concentrating on what was behind the 
lens instead of what was in front of it. 

And we’re kind of starting to come to terms with that, but it’s 
like we’re at a stage now where the other equipment around 
the camera is now affecting how we shoot or when we can 
shoot. But more importantly, as you say, is the manpower 
issue. They don’t think you need four people in the lighting 
department. But regardless of what lights you’ve got or how 
little or whatever you’ve got, if you’re in daylight – and you 
know often I’m shaping the light with daylight exteriors, you 
know – to put a 20 x 20 up you need a man each side, then 
already you’re down two people. Often they think you need 
less, but it’s just not so, or at the very least, terribly restrictive.

AC:   Yes, I agree. These days I think I’d rather sacrifi ce 
the big equipment than the manpower. Let’s get back to 
Breeding in Captivity. I know you only had a couple of 
days to think about it, but what decisions did you make 
about the look of the fi lm, having read the script and 
talked to the director?

AL:   We actually both agreed that we were looking for a 
natural look to it, not too stylised, but in the end I had the 
chance to play with the light quite a bit… because I was work-
ing with small lamps, you know Dedos and things like that, I 

actually got way more creative with it than I had anticipated.

AC:   On a movie like this, I would imagine that you would 
have had a large input and the director would have been 
grateful for it.

AL:   Yeah, absolutely. It took a while to get inside his head, 
because I didn’t have the pre-production time that I’d normally 
have. You know, even on short fi lms, leading up to the shoot, 
I spend as much time with the director as I can, just to get 
inside their head, so I had to feel my way for the fi rst couple of 
weeks, just to… 

Every director’s different and I had to 
work out what questions to ask him in 
order to extract the information I needed 

to offer him a frame and the coverage that he might like. By 
the end of the movie we were on the same page and quite 
often we’d have ideas at the same time. [laughs]

AC: You’ve just wrapped the movie, is the director happy?

AL:   Oh, the director’s over the moon with the images. The 
producer’s extremely happy with it also. I’m… they’re some of 
the best images I’ve ever shot. As it should be, I guess. 

AC:   So technology and no budget allowed you to shoot 
a high quality feature with much more freedom to do 
what you wanted to do than had it been a $10m movie?

AL:   Absolutely. And the biggest infl uence was the lack of 
pressure or fear that would probably have affected some of 
the on-set decisions that I made. The more relaxed you are 
the better you think and function, and lack of fear was a major 
player.

AC:   But lack of fear can become a negative, don’t you 
think… it can lead to complacency, lethargy, arrogance, 
disrespect… ?

AL:   Yeah, it actually…it happened, I witnessed that fi rst 
hand. Occasionally the wheels would fall off . But I tried to 
keep that separate, like have those discussions off set. And 
if it was an individual or a department that was slacking off, I 
either spoke to the fi rst AD about it, or just pulled them aside 
and said, you know… had a talk to them at the end of the 
day. And they respected that. But jeez, every day I fi nished on 
a high. Each day exceeded my expectations. Everyone was 
getting a buzz out of the fact that we were making a movie.

AC:   Well, that’s what happens when you come into a 
small town like Hobart. Sadly, there’s not a strong fi lm 
culture in this town. There are some really good fi lm-
makers here, but they don’t get the opportunity to spread 
their wings very often. So what did you think of the Tassie 
crew? Was it a total Tassie crew?

AL:   Yeah, mainly Tassie crew. The gaffer (Richard Williams) 
was brilliant. I had to steer him in the direction that I wanted 
the lighting to go, but he and the rest of the crew were as 
keen as. The production designer was a rock… she was 
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calm, no matter what. And because of today’s technology, 
anyone with the motivation and the drive can make a movie.

AC:   I guess my only reservation is that whilst I love the 
concept of people telling their own stories, my main fear 
is that the disciplines and protocols that fi lm has set up 
over many years, that are integral to quality fi lmmaking 
may, incrementally, be diminished and lost. So how do 
you proceed along the low budget track and not end up 
with a bunch of smashing pumpkins just blazing away? 
Technology should deliver mankind a way of making more 
interesting fi lms, not a way of making more money.

AL:   

It’s ironic, isn’t it, that at a time when 
fi lm stocks are the best they will ever be, 
we’re shooting on technology that’s in its 
infancy? 

AC:   Well it’s taken a long time for that infant to get out 
of the nappies. Twenty years ago they were saying video 
would replace fi lm, but I refused to believe that… digital 
technology should have been invented fi rst. [both laugh]

AC:   So, is there anything else that you took out of your 
experience and would you recommend it?

AL:   Oh look, I would defi nitely recommend it. For me, and it 
would be the same for anyone in my situation, to do a movie 
under those circumstances is just, I think, a great way to get 
another rung up the ladder. But love the script before you sign 
on. 

AC:   So what would you like to end up doing? Obviously 
you want to make fi lms…

AL:   Oh I want to be a caterer [laughs]. Patricia’s taught me 
how to cook now, so… [laughs].  Seriously, I’ve got a taste for 
it now. I want to do more of it… there’s this sense of achieve-
ment you get when you make a movie. It’s not the same as a 
commercial.

AC:   But at the end of the day it’s all about making 
money, as is making TVC’s… getting bums on seats. I 
don’t buy the idea that morally and creatively you’re a 
better human being if you make a feature fi lm instead of a 
commercial. 

Just changing the subject… where do you go now if 
you’re a young kid and want to learn the craft skills 
required to enter the industry? 

AL:   Well, they’re under the illusion that you go to the 
Internet.

AC:   Ah, right. But the Internet doesn’t kick you up the 
arse if you do something wrong.

AL:   No.

AC:   And the Internet doesn’t give you the sort of tips 
that most old diggers in the fi lm industry can give you. 
You know, ’ Just do this or that’ … in retrospect, a blind-
ing fl ash of the obvious.

AL:   Well, not only that, the Internet you can search until you 
fi nd the answer you want, as opposed to someone telling you 
what you need to hear, not what you want to hear. 

I was so fortunate to come up in the era that I did, as I got to 
work with so many different DOPs, an enormous number and 
it’s amazing, I was at the ACS HQ recently and I realised that 
I had assisted eighty per cent of the wonderful cinematog-
raphers in the room and learnt something from each one of 
them, you know.

AC:   The last word goes to Larelle Bossi, Co-Producer - 
Breeding in Captivity.

A special word of advice to any future 
employer of Aron Leong… he eats for 
four people and you must always have an 
endless supply of Gummy Bears!
(Roars with laughter.)

“
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Smooth, Refi ned, Versatile…

Packed with features, 
the SKYLINE 70 
becomes an extension 
of your creative genius.
Silky smooth pans, the best payload 
range in its class and ergonomic 
illuminated controls are just a few 
of the award winning attributes of 
Miller’s latest addition to its camera 
support range.

…Just like its operator.

FUNNY STORIES
I’m sure some of you would remember 
Leonard Teal. For those who don’t, 
he was the lead in a 60/70’s TV cop 
drama called homicide. He played a 
no-nonsense guy. I cast him in a TVC, 
to be shot in various outback Queens-
land locations, so hired a light aircraft to 
ferry us around. The pilot was chuffed to 
have a big TV star on board and during 
the second leg of the fl ight, asked Leon-
ard if he would like to take control of 
the aircraft. Leonard immediately went 
into his WW2 rave about him being a 
fl ight instructor and began to adjust the 
seat for piloting. Suddenly the engine 
cut out and we were staring through 
the windscreen at the propellor in it’s 
stationary, vertical position. The follow-
ing took place in split seconds... thank 
god. Our young pilot tried to restart the 
engine, but no go... he then did a rapid 
check of the meters and all seemed ok. 
Out of the corner of his eye he noticed 
that Leonard still had his hand on the 
‘seat adjustment’ knob, and immedi-
ately slapped it away. It was the fuel 
knob!!! He frantically opened the line 
and primed the engine... The turned it 

over, still no go. We are now dropping... 
fast. He cranks it again and it fi res. I had 
just spent another life.

We landed in Dalby, where I wanted to 
shoot a road train (a massive mac truck, 
trailer and 3 dogs) on the open road. 
The trailers were empty, so I placed 
the ARRI SR on the centre line with a 
5.9mm attached and sent the truck 
back a few km’s to get up to speed, 
which was to be around 100kph. He 
asked over the radio how close did I 
want him to come to me and the cam-
era, which I was hand holding. I replied 
“As close as you want, just miss.” As 
the truck roared towards me, I felt a very 
fi rm pair of hands grab my shoulders. 
I was very annoyed, but didn’t have 
time for an argument. I heard Leonard’s 
deep, ‘Man From Snowy River’ Voice 
say, “I’ve done this shot before and you 
need someone to hold you, otherwise 
you’ll...” That’s all I heard before the 
truck noise drowned him out. As it 
screamed past me, it took all Leonard’s 
strength to hold me. The draft caused 
by the speed and the empty trailers 

would have been far too strong for me 
to withstand and I certainly would have 
ended as road kill. Imagine, a trailer and 
3 dogs powering over you at 100kph. 
Unrecognisable road kill I would say. 
Another life goes down the drain.

So In less than 3 hours I had almost 
died, twice, fi rst Leonard had almost 
killed me, the he saved me from certain 
death.

Moral of the story; listen to the old folk. 
They know stuff.

f



AC: Tell me about yourself Dan.

DMac: I came down from PNG and started in the fi lm industry 

in the Art Department. Expo 88 came along and I was working 

for a chap called David Napier, who’s now a director, and he 

was making animatronics and prosthetics. We were building 

sets and props for Expo 88 and then I got offered a job at 

a production company called Media Dynamics with Warren 

Lazarides – he›s a focus puller now. I was 18. I started to 

learn to shoot on 16mm and started shooting short fi lms and 

picked up my fi rst award at the New Filmmakers Awards.  I 

did some focus pulling and clapper loading down the coast 

with John Stokes and Ben Nott and a lot of other corporates 

and documentaries. In 1997 I decided I was going to be a 

DOP full time and I started shooting music videos and I shot a 

fi lm called Stop that ended up in Cannes Film Festival in 2000. 
At that time I shot clips for a lot of big Australian bands like 
Powderfi nger, John Butler Trio, Regurgitator and won some 
ACS awards including a Golden Tripod for The Whitlams Blow 

Up the Pokies in 2001. 

In 2007 I shot Blood Money. Since then I’ve shot three fi lms 
and I got an opportunity to go to India for a zombie 
comedy.  And last year shot Deception with Brian Trenchard-
Smith and The Suicide Theory, an Australian indie fi lm.

AC: Was it always your intention to head into drama?

DMac: I’m defi nitely more suited to drama, shooting feature 
fi lms... Sinking your teeth into a movie is very rewarding.  

Blood Money is set in Miami, Hong Kong and Australia and 
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is about some Columbian gangsters who clash with some 
Chinese gangsters. There’s a hitman, he goes around killing 
everyone. And various other plotlines. But visually and for 
the price, no one’s made an action fi lm like this in Australia 
recently. I’m really proud of the cinematography, the look of 
the fi lm and I was rapt to receive the Gold Award for Features 
for the fi lm at the recent QLD ACS Awards. 

We shot some of it in Brisbane, but most of it was shot in 
Hong Kong and Miami. Very small lighting kit… a 2.5K and a 
couple of Kenos and other bits and pieces. Just in Walmart in 
the US alone it sold 15,000 copies on DVD in the fi rst week. 

I used a lot of soft lighting and found myself turning lights off 
to get the mood darker. There’s not much grading on that 
fi lm.  In fact, I didn’t get to grade the fi lm myself, so it wasn’t 

properly graded.  It went through post and they tweaked a bit 

of contrast and that was about it, so basically it ended up as it 

came out of the camera.  And all the car shots were shot out 

the side of a van [laughs], the back of the van!  The helicopter 

shots were all shot out the window of an R22.  So it was 

basically run and gun.  But we had many, many gruelling 

weeks of night shoots, because the whole thing was set 

at night. I think there’s one day scene.  So we spent three 

months in the dark.  And we killed ourselves.  We didn’t have 

a First AD or Continuity, which was pretty amazing, and Greg 

McWalter, the director/writer, had never made anything that 

big before.  So there was a lot to overcome.  

The mind boggles how we did it. It’s full of action and fi ght 

scenes, special effects and all the rest of it.  But I really don’t 

dop dan macarthur
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are you shooting?

DMac:    I’m in Prague at the moment, on my way out of 
West Africa. My partner Melanie Poole and I were shooting 
in Morocco.  We did two parts of a series I’m working on 
with her.  She’s producer and presenter.  It’s a self-funded 
documentary about festivals of love and marriage within 
different cultures.  And we ended up in Niger in West 
Africa, which is apparently ‘no-go’ territory according to the 
Australian government. 

AC:    Do you have a pre sale?

DMac:    No, out of the two episodes we’ve shot, we’re going 
to put together a ten minute pilot and then try and sell it to 
National Geographic or Discovery. It’s a labour of love project 
that my partner has been wanting to do for years. 

““

want to make action fi lms for the rest of my life, that’s for 
sure.  It was a gruelling process!

AC:     You’ve got to be careful how you talk up the low 
budget/high quality thing Dan.

DMac:    Yeah, exactly, that’s right.  

I don’t want to be known as the guy who 
can shoot low budget movies and make 
them look expensive. Not all the time 
anyway - even though that’s the way 
movie budgets are heading these days.

AC:    Moving on, where are you at the moment and what 
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We also visited the nomadic Berber people who live in the 
Atlas Mountains in Morocco…  they come together once a 
year for this festival. They meet up and fi nd their loved one, 
marry and remain together for the rest of their life. In Niger 
we were fi lming the Wodabee tribe… beautiful, both the men 
and the women. We were the only westerners there, so the 
ceremony was genuine - not for the tourists.

AC:    What camera did you use?

DMac:    The Canon C300. 

AC:    Was it good to operate in that situation?  I imagine 
you would have been doing a lot of hand-held work.

DMac:    Yeah, I don’t like using matte boxes and all that 
stuff… just the lens. I thought it was really good for hand-held 

work and with the image stabiliser I could shoot long lens and 
get good steady shots all the time.  So it was great, yeah. 

AC:    What are the pros and cons of Canon C300?

DMac:    If you’re into using DSLRs, then I think it’s a camera 
that’s quite easy to adapt to, because they’ve defi nitely 
designed it around the usual Canon setup with the controls 
and dials etc, half the time you really don’t have to think about 
things. 

AC:    It’s intuitive?

DMac:    Yeah it’s very simple, there’s only one or two knobs 
you need to access regularly. I also had the viewfi nder fl ip-
screen on the top of the body. And I had to manage the audio 
as well, so I had a radio mic and shotgun mic… it’s also got 
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audio limiters, so if you can’t keep an eye on audio all the 
time, at least you’re not going to get distortion. 

AC:    What was it like in high ASA ratings?  Did you shoot 
any stuff in low light?

DMac:    I did yeah. I didn’t really want to push it up to 1600 
or anything like that.  I never have any faith in massively high 
ASA ratings . It’s got a cinema plug-in – one of the presets for 
a cinema look which keeps it nice and fl at, so you can get as 
much detail as possible in the dark areas.  And that seemed 
to work pretty well, because you know, shooting during the 
day out in the desert I had to contend with extremely high 
contrast situations... black skin tones, blacker shadows, hot 
skies... and f32 on the other side of the head… [laughs]  But 
all in all I thought it was good.  

AC:    Let’s move on to your most recent feature Dan. Tell 
us about Deception.

DMac:    That was a Limelight fi lm with the Bradley boys 
– Dale Bradley and Grant Bradley – and it was directed by 
veteran Australian director Brian Trenchard-Smith.  He’s made 
over 40 fi lms, as you know.  It starred Cuba Gooding Jnr.  
The budget was about $2 million. I went for the interview, got 
the job and we started shooting pretty much straight away. 
They liked my previous fi lm Blood Money. We had Cuba 
Gooding Jnr for a total of eight shooting days.  He had the 
lead role as a cop. We shot pretty much the whole thing in 
three weeks.  Sound familiar? The fourth week we shot a big 
car sequence and a whole bunch of other second unit type 

“

“

things.  But really we knocked the whole body of it over in 
three weeks.  

AC:    Where did you shoot?

DMac:    It was all around the Gold Coast, on location.  No 
studio sets.  Basically found a couple of interior offi ce blocks 
and over a couple of fl oors set up four or fi ve different sets.
So it was a really, really fast shoot.  I remember there 
were days where the call sheet looked more like a shot 
list!  [laughs]  The scene rundown was literally 25 scenes, 
something like that. 

AC:    What was the most setups you did in one day?

DMac:    I think we topped about 93 setups.  

We had two cameras running at the same 
time.  Not for all of it, but in one day we 
did 93 setups 

which was pretty...yeah...  That beat Brian’s record of 73 at 
the time!  So he was pretty impressed by that!

AC:    What sort of cameras did you use?

DMac:   We had two Red Scarlets, because we wanted to 
shoot 4K. And we used a whole range of Canon lenses.  

AC:    How did you fi nd the Scarlet?  Was it OK?

DMac:    It worked remarkably well, I thought.  Never had any 
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over there, the number of crew you have to deal with. We had 

a small crew… of about 95!!!  And that was small.   So you 

can imagine what it’s like on a big day?

AC:    Did you have any idea who was who, and what they 

did?

DMac:    It was pretty funny – if I wanted to move a C stand, 

I had to go and fi nd the guy who was in charge of that C 

stand… I’d be yelling out, “Can someone move that stand?” 

and no one would move until it went down the chain of 

command, ‘til so-and-so who was relaxing in the back of the 

truck came to move it.  But I ended up moving things myself 

and that’s when they’d all jump to attention!  Because, you 

know, DPs aren’t supposed to touch anything.  But that›s not 

my style.  

I prefer to just have a fi ddle myself… you want things your 

own particular way. 

And I certainly prefer to use less lights whenever possible, for 

a number of different reasons.  I don’t like things that are over-

lit and I don’t like things that look deliberately lit or anything 

like that.  I mean, obviously sometimes you want to make it 

look beautiful… like if it’s a female in restaurant it may look 

a little bit “lit”. [laughs] But I always prefer to light minimally, 

““
breakdown issues like the RED 1 used to.  And, you know, the 
fast boot-up time is a vast improvement on the RED 1.  And 
we didn’t lose any footage and no footage got corrupted… it 
worked like a dream. No complaints at all.  

For the price that you pay for it you’re 
getting 4K pictures.  It’s certainly a good 
feature fi lm model.  But I wouldn’t take it 
on a documentary to West Africa!

AC:    Why not?

DMac:    Being in the middle of nowhere and in those 
conditions, I don’t think I could put my faith in it… I don’t think 
it’s robust enough. 

However, previous to Deception I shot a zombie comedy fi lm 
in India on the Alexa. We shot in Goa, which was a long way 
away from the fi lm hire companies and the Alexa  proved to 
be bullet proof. Having said that, we couldn’t shut the Alexa 
we were using down.  So to cut we had to disconnect the 
battery [laughs], and when we wanted to roll again the 
assistants would shove the battery back on!  And the Alexa 
was like, “Yep, I can handle that”. Hilarious.  But it’s amazing 



fi lm set?

DMac:    For me it’s really the camera angle – everything 
starts with the frame.  Working with your director and always 
trying to present interesting angles, lens choices. Don’t get 
into the monotonous routine of wide shot, mid shot, reverse 
cutaways etc... sometimes I like to suggest coverage from 
completely different angles, so the audience feels a bit un-
comfortable, or whatever mood fi ts in with the script.  I think 
your storyline needs to revolve around the camera angle fi rst, 
and then the lighting fi ts in with that.  

AC:   It’s how well you understand the script and how in 
sync you are with the director’s vision, I suppose.

DMac:    For sure.  And you know, a lot of times a director 
might have a good idea about what they’re looking for, but 
nine times out of ten we’re working with limited time and 
money, so really it’s about being fl exible. You’ve done the 
location reccie and you’ve fi gured out your angles and every-
thing, but on the day things can happen where actors might 
change their mind or the director will want to play something 
a different way. And coming up on the spot with those fresh 
ideas is what gives it a vitality.  So yeah, that’s the sort of stuff 
I enjoy.  Just allowing the day to unfold, more or less. 

““

because with fi lm sets - until I get to the stage where I’m on a 
$20 million budget fi lm - which is still not very big budget but 
still bigger than the budgets I’m working with at the 
moment – then working fast and making sure actors can 
move around in the frame… just getting those results quickly 
is really paramount. 

Just trying to fi nd that sweet spot with 
the lighting so it looks natural, you know, 
without moving too many lights around 
the set. I think the other big reason is 
that audiences are far more sophisticated 
these days when it comes to knowing 
when it’s fake. 

I think the model for fi lmmaking in the 80s, which wasn’t that 
long ago really, was more stylized than today… today they’re 
used to watching You Tube and things like that, where it’s 
realistic. 

I think the other thing is if you keep mixing it up and doing things 
differently, it keeps your work interesting and fresh as well.  

AC:    What is the most important part of your job on a 
f
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In 2009, the Hungarian Society of Cinematographers and IMAGO organized the fi rst 
Cinematographer’s World Conference in Budapest. 

Ron Johanson ACS, Peter James ACS ASC and myself, László Baranyai ACS HSC, 
represented Australia.

During our visit we learned of the HSC Film Crew School, created in 2006 by Emil No-
vak, HSC accredited DOP and former AFTRS graduate. With the help of a HSC mem-
bership boasting vast experience from all around the globe, Emil started the school to 
provide a unique opportunity to educate the next generation of Hungarian fi lmmakers.

The HSC Film Crew School curriculum is based on 50+ years of fi lm education from 
both the Hungarian industry and the AFTRS.

The Film Crew School regularly invites professional fi lmmakers from all over the world to 
prepare students for the realities of working internationally, as well as introducing them 
to the latest fi lmmaking technologies. In 2012, the HSC, inspired by the strong achieve-
ments of the Film Crew School, applied for a government grant to establish a Cinema-
tography Masterclass.

The concept of the Masterclass was simple and open to young fi lmmaking students 
nationwide, from different educational institutions. Two Cinematographers, with inter-
national fi lm experience and knowledge of the Hungarian fi lmmaking landscape, would 
share their experiences and instruct in all aspects of the DOP’s work. 

The Masterclass would demonstrate the creative use of low budget resources, while still 
focusing on content and storytelling.

To this end, the HSC invited Lajos Koltai HSC ASC, Director/DOP (Mephisto, Meeting 
Venus, Malena, The Legend of 1900, Evening and numerous US-based credits) and 
myself to lead the 2012 Masterclass. 

With added support from VISIONTEAM, ARRI-RENTAL, SCHWINDL, MAFILM, HUN-
GARIAN FILM LABORATORY, and the MAGYAR NEMZETI FILMALAP ZRT, the Mas-
terclass was offered free of charge. The Australian Cinematographers Society also 
participated, offering certifi cates to the attendees and special awards to the best of the 
students.

***

15/11/12 --- Day One was spent watching and analyzing movies.

In one of Budapest’s largest and most beautiful cinemas, the Urania, more than 300 
young fi lmmakers gathered to hear Lajos Koltai share his experiences of working on 
Sunshine, the epic story of a Hungarian-Jewish family’s fate through the 20th century, 
directed by the Academy Award winner, István Szabo. 

Lajos highlighted the importance of detailed preparation and discussions with the 
director and other collaborators before shooting commences. He explained his artistic 
decisions in portraying different historical periods (WW I and II, the 1956 uprising and 
present day). He talked at length of the importance of working out stylistic and techni-
cal details pre-shoot, ensuring the DOP has the best possible opportunity to create a 
unique and memorable visual experience. He also advised the students to be focused 
on the content of the script, and avoid unnecessary compromises which might impair 
the production.

Lajos emphasized the importance of a caring relationship between actor and cinema-
tographer. Not just on the technical side, but on the personal side as well, to make 
the actors feel the person behind the camera is a partner, someone they can trust and 

REFLECTIONS ON A MASTERCLASS 
IN BUDAPEST  BY LÁSZLÓ BARANYAI ACS HSC



The fi rst fuorescent lighting setup from the “creating something out of nothing” exercise. IMAGE from the Blue Ray Rushes.

Lajos Koltai HSC ASC explains his thoughts on “creating something out of nothing” in the MAFILM studio. 
PHOTO Veres Hajni



depend on.

In the afternoon it was my turn to screen and discuss exam-
ples of my recent works in Australia: Conspiracy 365, Curtin, 
Roy Hölsdotter Live, Noise.

During the screening I explained the artistic, technical and 
logistic challenges behind these very different productions. 
We discussed the importance of using time and resources 
effi ciently, the ever-present challenge of problem solving, and 
how cinematographers are working on both the artistic and 
technical side of a project, so they are often required to help 
out the cast or other departments. 

We also talked about the structure of our fi lm industry and the 
recent technological changes affecting the Cinematographer’s 
work. 

We discussed the similarity between the Hungarian and 
Australian fi lm industries; both countries have relatively small 
markets for domestic product, thus relying on government 
assistance; fi lmmakers are often forced to work creatively to 
make up for budgetary shortcomings; and we also share in 
the struggle against the fl ood of American projects into our 
cinemas and suffer similar disadvantaged distribution prac-
tices for our fi lms.

***

16/11/12 --- Day Two was dedicated to practical work.

We began on the biggest soundstage of Mafi lm. Here, a 
simple set had been constructed: a corridor with one window 
at the end and a door half way down.

First, Lajos Koltai HSC ASC demonstrated what he calls “cre-
ating something out of nothing”, how to create emotional and 
dramatic situations with minimal resources. 

With a character sitting alone on a chair, he introduced a 
single cold fl uorescent light source in the middle of the set 
creating an alienating and slightly depressing look.

Then he changed the concept, introducing warmer tungsten 
light through the door and window to illuminate parts of the 
corridor where a women was now sitting, a man walking deep 
in frame. 

With different framing and positioning of the characters he 
demonstrated the basic story-telling functions of camera, 
lighting, framing and composition.

It was intriguing to see how these basic elements so clearly 
conveyed the relationship between the man and the woman, 
without a single word of dialogue. 

During this exercise Lajos never used more than two lights, 
demonstrating a very economical way of “creating something 
out of nothing”.

This day turned out to be long. After 6pm, I took the students 
to one of the most interesting monuments in Budapest for a 
night exterior lighting exercise.

The Vajdahunyad Castle was built between 1896 and 1908 as 
part of the Millennial Exhibition celebrating 1000 years since 

the Hungarian Conquest in the Carpathian Basin in 896. It is a 
copy of the Hunyadi Castle in Transylvania (now in Romania). 

The concept behind this exercise was to create a night scene 
in front of this huge castle with limited time and resources. 

We built a 40ft track to follow our character, who leaves the 
castle, passes a campfi re and walks far away, ultimately 
revealing the entire castle in the background. Adding a further 
complication to this set up, our character illuminates his way 
with a small torch. 

The small crew consisted of an operator, camera assistant, 
a gaffer (József Simon), two lighting assistants and one grip, 
Miklós Herceg, who used to be my fantastic dolly grip on the 
last projects I worked on in Hungary. It was a dream for me to 
work with him again after 25 years.

We had several takes with different lenses; 18mm, 50mm and 
85mm, illustrating the different characteristics those lenses of-
fer on the same track. We also discussed the logistics behind 
a night shoot involving diffi cult locations and the need for 
detailed preparation, both artistic and technical.

It was fantastic to see more than 300 keen young fi lmmakers 
gather around monitors at the foot of this castle, all enthu-
siastically fi ghting the cold. They didn’t want to leave after 
we wrapped at 11pm, and remained well after, passionately 
asking questions.

***

17/11/12  --- Day Three was post production and Q&A.

In the morning we visited the Hungarian Film Laboratory and 
with the help of László Kovác’s colorist, we screened the foot-
age of the two exercises from the previous day. 

László also gave quick demonstrations of the possibilities of 
grading using our Red Scarlet fi les, while Lajos and myself 
explained the importance of the DOP’s control at the creation 
of the fi nal look of their images.

In the afternoon we were back on the soundstage for a Q&A 
session.

Of course, we received countless questions: How to start, 
where to start, how to begin a career as a Cinematographer?

As in this Masterclass, while we were constantly talking about 
how to, where to and why to, we focused more on the human 
and artistic side of Cinematography rather than mere technical 
solutions, so our advice was simple:

“You have to think fi rst about why you want to be a Cinema-
tographer. What really motivates you: do you like fi lms, do you 
have something to say about the world, or do you just want 
to be celebrated? You must only choose this career if you feel 
you can’t live without it. It is a tough life, sometimes disap-
pointing, and sometimes you will fail. Filmmaking requires a 
lifelong dedication, so do not hope for quick and easy suc-
cess and always be aware of this fact: your position in the 
crew comes with the responsibility of looking after not just the 



The second lighting setup from the “creating something out of nothing” exercise. Very different mood, compare to the fi rst setup. 
IMAGE from the Blue Ray Rushes.



project you are working on, but the people you are working 
with. In any society, it is a tremendous responsibility and 
privilege to be a storyteller.

Filmmaking provides endless possibilities, as we use all the 
art forms and this affects us simultaneously in the moving 
image.”

As Lajos concluded: “Film is the only medium capable of 
carrying the wide range of emotions, all painted over the 
human face - from shame to anger to love. In the cinema, 
these emotions affect us all, in every country of the world.”

***

At the end of the Masterclass I had the honor to present a 
copy of Shadowcatchers (big thank you to Ron Johanson 
and the ACS) to Béla Pesics, the most successful of the 
Film Crew School students. With his wide technical knowl-
edge and excellent skills of visual communication, he has 
been accepted to study at the London Film School.

The Masterclass was a fantastic experience for Lajos and 
myself. We met with hundreds of young fi lmmakers, all 
committed to getting as much from the Masterclass as 
possible, and we witnessed their determination to 
create something special with their lives through expressing 
themselves visually. 

It also provided a rare opportunity for Lajos and myself to 
revisit our own works and rethink our creative concepts. As 
a practicing Cinematographer, I fi nd this the most diffi cult 
part of my work, but sometimes it is useful to go through 
some kind of self-examination and talk about it.

We have received plenty of feedback from the students 
since, and all agree - they are inspired now to go forward, 
work hard to make better fi lms and tell important stories.

After all the attendees left, we went back to the HSC 
offi ces. I had one more special duty to fulfi ll: I had the 
pleasure to present a gift of appreciation from the 
Australian Cinematographers Society to Lajos Koltai HSC 
ASC; a copy of Shadowcatchers, beautifully dedicated by 
our president, Ron Johanson ACS. 

In January 2013 the HSC Film Crew School decided to 
open a new, one year long course specially designed for 
creative teams of directors, DP-s and actors. 

During the course, with the help of Lajos Koltai ACS HSC 
the participants are going to analyze the special character-
istic of Hungarian, European and American cinema and in 
the fi rst six months,The KOLTAI ACADEMY will be focusing 
on the practicalities of building dramatic situations, creating 
characters, planning the rhythm and coverage of scenes. 

In the second term, while the creative teams are going to 
work on developing their individual projects, The KOLTAI 
ACADEMY is also going to provide an opportunity to meet 
and introduce these projects to producers and fi nanciers.

f



The third setup from the “creating something out of nothing” exercise. Introducing a second character. 
IMAGE from the Blue Ray Rushes.

Night exterior lighting exercise. Location Vajdahunyad Castle in Budapest. PHOTO Veres Hajni



SHORT FILMS
CINEMATOGRAPHERS STATE ROUND-UP 
BY NICOLA DALEY

GÖDEL, INCOMPLETE     DOP ROSS GIARDINA (NSW)

Gödel, Incomplete is a time-travel love-
story between one of the greatest minds 
of our time, Kurt Gödel (played by Matt 
Zeremes) and a lonely particle physicist, 
Serita Ceric (Elizebeth Debicki). 

In the 1940’s, Gödel, an Austrian 
mathematician, was the fi rst thinker 
in the history of science to rigorously 
demonstrate, through mathematics, the 
genuine possibility of time travel. The 
premise of this fi lm hinges around the 
possibility that Gödel was right, despite 
being ridiculed by his peers. 

During a particle acceleration 
experiment that went wrong, Serita 
inadvertently discovers time travel and 
is repeatedly drawn back in time to 
Gödel, each journey becoming more 
dangerous than the last. Their love affair 
is Gödel’s inspiration for his infamous 
theory on time travel. 

The fi lm was shot on the Arri Alexa 
supplied by Cinoptix and after 
numerous tests Ross decided to shoot 
on Zeiss Superspeeds, as they gave 
him the softness he was looking for to 
illustrate both present day and 1940’s 
Austria. Ross designed each section of 
the fi lm specifi cally. He explains, “The 
period scenes of the fi lm incorporated 
a warm colour palette with a density in 
the mid tones, while the present day 
world, mainly set in a science lab, lent 
itself both aesthetically and emotionally 
to a muted sterile palette with a cooler 
wash through the highlights, and with 
very little saturation in the image.”

Ross, and the Director, Martha 
Goddard, wanted to keep the 
characters as the driving force of the 
fi lm and they also wanted to 
implement the idea that there would be 

a subtle visual transition between the 
time periods. The biggest challenge for 
Ross was implementing the colour 
palette and lighting scheme on a 
minimal budget in both studio and on 
location. Ross knew how important it 
would be in selling the realism of the 
period, “the simplicity in our approach 
helped us achieve our vision, without 
compromising the style and look of the 
fi lm.”

Gödel Incomplete (taken from the fi lm)
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GRACE     DOP & DIRECTOR THOMAS MEADMORE (VIC)

On a family visit, Tom’s denial and self-
obsession, cracks when he sees himself 
refl ected in the narcissistic behavior 
of his 90 year old grandpa. Tom shot 
the majority of this short documentary 
on DVCam and various video formats 
over a period of 27 years – nearly his 

RAVAGE     DOP TOM GLEESON ACS (NSW)

Ravage, shot by Tom Gleeson ACS, directed by Jaime Lewis 
and produced by Leonie Rothwell was selected as a part of 
Metroscreen First Breaks Initiative. 

Thematically and politically, Ravage is a piece about power 
and the abuse of it, the way we can be blinkered to 
consequences and justify our actions when we are driven by 
what we most desire. The climax of the fi lm is dark and 
unsettling and will undoubtedly leave audiences with a 

whole lifetime. The fi lm is a personal 
portrait of what it is to move out of 
self-obsession brought on by addictive 
behavior. It was made using personal 
home video and diary-cam footage that 
was never intended for exhibition, Tom 
had originally set out to use the footage 

as a record for his kids to see what he 
was like when he was young. As Tom 
says, “so it’s an extremely honest fi lm! 
When I was going through a mammoth 
emotional shift in my life, I pulled a lot 
of it together, in particular footage I had 
shot around that time and just blurted 
out how I was feeling. This fi lm is the 
result. That was fi ve years ago - and as 
it was extremely personal, it took me 
this long to feel comfortable fi nishing the 
music and adding fi nal touches for an 
audience to see. I am extremely proud 
of this fi lm, its honesty and potential to 
reach people who have felt the same 
way.” Since then it has screened at the 
Warsaw Film Festival, San Francisco 
International Festival of Shorts and the 
St. Louis International Film Festival. For 
more info visit http://www.gofi shfi lms.
com.au/grace.

resonating impression. 

Ravage was shot with an Epic camera on Zeiss ZF spherical 
glass with a 2.35 aspect ratio. Lighting was designed to look 
natural to help create an authentic world for our performers. 
Partly in counterpoint to our naturalistic lighting, we chose the 
wide screen format for a more cinematic gravity. 

For more info visit https://www.facebook.com/RAVAGEfi lm

Ravage (taken from the fi lm). Tom Gleeson ACS explores the dark side

SHORT FILMS  /         57

f

f



HER NAME WAS     DIRECTOR ANNIE NGUYEN (SA)

The animation Her Name Was is a 

Dadaist fable about an unusual girl, 

born of a butterfl y, eaten by a spider 

that was eaten by a fi sh that became a 

cocoon and was eaten by a shark. The 

story centres on her long search for love 

and acceptance.

ELIZA     DOP LESLIE MARSH (NSW)
Eliza, a short documentary by fi lmmaker 
Kate Vinen and shot by Leslie Marsh 
on the Sony EX1, explores the life and 
mysterious death of a woman called 
Eliza Kennedy, who lived in Outback 
NSW in the late 1800’s and was 
rumoured to be a prostitute. Her lone 
gravestone still stands by a salt lake in 
the middle of the desert around 300km 
north of Broken Hill and reads ‘Eliza 
Kennedy.  32 years of age. Her 
charity covereth a multitude of sins’. 
Eliza’s memory has become woven into 
local folklore and curious travellers from 
all over the world visit her gravestone. 
The documentary aims to explore the 
woman still talked about 126 years after 
her death.

The fi lm is a frame-by-frame charcoal 

animation. Annie commissioned an 

artist to draw the key frames and then 

the images were tweaked digitally in 

Flash. Every single frame was then 

printed out and coloured, and shaded 

with charcoal by hand. The charcoal 

frames were then photographed using 
a lightbox and brown paper behind the 
frame to create a parchment type effect. 
All of the 3,200 photographs were then 
edited together to create the fi nal fi lm. 

The story was inspired by a Portuguese 
poem by Hugo Barata, which was 
translated and adapted into a screen-
play by Annie. Hugo is suffering from a 
degenerative disease, which affects his 
eyesight, and Annie wanted to make the 
fi lm so he could see his poem come to 
life before he ultimately loses his vision. 
For more information visit http://www.
bluebirdproductions.com.au/works/her-
name-was/   and  
www.circuitbreakerfi lms.com

Her Name Was (taken from the fi lm). 
Beautiful charcoal animation.

Eliza (taken from the fi lm). A reconstruction shot in Broken Hill.
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BY SHANK’S PONY     DOP CLAIRE GRAHAM (WA)

By Shank’s Pony is an old fashioned 
Australian saying that means ‘to walk’. 
As in, how are we getting home? By 
shank’s pony. Its use is sarcastic and 
taunting: there is no pony belonging to 
Shank or anyone else. Only your own 
legs will carry you home. Only you can 
bare the weight of your life, the weight 
of your journey. Yet some journeys don’t 
have to be walked alone. By Shank’s 
Pony is a beautiful fi lm about friendship, 
explored through two best friends trying 
to make their way back home from the 
outskirts of Perth. Kirsten Robb, who 
directed the fi lm, says “I had just fi n-
ished my honours thesis on the 
Mumblecore movement and we wanted 
to shoot the fi lm in a similar style - 
natural lighting, simple composition and 
no defi nite storyboarding. We wanted to 
keep lots of room for on set improvisa-
tion and make sure the actors felt they 
could go off script and not worry about 
hitting certain marks for the camera. It 
was about being naturalistic, so Claire 
found herself having to work around the 
actors rather than strictly composing 
each shot. I think what came out of that 
is certainly a more authentic way for us 
to tell the story.” Shot on a Canon 7D 
and with a 50mm fi xed lens, Claire shot 
the entire fi lm hand held, using a home 
made rig. Claire says, “I worked by 
fi guring out the focal distance and trying 
to keep the actors that distance away 
from the camera. It worked most of the 
time thanks to my fabulous camera 
assistants. Towards the end of the 
shoot, I got very good at walking back-
wards, by doing the squat walk to try 
and minimize the jumpy camera!”

The priority in this fi lm was the 
performances, so Claire used mainly 
natural lighting to give the actors 
freedom to move around. Refl ectors 
and blacks were used for the 
exteriors and only one light was used 
in the bedroom scene at the end of the 
fi lm. For more info visit https://www.
facebook.com/pages/By-Shanks-
Pony/188868137796521

Jessica de Gouw (Lou) in By Shank’s Pony, fi nal bedroom scene. 
PHOTO by Stevie Cruz-Martin

Whitney Richards (Amy) and Jessica 
De Gouw (Lou) in By Shank’s Pony. 
PHOTO by Stevie Cruz-Martin
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In some ways it might have been better if Mr Hitchcock had 
allowed a doco crew on the set of Psycho. But in his tight 
and decorous universe such a thing was unthinkable. And 
that’s a pity because some of the greatest insights in the 
terrors and fever dreams of movie making are in documentary: 
Les Blank’s wonderful Burden of Dreams (watching Werner 
Herzog’s crew and cast go nuts up the Amazon) and Hearts 

of Darkness, Eleanor Coppola’s excoriatingly honest take on 
the deranged and magical madness that was the making of 
Apocalypse Now (Francis Ford Coppola, 1979).

And then there were the books: Michael Powell’s lilting take on 
his insanely diffi culty island shoot of Edge of the World (Edge 
of the World, London: Faber & Faber, 1990. ISBN 0-571-
15306-2). This book is a new(ish) and re-named edition of 
Powell’s 200,000 feet on Foula (1938), this being the amount 
of fi lm he had shot there. And fi nally there’s the magisterial 
Picture, by Lilian Ross, tracking John Huston as he made The 

Red Badge of Courage in 1951: as we go to press, by the 
way, Ross is still writing for The New Yorker! Film keeps you 
young.

Hitchcock (Sacha Gervasi, 2012), the movie, Robert Bloch’s 
novel  Psycho (1959) (the basis for the screenplay of Psycho), 
and Alfred Hitchcock and the Making of “Psycho” (Stephen 
Rebello’s book which is the matrix for Hitchcock) go about 
matters in very different ways.

Of course, to make a fi ction fi lm or even a docudrama about 
a specifi c movie is just about impossible. The Coen Brothers’ 
Barton Fink is a standout in this respect, dealing, as no other 
fable has done, with not only a brilliant picture of the prewar 
movie business but the creative fl ow (or, in poor Barton’s 
case, the sudden and bewildering loss of ideas) and throws 
in a whole alternative history of American cultural follies of 
the twenties and thirties from stage to screen and, fi nally, a 
classic Black Mask magazine murder - that genre of writing 
that would have so much of an effect on the worldwide  
obsession that was to become known as Film Noir. Along 
with Robert Altman’s The Player, these two remain the most 
entertaining and coolly informative about that most fi endishly 
hard business of all, of writing and making movies!

Murder, mayhem, obsession: back in the day, it had to be 
Alfred Hitchcock. But how do you make a convincing modern 
(2012) fi lm about this most authoritarian and yet enigmatic of 
all fi lm

directors, whose fi rst movie was a silent? Luckily, this time a 
sourcebook was at hand: Stephen Rebello’s Alfred Hitchcock 

and the Making of “Psycho”.

In many ways Rebello’s work is a journeyman effort, but apart 
from Francois Truffaut’s book length interview with the great 
man in the almost 400 page tome Hitchcock (1967), it is as 
detailed an account of a (very) diffi cult fi lm shoot that turned 
out to be the masterwork as we all (mostly) admire and that 
anyway cannot be ignored by any fi lm lover. 

The book itself was fi rst published way back in 1990. Stephen 
Rebello researched the fi lm thoroughly enough through 
Hitchcock’s personal records and archives and he interviewed 
virtually every surviving cast and crew member. Prior to the 
book’s publication, Rebello’s initial research appeared as a 
22-page article in the April 1986 issue of Cinefantastique 
magazine entitled Psycho: The Making of Alfred Hitchcock’s 

Masterpiece.

Rebello’s book tells us pretty much everything we could ever 
need to know (except lenses and lights, maybe) about the 
making of Psycho. Starting from the monstrous crimes by Ed 
Gein, that ‘inspired’ Robert Bloch’s novel on which the fi lm 
is based, Rebello takes us through the novel’s adaptation 
into a screenplay and the fi lm’s preproduction, shooting, 
postproduction, and ultimate reception. 

Even Psycho ‘leading man’, the fastidious Anthony Perkins, 
called the book, “Meticulously researched and irresistible ... 
Required reading not only for Psycho-fi les, but for anyone 
interested in the backstage world of movie-creation”.

MANY VERSIONS: 
ONE PSYCHO  
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Rebello’s technique is as painstaking in its own way as 
Truffaut’s Hitchcock, (still the gold standard of movie maker 
analyses). Rebello himself includes an incredible amount of 
detail and in doing so reveals what mattered the most to 
Hitchcock in the process of making his movies.

The movie of course, tizzies all this up while remaining a 
brilliant metaphor for the collaborative efforts that even the 
greatest genius of a creator must, in the end, admit to. In this 
case that of Hitch’s wife, the protean Alma Reville. Indeed, 
where Rebello’s book is a useful addition to your library of 
fi lmmaking, Hitchcock the movie is much more – a love story 
about the heady days of early sound cinema (well, silent, too 
for Hitchcock began with the masterly Blackmail in 1929). 
Rebello barely mentions Reville and the index (such as it is) 
has a mere eleven entries.

One moment shines through though it might mean little 
to anyone but the readers of his journal – and it’s from the 
movie.  One morning late in the shoot Hitch has had enough 
and can’t make it to the studios at all. It’s Alma who turns 
up instead, this time taking over the whole shebang.  Helen 
Mirren plays her with wit and dazzling intelligence.

Alma is fi rm, organized and sweeps up the storyboards 
to check coverage for the day. Only one line of dialogue is 
needed to establish her authority: “and that lens should be 
a 25mm”. Then, there’s a lovely moment of (old-fashioned) 
technical authority that gives a clue to the unstoppable 
force that was not just Hitch, but combination of the 
two soul mates: a hero of the cinema called Hitch-Alma 
maybe? Anthony Hopkins, refusing to fatten up too much, 
nevertheless verbally and intellectually nails Hitch forever.

So, though Rebello’s book is lightweight on the details of their 
great connection, what lingers in the mind is Hitchcock the 
movie, a biopic that actually works and reveals at least in part, 
a funny, touching fable about the love of cinema that animates 
us all!

Offcuts:

Screenwriter Whitfi eld Cook, played in the fi lm by Danny 
Huston, recalls:

“I was quite crazy about Alma because she was so gentle and 
yet so strong. I don’t think she cared that people thought she 
was working in the shadow of Hitch. She adored Hitch and 
she loved working with him. One thing I did notice about her 
was that she never talked about herself and she never talked 
about the past. She had been a pioneer in the silent era, but 
she never made a point of mentioning it.”

Hitchcock (2012), directed by Sacha Gervasi

Alfred Hitchcock and the Making of Psycho, by Stephen 
Rebello

Soft Skull Press; Media tie-in edition (January 15, 2013)

ISBN-10: 1593765118
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Lighter 150mm sticks for big setups

Looking for a lighter weight tripod to 

support your large OConnor fl uid head? 

The new 60L carbon fi bre tripod from 

OConnor is ideally suited for the 150mm 

ball-based Ultimate 2065 and 2575D 

fl uid heads.  The 60L carbon fi bre tripod 

provides a support system that is lighter 

weight with quick setup features, yet 

is solid enough to carry large fi lm and 

digital camera confi gurations, such as 

a fully accessorized ARRI ALEXA, up to 

95kg.

Camera set-ups change so often you 

need a fl exible fl uid head. If you are 

looking for a versatile option to 

support an array of camera setups 

then the OConnor 1030D and 1030Ds 

fl uid heads offer seamless transition 

from heavier to lighter payload camera 

setups, such as a RED Scarlet, the new 

Blackmagic Design Cinema Camera, 

the Canon C300 and C500 and the 

Sony F5. The OConnor 1030D has a 

payload range up to 13.6 kg with a 

+/-90° tilt range. The 1030Ds supports 

up to 18.6kg with a +/- 60° tilt range. 

Both fl uid heads combine a sporty 

industrial design with features that were 

originally engineered for the larger 2575 

and 2065 fl uid heads. Crucially, they 

still provide the famous OConnor feel 

regardless of the payload as the legend-

NEW GEAR

CAMERA SUPPORT 
ACCESSORIES FROM OCONNOR

ary Sinusoidal Counterbalance system 
provides true, accurate balance at any 
point of the tilt range and the stepless, 
ultra-smooth pan and tilt fl uid drag of-
fers ultimate control and stability.

 The O-Focus Dual Mini is a double-
sided direct drive professional follow 
focus system which has two versions: 
the Photo Set and the Cine Set. Each 
provides its own unique transmission 
ratio for either still or cine style camera 
lenses, which is achieved by the use 
of two different types of handwheels 
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that interface with the main bridge to 
generate optimized transmission output. 
The O-Focus Photo Set comes with a 
unique gear ratio of 1:0.75 and a hard 
stop handwheel, while the O-Focus 
Cine Set utilizes the CFF-1 studio 
handwheel. The handwheels can easily 
be swapped without tools, offering 
maximum versatility for customers using 
both lens types. 
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In this issue of Film Facts 
we have set out some 
examples of common work-
related expenses incurred 
by cinematographers. 

Agent’s Fees

A deduction is allowable for 
commissions paid to agents. A 
deduction is not allowable for up-front 
fees or joining fees paid to an agent. 

Bank Fees

A deduction is allowable as a work-
related expense, for Financial 
Institutions Duty.

Clothing, Uniforms  
and Footwear

A deduction is allowable for the cost of 
buying, hiring or replacing clothing, 
uniforms or footwear (clothing) if these 
items are:
(a) protective
(b) occupation specific
(c) compulsory 

(d)  non-compulsory and entered on the 
Register of Approved Occupational 
Clothing or approved in writing by 
the ATO before 1 July 1995; or

(e)  conventional, but satisfy the 
deductibility tests.

Expenditure on clothing, uniforms and 
footwear must satisfy the deductibility 
tests and must not be private or 
domestic in nature.

Computers and Software

A deduction is allowable for depreciation 
on the cost of computers and related 
software, if purchased together, which 
are used for income-producing 
purposes. If the software is bought 
separately it is depreciated separately. 
The deduction must be apportioned 
between work-related and private use. 

Conferences, Seminars 
and Training Courses 

A deduction is allowable for the costs of 
attending conferences, seminars and 
training courses to maintain or increase 
knowledge, ability or skills as a 
cinematographer. There must be a 
relevant connection between the 
conference etc. and your current 
income-producing activities.

Depreciation of 
Equipment

A deduction is allowable for depreciation 
only to the extent of the work-related 
use of the equipment. An item of 
equipment bought on or after 1 July 
2012 can be depreciated at a rate of 
100% if its cost is not more than $6,500 
and the film maker is in business.

Drivers Licence

A deduction is not allowable for the cost 
of acquiring or renewing a driver’s 
licence.

Fares

A deduction is allowable for the cost of 
using public transport for work-related 
travel.

Fines

A deduction is not allowable for fines 
imposed under the law of the 
Commonwealth, a State, a Territory or a 
foreign country, or by a court.

Further Editions – We will continue the 
list in future editions.  



On the camera and post production 
sides of the industry we’re now faced 
with a wide range of choices for formats 
and workfl ow.  It’s quite possible that 
there will never again be as broad a 
standard format as 35mm fi lm.

On the other side of the industry, 
theatrical cinema, the deal has been 
done and the standards have been 
set worldwide.  If your work ever gets 
screened in a cinema now or in the 
foreseeable future it will most likely be in 
this format and it’s called a DCP. 

WHAT IS DCP?

A Digital Cinema Package is a specially 
designed collection fi le types defi ned 
by the Digital Cinema Initiatives 
organisation which was created by the 
major Hollywood Studios to standardise 
the distribution and playout formats for 
the transition to digital cinema around 
the world.

If you want to see the DCI specifi cations 
themselves you can download the PDF 
from the DCI website.

It contains great lines like:

The DCDM gamma-encoded X’, Y’ and 
Z’ color channels are represented by 
12-bit unsigned integer code values. 
These 12 bits are placed into the most 
signifi cant bits of 16-bit words, with the 
remaining 4 bits fi lled with zeroes. Yes, a 
little light reading for a rainy day! 

A SIMPLE OVERVIEW OF THE DCP

A DCP consists of an MXF File 
containing the pictures in JPEG 2000 
Codec & XYZ Colorspace and a 
separate one for the sound plus XML 
fi les identifying the elements of the fi lm 
and how they should be played.

MXF WRAPPER FORMAT

The concept of wrapper formats is an 
important one in understanding the 
value of MXF.

You can think of it in terms of a 
book.  You could have a paperback 
copy, a hardcover or even an 
e-book.  All three can have the same 
content, i.e. the same words, but the 
wrapper is different and makes those 
words more or less useful in different 
contexts.

In media these wrapper formats work in 
very much the same way.  For example 
take a piece of h.264 encoded video.  It 
could be wrapped as an MP4, DivX or 
AVHD.  Same content, but in the DivX 
form it might be hard to watch on an 
iPhone for example, because the video 
player doesn’t recognise that wrapper.

So why use a wrapper at all?  Well to 
put it in very simple terms, if you think 
about a feature fi lm having around 
150,000 individual frames in it, then 
transporting and playing 150,000 
individual fi les can be a real pain, so 
putting them in an appropriate wrapper 

format is really useful.

One of the key advantages of the MXF 
(Material Exchange Format) is that it isn’t 
tied to any one manufacturer the way 
that something like Quicktime is tied 
to Apple (as an easy example).  Why 
is this important for DCP?  The DCP 
specifi cations are the underpinning for 
the huge worldwide investment in digital 
delivery and projection technology.

While there’s lots of formats capable 
of doing the job, MXF is one that’s 
been developed by the industry and 
won’t suddenly leave the industry with 
licensing or compatibility problems in a 
few years time.

JPEG 2000

Within the Picture MXF the images are 
encoded with intra-frame compression 
in the JPEG 2000 codec.  This is very 
different to the everyday JPEG format 
that everyone uses with digital cameras 
and a vast proportion of the images in 
the web.

Garden variety JPEG uses a type 
of  DCT compression which breaks 
the image down into blocks of 
pixels near each other that can be 
grouped together and colour values 
averaged.  This works on the principle 
that pixels near each other are often 
similar colours.

In simple terms, the bigger the blocks, 
the bigger the reduction in the amount 

NEW GEAR

GETTING TO KNOW THE 
REPLACEMENT FOR 35MM
BY BEN ALLAN ACS
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of data used.  JPEG & DCT are great 
at getting good looking images down 
to fi le sizes that are a fraction of the 
original.  The mathematics behind 
the process, therefore the processing 
power and time needed to do the job 
are also relatively modest.

The downside is that when the 
compression does become visible it is in 
the form of those blocks.  This is most 
noticeable in big areas of similar colours 
light the sky or a white wall, where 
one block averages one way and the 
adjacent ones go a different way.  Most 
people would now be familiar with 
how this looks even if they have no 
idea why.  The problem with this is that 
when it does become visible it is quite 
obviously an artifi cial effect.

JPEG 2000 or J2C format is a whole 
different animal.  It uses Wavelet 
compression which is much more 
complicated both as a concept and 
to implement.  The upsides are that 
the quality is much better and on the 
rare occasions when it does degrade 
the image, the effects look much more 
natural and are therefore much less 
noticeable to the audience.

Wavelet compression works on a similar 
principle to DCT in that it assumes that 
parts of the image that are close to 
each other are likely to be similar and 
can therefore be grouped to reduce the 
amount of information with a minimal 
effect on the image quality.  The clever 
thing about Wavelet Compression is 
that it does this by breaking down 
the image by the amount of detail or 
wavelet frequencies.

So when Wavelet Compression does 
introduce artefacts into an image it does 
it by softening, and not even softening 
the whole image, just a particular band 
of detail frequencies.  So a highly 
compressed image using a Wavelet 
codec doesn’t show rectangular blocks 
and can still resolve fi ne detail.  On a 

60 foot wide cinema screen, there is a 
whole lot of value in those two factors.

XYZ COLORSPACE

XYZ colorspace essentially takes RGB 
space and then refi nes it dramatically to 
more closely match the way the various 
Rod & Cone “pixels” in our eyes actually 
combine to perceive colour.  So while 
RGB is a very electronic friendly way of 
capturing, controlling and manipulating 
colours, XYZ space is a very effi cient 
way of presenting them so that they 
best match the human visual system.

XML

The eXtensible Markup Language has 
much in common with MXF in that it is 
an open, industry wide standard that is 
also highly fl exible in being able to be 
adapted to different applications.

Like it’s brother HTML, it is a simple 
way of recording and communicating 
information in forms that can be 
accurately interpreted by both the 
human eye.

RESOLUTION & ASPECT RATIOS

At a basic level the DCP format has only 
two resolutions, 2K and 4K. However, 
this can be a little misleading because 
these are the “container” resolutions 
and there can be any variety of 
different resolutions that fi t within these 
containers.  

For example, a standard 1920x1080 HD 
image actually fi ts within a 2K container 
that is 2048x1080.  

So an HD frame will fi ll the full height of 
the digital cinema screen with very fi ne 
black pillarbox lines down the side.  In 
a darkened cinema this is actually very 
close to the margin of error for the 
curtains!  In theory you could even put 
a standard defi nition image into a 2K 
container and you would simply end up 
with a very small image in the middle of 
the screen.

In 2K or 4K the image can either be fl at 

or with a 2:1 horizontal squeeze a la 
35mm anamorphic for a 2.35:1 screen 
ratio.  This can be achieved either at the 
mastering or encoding stage or even in 
camera if you’re shooting fi lm or Alexa 
anamorphic.

FRAME RATES

The DCP format supports 24, 25, 
30, 48, 50 & 60 fps in 2K-2D or 24 
& 48 in 2K-3D and 24, 25 or 30 fps 
in 4K.  Some older DCP servers may 
not be able to handle 25 or 30 fps, 
although this is rapidly changing.  
One big difference to fi lm is that the 
projected frame rate is locked in during 
the creation of the MXF fi le and cannot 
be changed by the projector.  I’ve 
heard stories of cinemas running their 
fi lm projectors at 26 or even 27 fps to 
squeeze in extra sessions but that’s a 
thing of the past with digital.

DATA RATES

The DCI spec’s allow for data rates of 
up to 250 Mbps but it’s important not to 
confuse the meaning of this with what 
data rates for camera recordings or 
post production indicate.

Because of the J2C encoding, the XYZ 
colorspace and the fact that the images 
are optimised for playback rather than 
subsequent processing the numbers 
have very different meanings to what 
we’re used to with cameras & post.

It’s also worth noting that the full data 
rate of 250 Mbps accommodates 4K 
or 3D at the highest quality deemed 
necessary.

I’ve been using 2K at around 65 Mbps 
and 4K at 180 Mbps and have been 
getting visually fl awless compression.

SUMMARY

DCP is rapidly replacing 35mm release 
prints around the world and there are 
plenty of reasons to be pleased.  No 
more prints deteriorating with use, no 
more dust and scratches and no more 
colour shifts between reels (my favourite 
one to be rid of!).

But as we begin to say goodbye to 
printer lights, the interpos, the interneg 
and the release print, it’s a great time 
to get familiar with the MXF, J2C and 
XYZ elements that will now control how 
the audience sees our work on the big 
screen.
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How do you pitch for work on an upcoming feature fi lm/
documentary/TV drama that you are going to be ‘interviewed’ 
for?

ROSS EMERY ACS   As far 

as feature fi lms go, a review of the 

director and producers’ previous work 

is essential, and the producers’ role in 

infl uencing the director in their choice is 

not something to ignore. The grapevine 

also works, asking crew members who 

have worked with the director previously 

what they are like and their opinion of 

them helps you build a “profi le” that 

you can use. It’s not uncommon for a 

director to have had a bad experience 

on a well known project and if you keep 

bringing that up it can be an uncomfort-

able experience for them. Previous crew 

members can give you the heads up. 

DVD commentary tracks are a good 

source of information on how they like 

to work as well.

DENSON BAKER ACS    
I collect images and reference material 

for the shooting style. I have them on 

my laptop or iPad and have them at the 

ready to present as we discuss ideas. I 

wouldn’t pull them all out at once, only 
when I’ve worked out what the 
director has in mind would I start 
showing visuals. 

DON MCALPINE ACS     
It is important that you have read 
and have an opinion about the script. 
However, I deliberately try to do far 
more listening than talking. Then when 
you have some understanding of what 
the director has in mind, you should 
participate in the conversation, but like 
all human relationships, there are no 
rules. There are so many variables in 
any human exchange. It’s been reported 
to me that I have lost movies because I 
appeared disinterested and I have lost 
movies because the director was fright-
ened I would dominate him. Fortunately 
I have won a few.

SIMON CHAPMAN   After 
reading the script I create a document 
with all my initial idea’s, thoughts and 
questions. I scribble stuff as I read, 

sometimes very clear visual ideas, but 

mostly I don’t want to be too specifi c 

until I get an idea of how the direc-

tor ‘sees’ the fi lm. I have a long list of 

questions and try and be prepared by 

understanding the script fi rst and fore-

most. It’s much easier to discuss looks 

and tone if you know the material well. 

Directors like to feel that you have taken 

the time and interest in understanding 

the subtext.

ANNA HOWARD ACS    
Each fi lm or TV show or doco I go for 

is quite a different experience; either I 

have been attached to the project for 

a long time, someone has pulled out 

and I’m next on the list or in the case 

of the fi rst series of Rake, the DOP only 

wanted to do the fi rst half of the series 

and asked me to do the other 4 eps. I 

do make sure that I have read the script 

and know the characters very well and 

understand the story before I can even 

think about the cinematography.

THE PITCH BY NICOLA DALEY

How did your pitching/interview style progress as you shot 
more feature/TV Drama/Documentaries? Did you change 
anything about how you pitched from your fi rst interview? did 
you do/say something in the fi rst pitch that you will always do 
again? Or did you do/say something you will never do again?

ROSS EMERY ACS    
Confi dence, the more confi dent you 

can sound the better impression you 

leave, and I don’t mean arrogance or 

disinterested “cool”. We are all shitting 

ourselves underneath anyway, but the 

portrayal of quiet belief in your own abil-

ity gets easier the more interviews you 

do. Find the one thing they need to hear, 

it may be that you have the skills to fi ll in 

the gaps in their experience or knowl-

edge, make yourself the person who 

can bring a bit of relief for their worries.

I pitch myself differently according to 

who I’m talking to, a style that works 

well with Americans may not work with 

Australians, in fact it does not! Ameri-

cans love the directness of Australians 

and are usually used to being charmed 

and can have very good bullshit detec-

tors, they can appreciate brutal honesty 

when it’s appropriate. There is a bit 

more theatre needed with people in this 

part of the world.

DENSON BAKER      I 
realised that the interview is more than 

just proving that you are capable of the 

job, but it is also when the director and 

producers gauge if they are going to 

be able to work with you. They want to 

see what your personality is like and if 

they are going to be able to collaborate 

with you. This is almost as important as 

knowing if you can light and shoot.

DON MCALPINE ACS ASC     
In truth, I think the only “pitch” I 

consciously do is make sure I do the 

current project as well as I can and 

hope somebody notices.
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SIMON CHAPMAN    I will 
always read the script a couple of times 
and make my notes, and ask many 
questions. I will always be enthusiastic 
about the job,  but will also use my real 
world shooting knowledge to pose 
questions that show my understanding 
of the process and to gauge what the 
general approach will be from produc-
ers and directors. You have to know the 
budget, length of shoot, etc., to be able 
to make intelligent decisions. A simple 
conversation can tell you quite quickly 
what sort of job your heading into. 

ANDY COMMIS ACS    To 
a large degree you pitch less as you 

progress and the situation changes 
into an offer. I tend not to dictate how 
I’ll shoot the particular project quite as 
much upfront as maybe I fi rst did, and I 
spend more time listening to their ideas 
before weighing in with mine.

ANNA HOWARD ACS    
It’s imperative to understand the 
emotion of the script before tackling the 
technical aspects of it. I always discuss 
the script at interviews. It’s always best 
to express my thoughts on it. It’s impor-
tant to understand the director’s ideas 
and to establish if collaboration will work 
on the project.

If you have a totally different interpreta-

tion from the director, or the Producer 
on TV series, then it’s really not going to 
work from the start. When reading the 
script I do get a visual image and a feel 
of the environment that it is set in.

From there I can start to reference fi lms, 
artworks and images that articulate eas-
ily my interpretation of the atmosphere 
of the fi lm. The directors and produc-
ers would always have seen my work 
before I am even considered for a job.

I did do a phone interview for a feature 
many years ago, which I unfortunately 
didn’t get. So now I always insist on 
meeting directors and producers face 
to face.

Do you have any tips for young and upcoming 
Cinematographers who might be pitching on their fi rst feature 
fi lm/TV Drama/Documentary?

ROSS EMERY ACS    Just 

dive in, be honest about your strengths 

and weaknesses but play to your 

strengths, because if you there, they’re 

not expecting Bob Richardson, so don’t 

try to be him.

DENSON BAKER ACS    
I believe the most important thing when 

pitching to a director is to listen. Don’t 

go in guns blazing, directors will always 

have some ideas already for the look 

of their fi lm, they will have some fi lms 

in mind as reference points, if you go in 

and start talking about the visual style 

and it’s not at all what they had in mind, 

then this might cost you the gig right 

there. If they mention a couple of fi lms 

that they like and you have seen them 

and you know who the DOP was, know 

what lenses and lighting approach they 

had, then this will defi nitely impress. 

Watch as many fi lms as possible that 

are in the same genre and do your 

research on them, who shot them, what 

did they do, any special techniques, the 

director is going to know these fi lms or 

have seen them, even if it is an “anti-

reference” for their fi lm. Sometimes a 

director will know what they don’t want 

their fi lm to be like.

DON MCALPINE ACS ASC    
My advice to the upcoming Cinematog-

raphers is to be brilliant and be lucky. 

Most of your work will come from 

established associations. The good 

director will have seen some of your 

work before an interview; in fact most 

interviews are to confi rm the director’s 

choice of you. From the director’s point 

of view he just wants to confi rm that 

there is a degree of compatibility; that 

he can work with you.

SIMON CHAPMAN   Be 

prepared. Listen more than you speak. 

You can quickly gauge a director’s vision 

by listening to their ideas. Create a list of 

questions that relate to story and techni-

cal approach. Find references and pres-

ent some visual ideas. Directors love it 

when you bring ideas to the table even if 

they might be slightly different or wrong. 

What do you take with you to a pitch/interview? 
A reel/montage/previous fi lms?

ROSS EMERY ACS    
Maybe a montage, but I would prefer 

to take images that refl ect what I think 

the job you are discussing can become. 

Sometimes bringing an image like a still 

or painting can instantly excite a direc-

tor, they usually have been dealing with 

script and actors by the time you arrive 

and for someone to show them an im-

age that you have found that illustrated 

the script you read can lead to the look 

of the fi lm being developed and bond 

you with the director.

DENSON BAKER ACS    
I take some DVDs of my previous fi lms in 

case they haven’t seen them. Showreel 

on my iPad plus headphones or speak-

ers, also carry it on a USB, they may 

have a nice system that I can screen it 

on in the offi ce. iPad loaded with refer-

ence photos and trailers pertaining to 

the fi lm that I am meeting about.

STEVE WINDON ACS    I 
usually take along a whole bunch of ref-

erence books and photographs.  I fi nd 

this is the best way to show a potential 

director how you “see it”, a desk or a 

table covered in images is a great way 

to get into your directors head space, 

it creates the discussion. I prefer to do 
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this whether I’m to shoot a TVC or a 

movie.

SIMON CHAPMAN    
Usually I take along just my notes, but 

sometimes visual references as well. A 

simple image or a collection of shots 

that represent specifi c or even general 

ideas can be very useful. If they ask for 

a reel or previous examples I will take 

them. I don’t like to be too specifi c 

because you don’t want the director 

to think you have no room to expand 

your own ideas with their vision; but 

it’s good to have strong thoughts and 

ideas, which show a deep understand-

ing of the craft. It’s always a very careful 

balance. 

ANDY COMMIS ACS    
The logic is they’ve already seen your 
work so I bring myself and occasionally 
a visual treatment, which is, ironically, 
mainly words with some supporting 
images.

If you take a montage how long is it and any advice on how to 
put forward the best montage of your work?

ROSS EMERY ACS    
Make it relevant; they won’t want to see 
how great your toothpaste commercials 
are if you are up for the next Predator 
movie.

DENSON BAKER ACS    
No longer than 3 ½ minutes, no matter 
how good your reel is. If you haven’t 
sold yourself in 3 ½ minutes then you 

reel is going to start getting boring, 
you want to leave them wanting to see 
more and not feeling like they have seen 
everything you have ever done.

STEVE WINDON ACS    
I wouldn’t normally take along any cut 
material of my work; a director would 
have already seen your reel or earlier 
fi lms than at the pitch stage.

SIMON CHAPMAN    I’m 
not sure if a montage is the best thing 
to take because I haven’t got one!

ANDY COMMIS ACS    I 
don’t believe a montage represents my 
work in any way. All my shooting is done 
within the context of a story, not as a 
selection of images.

When do you offer your thoughts on the script itself and at 
what stage are you asked for your thoughts on the script? 
Are there any ‘politics’ to be careful of during this process?

ROSS EMERY ACS    Be 
careful here, if the director has written 
the script it is his fi rst-born child and 
more important than life itself. Or it may 
be a different writer and the director is 
already pulling it to bits in meetings you 
don’t know about.

If the bones of the script are good talk 
about that or how much you liked the 
source material. If it sucks and you are 
in the interview anyway you kind of have 
to make the decision to jump in or not. 
Usually they know how good their script 
is and you saying it is brilliant does not 
help, try watching politicians answer 
questions from media for tips on this 
one!

DENSON BAKER ACS    
If I loved the script I will certainly let 
them know. I would most defi nitely hold 
back any criticism of the script until it 
is asked for. The director is going to 
be very close to the script and know 
it inside and out better then you ever 
will. They will also be sensitive to any 

feedback. If there were any diffi cult 
sequences in it, then it would be great 
if you came to the meeting with some 
ideas and creative solutions.

STEVE WINDON ACS    
I’ve read scripts that I wanted to like!! 
Only to be let down later, having said 
that, you may meet with the director 
and they give you their “pitch”; the di-
rectors treatment, this in turn has often 
taken me down a road I would never 
have ventured, let alone thought of. This 
can turn it all around; it’s defi nitely an 
interesting part of the journey.

SIMON CHAPMAN    Don’t 
be afraid to ask questions based on 
the script/story. You have to be 100% 
invested in the script as it informs every 
decision you make as DOP. Above 
everything,  listen to the director 
and producer.

ANDY COMMIS ACS    
Generally I’ve already read the project 
in question, so if it’s terrible I’ve already 
declined. If I were interviewing generally 

I wouldn’t comment on the script, more 
often than not it’s a work in progress 
anyway, a template. I would say be 
honest with your overall opinions. Once 
we start pre –pre (the period before 
offi cial pre) is where I would make any 
particular concerns vocal. For me it’s 
not so much ‘politics’ it’s how to make a 
story/fi lm better. How you phrase what 
you’re saying is very, very important and 
a great skill.

68 / THE PITCH

f



SHARP-SHOOTER  /         69

When Miller was contacted recently about some fl uid for an 
early 1950s Miller fl uid head, we thought there was sure to 
be an interesting story behind this enquiry. What an intriguing 
story it turned out to be.

Rupert Dalton, from Miller’s South African dealer Jasco ICT 
Solutions, was fi rst contacted by Denise Haagner on behalf 
of her father, Clem Haagner, a life-long wildlife photographer 
shooting at 92 years of age with the same Miller fl uid head 
he’s been using for over 60 years.

CLEM’S MILLER

Clem originally purchased his Patented Miller fl uid head to 
mount 16mm fi lm cameras, having previously owned and 
used a Paillard Bolex, then an Arrifl ex in the 40s.

Although he retired from fi lm in the 60s, Clem continued to 
use the fl uid head for his still photography, travelling through-
out southern Africa with it mounted  to various vehicles over 
the years.

Clem’s well-worn but fully-functional Miller fl uid head is now 
permanently mounted to a bracket on the door of his Volk-
swagen Combi. (A poignant aside: this vehicoe allows him 
to take along his oxygen as well as “various other essential 
items” when camping.)

Clem says he has used practically every fi lm camera from a 
Kodak Box Brownie at the age of 12, to his current 35mm 
Canon cameras. According to Clem, the Miller pan head still 
proves ideal, being “...far better than any tripod pan head on 
the market.”

Clem had long sinced used up his precious jar of special Miller 

fl uid when Denise contacted Rupert. The fl uid head was in 
need of a service, but it needed a particular Miller fl uid, which 
couldn’t be obtained in South Africa, and Clem was anxious 
to obtain some as soon as possible.

Rupert didn’t waste any time getting in touch with Miller’s 
Sydney Head Offi ce.

THE SEARCH

After ascertaining which model the fl uid was needed for (one 
of the original patent protected “Viscosity Drag” fl uid heads), 
Mark Clementson, Miller’s Manufacturing Director, dusted off 
the old “recipe” book and conjured up a small batch of the 
unique-formulation Miller fl uid.

Mark explained, “It had been over 7 years since the last re-
quest for this fl uid and we pride ourselves on the fact that we 
can still service and support a product of this vintage.”

SPECIAL DELIVERY

Rupert was delighted to be able to return to Denise with the 
news that the Sydney team had been able to source some 
fl uid.

We shipped the precious cargo, that was now a gift from 
Miller to Clem, to Rupert. In turn Rupert had the pleasure of 
delivering it to Denise, who then took the fl uid to her father.

So Clem Haagner, along with his trusty, rejuvenated 1950s 
Miller fl uid head, is back on the job. Camping out while shoot-
ing in the Kruger and Pilansburg national parks last we heard!

MILLER CAMERA SUPPORT - Creators of the fl uid head

Miller Camera Support has been designing and commercially 
manufacturing professional fl uid pan/tilt heads and tripods 
since 1954. As the holder of the world’s fi rst patent in 1946 
for fl uid pan/tilt heads, Miller continues to be a leader and 
innovator in professional camera support.

92 year-old Miller sharpshooter
Still sharp, still shooting BY RUPERT DALTON
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