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FROM THE PRESIDENT

Warm greetings, members, sponsors, and friends,

Awards season was well and truly celebrated by all the 
branches – and this year it was certainly a bumper season, 
with the two Territory Branches, ACT and NT both running 
highly successful stand-alone events. And WA Branch taking 
on hosting the joint WA & SA night in Perth with a “live feed” 
attended by members in Adelaide. My heartfelt thanks and 
congratulations to everyone who put their shoulder to the 
wheel and made every Awards event the fantastic success 
they were. 

In this time of, well I want to say, “post-Covid”, but we all know 
that’s not true… So perhaps, in this time of coming together 
again after what has been for many, a very long period of 
isolation and separation, it’s really been joyful to gather with 
our tribe. And very warm thanks to all our sponsors who came 
to the awards and shared the night with nominees, winners, 
and members.

The quality of the work is as fantastic as ever, if not more so. 
Great stuff. Huge congratulations to all who have attained 
accreditation, brilliant, extremely well done.

Alongside the hard yakka of the awards and accreditation 
and staging of events, other ACS work continues. We held 
the 2022 AGM as this AC Mag Issue #96 went to press. The 
industry awareness and interest to get on board with The 
Credit Maker – ACS Placement Program is growing, and we 
hope to announce a placement in the not-too-distant future. I 
attended the 2022 30th edition of the Camerimage Film Festival 
in mid-November, where I met with the authors of A Wider 
Lens, Dr Amanda Coles, and Dr Vejune Zemaityte, to give a 
live presentation of the report and recommendations. I also 
caught up with Liam Brennan who is the 2022 Drew Lewellyn 
ACS Camerimage Scholarship winner.

I wish you all a wonderful holiday season, and hope that 
you get to spend time with family and friends and rest and 
recharge your batteries.

Please make time to check in with those around you who may 
be doing it tough over the Christmas new year period and stay 
safe and well.

Erika Addis 
National President, Australian Cinematographers Society

FROM THE EDITOR

After a successful awards night in Melbourne this month I’m 
reminded of the importance of this community and having a 
central meeting place to come together. That meeting place 
may change and have many faces, it could be a town hall, a 
movie theatre, or even a magazine, but the important thing is 
the sharing of our experiences and the recognition that even if 
we’re on this journey alone at times, we’re all going through it 
together.

If you have a story to tell, whether that be about a recent 
shoot or a piece of gear you have come across or anything 
inbetween, I’d like to take this opportunity to encourage you 
to reach out to the magazine. This magazine is for you, and 
we can all learn a thing or two from each other. Your voice has 
value!

I hope you enjoy issue #96.

Sarah Jo Fraser
Editor
Australian Cinematographer Magazine



TRUE COLOURS
Eric Murray Lui navigates the importance  

of nuance in light and life.

By Sarah Jo Fraser

Rarriwuy Hick as ‘Toni Alma’ in True Colours - PHOTO Bradley Patrick, Courtesy of Bunya Productions
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When detective Toni Alma is assigned to investigate a 

suspicious car accident in the remote community of Perdar 

Theendar, the Indigenous community she left as a child, 

she uncovers more than she bargained for. Using a police 

procedural format to touch on Indigenous customs and the 

commodification of Aboriginal art, True Colours is a gripping 

Australian noir.

When EP/Director Erica Glynn and Director Steven McGregor 

first approached Cinematographer Eric Murray Lui about 

shooting a detective story in the desert, he was no stranger 

to the duo or their work. “Erica Glynn and Steven McGregor 
are friends, and the idea really intrigued me because they 
wanted to shoot with non-actors and at that time a large 
component of the dialogue was to be in Arrente - the 
dialect spoken in and around Mparntwe (Alice Springs). I 
just like what they do, so initially it wasn’t really a creative 
conversation we had. I just love these directors and wanted 
to work with them and knew it would be an experience,” 

explains Lui.

Pre-Production was a rollercoaster with Covid restrictions in 

full force as was the case with many productions at the time, 

and shooting remotely in Mparntwe brought some unique 

hurdles into the mix. Most of the crew underwent a two-week 

quarantine on arrival which meant most pre conversations 

happened via email, zoom, or over the phone. “Our Gaffer 

Thomas Brian and Key Grip Damian Heckendorf came out 
of quarantine for the last couple of days of prep and then 
we were shooting. I’d never worked with Tom or Damian but 
I knew they’d worked together, and they were an absolute 
dream. I felt like I’d known them a long time, and the 
teams they brought with them were a blessing. Nothing was 
an issue, they’re total problem solvers - mostly solving my 
problem!” Lui jokes. 

“...the idea really intrigued me 
because they wanted to shoot 

with non-actors and at that 
time a large component of the 
dialogue was to be in Arrente 
- the dialogue spoken in and 

around Mparntwe.” 
Sourcing approval and navigating the cultural boundaries of the 

narrative landscape was a crucial element of Pre-Production. 

Cast member and series co-creator Warren H Williams was 

instrumental in access to the Amoonguna community where 

True Colours was largely filmed. His connection to Lynette and 

Marie Ellis (the Traditional Owners of the area in and around 

PHOTO Bradley Patrick, Courtesy of Bunya Productions
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Amoonguna community and parts of the Eastern McDonnell 
Ranges) became core to the process of access and greater 
community involvement in the series.. “Some things we just 
can’t film because it would be disrespectful and potentially 
harmful, so negotiations and cultural awareness need to 
happen. All of those discussions have to happen before 
cameras roll. An audience will see the final product but they 
may not understand what the filmmakers had to do in terms of 
creating a safe space that’s culturally appropriate,” says Lui.

“In the past I’ve worked on productions within First 
Nation communities that have this line of thinking that 
you do something and ask for forgiveness later - that it’s 
okay to seek permission after you’ve filmed at a location. 
The big difference working on First Nations projects 
with First Nations filmmakers is that there’s a strong 
adherence to always seeking permission, to create space 
across your filmmaking process to allow for consultation 
and negotiation. This way you empower communities by 
including their input and broadening their awareness of 
how film crews can and should behave. Being aware of 
protocols, being mindful, being respectful then becomes 
good filmmaking practice.”

Shooting in Amoonguna meant the crew’s footprint was at the 
top of Lui’s mind, so choosing a camera package which had 
the ability to be light and fast was very important. The Sony 
FX9 became the obvious choice, “with broader discussions 

with Erica and Steven, we liked the idea of a light, small 

camera with a big sensor and then that was followed by 

a more in-depth conversation with Rentals Manager Tim 

Jordan at Lemac. I also like to shoot in close with a wider 

lens, I like the intimacy of it which is probably a nod to 

shooting documentary in that I still like handholding and 

having a small camera.  I knew those cameras could handle 

low light and I like the Sony colour space for black skin, I 

wanted to give that skin tone the lushness it deserves and 

still shoot efficiently.”

“... there’s a strong adherence 
to always seeking permission, 
to create a space across your 

filmmaking process to allow for 
consultation and negotiation. 

This way you empower 
communities by including their 

input and broadening their 
awareness of how film crews 

can and should behave.” 

Eric Murray Lui on the set of True Colours - PHOTO Bradley Patrick, Courtesy of Bunya Productions
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True Colours was shot using Zeiss CP.2s which complemented 
the large sensor. “I prefer to shoot healthy stops; a large 
part of our cast were new actors and marks were rare. I 
would only shoot wide open for specific dramatic moments; 
it was that classic narrative idea of isolating with focus. For 
example, when Toni (Rarriwuy Hick) and Nick (Luke Arnold) 
are in the police station after a significant death we were 
on a 35mm lens in close wide open and the drop off was 
beautiful and interesting.”

The Aboriginal Art trade and the significance of art within 
Indigenous communities features heavily in the narrative, and 
Lui honoured the art featured in the show by shooting a true 
representation of the colours within the pieces. “One of the 
narrative arcs in the series involved theft of an artwork - 
and based on that premise we shot any and all paintings 
in a very matter of fact way. For First Nations People art 
can represent stories and ties to family. Artists can be very 
connected to the works they produce, so to not alter or 
misrepresent those concepts was always in the back of our 
minds.” explains Lui.

“There’s a deeper essence to 
real life filmmaking in that 

process. The language aspect, 
and the interplay of the actors 

within the ensemble add a  
whole layer of complexity.” 

One of the most exciting aspects of True Colours was the 

interweaving of languages, and the nuanced representation 

of an Indigenous community on screen. “There’s a deeper 

essence to real life filmmaking in that process. The language 

aspect, and the interplay of the actors within the ensemble 

because of the in-law relationships which happen within 

these communities add a whole layer of complexity. My own 

community has the same situations where certain people 

can’t be in a room with a certain relative or in-law relative, 

and those things all have to be managed. It’s a hard thing 
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Justine Kerrigan ACS on the set of True Colours - PHOTO Bradley Patrick, Courtesy of Bunya Productions



Marie Ellis, Luke Arnold, Extra, Extra, Lynette Ellis, Miranda Otto, Sabella Kngwarraye, Ross Turner, Extra, Kumalie Kngwarraye, 
Rarriwuy Hick on the set of True Colours - PHOTO Bradley Patrick, Courtesy of Bunya Productions

for me to talk about because I’m also not from those 
communities, I’m a Torres Strait Islander so my protocols 
are different,” explains Lui. 

“We liked the idea of an 
emotionally creative space,  

and trusting that first instead  
of shoehorning actors into  

a scene was quite important  
to Erica and Steve.” 

With a cast comprised largely of non-actors, the logistical side 
of creating True Colours was a big consideration for the team 
and another key element of the shoot. Lui took the Director’s 
lead when deciding which cast member’s coverage to shoot 
first. “I tend to look to where the light is during blocking and 
tried to manoeuvre the actors, so they’d be backlit to make 
our coverage quicker. It was winter time when we shot so the 
sun was low in the sky and everyone looked quite beautiful 
with a backlight or with a high side light.” says Lui. “I think 
that kind of thing becomes muscle memory for a DP. You 
do a location survey, and you look to where the light is and 
figure out how you can light it to be able to shoot quicker 
and still maintain some kind of continuity and look for a 
show.”

Lui would watch the blocking of a scene to find the shape 
of where the actors would land and only adjust if necessary. 
“We liked the idea of an emotionally creative space, and 

trusting that first instead of shoehorning actors into a 
scene was quite important to Erica and Steve. We also used 
our seasoned actors like Rarriwuy and Luke to help less 
experienced cast in shaping that space. The idea of keeping 
it fun is a great thing too to do as a cinematographer too, if 
you’re able to keep a space light and fun, people don’t lose 
their edge - and luckily I’m always up for a laugh,” says Lui.

B Camera Operator and 2nd Unit DOP Justine Kerrigan ACS 
was brought on, not only as a fantastic Cinematographer but 
she was also very experienced in documentary filmmaking, 
“Justine gets the feel, which is what I like about the way 
we shot. It was all about how if it felt right, we’d shoot it, 
so nothing was ever set in stone.” Kerrigan’s role was also 
important to the narrative, as Lui explains “...it’s the idea of 
voice. There are certain elements of this story that were 
women’s stories. An example would be the sorry business 
scene. Justine shot those amazing closeups which opened 
the second episode, it was really intimate and just captured 
something unique. In those kinds of moments having a 
female filmmaker as a present person within that space is 
quite amazing, I felt it made a difference.”

“Filmmaking is very much a team collaboration, when it 
works at its best and people are pointing the same way and 
you can feel it when crews hum and it just kind of works. 
These jobs are always a bit life changing, you take away 
more than you invested”

Murray Lui is a cinematographer working across Features, Television Series 

Drama and Documentary. He enjoys projects that interest and fuel his 

passion for the creative collaborative storytelling processes.





SWEET AS
Katie Milwright ACS sees life through the lens.

By Sarah Jo Fraser

PHOTO Nic Duncan



Set in the remote Western Australian town of Port Hedland, 

Sweet As follows fifteen-year-old Murra (Shantae Barnes-

Cowan) who is sent on a photography trip for at-risk teenagers. 

Sweet As is a coming-of-age road movie and the debut feature 

film from Director Jub Clerc. 

This was the first time Cinematographer Katie Milwright ACS 

had worked with Clerc, but it was Producer Liz Kearney who 

first reached out. “They sent me the script, I read it and rang 
them straight away”, explains Milwright. “Getting to see Port 
Hedland freshly through Jub’s eyes, because she’d grown up 
in that town was such a privileged position to be in. To see the 
bits that she loved about it as well. It’s visually very exciting 
somehow, there’s a lot going on. So, the thought of going 
up there and working on something in that environment was 
super exciting. It’s such an honour to make a film and tell 
someone’s personal story,” Milwright beams.

In the height of the 2021 Victorian lockdowns, Milwright had no 

choice but to hop on a flight out of Melbourne at short notice. 

Kearney called her up and explained that the borders were 

about to close, “it was kind of a dramatic beginning to the 
show” Milwright laughs. With two weeks of quarantine in Perth 

ahead of her, Katie set about doing her Pre-Production from 

her hotel room. Clerc and Milwright had already shared image 

references for the look and feel of the film and landed on a lot of 

Andrea Arnold films, “for the sense of immediacy of camera in 
her work, it’s handheld and very reactive,” Milwright explains. 
“We decided to shoot the whole thing handheld, apart from 
the wide shots to give you a moment to breathe, and to 
ground the audience within the space”. 

“There’s something very 
singular about the portraiture in 
a square frame that I really liked. 
It felt so intimate to me when the 
extraneous edges of a wide ratio 

are not even there.” 
They also experimented with a 1.33:1 aspect ratio, a reference 
to the fact that the film is based around the idea of telling stories 
through a still’s camera lens. “There’s something very singular 
about the portraiture in a squarer frame that I really liked. 
It felt so intimate to me when the extraneous edges of a wide 
ratio are not even there. We liked that as an idea, and with 
Indigenous paintings of gorges there was a lot of squarer 
reference to that,” says Milwright. In the end they landed on 
the more commonly utilized 1.66:1 aspect ratio for distribution 
purposes, “we compromised, still a square-ish ratio by 
comparison to 1.85:1 and other wide-screen formats. It felt 
like the right decision in the landscape, and the more I took 
photos in the landscape once I was in that environment the 
more it felt correct.”

Sweet As was shot on the ALEXA Mini LF with Cooke S7 
lenses, “I’d recently finished a show with VA Digital Hire, 
and we couldn’t afford a Mini LF and Cooke S7’s, but Nigel 
Gorham looked after us and gave us what we needed. It was 
pretty amazing to have that kit with us, to be honest. The 
Cooke lenses were really luscious, and T2 keeps you honest 
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and keeps your focus puller slightly happier than a T1.3 

lens,” explains Milwright.

Shooting remotely meant that the crew was kept relatively 

small, with Key Grip Greg Sterling and Gaffer Dan Spriggs 

bringing on one assistant each, focus puller Murray Johnston, 

a 2nd AC, and a camera attachment.” There was a sort 

of freedom in having such a tiny crew, we didn’t have the 

money for big lights or the time to put them up anyway, so 

it was a lot of available light and easy solutions for things to 

make it work. We did use sliders a bit and Greg took a little 

flatbed dolly which you could fit in a small truck. He was a 

bit disappointed when I said I was going to wear the Easyrig 

for a lot of the shots, but he’s such a great person who’s very 

focused, and he’s great to have by your side.” The shoot took 

place over four and a half weeks, with QLD-based Miranda 

Porter shooting a few days of pickups in early 2022. “They 

went back and shot some footage of Karijini Gorge, which we 

didn’t get to do on the shoot. I couldn’t get there because I 

was shooting in Tasmania and Miranda did an excellent job,” 

says Milwright.

“The whole crew gave so much of themselves, they’re away 

from home and away from family and I take my hat off to 

them all. They were all such excellent people to work with, 

and it’s inspiring to work with people who are so generous in 

a work environment. A lot of the WA crew have also known 

Jub for many years in various other roles and have a lot of 

support and love for her. So, working with a director like that, 

everyone was really present and had turned up to tell her 

story.”

“...the sun does get quite vertical 
overhead at times and produces 

very dark shadows, but we  
tried to find angles to use to  
our advantange and tell the  

story in the best way.” 
With a lot of the film set outside in the stunning Pilbara 

landscape, Milwright wanted to honour the environment and 

give a sense of truth to the harshness of the sun. Being careful 

about the direction and time of day they were shooting in was 

the main approach to lighting exteriors, “the sun does get quite 
vertical overhead at times and produces very dark shadows, 
but we tried to find angles to use to our advantage and tell 
the story in the best way.” For interiors Milwright focused on 

the feeling of a filtered sun coming in through the windows and 

how that would reflect and bounce into the rooms, “being in 
those sorts of environments it does get very hot. Everything’s 
quite shut down, so in Murra’s mother’s house we had a lot of 
sheets hung up by art department across the windows to have 
this filtered sunlight feeling in there.” 

The crew lucked out with weather, but shooting hours were 

another key consideration for the shoot. “Being a low-budget 
film meant that overtime was off the cards, and the ten-
hour shoot days were inclusive of travel time. Some days we 
were driving over an hour to get somewhere, so we’d have 
to be packed up, and on our way out again within the ten 

PHOTO Nic Duncan
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hours. That was challenging. Some days you’d get only a 
seven to eight hour shooting day,” says Milwright. This fed 
into other key elements like available light, “the sunsets weren’t 
particularly long, and we never got to shoot dawn – we had to 
choose one end of the day for the whole schedule, so it was 
a lot of dusks. There’s a scene where Murra goes missing and 
I pitched hard for that as a last light scene, and we got to do 
that over two last light evenings. I had my Easyrig on and we 
got it done,” reminisces Milwright. 

“Jub would bring the actors into 
the space and see if what we’d 

previously shotlisted  
felt comfortable for them.  

Jub has a lovely way of talking 
through the scenes with the  

cast and leading them into it.” 
With a relatively large ensemble cast, Milwright’s approach to 
coverage was informed first and foremost by understanding 
Clerc’s story style. “She wanted to be very decisive and 
selective about the coverage that we got, but also timewise 
and resource-wise, we sort of had to be that way.” Milwright 
found a natural anchor in the story’s central character Murra, 
“the film is through her eyes and experience, her point of 
view”. Clerc and Milwright went into each scene with a plan of 
where the narrative would play out, Katie explains “Jub would 
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bring the actors into the space and see if what we’d previously 
shotlisted felt comfortable for them. Jub has a lovely way of 
talking through the scenes with the cast and leading them into 
it, we never deviated too much from our original blocking. 
There’s one scene at the end of one of the days where the 
light’s falling and one of the characters goes missing in a 
gorge, which had much looser blocking, we let ourselves be 
led by where the cast naturally ended up. We tried to create 
an atmosphere for them to feel comfortable in so that they 
could do their best work and didn’t have too much pressure 
on them to be fast.”

Edel Rafferty was in charge of the colour grade and worked 
with Milwright to create the final look of the film, “Edel has 
such an innate skill,” she explains. Having used quite a heavy 
LUT during the shoot to work out contrast ratios and to give 
Milwright a baseline for making decisive choices, once they 
arrived at the grade, they agreed that the way the reds of 
the earth were represented needed tweaks. “Port Hedland 
specifically is such a strange mining port with trains coming 
in from all over the north of WA dropping off tons and tons 
of iron ore. The town itself is covered in iron ore and getting 
that colour right is important. It’s a pretty amazing place 
visually, it’s this really complicated landscape in so many 
ways.”

Katie Milwright ACS is known for her work on TV series and Feature films, 

most recently The Clearing for Disney+, Deadloch for Amazon and award-

winning film Sweet As. Katie also shot Feature films Looking for Grade and 

Celeste as well as TV Series Upright, Surviving Summer and Please Like Me.
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SMILE
Charlie Sarroff explores the monsters lurking in the shadows.

By Declan Graham



Sosie Bacon and Jack Sochet star in Paramount Pictures Presents in Association with 
Paramount Players A Temple Hill Productiohn SMILE - PHOTO Supplied
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Sitting down with Charlie Sarroff, cinematographer behind 
Parker Finn’s Smile. 

I recently had the pleasure to sit down with Australian 
cinematographer Charlie Sarroff, whose latest work can be 
seen in Smile, the gripping horror from director Parker Finn. We 
discussed preparation, influences, gear, shooting horror, and 
how elevated horror can be political too. 

Smile follows Rose, a doctor in a mental hospital played by 
Sosie Bacon. After witnessing a traumatic and bizarre suicide at 
work, Rose starts experiencing ghastly, unexplainable visions. 
Seemingly beset by a malevolent force that manifests in familiar 
faces as a horrific rictus grin. Rose’s paranoia and fear grows as 
she races to avoid death. Sarroff’s lensing plays a crucial role in 
portraying the visceral fear shown on Rose’s face – I began the 
interview by asking him about just that. 

AC You have a lot of shots that were close-ups with the  
 wide lens, usually depicting fear on Rose’s face. Was 

there a way you went around capturing these moments? 
Because they’re so raw in the film– they’re immediate and 
they’re long. How did you go about capturing those?

CS I have to give a lot of credit to Sosie [Bacon], it feels  
 like she’s really that traumatized. You feel that on 

camera, she put in an amazing performance. As far as how 
we went about capturing this performance, many discussions 
were had between Parker and I. We would workshop different 
ideas— of how to relay feelings and emotions, like trauma, 
vulnerability, and anxiety on screen. You mentioned wide lenses, 
that definitely played a part, amongst things like depth of field 
or field of view that we wanted the audience to see and feel. 

Camera movement plays a big part. For us, it was deciding 
when to work between slow creeping tracking shots and more 
unhinged handheld work, things like that. Parker and I came up 
with some visual rules that I hope helped elevate the amazing 
performance Sosie gave the audience. 

AC What was the most informing direction and/or  
 inspiration for your lensing? Did you have a 

particular inspiration or goal? 

CS Discussions with Parker and myself, early on, were 
 trying to figure out ways that we could make Rose 

feel isolated and alone and build on that throughout the film. 
A big part of that is lensing. We wanted to get a sense of 
Rose’s isolated and convey a feeling of paranoia, and make the 
audience feel uncomfortable on top of all that. 

One of the things that we did is shoot on a lot of wide lenses 
and were particular with our close ups—we wanted to be very 
up close and personal with Rose. 

Being on wide lenses and allowing the audience to still see 
quite a lot around her, like the environment, and the locations. 
Because we wanted people to feel uneasy, edgy, and that 
anything could be lurking in the shadows, or jump out of a dark 
corner or from the edge of frame. We wanted the audience to 
be paranoid and yet, still have Rose stay prominently in frame. If 
you’re on a telephoto lens, everything gets compressed and the 
perception of the depth of field is a lot smaller, so it’s going to 
be very blurry. We wanted a little bit more depth. That’s another 
benefit of being on a really wide lens, we can see more into the 
background. So that was a consideration. Throughout the film, 
I’d say our lensing formulas stayed quite the same, but every 
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now and again we’d swap to a telephoto lens or a zoom to 

help make a statement about a particular thing. We used two or 

three lenses for about 90% of the film. Prime lenses, the ARRI 

DNA, and because we were on the Alexa 65 which has such a 

large format, there was minimal distortion, we liked that and felt 

it was right for the film. 

One of our rules was to always shoot Roses close-ups on a 

slightly wider lens. And then, when we cut back to whoever 

she’s talking too, it would be slightly tighter. We would 

compensate for the longer focal length, with distance, giving 

another layer of Rose’s personal space being different to 

everyone else’s.

AC Smile’s lighting varies from the hospital’s bright,  
 sterile fluorescents to Rose’s dingy, dark, and 

dilapidated childhood home. Can you talk about what it’s like 

to shoot in such a dark setting? How did you go about that?

CS I enjoyed having the different environments to work  
 in. The hospital and scenes like the birthday party are 

quite bright, Rose’s house is a bit darker, and then, by the time 

we finish at the end in her old childhood house, it’s extremely 

dark. It was fun to work across different looks as opposed to 

having most of the film set in one type of environment. I love 

working in dark spaces and I got to do a lot of that on Relic, so I 

was able to bring some of that into Smile --- I improved on being 

Caitlin Stasey in Paramount Pictures Presents in Association with 
Paramount Players A Temple Hill Productiohn SMILE - PHOTO Supplied

Jack Sochet stars in Paramount Pictures Presents in Association with 
Paramount Players A Temple Hill Productiohn SMILE - PHOTO Supplied



able to let the audience see a little bit more, while still letting 

other things fall off to darkness. It’s a fun way to work. So how 

did I approach it? There’s always a thought of, “what’s the base 

level of lighting in a space like that, does it need to be absolutely 

pitch black so no one can see anything?” In most cases, no. 

And even in this case, even if without the lantern Rose has, or 

without the flashlight that Joel comes in with at the end of the 

film, there is still a bit of ambience—in this case moonlight. We 

shot all the old house interiors on a stage. I had some moonlight 

seeping in through the windows illuminating the curtains and the 

blinds. That didn’t necessarily do a lot to the interior, so inside I 

had LED tubes that would match the temperature of the exterior 

lights, I usually like moonlight with a touch of green. I think it was 

a quarter green gel, we also used a lot of ARRI SkyPanel’s, HMI’s 
and LightMat’s depending on the window. We would bounce the 
smaller LED tubes off the ceiling, in little areas here and there to 
get a hint of ambience. You could see the shape of the room, yet 
still very dark. Then, the lantern carried around by Rose, that’s 
a source within its own right and that’s a really good point of 
contrast the audience can gravitate to. 

AC it added a very visceral effect, watching Rose  
 wandering through that house alone while 

knowing that terrifying thing is in there.

CS Our gaffer Joel Minnich, who is such a great gaffer,  
 and we were so lucky to have him and his team, 
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would have a member of his team walk around with an Astera 
Tube with a fire flicker effect on, (basically an LED tube with 
some diffusion on it and an egg crate so it doesn’t spill out all 
over the walls), so we could make it more directional. 

AC Could you speak on what it means to shoot  
 horror? To light horror?

CS Honestly, for me, shooting horror isn’t different to  
 shooting anything else. Of course, it’s going to have 

themes that are often dark, and you need to create suspense, 
mystery, jump scares– these all play a big part of it, and you 
need to take into consideration timing as well, which definitely 
comes into play. Pacing is also one of the most important 
things, what should the audience see and when. Camera and 
lighting play a large role in this when making horror but also 
every genre, so I don’t approach it that differently. I love horror, 
I really do, but I love all sorts of cinema and I sort of fell into 
horror, mainly with my relationship with Natalie Erika James 
and the films I shot with her, which I’m very fortunate to have 
done. She’s a huge horror fan, and I love that, but it wasn’t a 
thing where I said, ‘I’m a horror person.’ I’ve shot other genres 
and will continue to do so but I also think that there’s so much 
variety in the horror space which is exciting. There’s elevated 
dramatic horror through to comedy slashers; it’s all good and 
offers different opportunities to be creative.

AC A buzzword these days is ‘elevated horror,’ which  
 a lot of people seem to be gravitating toward 

with some of the recent A24 films, for example. Would you 
categorize yourself as someone who is taking films in that 
direction? 

CS There’s nothing wrong with a fun slasher film. I think  
 if people enjoy them and want to eat popcorn and 

have a laugh and a scare, that’s fine, but I feel like I’m more 
attracted to so called elevated horror because it says more, or 
its attempting to say more. There are more themes and there’s 
more of a premise to why people are doing what they’re doing 
and what their journey is or what the creature or entity is. It’s 

usually a metaphor for something, or some part of the human 
condition. With Smile, it’s a bit of a metaphor for trauma and 
how that can follow you around, how sometimes it can’t be 
healed, or when you try no one wants to help or even believe 
what you’re going through. It’s about mental illness and that’s 
important. I think the horrors that I’m more attracted to have 
those sorts of things present within them. As you mentioned 
companies like A24, and Neon have been doing quite a lot of 
it successfully and I think other companies and studios have 
taken notice.

AC Smile also has wonderful production and set  
 design. Did you work closely with the set and/or 

production designer at all? 

CS It’s such an important relationship. Lester Cohen was  
 our Production Designer, he’s fantastic, and he was 

like our father figure on set. He’s a very talented guy and his 
team is great, so my relationship with him was pretty close. 

The Costume Designer as well, Alexia Garza Gomez, plays a 
big part in this too. We wanted to have colours within the film 
represent different things. For example, when yellow was used, 
it signals danger or the presence of a traumatic entity. Whether 
it’s the yellow on the present’s wrapping paper, of the tie that 
Kal Penn wears in the face rip-off scene. When there’s yellow 
flowers in the interview room, things like that. Then there are 
discussions that often manifest among us, though Parker leads 
the way on it. Lester could come in and be like, ‘Hey, how about 
we go with this colour, because back in the day they used to 
paint pink walls in hospitals to try and make people feel more 
at ease and calm—let’s contradict that, let’s make it weird and 
creepy in there, but still use those sorts of colours.’

Set design is an important one to collaborate with the 
Production Designer on, because it’s important to contribute to 
things like where windows are going to go, how much space is 
needed for camera, etc. The dilapidated house, the hospital and 
a few other areas were all set builds. If you’re not in sync with 
the Production Designer, you’re setting yourself up for failure. I 
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think it’s an extremely important relationship. 

AC Before I let you go, I wanted to ask you if there any  
 new techniques you ended up using or something 

you carried over from another project? 

CS It’s not a technique but something that comes to mind  
 that was a conscious choice in lensing was to not 

have any over the shoulder shots. I love an over the shoulder, 

but for this film we wanted to stay away from them. We wanted 

Rose to feel isolated and on her own all the time. We didn’t 

want to connect her with anybody else. There’s only a couple of 

moments in the film where you see people stacked up, but even 

then, we shot at the smallest depth of field. So yeah, Rose is 

always alone and never connected to another character.

AC Yes, she felt disconnected from the audience itself  
 at certain points.

CS Another new technique that we used, was in  
 collaboration with Fotokem where you laser scan 

to film and then re-scan digitally. A process they have called 

‘SHIFTai.’ We shoot digitally, but then scan a master to film 

and print the film, then we scan it again, bringing a bit of 

celluloid into the process to make the image feel more alive 

and organic. We printed to a slow, 1 ASA internegative stock 

Kodak Vision 3 5254. We weren’t trying to make it look like 
film, more something in-between that takes on its own look. 
It adds a feeling of grain and texture. But we shot on such a 
clean camera, the Alexa 65, that it wasn’t about adding heaps 
of grain and trying to then mess it up. It was more of the other 
things we liked; a little bit of distortion, the way things round out 
in highlights and practical light sources. I was really excited we 
could do it on a smaller film. If the film was just going to go to 
streaming, Paramount probably wouldn’t have entertained it, 
but because they were taking a gamble and going theatrical, 
they were open to these new techniques. Everyone was happy. 
Our colorist at Fotokem, Dave Cole, is fantastic, we were so 
privileged to have him. He has a wealth of knowledge and 
helped us test different shots and showed us the difference 
between the various options within the process. What we 
settled on adds a little bit of an extra something. It’s a fun and 
exciting process.

This interview has been edited for clarity and length.

Charlie Sarroff is an award-winning Australian cinematographer based between 

Los Angeles and Melbourne. He is currently working on Broke,  

and independent eno-western from director Carlyle Eubank.
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THE 
HANDMAID’S 

TALE
Nicola Daley ACS dives into the world  

of June Osborne.

By Ben Allan ACS CSI
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Nicola Daley ACS is no stranger to the pages of Australian 
Cinematographer.  As an eager young rental prep-technician 
from Lemac, she became a regular contributor to the ‘New 
Gear’ column before writing feature articles on a wide range 
of projects and cinematographers. She has returned several 
times as the subject of interesting stories about her own, 
varied, and award-winning work as a Director of Photography. 
Fast forward to today and you find Daley travelling the world 
as one of the most sought-after international television drama 
cinematographers, working at the highest levels. She spoke to 
AC Magazine about her recent experiences behind the lens of 
Season-5 of the now iconic The Handmaids Tale.

The Handmaids Tale

“It was Bonnie who suggested me for it,” says Daley, 
referring to Bonnie Elliott ACS, who is also recognised for 
her own formidable international reputation in drama series. 
After Elliott worked with Handmaids star Elisabeth Moss on 
the series Shining Girls, she wasn’t available for the new 
season of Handmaids, “Bonnie said to Lizzie, you should 
talk to Nicola,” she explains with a smile. “So, they put me 
through the wringer!  No, they interviewed me, and it was 
(Executive Producers) Bruce Miller, Warren Littlefield and 
Lizzie Moss and it went really well. Lizzie and I got on like 
a house on fire from the start.”  Having interviewed for the 
second DP position on the season, Nicola felt she had a very 
good chance at getting the show. A couple of weeks later her 
agent received a call from the production asking if Daley was 
available to start work sooner and stay longer and it quickly 
transpired that they wanted her as the lead DP on the season, 
shooting six of the ten episodes.

“Of course, I was thrilled, with the history of that show,” 
says Daley, “Colin Watkinson set it up and did such a 
beautiful job. Zoë White ACS did a couple of seasons and 
Stuart Biddlecombe did seasons three and four. As a show 
it’s always looked so beautiful, I was like – how can I shoot 

this? But I was over the moon and when the deal was done, 
I asked who’s directing and Lizzie said ‘Oh, I forgot to tell 
you, it’s me’ …so she directed episodes one and two and the 
finale episode ten.”

As Moss and Daley started to develop their working 
relationship and the essential rapport between 
cinematographer and director, Daley mentioned that Moss 
had worked with both Bonnie Elliott and Zoë White and that 
all three of them went to the same film school in Australia 
(AFTRS), “We all had this amazing teacher called Jan Kenny 
ACS,” to which Moss replied, “I have to personally thank 
this woman!”

Pre-Production

With only two days off between shows, Daley arrived in 
Toronto where The Handmaids Tale production is based. 
Having already started to explore ideas via text and email, 
Moss and Daley began full prep for the show in person. 
“Lizzie is a big music person, so that’s good. We sat around 
for a lot of time and talked. She loves reference images and 
is a big preparer, which I am as well. It was such a joyous 
time, such a creative time, sharing ideas and references.”

“Lizzie is an incredibly accomplished director and I think 
she’s so good at directing because she looks from inside 
the scene, from the characters point of view.  Handmaids 
is so very rooted in June’s experience.” Because of Moss’s 
experience on the show both as the central character and now 
as a director, when the production gave Bradley Whitford the 
chance to direct an episode as well as starring as Commander 
Lawrence, they allowed him to shadow Moss in preparation. 
For Daley this was a bonus, “I love The West Wing,” Nicola 
explains. “So, when I found out Bradley was directing as 
well, I was like, oh my God, this is exciting. But he’s so funny 
as well.” Bradley Whitford’s episode as director also became 
one of Daley’s, with the pair developing a great rapport.

PHOTO - Sophie Giraud
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On Set

Once they got to set, one of the things that most impressed 
Daley was the level of discipline the actors all showed in 
working with the blocking that had been planned in pre. 
“Lizzie and I would work out the blocking for every 
scene. You normally do that with a director, but you don’t 
necessarily get that when you get there with the actors 
because they want to do something else. They want to go 
to five different places and some directors like that and just 
want the actors to be free. But it’s always a struggle because 
then you’re thinking, time’s running out and we’ve gotta 
cover all those different positions!”

She goes on to explain that because the ethos of Handmaids 
as a production is so respectful of blocking, it allows the 
lighting to achieve the consistently distinctive look of the 
show, keeping the key light on the offside with lots of sources 
punching through windows that are in shot. “I think there’s 
a secret art to blocking that no one ever teaches,” says 
Nicola, “no one ever talks about it much but if it doesn’t 
work then you’re trying to fit a triangle into a square hole. 
It doesn’t work.”

While some might guess that having an actor/director helps to 
make this work, Daley points out that the two other episodes 
in Season 5 were with LA based full-time director, Eva Vives 
and the experience was the same, “it’s just what ‘Handmaids’ 
does really well,” she says.

Daley also explains how important the choice of locations is 
for maintaining the look and style of the show. As with the 
blocking, there is a deeply embedded culture of respect for 
the elements that are required to maintain the quality of the 
look. For example, she highlights that the locations originally 
selected for Camp Mayday was in a remote location, and after 
the snow melted, was down a very muddy road. Because of 
the respectful environment on the production, she was able 
to easily flag on the tech scout that it wouldn’t be possible 

to get lifts down into the location. “All of my lighting would 
have been off tall stands and that just wasn’t going to be 
good enough for Handmaids. So, I just said we need to 
move this to another forest with better access.” In the same 
vein, she notes that there was always support and space for 
things like changing a scene from day to night to make it more 
dramatic… If it worked for the story.

For the shoot, Daley knew that it was essential for her to 
be sitting next to the director looking at the same monitors. 
While she had the DIT nearby where she could check critical 
colour or levels, most of the time it was more important to 
maintain the line of communication with the director. This was 
even more important when Whitford or Moss had to leave the 
director’s chair to appear in the scene. “I never gave them 
directions, but I could be a sounding board.” Nicola also 
remembers with awe, moments when Moss would finish her 
close-up and then say, “I’m just going to do some looks 
in different directions to give myself some options in the 
editing room.” Daley elaborates, “so she’s simultaneously 
giving this incredible performance, directing the scene, and 
thinking ahead about what she might need in the edit! I was 
like, this is amazing work, she is incredibly talented.”

The Look

Right from the start of her work, Daley says that she was told 
that she was the guardian of the show’s image for the season. 

“Handmaids has a very established visual style and its 
very strong, so it doesn’t need fixing! Because I’ve done 
many, middle or end blocks of television series now I’m very 
comfortable walking that line, balancing the existing look 
and yet still finding ways to put your own stamp on it.”

As part of that strong and distinctive look, Handmaids uses a 
collection of Show-LUTs that were created for Season 1 and 
have been used throughout the five seasons.



“Colin created those, and they are just stunningly beautiful. 
The gaffer, Tom Henderson who’s one of the best I’ve ever 
worked with, calls them the ‘Vampire LUTs’ because they 
just suck up all the light!” Daley goes on to explain that a lot 
of the look is also built into the sets and costumes of Gilead 
but because so much of Season 5 happens across the border 
in Canada, there was a simultaneous challenge in keeping 
the show looking like The Handmaids Tale that the audience 
expects while also giving her the opportunity to some new 
layers to that look. “I introduced white flame green (#213) 
into the moonlight, just to give it that sort of silvery green 
bluey colour and then contrast that with the warmth of the 
practicals. I am a big fan of colour contrast.”

Lighting

To create the now iconic lighting style of the show’s beams 
of light through windows, Daley relied on MoleBeam’s or a 
12K and then for the faces Daley describes it as “smoke 
everywhere, book-lights everywhere!” referring to the classic 
Hollywood technique of bouncing light off a large surface 
which is angled to then pass-through diffusion to create a 
light source softened both by reflection and diffusion. The 
difference though, was in the use of a Grey Grid, which 
functions like a conventional grid diffusion by softening the 
light while maintaining some directionality, but the grey grid 
takes out some more of the spectral highlights on the skin.

“We would do a book light and then diffuse that light 
through two or three frames, and it was so soft! I now carry 
a set of grey grids with me because I love it.”

Cameras & Lenses

Another element which has remained consistent through the 
show’s history is the package of ARRI ALEX Minis and the 
vintage Canon K35 superspeed primes. “People say why are 
you still using the Mini on the show, but I’m not going to go 
to the producers and say hey we should do this or that. You 

just don’t. With a show like Handmaids, you don’t go in and 
reinvent the wheel.” 

While the distinctive recipe is one that needs to be respected, 
there is still room to be creative.  Daley notes that the handheld 
closeups which are such a key component of the style were 
always going to be part of the show, but she was able to 
interpret them in her own way. “Colin (Watkinson) and Reed 
Morano ASC set those up at the beginning and they tended to 
use the 28mm. But, as the series went on, I think it was more 
the 35mm that I used on Lizzie’s face, she just looks stunning 
with that lens.” She also notes that the show provides 
wonderful opportunities for extreme wide angles, Dutch tilts, 
and use of negative space. “When shooting Handmaids, you 
need to be off the eye line, you’ve gotta be high, you’ve gotta 
be low! It constantly pushes you to think outside the box. 
We have a B-Camera operator, Brett Hurd, who’s got such a 
beautiful eye, so I’ll be there with Brett, and we’ll be like… 
it can be raking down there, and they can be these tiny little 
characters in the left-hand bottom corner!”

Collaboration

“Working with Lizzie is such a joy because she has great ideas 
and she also listens,” Daley says with a smile. “It’s just so 
much fun when you can, sort of, jam on it together.” She 
describes the experience of having friends over to watch the first 
episode of Season 5 at her home when it aired in the UK. The 
opening shot of the episode starts with a clearly identifiable face 
of Moss’s character June and running water, but it is impossible 
to work out which way is up and where we are. Daley explains 
that when she read the script it had June at a sink with running 
water and she asked if it could instead be with a running shower 
“Handmaids also has that space for you to feed things back 
into the script.” As the camera pulls back it twists around in 
a slow barrel roll as June remembers the events from the end 
of Season 4. As a visual metaphor for a character who has 
upended her world, it is as powerful as it is dramatic and as 
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unsettling as it is beautiful. Watching that scene again, at home 
with her friends reminded Nicola of how powerful the director-
cinematographer collaboration can be “You can say ‘why don’t 
we do this’, and we really went for it.”

Similarly in episode 2, when they go to Putnam House for 
Fred’s wake before the funeral, “we did the whole party scene 
as a one-shot Steadicam. The actors all loved it! We had to 
reorder some of the dialogue to make it work but nobody 
has airs and graces about it. We walked it through in pre-
production with Lizzie’s phone to work out the flow of it. 
Everyone was like, if it’s for the good of the show then of 
course we’ll just do that.”

Post Production & VFX

One of the biggest sequences for both the shoot and post 
production was Fred’s funeral scene in episode 2. With 
only five hundred extras on set and needing to create the 
impression of thousands, the VFX team used Unreal Engine, 
the same platform that powers the Virtual Production LED 
volumes. They scanned the location to previz would need to 
be shot so they could stitch together the cast of thousands in 
VFX. “The VFX Supervisor can input the camera into Unreal 
and I’ll tell him which lenses to put on and then place the 
camera and then he can tell us exactly how many people he 
will have to create in post to repopulate the shot.”
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Because the sequence was shown on TV in the story, Daley 
had her camera operators on platforms and in costume so 
that they could turn up in the other cameras shots and just be 
part of the scene. “It was pretty funny for the operators – 
seeing themselves in costume!” Daley says with a laugh.

For the colour grade Nicola worked with series colorist Bill 
Ferwerda at Company 3 in Toronto while she was there, 
and remotely once her remaining episodes were ready using 
Company 3’s facility in London once she was back in the UK 
for another project. Company 3’s tightly calibrated monitors 
across the facilities combined with the remote grading 
workflow and communicating via zoom between the two 

rooms and countries made for a seamless process. “The 
other amazing thing about Handmaids,” explains Daley, 
“is that there’s no grading by committee.  They watch 
everything and there’s few notes, but it’s so minimal. If 
there’s something they don’t like, they’ll tell you, but they 
also believe in the role of the DP as the custodian of the 
image and that’s so empowering.”

The Experience

With the perspective now of Season 5 being out in the world, 
Daley considers her experiences on the show. “Sometimes 
people just click with a director. It may have taken me 
seventeen years, but Lizzie is one of the best people I’ve 
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ever worked with, and you know we’re going to do more 
together. I’m very excited about that.” 

Nicola goes on to describe a sequence where June is 
watching the ballet, with a lone ballerina on stage. Playing 
with the tropes of Lady Macbeth and Ophelia, and being 
underwater as metaphors for trauma, Daley and Moss created 
a motif of underwater lighting effects on the stage. “We used 
movers from the theatrical lighting world to create moving 
underwater lighting effects. I also suggested we have a strong 
beam of warm light fade up during the sequence, to create the 
idea of sunlight breaking through the water.”

“Devon Teuscher was dancing, and she is a prima ballerina 

from New York. Justin Peck was our amazing choreographer. 
When we were shooting the scene and the beam of light 
appears, Devon and Justin suggested she dance to the light 
and play up to the bear, up to the surface of the water. It 
was an incredibly moving dance to watch. I love it when 
every element of film making comes together like that, to 
create an emotive story. It was such pure creative joy, one 
of the best things I’ve ever shot.”

Nicola Daley ACS is an award-winning Director of Photography  

with extensive experience in drama, documentaries and commercials.  

She will next be shooting the Season 2 finale of HALO in Budapest. 
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SHANTARAM
Stefan Duscio ACS embraces the  

challenging world of Lin Ford.

By Cara Hurley



Hunter Page-Lochard in ‘Fires’ - DOP Marden Dean, PHOTO Ben King
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Apple+ TV series, Shantaram, is a 12-part series adaptation of 
the book by the same title by author Gregory David Roberts. It 
takes us on the extraordinary journey of prison escapee Dale 
Conti, aka Lindsay Ford, in the 1980’s which sees him land 
in Mumbai and swiftly entwined in the lives of a spectrum of 
characters from every corner of the globe. Set-up DOP Stefan 
Duscio ACS chats us through the process of creating the 
intricate world of Shantaram with fellow key-creatives and the 
challenges of shooting across two countries amidst a global 
pandemic.

AC Were you familiar with this story and the book before  
 the project came to light?

SD Very familiar with the story. It’s legendary in Melbourne  
 and Australia, so I was thrilled to even get an interview 

on it.

AC Can you tell us a bit more about how you came to be  
 involved in this production?

SD I got a call one day from the Showrunner Steve Lightfoot  
 and Director Baharat Nalluri. I think they might have 

heard of me from 1st AD Phil Jones. I’d worked with Phil a lot 
on various projects like The Dry and Barracuda, and Phil was 
attached to the project. I had a great Zoom interview with them 
at the start of 2021 and I couldn’t have been more excited to 
take it because I’d heard whispers in the industry about the 

project coming to town. 

AC As the set-up DOP, what was the process you went  
 through with set-up director Bharat Nalluri to work 

out the visual style for the series? Did you have free reign to 
set the style and tone considering there are other directors 
and another DOP?

SD We had this wonderful two-to-three-month period  
 early on where Bharat, Steve, Production Designer Chris 

Kennedy, 1st AD Phil Jones, and other parts of the team, all 
spent quite an extended time in pre-production scouting both 
Thailand and Australia for suitable locations. During that time 
there was an extended discussion about what the series should 
be tonally and what it should look like, and how that should 
feel. It was great that we all discovered that together. It wasn’t 
necessarily Steve coming down on us with a decree of, “this is 
exactly how it should look,” we all kind of knew what we liked 
and didn’t like, and we all screened references together and 
showed each other photography or movies that might inspire 
us. But it was a slow build, which is kind of how I like it. I like 
discovering what a show should be together as a group, as we 
all get to know each other’s tastes and likes.

AC So quite a collaborate process with those key  
 creatives at the start?

Alexander Siddig in ‘Shantaram’

Charlie Hunnam in ‘Shantaram’



SD Very collaborative, and then once it started to firm up  
 Bharat and Steve were really trusting of things that 

I started to put forward. I was then able to filter that kind of 
information to the other DOP Bob Humphreys ACS once he 
came on a few months later, and with the other Directors Ian 
MacDonald and Bronwen Hughes. We all wanted it to feel like 
one long cinematic experience rather than a disparate fruit salad 
of different looks. All our favourite film and television feels like the 
one vision, so we all tried to get together as much as possible 
and agree on how the show should look.

AC So, throughout the series did you have a particular  
 process with Bob Humphreys, to keep the continuity 

of style throughout the series? 

SD Before Bob came on, I had already been on the project  
 for four months or so, so I had a lot of time to think 

about it all and I ended up writing a mini thesis on what I 
thought the show should look like and gave Bob as much 
information as possible. He had to hit the ground running and 
he’d inherited a lot of the crew I’d employed across Thailand 
and Australia, and I spent as much time with Bob as possible 
showing him all my photography from our scouts and recces, 
showing him camera tests. Being the set-up DOP with the 
set-up Director, we had often shot most locations before Bob 
got there, so he had something to riff off. He was inheriting a lot 

of that crew, so they were able to help guide him and say, “well 
this is sort of what we did in episodes 1, 2 and 3,” and he had 
somewhere to bounce off and do his own thing from there.

AC Speaking of crew, who were your key crew members 
 on your Camera team and Grip and Lighting teams 

and had you worked with all of them before? 

SD In Australia I had pretty much worked with all my key  
 collaborators before. I had Ruru Reedy as our Gaffer and 

Glen Arrowsmith as our Grip in Melbourne, wonderful guys who 
I’ve known for many years, they’re like family. I’d first worked 
with Ruru about ten years ago on a small movie called Galore, in 
Canberra. We used very minimal lighting equipment on Galore 
and came up with some rules on that film. for example, no LED 
lighting because we didn’t like the look of it back then. And 
there were times on Shantaram when we looked around and 
were like, “oh my gosh, it’s all LED now.” It’s amazing to see 
how far technology has come, and how far our careers had 
come, over the last ten years. And how excited we were to be 
working together on a totally different scale. 

I had an incredible Gaffer in Thailand as well, Wirot Sittiwech. 
I found out about them from another Aussie DOP Jules 
O’Loughlin ACS ASC, who had recently been in Thailand doing 
a Disney Plus series, Ms. Marvel. So, he (Jules) was helping 
advise me on some of the crew that he’d worked with.
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It was quite challenging that I didn’t have any continuity of heads 
of department to take with me from Melbourne to Bangkok. So, 
I had to almost start again from scratch and started shooting 
the next series of block work there. To re-engage and explain 
what the show was, all over again, to a whole other department 
each time was very challenging, but they were totally up to the 
task. They were an incredible crew over there, particularly the 
Art Departments were amazing. So much detail to their work.

AC What were the reasons behind having different  
 crews between Melbourne and Bangkok? Was it due 

to block shooting overlaps or just logistics?

SD It was a little bit of logistics and a little bit of Covid. It was 
 incredibly difficult to leave the country last year, it was 

very hard to take people in and out of Australia. We discussed 
all the options and it ended up being simpler for us to employ 
locals. In some ways it helped because they were able to 
do prep work over in Thailand while we were still filming in 
Melbourne, and then Bob Humphreys ACS and Director Ian 
MacDonald were finishing their episodes in Australia while I flew 
to Thailand to get ahead and start prepping major locations like 
our slum and Colaba backstreets well ahead of time.

AC So, did the Art Department create all the slum land  
 and Mumbai outskirts in Thailand? 

SD Chris Kennedy our Production Designer and all his Art  
 Directors were mind-blowing in their detail. One of the 

biggest sets they created was our Sagar Wada slum, which 
was out near some film studios in Bangkok. They created an 
empty canvas for us to work on and then we used digital set 
extension around that, to place it in larger Bombay. We also had 
a backlot in Bangkok that we took over which was kind of an 
old shopping village that had been abandoned for many years, 
and we were able to completely turn it into Bombay from the 
1980’s. In some ways it worked out really well because if we 
were to go to India for some of that work it would have been 
hard to control and make period correct. Whereas the fact that 
we were able to design it from scratch meant we could make all 
the lighting fixtures, all the dressings, all the vehicles, everything 
feel like it was of its time. It was one of the most exciting things 
for me because, on a lighting level as well, all the night exterior 
work there needed to be completely installed. It was just like a 
massive playground, photographically.

AC So that long walk and talk with Lin and Prabhu  
 through the market area with nice soft light through 

the market canopy, was that part of your coordination with 
the Art Department?

SD It was actually Production Designer Chris Kennedy’s  
 idea, but I was all for using a beautiful soft overhead area 

for the market. I knew we had to shoot that across many hours 
and it would have been pretty brutal in the open sunlight there, 
so as well as his art department fabrics that were above there, I 
think I patched up some holes with our own grid cloth fabrics.

AC It seems like there’s quite a lot of Steadicam work  
 in the series. Were you able to take your Steadicam 

operator from Melbourne over to Thailand?

SD My only crew continuity throughout the year was a  
 dailies colourist, which I was really happy to get. I 

worked with Christopher Rudkin who works with Greig Fraser 
ACS, ASC a lot. He worked with Greig on Dune and The 

Batman, and so I was introduced to Chris via that pathway. 
Chris was able to colour not only my work but Bob Humphreys 
ACS work throughout the year and across Australia and 
Thailand. No matter where the production was, he was 
colouring it. So, that was an amazing piece of continuity 
because Chris was able to give it all such a coherent look which 
meant every director, as well as every editor, and Steve Lightfoot 
our Showrunner, were looking at super consistent rushes. I 
would spend about forty-five minutes every night with him on 
wrap, going through the day’s work, finessing it with him. In 
terms of camera crew, we had Tim Walsh as our Steadicam 
operator for my first blocks in Melbourne, and then Marty Smith 
for the end of the year when we came back. In Thailand we had 
a lovely man, Watcharawit Ya-Inta, nicknamed Koon who did 
incredible work. 

AC There is quite a distinct warmth to the Mumbai  
 sections of the series and a distinct coldness to 

the Australian sections. Was this something you achieved 
through lighting, grading, or a combo of both?

SD It’s something we all came up with early on to  
 differentiate countries and timelines. We knew we 

were going to be shooting a lot of the Melbourne work during 
winter, so it was easy to lean into that via having a cooler/
neutral wardrobe and a cooler, more wintery light. Shooting in 
Thailand as “Mumbai” it was just inherently warmer. We had 
incredible wardrobe from Margot Wilson, it was this combination 
of beiges, browns, oranges, reds, and her and Production 
Designer Chris Kennedy were working in symbiosis with that 
palate. You’d look at mood boards in both the Wardrobe 
department and Art department and they would blend together 
beautifully. I didn’t want to turn that warm factor up too far in 
India because I’m aware that a lot of Westerners often film in 
other countries and turn the orange up way too crazy, they 
put a tobacco filter on every time they film Africa or Mexico or 
the Middle East or Asia, so we were trying to go much more 
naturalistic.

AC What did your camera package consist of, and did  
 you use different lenses or filters for the Australian/

flashback portions of the story? 

SD We thought about it, but audiences are so sophisticated  
 now that you don’t need to turn flashbacks up to eleven 

for audiences to know where you are. Generally, a lot of the 
episodes opened with flashbacks, so I didn’t feel the need to 
go too different with my lens package. We shot the whole series 
on Alexa Mini LF and Panavision Ultra Panatar Anamorphic 
lenses. They had quite a unique 1.3x de-squeeze to the lenses. 
So, it was a look that wasn’t quite anamorphic and wasn’t quite 
spherical, it was something in the middle which I found unique. 
It also meant you could use almost the entire Mini LF sensor. 
You were getting as much out of that sensor as possible with 
just a little bit of racking room by the time you cropped it to 
widescreen. I think we might have been the first TV Series on 
Apple to shoot in widescreen and we all felt quite passionate 
about it because it was such an epic cinematic adventure story. 
Any time we did our recce photography in widescreen it just felt 
like the show was begging for it. 

AC It feels like the camera is almost always moving,  
 whether it’s fast with the action or a soft drift in 

the more still moments, the camera is rarely still. Was this 
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something that was a conscious choice from the start?

SD A lot of the camera movement was inspired by the  
 actor’s blocking. There were certainly some sequences 

where we came in and forced our vision on top of some 
blocking occasionally. for example, the prison break was 
storyboarded down quite carefully, and was well planned out, 
because it was such a jigsaw puzzle. A lot of that was more 
handheld and frenetic, feeding off Charlie Hunnam’s energy 
throughout the scene. I just love being able to move the camera 
around fluidly, and once we settled into India, I didn’t want to 
shoot too much of that handheld. I wanted to keep it more 
cinematic and widescreen and stay on dollies. It would be very 
rare if I ever put the camera on a static tripod. I’d always want 
the freedom to move with the actors throughout the blocking 
and the directors were always very helpful with that. If I knew 
that Charlie was going to go from A to B to C, I would either 
lay track to follow him throughout all his movement or use 
Steadicam so we could follow him. I never wanted to say, “we’re 
just going to watch it from one spot”. In saying that, I didn’t 
want to inflict my style onto a scene too much either. I love the 
idea of sitting back and letting the actor’s performance wash 
over you and just be in the spot that, as an audience member, 
you want to see that performance from. I was trying not to be 
overly tricky, or unusual with angles. I didn’t want to fill the frame 
up with foreground too much or do unnecessarily low angles 
on people. I just wanted to sit at their eyeline height in a very 
pragmatic way and watch their performance. I’m always about 
trying to stay in their eyeline with a move so you’re right down 
the eyes, so my camera movement really feeds off whatever the 
actors are doing; if they shift slightly over to the right, I’m shifting 
slowly to the right with them.

AC The series has a narrator’s voice; did that effect your  
 approach to coverage or style for the shoot?

SD Absolutely, it was all throughout the script. We would  
 often do some extended shots where we knew that Lin 

would just be observing the people around him. Whether that’s 
at the slum or Reynaldo’s or Lin wandering Colaba’s streets, we 
knew we’d follow his face, observing it all. Occasionally we’d 
shoot it off speed at maybe 50 fps, so it could be more of this 
lyrical, slow, introspective moment that we knew voice over 
would go over.

AC Do you have a favourite scene or set that you  
 particularly enjoyed shooting, or are particularly 

proud of how it turned out?

SD I’ve got a fondness for Reynaldo’s, the bar Lin spends a  
 lot of time at, where he meets a lot of the international 

cast. There was a bit of pressure to do that whole set on a 
stage and possibly with greenscreens out the window, or a 
volume. But, once we all saw that location in Thailand and saw 
that we could create a Reynaldo’s which looked out onto a 
city intersection where we could have vehicles and extras and 
market stalls with smoke, atmosphere, backlight, I completely 
fell in love with the place. Steve told me he wanted that to 
be our Casablanca and he wanted to feel a real romance for 
that place, and I wanted Lin to fall in love with that place, and 
I wanted the audience to fall in love with it, so I unashamedly 
went a little bit more glamorous in there. Everyone looks 
amazing sitting under the warm light in Reynaldo’s. We tried to 
keep the camera moving in there all the time because there was 
just so much to see. We shot a scene in there where I basically 
had a camera on a remote ARRI head, just circling the table 
throughout a five-minute scene. We had a Steadicam doing 
the same thing, and I love how that scene turned out because 
it just captures the energy of being around that cast whose 
energy was so infectious and warm, and the feeling of being in 
Reynaldo’s, which was intoxicating and ravishing.
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AC How involved was your postproduction process?  
 Did you create new LUTs for the different locations 

or timelines, and how long was that process?

SD We shot the show with basically just one LUT throughout  
 the year. We tested a whole bunch in pre-production 

and kept tinkering with them in the early days of the shoot, but 
we fell in love with one early on. I worked with a DIT in Australia, 
Sam Windsor, and another fantastic DIT in Thailand, Thianrawee 
Temcharoensuk. With that one LUT we subtly adjusted the 
images, but we didn’t overly grade on set. In Post-Production I 
worked with an incredible colourist, Tom Poole, who was then 
followed up by Matt Osborne. Both of those guys are based at 
Company 3 in both New York and Los Angeles. I’d worked with 
Tom Poole on The Invisible Man and a bunch of commercials, 
and Tom is one of the most amazing colourists in the world. He 
works with a lot of filmmakers who shoot on film and celluloid, 
he knows inherently how to bring the feel of that into digital 
footage and make it more evocative and expressionistic. He’s 
not tied to naturalism, and if he feels like a fluorescent that’s 
backlighting an actor could be dirtier and greener, he’ll take it 
there, even though it might not make sense. If it emotionally 
makes the scene feel right, he’ll go there, which is what I love. 
He has such a great way of bringing out texture in the footage 
and making the most of what’s there, I just adore his work; 
he made everything I did look much, much better. On top of 
that we used a technology called Live Grain which I’ve used 
a couple of times before on The Dry and Judy and Punch. It’s 
basically a simulation tool to make the footage feel like it has the 
texture of film. We simulated a Kodak 500T stock throughout 
the show, so it has this subtle, beautiful texture throughout.

AC Were there any significant take-aways from the  
 shoot - something learned, or a new experience?

SD One of the biggest things I learned about was the use of  
 wireless lighting technology. Gaffer Ruru Reedy had been 

working on bigger and bigger productions over the years - he’d 
just come off Elvis, for example, doing second unit there - and 
encouraged us to have a completely wireless set. I was able 
to wander stages with Ruru and a dimmer board operator 
and we could very fluidly dial things in, whether it’s the colour 
of the light we’d installed or what level it was going to be at. It 
felt incredibly freeing and painterly to be able to talk with him in 
those ways. We could save a myriad of pre-sets, for example 
in Karla’s apartment which was on stage in Melbourne he and I 
could get there early and design a dusk look, or a late afternoon 
look, or a night look, and when a Director or a 1st AD said, “Ok 
we’re done on the day scene, let’s go to night,” it was literally a 
push of a button and the whole set would go, “whoosh”. That 
includes what’s out the windows, what’s coming in through 
the windows, all the practical lights. Ruru and his team were 
amazing. A few years ago, it would all be radios to individual 3rd 
electrics on every single lamp, dimming them all manually one 
by one and there would be so much back and forth, whereas 
Ruru and I can do it by eye on a set, or walk over to the DIT 
monitor and very quickly dial in a look that we like.

AC What’s next on the cards for you?

SD I’m hoping to do another movie with Leigh Whannell,  
 who I did The Invisible Man and Upgrade with. That’s in 

very early pre-production. It’s a movie with Universal that he’s 
still writing and finishing up, so all going well that’ll happen. But 
otherwise, I’m just very busy with commercials again until the 
end of the year.

Stefan Duscio ACS is an award-winning Australian cinematographer, 

who recently won the prestigious Milli Award for the ACS Australian 

Cinematographer of the Year for his work on feature film The Dry.
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TREE KANGAROOS 
GHOSTS OF THE FOREST

Geoff Spanner finds himself in the rare 
presence of the Lumholtz tree kangaroo.

By Sarah Jo Fraser



Tree Kangaroos – Ghosts of the Forest 
follows the intimate lives of the Lumholtz 
tree kangaroo in the wilderness of the 
Atherton Tablelands in Queensland. 
Rarely filmed in their natural 
environment, the film is a privileged 
insight into their world.

“Being in the wet 
sclerophyll forest 

the conditions 
changed rapidly 
from sunlight to 

rain and everything 
in-between. Tree 
kangaroos have a 
bad habit of either 
sleeping or moving 

a lot, there’s no 
middle ground.” 

After a year and a half of filming 
Director/DOP Geoff Spanner realised 
that the footage he’d been collecting 
largely as a personal project might have 
some traction as a larger piece. “I’d 
always had the idea that I’d make a 
film, but with an animal like the Tree 
Kangaroo I didn’t really think I’d be 
able to get enough footage. They’ve 
almost never been filmed before, 
they’re so shy and secretive so there’s 
very little footage out there generally” 
explains Spanner.

Tree kangaroos are known to live on 
the edge of rainforests, but the family 
Spanner filmed were found in a wet 
sclerophyll forest, a sort of cross 
between a rainforest and a eucalypt 
forest with slightly less dense foliage 
than a rainforest, making it possible for 
Spanner to be able to film. “They’re 
extremely good a hiding. I mainly 
worked with the one kangaroo, we 
named her Mabi, and I got to know 
her personality and her idiosyncrasies. 
Tree kangaroos are quite different 
than most kangaroos, probably 
because they live in a much more 
three-dimensional world. They have to 
be really good in the trees, but they 

also need to be good on the ground as 
well so they tend to be a lot smarter 
than a lot of the other macropods,” 
says Spanner.

Spanner used Blackmagic cameras, 
primarily the Blackmagic Pocket 
Cinema 6K, for their ability to be used 
quickly. “Being in the wet sclerophyll 
forest the conditions changed rapidly 
from sunlight to rain and everything 
in-between. Tree kangaroos have a 
bad habit of either sleeping or moving 
a lot, there’s no middle ground so 
I needed cameras I could operate 
by myself and the Blackmagic menu 
system is the best I’ve ever used in 
terms of being able to navigate fast.” 
Lenses were kept to a minimum, with 
the Canon 100-400mm EF Zoom 
utilised heavily as well as a 600mm 
Canon lens for close-ups. Night-time 
footage was rated at around 3200EI, 
and military-grade torches with variable 
beams for lighting. “It was very even 
lighting because you also had to not 
disturb the animals, so I’d turn it on 
to get the clip and then turn it off. 
You use red lights to watch them until 
you’re actually filming, and then you 
use the other lights,” explains Spanner.

“They’ve almost 
never been filmed 
before, they’re so 
shy and secretive 

so there’s very little 
footage out there 

generally.” 
Spanner relied on the feeding strategies 
of the kangaroos in order to be able 
to track them. They rely largely on the 
stalks of leaves, also known as petioles, 
making their movements quite obvious 
to Spanner who had observed this 
behaviour. “If you find leaves without 
the petioles you’d know they’ve been 
around. The hard part is finding where 
they’re going because they don’t really 
have any set movement restrictions, 
except for where their food is. They 
sleep wherever they want and tend 
to be a bit more active early in the 
morning, late in the afternoon and at 
night. They’ll just feed for a while and 

then sleep for a while, and they can 
sleep up to 18 hours a day. There’s 
a vine up here in the Tablelands that 
they really like, and I tended to get a 
lot of my really good footage in that 
vine. They kept coming back to it, so 
that was quite fortunate.”

Regardless of being a regular presence 
in the forest, Spanner still had to be 
mindful of his movements. “A lot of the 
time I was sitting and waiting, hoping 
they’d come along. That seemed to be 
the more successful strategy. They’re 
almost impossible to follow because 
they’re really fast on the ground, but 
they can also jump from tree to tree. 
They literally just leap like kangaroos 
on the ground, but they’ll do it in 
the trees, and that can be hard to 
follow,” explains Spanner. “Because 
they’re really shy on the ground, I 
actually built a cinema camera setup 
which used a high quality camera 
with electronic circuitry to be self-
triggering. I moved it once a week to 
where I thought the tree kangaroos 
might be and it took me three and 
a half months to get 10 and a half 
seconds worth of footage.”

Working alone meant the full process 
took close to 2 years, but as Spanner 
explains “the advantage of being a 
solo wildlife filmmaker is that you’re 
able to change the storyline to suit 
the footage that you get, as opposed 
to trying to get out there and get the 
footage that the storyline is dictating. 
You kind of have to have your wish list 
and then work around that wish list, so 
that hopefully you eventually get those 
shots but you have a backup plan. I 
ended up with 4.5TB of footage and I 
was already starting to grade and edit 
the rushes quite early on, but there 
was a lot of footage to go through.”

Spanner reflects, “the main thing I 
learned from the tree kangaroos is 
that animals have such divergent and 
diverse personalities. It’s very easy to 
think of a species being all the same, 
but with the tree kangaroos they 
constantly amazed me. I built more of 
an appreciation for wildlife than what 
I had already.”

Geoff Spanner is a nature visuals specialist with a 

long career in both still and video production. He 

has been involved in creating visual imagery of 

the natural world for more than twenty years.
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DON’T GO  
BELOW
Matt Drummond discusses shooting  

new worlds and new creatures.

By Sarah Jo Fraser



The film follows 12-year-old Peter (Sam 
Everingham) and his younger sister 
Verity (Alyla Browne) as they’re taken 
underground by a troop of armoured 
pangolin. The pair learn that Peter is the 
pangolin’s prophesised King who must 
reunite five sacred lost artefacts to give 
him the power to destroy an ancient 
enemy called the ‘Shroud’.

Drummond had set out to explore the 
use of deeper subtext in a children’s film 
narrative whilst keeping the story set 
within a wondrous world. The majority 
of the film is set in the ‘below’ which 
was the wondrous world Drummond 
had dreamt of, heavily anchored in 
visual effects. “I’m a big kid at heart, 
so I can really connect with that 
audience and I love that you can 
create wonderful environments and 
wonderful creatures for them. From 
an economic point of view the films 
have a very long tail on them, so it’s a 

great business model but creatively it 
provides a lot more freedom than some 
other genres,” he explains.

Drummond used green screen sparingly 
where necessary and opted to shoot 
largely with a projection system, a 
unique choice at the time they shot the 
film in 2019. Virtual production wasn’t 
yet mainstream and the projection 
system was akin to the effect you get 
from an LED volume stage. “If you’ve 
got anything reflective in the world 
you don’t have to worry about keying 
things in post, particularly when it 
came to the subtle hair detail and 
refraction you get around the edges 
when you’re shooting closeups. It also 
created a really invaluable reference 
when it came to compositing green 
screen. More importantly, because 
all of the environments in the ‘below’ 
were constructed it gave the kids a 
real sense of what they were doing and 

where they were doing it.”

To bring the projection screens to life 

Drummond used an animation process 

called Ray Tracing, a term which refers 

to the way the images are rendered. 

Previously this process meant having a 

series of computers and long wait times 

before you could see a final shot, but 

new technology has sped this process 

up to semi-real time. Ray Tracing 

essentially mimics the natural word as 

close as possible and the projection is 

the mechanism which showed the Ray 

Trace backgrounds in real time behind 

the talent.

The set was purpose-built for the film 

at Sydney Props Photo Studios in their 

green-screen studio, and Drummond 

created pre-vis elements in animation 

softwares Unreal Engine and Maya. 

“I wanted to pre-vis exactly where 
we were going to be able to stick the 
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camera and how much space we would 
have to do that. Building a set is 
wonderful because you’ve got golden 
hour for eight hours of the day, and 
when you’re shooting with kids you 
can’t shoot beyond that anyway,” 
Drummond explains.

Compared to an LED volume stage the 
projection system’s lumen output was 
quite low, so Drummond had to balance 
his foreground lighting with what was 
coming from the projector screens. 
Drummond utilised a set of Tokina prime 
lenses and three Blackmagic Pocket 
Cinema Cameras (two 4Ks and one 6K) 
for their ability to shoot with a high ISO 
and retain enough quality to be able to 
take those images into a visual effects 
post-production workflow. “Knowing 
we were going to be shooting green 
screen, I needed a very robust codec 
to work with. I was able to key rim-lit 
blonde hair that’s flying in the wind 
with absolutely no problems with the 
codec whatsoever,” says Drummond. 

This approach to shooting also meant 
that Post-Production was actually an 
integral part of the Pre-Production 
process as any environments that were 
going to be shot upfront would need to 
be built before the shoot. Drummond 
elaborates, “for example, there’s a 
scene where the kids fall through the 
floor and are whisked away on the 
back of these rolling pangolin so we 
shot the kids in a closeup with the 
screens running behind them to get 
the sense of speed. We still had to go 
through and put in all the creatures, 
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because we didn’t have those on the 
screen at all. In many cases we just 
had stands with eyelines on them 
for the kids so that they would know 
where they were looking, even though 
they didn’t really know what they were 
looking at necessarily.”

Having a background in visual effects 
gave Drummond the freedom to create 
a feature film with a fairly nimble crew. 
“As the technology’s gotten better 
and digital cameras have improved, 
LED lighting has taken its stand in 
the industry allowing people to do 
things with a much smaller crew and a 
tighter budget.” The projection system 
also allowed Drummond to extend his 
cinematography into the virtual space, 
“you’re dealing with proper quadratic 
fall-off and the light source sizes 
actually changed the way the shadows 
fall off. We could light the kids that 
way that I wanted do, and then spin 
the backgrounds and move the lights 
around behind them in the virtual set 

so it matched. It was a really nice way 
of doing things because it meant that 
if I changed my mind I could just walk 
over to Unreal Engine and change 
it, so it was a very flexible process,” 
Drummond says.

Drummond embraced the technology 
and enjoyed its ability to open up new 
possibilities for smaller teams. “There’s 
no way I could have created this 
film 30 years ago, or even 5 years 
ago. Some technology has evolved so 
rapidly that it wasn’t even available 
when I started doing this. The Real-
Time Hair and Fur systems weren’t in 
Unreal Engine when we started, so 
I initially thought we were going to 
have to do it a different way,” reflects 
Drummond. “It’s funny because I can 
see how people really felt when digital 
took over from film. There will still 
be people doing traditional workflows 
for their own aesthetic, but I think it 
will change quite rapidly over the next 
couple of years.”



From the small town of Mudgee NSW, 

young filmmaker Jessica Nipperess 

and her horror comedy short film Devil 

Bean have proved to be a universal 

hit after receiving a place at The 

American Pavilion’s Emerging Filmmaker 

Showcase at the 2022 Cannes Film 

Festival.

After receiving an Arts Restart Grant 

from the NSW Government, Nipperess 

was inspired by an old coffee machine 

which had been relegated to the 

Nipperess family ‘props’ table. “The 
film really came from the desire to 
smash a coffee machine, which I’m 
sure is a desire innate to us all,” 
Nipperess jokes. 

Writer and lead actor Sam Paine came 

up with an idea for a film about a dad 

who gets addicted to coffee, and the 

havoc it wreaks upon his perfect family. 
“I really enjoyed collaborating with 
other creatives, taking somebody else’s 
script, and learning to adapt and 
build my own emotional connection 
to it was something that I haven’t had 
a chance to do making films in my 
own backyard,” explains Nipperess. 

“There’s not too much of a film 
industry in Mudgee so I felt really 

lucky to have found Sam as a writer to 
collaborate with on this project. And 
my mum and my dad, and whoever 
else we could drag in helping to crew. 
It’s very demanding but it’s great to 
have the community around me.”

Having shot her previous films on 

DSLRs and iPhones, Devil Bean was a 

step up for Nipperess. With the help of 

her mentor Cadance Bell, Jessica was 

able to rustle up a Blackmagic Pocket 

Cinema 4K and a kit of zoom lenses 

for the shoot. “I found it was both 
accessible and gave me a massive level 
of creative control, which helped me 
achieve the ‘cinema look’. I found it 
amazing to have that amount of control 
over what I was producing and freeing 
that I could finally create the film that 
I had in my head,” says Nipperess. 

“In so many regards the Blackmagic 
Pocket Cinema 4K was a part of the 
decision for me to elevate the quality 
of the films I’m producing and get a bit 
more experience operating at the level 
the industry does.”

Camera movement was used very 

deliberately in Devil Bean, an element 

that Nipperess was yet to fully 

experiment with. She revelled in the 

ability to smoothly move the frame 
to reveal new information. “Thinking 
about the techniques behind each 
shot really interests me because it’s 
something that we all instinctively 
respond to, it’s academic but it’s got 
this real emotional grounding in it. I 
really loved tapping into that side of 
filmmaking.”

Nipperess drew from her love of horror 
films while creating Devil Bean, using 
bright and bold colours to exaggerate 
the heightened elements of the script. 
“I really love colour theory and it 
was important to show the dramatic 
shifts and create the different worlds 
using colour. It’s so ludicrous and 
exaggerated that you can just laugh at 
it. I used a lot of blues and greens and 
white to convey the calm, stability, 
and the sterileness of the house, and 
then introduced the coffee machine 
which is bright red to completely 
destruct that sense of stability.”

In her final year of school Jessica 
Nipperess may still be deciding what 
her next steps might be, but she has 
one firm hope for her future, “hopefully 
none of my films will ever be perfect… 
so I can keep learning.”

DEVIL BEAN
A perfect family comes undone with emerging cinematographer Jessica Nipperess.

By Sarah Jo Fraser
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On September 17, the Australian 
Cinematography Society lost one of its 
most remarkable members. Jim Frazier 
was not only a cinematographer with an 
extremely high level of skill and creativity 
in the nature and wildlife specialisation, 
but also an inventor and technician who 
could build things others could barely 
imagine. 

ACS National President Erika Addis, 
speaking to the ABC after Frazier’s 
death, said, “He was an extraordinary 
cinematographer, he was an inventor, 
and he was a naturalist. He made the 
impossible possible.”

Jim Frazier’s innovative capacity found 
its ultimate expression in the Frazier 
Lens System that was brought to 
market by Panavision and earned 
Frazier a 1998 Technical Academy 
Award along with recognition around 
the world for the system’s unique 
capabilities.

ACS Associate Member and former 
Kodak and Colorfilm technical guru, Tim 
Waygood remembers visiting Frazier’s 
workshop in Dundas and finding 
what he describes as a “professor’s 
workshop,” with lenses and bits 
of lenses everywhere. “He was so 
technically gifted,” says Waygood, “he 
just effervesced ideas for lenses.”

When Frazier designed his special 
periscope system for use in wildlife 
photography, the resulting images 
took the world by storm. The systems 
many advantages included the ability 
to get the periscope head into tight 
or awkward spots and then re-orient 
the image to be the right way up, no 
matter what angle the lens was on. 
But the effect of virtually limitless depth 
of field was the most mind-blowing 
feature for most people. The results 
were stunning images where scale and 
proportion defied the audience’s intuitive 
understanding of how objects relate to 
each other on screen.

Frazier patented the design and 
licensed the production of the system 
to Panavision where it became known 
as the “Panavision-Frazier Lens” and 
was highly sought after by filmmakers 
around the world.

Frazier’s cinematography itself included 
the iconic Cane Toads: An Unnatural 
History which was part of an impressive 
body of work which earned him an 
Emmy Award and three ACS Golden 
Tripods and over forty other Australian 
and international awards. 

For many fans of the natural world on 
screen, it was Frazier’s work with Sir 
David Attenborough which elevated 

him to a legend in his own right. With 
Densey Clyne, his business partner in 
the production company Mantis Wildlife 
Films, the famous BBC Natural History 
Unit became a regular client relying on 
their contributions to such landmark 
series as Life On Earth, The Living 
Planet and The Trials Of Life.

Jim Frazier was Accredited on July 
1, 1989, holding ACS Accreditation 
certificate number 181.  His work 
continued to be recognised, and he was 
awarded an OAM in 1995 for his service 
to wildlife cinematography during the 
Queen’s Birthday Honours in 1995.

1998 saw Jim inducted into the 
ACS Hall Of Fame and awarded 
Life Membership by the Australian 
Cinematography Society. In the same 
year he received The John Grierson 
International Gold Medal for pioneering 
work in micro/macro cinematography 
of invertebrate animals leading to the 
design of the Frazier Lens System. 
In further recognition Jim Frazier was 
awarded an honorary doctorate in 
science from the University of New 
England in 1999.

As Waygood explained simply, “Jim 
Frazier was a one-off genius”.

Dr Jim Frazier OAM ACS D.Sc.

1940-2022
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Like so many others, I had scoured the 
internet for size comparison photos of 
Laowa’s new 1.5X anamorphic lenses, 
aptly nicknamed “nanomorphs”.

The name nanomorph certainly implies 
that these were going to be some tiny 
lenses, but when an early production set 
of nanomorph’s were delivered to me in 
the Laowa 100mm macro lens box, it 
became apparent just how small these 
new 1.5X anamorphic lenses were.

Laowa’s nanomorph lenses come in 
three focal lengths, 27mm, 35mm and 
50mm, with two more focal lengths 
being added to the line-up soon. 

The lenses come in three flare colours, 
blue, amber, and silver, oh and did I 
mention they are tiny!

Lens mount options include Canon EF/
ARRI PL, Canon R, Sony E, M43, DJI 
DL, Nikon Z, L mount and Fuji X. 

“Laowa’s patented 

anamorphic design 

means that the 

Nanomorphs are a 

constant 1.5X squeeze 

and that there is almost 

zero distortion when 

focusing from near to far 

and vice versa. “

For the EF/PL version, the lens is 
defaulted with a PL mount and supplied 
with a Canon EF bayonet. 
A word of warning, if you plan to run 
a matte box on these lenses, you will 
need a couple of different adapters to 
make it work.

For night shooting, I am a big fan of 
the NISI night blocker filter, however I 
needed a way to run a 114mm matte 
box on the 55mm filter thread of the 
Nanomorphs. A few step-up rings got 
me sorted though, after a bit of internet 
searching.

Note that the EF/PL version lenses have 
a 77mm filter thread.

The winter wonderland event at 
Sydney’s Darling Harbour precinct 
was the perfect place to give the 
Nanomorphs a test. Lots of neon 
lighting, stage lights and people to film.

One of the primary factors for people 
using anamorphic lenses is the flare…. 
I mean it’s all about the flare, right? So 
how do the Nanomorphs compare?

Laowa’s patented anamorphic design 
means that the Nanomorphs are a 
constant 1.5X squeeze and that there 
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is almost zero distortion when focusing 
from near to far and vice versa. No 
more bloated faces of your actors that 
are apparent with other anamorphic 
lens designs.

The T2.4 aperture of the 27mm and 
the T2.8 aperture of the 35mm and 
50mm allow for low light shooting and 
shallow depth of field, giving us creative 
shooting options.

Focus breathing on the Nanomorph’s is 

minimal, and certainly controlled much 
better than a lot of lenses costing 10x 
more than the Nanomorph.

The focus falloff, feels natural, as 
does the bokeh and the chromatic 
aberrations are something you need to 
go in search of, to find them.

Laowa have done something amazing 
with anamorphic lens design with the 
nanomorph, never mind the fact that 
they have done so, in what would be 

regarded as an impossible lens size by 
many in the industry.

Are the Laowa Nanomorphs right 
for you? Ultimately that is a question 
only you can answer, but here are my 
thoughts on who might want a set of 
these amazing lenses.

With what I feel the two main points of 
interest are of these lenses, being size 
and price, they will appeal to someone 
trying to keep a camera rig small and 
lightweight, and someone without an 
endless budget. Price conscious buyers 
or renters will be especially interested in 
the Nanomorphs.

If you are after a subtle anamorphic 
look, without crazy flares, then it’s worth 
checking out the Nanomorphs.

To be honest, so far my only complaint 
would be the size.

Personally, I would like the lenses to be 
just a little bit bigger. They feel almost 
too small and kitting your camera 
system out with follow focus and matte 
boxes etc, could prove to be a fiddly 
operation.



Who was Robert Krasker?

In 1951 Robert Krasker BSC was the 
first Australian cinematographer to win 
an Oscar for his inspirational work on 
The Third Man. Yet Krasker is almost 
forgotten in Australia. 

Douglas Petrie, author of The British 
Cinematographer, writes: “He was one 
of the giants in British Man, Trapeze, 
The Criminal, El Cid, Fall of the 
Roman Empire.”

Martin Scorsese said, “You can’t 
talk about The Third Man without 
recognizing the incredible contribution 
of Robert Krasker”.

Falk Schwarz, author of Farbige Schatten 
– Der Kameramann Robert Krasker 
(Colourful Shadows – The Cameraman 
Robert Krasker), writes that “Any 
commentary dealing with post-War 
British cinematographers invariably 
claims that the best of them all was 
Robert Krasker.”

Joel Greenberg stated in The Australian 
Dictionary of Biography that “His style, 

eschewing glamour in favour of realism 
and employing high-contrast images 
and unconventional compositions, 
remains undated.”

Adventurer and Hollywood director John 
Farrow reportedly disputed Krasker was 
Australian at all, despite being a citizen 
and spending his formative years in 
Western Australia and the east.

Krasker maintained his Australian 
nationality all his life, proudly described 
himself in print and in person as an 
Australian and made a valiant attempt to 
create a film studio in Sydney in the early 
1950s. 

As Douglas Petrie shared with me 
during my research for this article, “…
of course being Australian he ought to 
be celebrated in his home country.” His 
story is essential and inspirational.

Robert Krasker’s beginnings

Robert was born in Alexandria on the 
21st of August 1913 while his family were 
returning to Australia from a business trip 
to Europe, Leon, and Matilda Krasker’s 

fifth child.

Their visit to the city in the Nile River delta 
perhaps prompted by Leon’s diamond-
cutter brother Aaron’s prior sojourn 
but most likely was due to Matilda’s 
mother living there amongst its thriving 
cosmopolitan community. 

Leon, Matilda, and Robert’s three oldest 
siblings, George, Georgette, and Mitzi 
first arrived in Western Australia on 
the 12th of April 1910 at the port of 
Fremantle having departed from Great 
Britain, while Stephanie was born in 
Australia the next year.

Leon Krasker trained as a goldsmith in 
Paris, adding the craft to his ongoing 
work as a merchant, then moved his 
young family to London as a hoped-for 
endpoint to years of travel west from his 
own birthplace in Tulcea, now in Romania. 
Earning a decent living proved challenging 
for them in Great Britain as well. 

Matilda Krasker née Rubel was born 
in Czernowitz, now Chernivtsi, once 
affectionately known as “Little Vienna”, a 
border city swapped over the centuries 
between Moldavia, the Ottoman Empire, 
Austria, Ukraine, Romania and back to 
Ukraine where it remains today.

Life for Jews in eastern Europe and 
Russia had never been easy or well-
settled given endless pogroms, 
persecutions, and invasions. 

Krasker’s father’s ancestors were from 
East Prussia. Like many immigrants, their 
name change forced upon them by an 
uncomprehending border official. 

Leon Krasker’s move was motivated by 
tales from Mark Rubin of fortunes to be 
made in Australia as a pearl trader, Mark, 
a fellow Jewish Eastern European. They 
travelled far north of Perth to the little 
Shark Bay town of Denham to set up in 
the pearl business. 

But the pearling industry was almost 
exhausted there and had moved 
further north to Broome, though the 
family settled into 25 Knight Terrace on 
Denham’s seafront. 

As soon as the required two-year waiting 
period was over, Leon applied for 
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naturalization and became an Australian 
citizen, certified worthy and reliable by a 
local Denham official. 

Leon made connections with the few 
remaining pearl lugger captains who 
would beach up on the other side of the 
peninsula in Monkey Mia and Herald 
Bight where he travelled on horseback 
through the scrub to buy pearls every 
week until his death near a watering hole 
that was later named Krasker’s Tank. 
Leon Krasker died age 39 and was 
buried in Shark Bay Cemetery on the 
29th of September 1916. 

Matilda and the children moved south to 
Perth. Without the pearl trade to anchor 
them in Western Australia they moved 
about hither and yon. When Robert 
turned sixteen, his need for a creative 
and technical education saw the family 
return to Europe for the last time in 
January 1929. 

Robert studied art in Paris then moved 
to Dresden, described as “the most 

beautiful Baroque city in Europe.’ He 
studied optics and photography at the 
Wissenschaftlich-Photographischen 
Instituts (Scientific Photography Institute) 
of the Technische Hochschule Dresden, 
now Technische Universität Dresden 
(Dresden University of Technology) 

Students, including the American 
photographer Imogen Cunningham, 
flocked to the Hochschule from all over 
the world as it provided an excellent 
scientific foundation for photography and 
cinematography.

Dresden became an economic and 
industrial hub and a major centre 
for camera and optical design, 
manufacturing, and education. 
Supplemented by the modern art for 
which Dresden had become a thriving 
centre during the Weimar Republic.

On completing his studies Robert 
made his way back to Paris to work 
at Paramount Pictures’ European 
language film studios in Joinville-le-Pont 

in the southeastern suburbs, working 
under American cinematographer Philip 
Tannura. 

Tannura and his colleagues at 
Paramount’s “Babel-sur-Seine” 
introduced the French film industry to 
so-called “American lighting,” comprising 
a single key spotlight from above and in 
front of an actor. 

The studios a hotbed of innovation in 
cinematography and sound recording. 
The talkies ending the silent era meant the 
studios played host to a rollcall of world-
class directors including Alexander Korda. 

As Cameron Howard of The Blonde 
at the Film writes: “Not only were 
languages flying around, but so were 
assorted tricks, styles, and filmic 
conventions. Babel-sur-Seine most 
likely had a large impact on film style 
and production because it brought 
together so many different traditions 
and personnel who could learn from 
each other.”
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The looming collapse of the Weimar 
Republic and rise of the Nazi Party saw 
expatriate and native filmmakers leave 
the Continent for the UK and USA, and 
Krasker was no exception, moving to 
London.

He soon found a job in the 
camera department under French 
cinematographer Georges Périnal 
at Alexander Korda’s newly founded 
London Films Productions in 1932, 
based at Denham Film Studios west of 
London from 1936.

Robert Krasker’s achievements

Bruce Beresford writes, it’s been said 
that every film where Robert Krasker 
was credited as lighting cameraman or 
Director of Photography, essentially the 
same thing, had something to teach in 
his use of light, shade, tone and colour. 

I’ve yet to locate copies of all the films 
upon which he worked whether as a 
DOP, a cameraman or a trainee, but of 
those I’ve found there is an unmistakable 
singular vision at work in them. 

Krasker knew he needed to learn about 
art and photography to the highest 
standards at an early age and the 
education system in Western Australia 
could not satisfy that desire.

Krasker’s family background equipped 
him well for study and work in Europe, 
providing him with fluency in German 
and French and enough conversational 
skills in Italian and Spanish to direct his 
camera departments, talent, and crew 

members of a range of nationalities in a 
variety of filming locations. 

Learning from Robert Krasker 

Robert Krasker taught me about 
light, shade, tone, colour, and design 
through his films but at the time I didn’t 
know it. My parents were avid drive-
in cinemagoers with a fondness for 
widescreen Technicolor epics and the 
odd romance, so I’d seen The Trap, 
The Heroes of Telemark, The Fall of 
the Roman Empire and El Cid. A keen 
visual memory helped me build a mental 
database of images from the movies 
I saw, and those movies were my 
teachers. 

My father’s only chance of a decent job 
meant moving from an eastern states 
capital to a series of isolated spots in 
Western Australia and my education was 
curtailed as a result. I sought refuge in art 
and photography, gleaning what I could 
from magazines while ordering books 
from elsewhere via the local lending 
library.

In July this year The Third Man appeared 
on TV and released in me a flow of 
stored memories and scenes from it and 
other classic feature films. 

I wondered who the genius was who 
created all those amazing and some 
argue quite contemporary images in 
the film. A quick IMDB search revealed 
Krasker, and I read about his life, his 
times, and his achievements.

Why remember and celebrate Robert 

Krasker?

The Australian Cinematographers 
Society’s report A Wider Lens opens 
the curtains on the mental health issues, 
sexism, discrimination, harassment and 
even rape in Australian film and television 
camera departments. 

It’s the tip of the iceberg for the entire 
film and television industry. Persistent 
gatekeeping regarding gender, ethnicity, 
social class, religion, age, health, 
disability, sexual orientation, gender 
identity and expression, and sex 
characteristics (SOGIESC).

Would Robert Krasker been allowed 
to study, work, and succeed as a 
cinematographer here and now given all 
his many differences? 

The fact he became “one of the giants” 
attests to his determination and family’s 
support in overcoming obstacles unique 
to his time and those that remain in force 
today. 

For those outside the gate, remembering 
and celebrating Robert Krasker may 
kindle new hope and determination to 
fight the system and change it for the 
better. 

Imagine what our lives and careers might 
have been if we had known about Robert 
Krasker when we were young and full of 
hopes and dreams.

Karin Gottschalk is an independent media 

professional working in photography, moviemaking 

and self-publishing, based in Sydney.
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