AUTUMN 2017 | ISSUE 72

The New Zealand Film and Video Technicians’ quarterly

Leon Narbey from the set
of One Thousand Ropes
Paul Whitehouse on a life ‘OB’
Farewell John Ramsay

www.nztecho.com

SUPPORT FOR THE
NZ FILM INDUSTRY
HIREPOOL PROVIDES THE OFF-SCREEN LOGISTICAL SUPPORT YOU NEED

ACCESS EQUIPMENT
VEHICLES
PORT-A-LOO’S
SAFETY BARRIERS
POWER & LIGHT
MARQUEES & MORE

Power & Lighting,
Vehicles, Events &
Port-a-loo are specialist
services from Hirepool Group

hirepool.co.nz | 0800 15 15 15 | Contact us for more information
FILM SPECIALIST BDM - Kingi Pikaahu PH 027 430 7161

EDITORIAL

CONTENTS
GUILD NEWS & VIEWS
2

Hi all,

Behind the scenes
Executive officer Karla Rodgers on the name change and more

And welcome to another issue of your magazine.

3

My profound thanks to Mister Daniel Slevin for taking the reins while I was
up to my bum in snow in New York City. Great job he did too.

INDUSTRY

Obviously, we’ve got a lot to cover in this issue. The name change is on.
The industry is flat out and resources – human and otherwise – are getting
stretched beyond capacity.
In this issue you will find great coverage of the name change process
and result. Leon Narbey’s report from behind the camera on new NZ film
One Thousand Ropes. Libby Hakaraia and Waka Attewell muse on the
Maoriland Film Festival. New member and industry veteran Paul
Whitehouse on the joys and challenges of shooting ‘OB’. And plenty of
provocative and informative content from our regular contributors.
It’s great to be back, basking in the Wellington sun and having the phone
and email running red-hot with inquiries for crew.
Love your work,
Graeme Tuckett, editor
editor@nztecho.com

President’s rave
Past-president Albol on hours, contracts and what makes a weekend

6

One Thousand Ropes
Leon Narbey writes on One Thousand Ropes

10

Maoriland Film Festival
Waka Attewell reports on the Festival

18

Regional wrap

19

News: Steve King reports on the name change

TECHOSPHERE
4

Fine print: What an ‘agreement’ actually is

5

News: Announcing Kumeu Film Studios

6

Close-up: Paul Whitehouse on the joys of a life ‘OB’

17

Newbie: Max Janezic, set and props construction specialist

20 In memory of: John Ramsay

Cover shot: Uelese Petaia in One Thousand Ropes.
Photo credit: Leon Narbey.

ISSUE 72 AUTUMN 2017

We appreciate
the support of:

Interim editor
Graeme Tuckett
Publisher/advertising
Karla Rodgers
Design
Justin Westgate / biote.net
Printing
TP Printing Services Ltd.
Contributors
Catherine Fitzgerald
Karla Rodgers
Philippa Mossman
Alun Bollinger
Max Janezic
Mick Sinclair
Paul Whitehouse
Leon Narbey
Waka Attewell
Libby Hakaraia
Himiona Grace
Steve King

Advertising
Advertising queries, please contact Karla Rodgers on 09 8899522
(always dial 09), info@nztecho.com. For a copy of our ad specs and
rate card, please visit our website.
All contents are copyright New Zealand Film and Video
Technicians’ Guild, 2017, unless indicated otherwise. May not be
reproduced, copied or transmitted in any form without permission.
The views expressed in this publication do not necessarily reflect the
views of the New Zealand Film and Video Technicians’ Guild.

www.nztecho.com

2 | NZTECHO Autumn 2017

BEHIND THE SCENES

With over 20 years in the film industry,
Karla Rodgers is now executive officer for the Techos’ Guild.

The name change and more
Kia ora all.
Well, it is March already and I’d like to say to 2017, slow down! Maybe
this full-throttle beginning has something to do with the number of productions that were well into substantial pre-production before the end of the
year and have pretty much launched into full production in January and
February. Needless to say, only nine more months until Christmas.
But hey, the industry is busy and appears to have great momentum for
upcoming months and with a great number of you presently employed,
at the end of the day, a happy technician is a working technician.
One issue which has arisen in these early productions is weekend turnaround
and how this is being misinterpreted. There has been a trend over the years
of applying the daily turnaround to weekends, which effectively deprives crew
of 24 hours in any weekend. The President’s report has expanded on this
issue further so it is worth reading and getting your head around in the event
that you are faced with this scenario on your next production.
Back here at the Guild Mothership there has also been a buzz of activity.
Mid-February saw the beginning of the physical work on the new website.
This followed months of consultation and discussion as to the best route
for the Guild to take. The new website will double as a database and allow
us to get rid of a fairly old and labour-intensive database system which
required double handling at our end. This new site will also allow you as
members to update your details, check your payment status, and much
more. It is exciting to see this fresh look evolve, but boy, what a lot of work
is involved.
As you may be aware by now, members recently voted to change the
name of the organisation from the New Zealand Film and Television
Technicians’ Guild Incorporated to ‘The Screen Industry Guild Aotearoa
New Zealand Incorporated’. All members were given the opportunity to
vote throughout the multiple steps of this process. Steve King, the chair of
the Name Change Committee very vigilantly sent regular notifications out
to all members so if you didn’t get the notifications, has your email address
possibly changed? We really wanted all members to be part of the process and have their say. The first step was back in August when you were
all asked to vote on whether you wanted to explore a name change and
here we are in March with a new name. To ensure you are all up to date
with the process and how we got there, Steve has written an article for this
issue of NZTECHO. Still left to complete the process is the branding. This
will be passed by our very efficient Name Change Committee and should
be finalised within the coming month.
So as we roll out a new name, new branding and new website over the
coming months we will also have canvased and had feedback from SPADA and the Advertising Producers Group so we can re-release an updated
Blue Book. Obviously it would be naive to expect no possible worms as we
transition, but the optimist in me would like to quietly believe it will smooth
sailing. So thumbs up to a well overdue facelift.
More from the Guild desk, earlier this year I had the opportunity to discuss
at length with Iain Lees Galloway, Associate Minister of Immigration the
issues the screen industry faces based on the changes to immigration.

We covered a range of issues from the 14-day rule, (whereas no approval
is now required for jobs running 14 days or less from guilds or unions
to employ non-NZ residents). Approval in Principle (whereas approval
is given for large numbers of workers on an estimation of contracts for
a coming year with no specific projects attached), and the Major Event
Status (whereas all approvals are not required to go through the guilds or
unions with regard to employing NZ residents as happened with the 20/20
Cricket World Cup where only approximately 20 positions went to NZ
residents in a pool that employed 200+).
He was particularly open and understood the myriad of issues and flowon affects created by these policies which were introduced in 2012.
An interesting fact that came out of our conversation was that the decision
to change the policy is done by executive order, a phrase we have heard
a lot over the last few months in reference to American politics. What this
means is that the Minister can in fact change policy with just a signature
and fairly little consultation. At the time of our meeting, Iain pulled up a
press release from parliament which came out six months before the
policy was changed which said that over two and a half years, 4800
applications had been made in the film industry and 14 had been disputed
by the Guilds. These 14 were ultimately granted by the by the minister who
at the time was Jonathan Coleman. So 14 out of 4800 applications was
reason for the minister to introduce the 14 day rule and the AIP application
process. This full press release can be viewed at: www.beehive.govt.nz/
release/immigration-changes-support-screen-and-entertainment-industries

GOLD STARS & CHOCOLATE FISH
A big thanks to the following people for supporting and helping the
Techos’ Guild:

N Sioux Macdonald and Nick Treacy for their constant work and
support of the Guild.

N Al Bollinger for stepping back into those big president’s boots
while our Richard Bluck works in China.

N Ben Morice for administration support.
N Mick Sinclair and Tim Riley for their support and legal advice for
the Guild.

N Steve King for chairing and getting the ball rolling with the
Name Change Committee.

N Mere Black for translating all the suggested Guild names into
Te Reo.

N Leon Narbey, Waka Attewell, Libby Hakaraia, Himiona Grace,
Paul Whitehouse, Catherine Fitzgerald, Philippa Mossman and
Max Janezic.

N All the members that keep us updated with contact details and
other information.

N All members who pay their membership fees on time. Unless
you notify us otherwise, your membership renews on an annual
basis as per your invoice month.
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PRESIDENT’S RAVE

Award-winning cinematographer and committed West Coaster,
Alun Bollinger NZCS is past-president of the Guild.

Diminishing weekends and the suchlike
I was planning to write about all the wonderful new gadgetry which is
available to us as filmmakers these days. Drones, Ozmos, widgets and
gidgets and all sorts of clever light-weight gizmos to add dimension to
what we shoot. (And what about the opening techno-crane sequence of
La La Land?!)

I wish I could get my head around these shortened turnaround arrangements.

But instead I’m going to have another grumble, this time about shortened
weekend turnaround. 24 plus 10 = 34 hours, and that is not a weekend.
It’s been suggested that if the shoot does go late on a Friday night then
the crew could have an extended weekend including the following Monday.

Is it because these off-shore productions are often dealing with SAG
actors who are likely to have a deal which includes 12-hour turnaround,
door to door. Does this have the effect of pushing the days as the week
goes on so that by the time the end of the week comes along there has
been slippage which means a late finish, but the production doesn’t want
that to carry over into a late start at the beginning of the next shoot week?

Then the shooting week would be Tuesday to Saturday with one day off,
34 hours, the following Sunday to bring the shoot back onto a Monday-toFriday schedule. Sounds to me like two thoroughly messed up weekends,
and if that began to happen on a regular basis everyone is going to get
pretty bloody sick of it pretty bloody quickly.
It seems this sort of clause has been in some ‘off-shore’ job contracts
for some time, going back to the Narnia shoot even. But the shortened
weekend clause hasn’t often been made use of so we’ve tended to let it
slip through. Now it seems to be becoming accepted practice for off-shore
projects coming here to write such clauses into contracts as if this were
accepted ‘standard practice’. It’s not accepted ‘standard practice’ and
should not be allowed to become so.
I know there are times when our Blue Book conditions need to be compromised to suit certain anomalies on a shoot, but let’s keep those alterations
for special occasions. And let’s make sure that, if such clauses are to be
included in a contract, it is acknowledged that this is outside Blue Book
standard practice and that such anomalies do not set a precedent.
Of course we want productions from off-shore to come here to shoot, but
I for one would like them to respect the way we work here in Aotearoa and
to consider carefully and discuss any alterations they might like to make to
our standard working weeks.
As I mentioned in the previous issue of this magazine, off-shore productions
are getting considerable financial assistance, by way of the large budget
production grant scheme, to encourage them to come to our shores. Great,
but why aren’t we also clearly laying out our working terms and conditions
before they start taking us for granted?

It seems the production which is currently including a shortened weekend
clause in their contract is working hard to try and mitigate the effects of
this clause, which just makes me wonder why it’s even necessary to have
it in there.

One of the basics of series television is to write scripts which fit within the
production schedule, so I’m suspicious of the reasoning which says these
shortened or disrupted weekends are necessary to accommodate turnaround from nights back to days. I’ll become especially suspicious if these
disrupted weekends are to be imposed on crew on a regular basis.
And why have crew allowed this to go ahead?
I can understand that outsiders coming here to work on a project, miles
from home, would be quite happy to work odd hours. But we now have a
mature industry which means mature crew, which often means they have
families and lives outside of their work in the film biz. So they, not surprisingly, want their weekends to themselves and their families; especially on
a long-form production or series.
I know that many of the crew on this current production are wary of what I
will call the ‘disrupted weekends’ clause, and I’m sure the Kiwi office staff
and ADs will be doing their darndest to keep such disruption to a minimum.
But let’s make sure in future, if such renegade clauses are going to find
their way into crew contracts, that they are acknowledged as being outside
normal practice and will only be used occasionally when absolutely necessary to pull a shoot back onto days after a stretch of night shooting.
Broken turnaround is broken turnaround and crew should be recompensed
accordingly.

From Big Budget Features to Film School Projects, we
can help with your safety requirements.
Providing Safety Coordinators, On Set Medics, Hazard
Identification and Safety Plans, Dept. of Labour
compliance & liaison, Water Safety & Boat Operators,
Safety & Film Divers.

SpecialiSt Film & tV SaFety

Call us with any questions regarding safety
on your next project.
0274 516 002
willy@guard.co.nz • www.guard.co.nz
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FINE PRINT

Mick Sinclair is principal of Sinclair Black. With over 30 years in the entertainment
industry, he is one of New Zealand’s most experienced entertainment law specialists.

The anatomy of an agreement
Our legal commentator Mick Sinclair reveals some surprising truths about what is and isn’t ‘an agreement’.
Most of you would be surprised at the daily number of commercial and
personal transactions entered into that amounted to “agreement” – from
retail purchases and discussions over domestic arrangements, through to
real estate and equipment purchases, and of course, crew contracts. This
article deals with essential contract ingredients, and some of the clauses
frequently found in entertainment industry agreements.
There are four key components to a contract: offer, acceptance, consideration and the intention to create legal relations.
Offer

An offer is essentially a promise that is legally enforceable.
“An offer may be considered a promise conditioned on return promise of
performance or on an act by the other side.” Richard Wincour, Contracts In
Plain English.
The offer may be withdrawn before the recipient accepts it, and the result
is no contract will have been formed. Similarly, if the recipient makes a
counter-offer, this will not constitute a binding agreement until accepted by
the other party.
Acceptance

Recitals/Introductions

If the operative section (ie. the clauses following the heading “the parties
agree” or similar) of the agreement is clear as to what the parties have
agreed, the recital or Introduction are subordinate to these provisions.
However, if the contract terms are uncertain or ambiguous, then the recitals
might well be included in any judicial assessment of the interpretation of the
agreement or as to the intention of the parties.
Operative provisions

This is the heart of the contract, where each parties respective rights and
obligations are recorded. In many commercial agreements, these clauses
are sequential, ending in standard clauses known as “boilerplate” (covering
aspects such as force majeure, confidentiality and governing law) but the
format of many crew agreements in NZ split these clauses into negotiated
deal points for the project concerned, and a schedule of the producer’s
standard terms. The standard terms include a combination of important provisions – warranties from the crew member, Health and Safety reminders,
work hours, IP assignments and Insurance – and boilerplate.
Some of the boilerplate provisions are discussed below.
Disclaimers

The offer must be accepted for the agreement to be enforceable. Such
acceptance can be conditioned by the terms of the agreement itself. For
instance a common form of contract in the film and television industries is
the option agreement. Here, the “exercise” of the option and consequent
acquisition of the film rights is held open until the purchaser is in a position
to accept.

As suggested by the name, disclaimers of liability, or “exclusion clauses”
operate to restrict or totally exclude liability in the performance of a duty or
obligation, or even in some cases for a breach of agreement. As a matter of
strict legal theory, these clauses are subject to a test of reasonableness, but
that is an abstract concept to negotiate, and an expensive one to litigate!

Consideration

Indemnity

For an agreement to be enforceable there must be consideration, ie. a
legitimate exchange of value.

This clause is similar to an exclusion clause, and requires the indemnifying
party to meet any liability incurred by the party to be indemnified. The irony
is of course that it is always the big guy (who issued the contract) who
requires the little guy to do the indemnifying. In practice, and providing the
indemnity extends only to breaches of the agreement by the indemnifying
party, the clause simplifies any potential litigation. In doing so, an indemnity
clause apportions risk, so it can pay to consult with your insurers before
agreeing to unusual indemnity requirements.

“Consideration is an element of bargain, a quid pro quo, for doing or
forbearing to do something you were not previously bound to do or avoid
doing except for the contract.” Richard Wincour again.
Where, however, there is uncertainty as to the amount of consideration payable or as to the formula by which it is to be calculated, the agreement may
be void for uncertainty. Other examples of contractual uncertainty that may
be familiar to crew might be some deferred-fee formulas in budget film and
television, and the notion that onscreen exposure is sufficient consideration
for a performance.
Intention to create legal relations: Is the agreement binding?

The above example of the option agreement where no clear formula for
calculating a buyout price is evident can be characterized as a contract
to make a contract. The entertainment industry is notable for short form
records of transactions – the “Deal memo” or “Heads of agreement” or a
“Letter of intent” – none of which necessarily result in a binding agreement.
Whether or not the contract is binding depends on the construction of the
wording, and the intention of the parties. If you want a binding agreement,
then beware of phrases like “subject to formal agreement “ or “contingent
upon (certain events)”.
Assuming the parties have entered into a binding agreement, then some of
the important clauses and sections are briefly dealt with below.

Termination

Although it is standard industry practice for crew agreements to contain a
right to terminate without cause on a few weeks notice, there is some logic
(and fairness) in endeavoring to negotiate a longer notice period where a
crew member is engaged on a relatively lengthy project and has thereby
foregone other potential earners or pencil holds.
Governing law

Where the production and producer are based in NZ, it would be most
unusual for the governing law and choice of legal forum to be anything
other than NZ. However, where the producer or major funder is based overseas, then both the governing law and place where disputes will be heard
will almost certainly be in that jurisdiction. Despite our love of legal dramas
from the US, the UK, even Australia, having to resort to court proceedings
in those countries is something to avoid (at all costs!). In a previous article
I ran through the factors involved with Alternative Dispute Resolution
(mediation, arbitration, expert determination). The significance of having a
clause providing for alternatives to litigation is that in most instances it will
operate as a “stay” to any litigation initiated by either party.
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NEWS
Kumeu Film Studio
As many of you may have heard in February, the new Kumeu Film Studios in West Auckland are greenlit and open for business. We are very happy to re-run the fantastic news – for the entire New Zealand
industry – here.
The Studios have been secured through the New Zealand Government
Screen Production Grant’s 5% uplift and a partnership between the
NZFC, ATEED, Warner Bros. Pictures and Gravity Pictures and the owner
of the Studio’s 27-hectare site.
The site was initially used for the filming of director Jon Turteltaub’s MEG,
an upcoming science fiction action thriller slated for worldwide release
beginning March 2, 2018 from Warner Bros. Pictures and Gravity Pictures.
ATEED has signed a long-term lease on the site, and will initially operate
the studio complex. The lease includes a clause for the construction of a
purpose-built soundstage to be undertaken by the private owner.
The privately owned site already includes the first two film-studio water
tanks ever built in NZ: an indoor 5m deep, 1.3 million litre dive tank with
pure heated water; and an outdoor 3m deep, 2.5 million litre ocean horizon
tank backed by an 864m2 green screen wall.
The studio also has a 4,036m2 stage, production offices, a workshop and
manufacturing space and a sought-after forested back lot.
This landmark partnership signals an exciting new era for screen production in Auckland and strengthens NZ’s screen production offering in the
global arena.
While Auckland currently has a strong slate of local and international
production, its full potential has been hampered to a degree by the lack of
a large scale studio complex… Kumeu Film Studio changes this.
This announcement is the culmination of several years of really hard work,
and I would like to acknowledge all the key players including our own staff
and Harry Harrison from ATEED… his energy and enthusiasm has been a
major factor in securing this film studio which has the potential to significantly increase the economic impact of the screen industry in NZ.
If you would like to receive more information about Kumeu Film Studio,
please email harry.harrison@aucklandnz.com

Top: Kumeu Film Studio indoor water tank. Photo: Manu One.
Middle: Film stage. Photo: Manu One.
Bottom: Kumeu Film Studio outdoor water tank. Photo: Kim Sinclair.
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CLOSE UP
The joys of a life ‘OB’
Paul Whitehouse is a Wellington-based broadcast technical manager/engineer. He made the time to
answer a few of our questions.
Were you drawn to the film and TV business as a kid?
From a small boy in the 60s I always had an interest in electrical things.
When I was a child, the valve radio was always on in the house – 2YA
during the week and 2ZB on the weekend for the racing and sport. The
family got a black-and-white television in the early 60s. The Philips test
pattern was broadcast until 5.00pm when programming started. I was an
avid viewer of both.
When I was about 9, my aunt, Prudence Gregory, head of woman’s programmes for the NZBC from 1965 to1970, visited. She had with her a reel
of two-inch video tape in a blue plastic tape box. It may have been the pilot
of Pukemanu! (www.nzonscreen.com/title/pukemanu-1971)
When I was about 12 I went to Athletic Park with my father for the first time,
and on entering the park from Adelaide Road I saw the NZBC WNTV‑1’s
Marconi black and white outside broadcast (OB) van. Strung along the
back of the Millard stand were large black cables that connected the
Marconi Mk4 cameras back to the OB van. One the roof of the van was a
microwave tripod, dish and transmitter.
That sparked the curiosity and interest in television and particularly live
television.
So how did you get into the business?
During my last year of college I applied to TV One for a technical trainee
position.
In January 1977 I joined TV One as a trainee in the studios at the then new
Avalon Television Centre.
How did you train?
I was a technical trainee for three years. Training was a combination of
on-the-job, correspondence, and numerous electronics and engineering
block courses run by the Wellington Polytechnic and the Broadcasting
Council of New Zealand (BCNZ), training school in Cuba Street
Wellington. In 1980, I qualified as a electronics technician.
How long were you with TVNZ?
I was with TVNZ for 25 years, most of it in OB.
After qualifying, I moved from the studios to OB.
OB had a core crew of six people, two technical managers, three technicians and a rigger. We did all the driving, maintenance and housekeeping
of the OB vehicles and equipment. When we did an OB, camera, sound,
lighting and floor managers were rostered from the studios to form the
OB crew.
Being in OB, I had a lot of freedom. I was able to maintain all the electronic
equipment ranging from LDK5 colour cameras, audio and vision mixing
desks, audio communication systems and microwave links and drive the
million-dollar-plus Philips OB van. This OB van, renamed OBW1 was
expanded from 6-camera to 12-camera capable after a re-build in 1988
and was retired in 2012.
What the industry and work was like when you started? What changes
have you seen?

When I started, the TV industry was 99% State owned and controlled.
Colour television was only three years old. Colour was introduced in 1974

Above: A photo of Paul at the 2002 Commonwealth Games, Manchester, England.

in time for the Commonwealth Games in Christchurch.
Competition started between the two State-owned television networks,
TV One, was based at Avalon and Dunedin and TV2 (later South Pacific
Television) was based in Auckland and Christchurch. The industry was
making more local content television in the studios (Close to Home) and
in hinterland with OB and film crews. Most of the OB programs (sport)
were live.
On-screen personalities At TV One were Roger Gascoigne and at TV2
there was Andrew Shaw.
Technical personalities were Keith Catchpole (RIP) and Alan Pooley (RIP).
In 1980, TV One and South Pacific Television were merged to form Television New Zealand (TVNZ). The then Prime Minister Robert Muldoon didn’t
like the two three-person crews (reporter, camera and sound using a 16mm
film camera and audio mixer) turning up to his press conferences.
Also, Robert Muldoon was instrumental in moving TVNZ’s, TV1’s network
news control and broadcasts from Avalon to Auckland’s TV2’s Shortland
Street. He thought by moving the control to Auckland there wouldn’t be so
much heat on the government!
This was the start of the downsizing of Avalon. The first real competition
was in 1989 when TV3 launched and a year later Sky Network Television
was launched. With the broadcasting industry now fully de-regulated, more
completion is coming from overseas via the internet.
Equipment has gotten smaller, more powerful, more reliable, readily
available and cheaper. Terrestrial microwave linking has been replaced by
satellite linking which is now being replaced by fibre optical cable which is
now been installed into homes.
What are you doing post TVNZ?
I was made redundant in 2002. I formed a company Broadcast Technical
Management Ltd. I contract my technical management and engineering
skills back to the live television industry.
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Above top-right: A cluster of TVNZ OB vehicles (OBW1 is in the middle) and microwave linking
tower at the 1989 NZ Golf Open, Paraparaumu Beach.
Above right: OBW1 Production Control Room, 17 fixed cameras + 3 microwave linked cameras
+ 4 replay lines at the 1989 NZ Golf Open.

How do you see the future of the industry?
Not everything happens in Auckland, provided we don’t get any more large
earthquakes. There is a lot of country south of the Bombay Hills.
Why wouldn’t you use the wonderful facilities at Stone Street Studios or
Avalon Studios located in the easy-to-get-around Wellington region?
New media is expanding the television industry. There are more platforms
and they require more content. The handbrake is nobody wants to pay the
real costs to produce that high-quality content.

CREW

Career highlights?
There were three: Technical Management of the televising of The Lord of
the Rings, Return of the King street parade and world premiere in December
2003; Tomb of the Unknown Warrior, November 2004; and The Hobbit: The
Unexpected Journey, world premiere.
Opinions:
1/ The television network in NZ that owns the All Black Rugby rights is the
première television network of NZ. This was the NZBC, then TV One, then
TVNZ and now Sky. By 2020, will the All Blacks rugby rights be owned by
Facebook or Google or YouTube and the matches viewed via the internet?
2/ All of Sky channels should be commercial free.
Sky derives it’s income from subscriptions. Free-to-air channels (TV1, TV2,
TV3, Bravo, Choice etc) derive their income from selling airtime to advertisers. With the increase in revenue, free-to-air channels would be able to bid
for live sports and other programming rights.

Experienced and highly regarded
DoPs, camera operators and sound
recordists specialisting in broadcast and
commerical production.
Documentaries

TV Series

Corporate

Commercials

Give us a call for quotes or enquiries
Auckland 09 373 4330 Wellington 04 499 9225

rocketrentals.com

Above left: A younger Richard Lander (Avalon Studios) with Rick Croasdale and Bex WilsonJennings (was Rebecca Smith). Richard is holding a Sony 330P triax camera at the 1988 TVNZ
Telethon, Nelson.
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IN FOCUS

One
Thousand
Ropes
A film by Tusi Tamasese
Cinematographer Leon Narbey shares some moments and insights from the set
of One Thousand Ropes, due to be released in New Zealand next month.
On my initial reading of One Thousand Ropes
I saw the film as being almost black and white,
dark, brooding, observant and close. It had
many dark night scenes needing ‘just seen’
details to pop and stitch together feelings that
could hook us into the characters.
Finding the main character’s home location
was our biggest quest in pre-production.
Maea’s home was the core of the script and
I needed to lock onto something tangible, to
dream it through, to try and see it as Tusi had
written and imagined it. Enclosures, windows
and doors set a stage and become markers
that define a character’s pathway. I had been
musing over Edward Hopper’s paintings
and observed how Hopper framed his lonely
figures within and beside openings; doorways,
windows and pillars, architectural frames that
add to his compositions in a structural way.
I somehow felt this could help us as we were
dealing with a claustrophobic inner world
without seeing scenic vistas of a tropical
paradise.

Six years earlier on Tusi’s film The Orator/O
le Tulafale we arrived at an understanding of
spatial selection, a positioning that felt empathetic towards the main character, the dwarf
Saili (Fa’afiaula Sanote). The lens height rarely
went above his eye-level. We never looked
down on him. It was a specific character-code I
had never encountered on a film before. It gave
Saili a strength and a mirror to his world.
With this film we had yet to find Maea’s spatial
code. Tusi saw him in an inner city low rent
housing complex. It had to feel urban, concrete and surrounded in asphalt yet surviving
amongst this was an old fruiting lemon tree.
Peter Tonks (location manager) had been
working for some months with Tusi and
Catherine Fitzgerald (producer) and at times
our emails were clogged with his suggested
potential locations. Wellington City Council
were very supportive and offered some of the
abandoned flats from the Arlington block
(designed by Ian Athfield in the 1970’s).
These concrete block units were about to

be demolished in a few months time and
both power and plumping had already been
disconnected. We latched onto two flats and
integrated them visually and shot them as one.
The below street-level space now added weight
to Tusi’s writing and supported Maea’s cell-like
trapped state. Shayne Radford (production
designer) cut a window sized opening from the
kitchen to the living room giving a spatial flow
to the enclosure, an architectural feature we
often filmed.
Usually our framing hinged on being square
to the wall surfaces and trying to find positions that the characters would occupy from
their own habit and particular time of day. I
was reminded of how Tusi had aligned people
to the layout of a fale meeting house in Samoa
(The Orator). Everyone had their particular
place beside a particular pole facing this person
etc; and in some ways a similar thing happened
here. Maea sat here and the women lay down
there. Accepting our 1.85 ratio as a more ‘interior’ feel we steered away from Hopper’s angled
viewpoints but embraced his use of architectural framing devices.
Tusi liked dark tones and colour as an
expressive language. He loves the work of

Caravaggio and would offer a photocopy of
‘Judith Beheading Holofernes’ as reference
on the day before a particular scene was to
be shot. I would look in amazement knowing our walls were a light cream, and thinking how can we possibly attain Caravaggio’s
contrast without painting everything burnt
umber, closing all the windows and having
just one diffuse window up and to the side.
But my silly protests were inconsequential,

Top: Uelese Petaia and Frankie Adams.
Photo: Leon Narbey.
Above: Leon Narbey. Photo: Himiona Grace.
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Above: Anapela Polataivao and Natano Keni.
Photo: Leon Narbey.
Opposite top: Beulah Koale, Uelese Petaia
and Ene Petaia. Photo: Leon Narbey.
Opposite inset: Film stills. Photos: Leon
Narbey.

these references helped and did work for me.
Sometimes it would be the quality of light and
how the wrinkles glowed with the old lady’s
face upper right in ‘Supper at Emmaus’ 1606.
With the ava (cava drinking) garage scene we
had pre-production time to get things just
right as Tusi wanted a Caravaggio-like quality
having referenced both Shayne and myself with
‘The Calling of St Matthew’. Shayne had the
walls painted and aged in turquoise (the carpet
colour in Maea’s home, and a colour I just love
against Pacifica skin tones) and later when we
shot it, Byron Sparrow (gaffer) filtered the light
with added straw and amber.
Our schedule began with an intensive week at
Dorothy’s Bakery in Lower Hutt. A real bakery
that was in business limbo, but it had all the
needed props; heavy proofing ovens and mixers. Shayne had only to select what we needed
as the long narrow space was cluttered with all

NEW
688

manner of things. The noisy bus-linked road
was solved by Ken Saville (sound mixer) screwing layers of thick acrylic sheets onto windows
while allowing our lights to penetrate the
gloom from the pavement. Byron Sparrow and
his team erected black tents down the service
alley allowing the scenes to transition from
4am night to morning sunrise.
The shoot was a tight 25-day experience in
hot, small confined spaces where temperatures
soared as the drama unfolded and thankfully
Peter Cunningham (1st AC) kept his cool and
mastered the focus at wide apertures while
gentle velvet movements came from Melissa
Ririnui (grip). Yet, above all, there is a stillness
to the film which I enjoy deeply and credit
must go to Annie Collins (editor) for finding
and maintaining the story thread throughout.
In post-production we were in some ways
blessed to have a series of short grades towards

12-INPUT FIELD PRODUCTION MIXER WITH 16-TRACK RECORDER
•UNSURE OF WHO WILL SPEAK NEXT CAPTURE AUDIO WITH EITHER MIXASSIST™
OR DUGAN SPEECH SYSTEM™
•NEVER WAIT ON SOUND WITH QUICKBOOT
•ONE MIXER/RECORDER FOR DOCOS TO DRAMA
OPTIONS: CL-12 LINEAR FADER CONTROLLER FOR FINGERTIP MIXING
SL-6 SUPERSLOT HOLDS AND CONTROLS UP TO 6 WIRELESS RECEIVERS

For the complete Sound Devices range...and in depth sound advice
talk to the team at Sound Techniques
we listen and give sound advice
Unit 3, Ambury Court, 1 Porters Ave, Eden Tce, Auckland Ph (09) 366 1750 www.soundtq.co.nz
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the end of the film’s completion. As NZFC
required preview copies we strove to polish the
image and generally it became darker, richer
and more interesting. All up Clare Burlinson
(colourist) graded for about three weeks at
Park Road Post, and I now know this is the
most ideal completion process. (All too often
we are expected to complete a grade in seven
continuous days by which time you are phased
out, weary and exhausted). Clare attained dark
dimensions with a hard steely quality that
contributed enormously to the finished look
and especially the tonal positioning of Seipua
(Sima Urale).
I have not spoken of the superb performances I
filmed. They took me to places I had not experienced before and for a non-Samoan-speaking
person my heart was pierced many times.

VISIT

ScreenSafe.co.nz

Health and Safety for the Screen Industry

Helping create safe workplaces
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WIDE ANGLE

Maoriland
Film Festival
In the early 1920s, Australian company Federated Feature Films proposed
a NZ branch to produce feature films.
Otaki was suggested as a suitable place to establish a studio and the
New Zealand Moving Picture Company was established.
At the end of films produced in Otaki was the text: “The home of
Maoriland Films and the Los Angelos [sic] of New Zealand’s moving
picture industry.”
However, the plan for Otaki to be the next Hollywood never quite panned
out, and after six films Maoriland Films disappeared.
The word “Maoriland” was the name NZ was popularly known by from
the 1880s to the beginning of World War I.
Nearly 100 years later, the name has been restored.
The aim of the Maoriland Film Festival is to use a native lens and iwi
screens to bring the world’s best cinema stories, usually only seen at
international film festivals, to Otaki and provide an opportunity to
showcase homegrown talent.
Maoriland was modelled on Sundance, which was started 23 years ago by
Robert Redford in a town the same size as Otaki.
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Our wandering philosopher farmer and cinematographer Waka Attewell writes
from Otaki. Home of the fabulous 4th annual Maoriland Film Festival.
What is an Indigenous film festival? The
quick answer might be the other point of
view – the slow thinking version might
go something like: to maintain our values
and moral standing as a nation; to protect
our language and be allowed to live where
we want and not have our land stolen or
developed without our knowledge or participation; and be able to feed and clothe
our children whilst living within a colonial
world of ‘Us vs Them’; to live harmoniously
in a society dominated by another repressive culture… and I’m not talking about NZ
here (though I could be) I’m referring to
Greenland.
There was a moment that happened during a conference in Hawaii when Maori film
director Barry Barclay took a delegation of
Indigenous folk as support up on stage with
him… the Indigenous people were white
skinned and from Wales. Yep, I did the same
double take as many of us do when told that

story. Is this simply due to our isolation
and lack of recent history taught in our
schools or perhaps we lack a certain
worldliness?
Did you know that Denmark had governmental control (in an annex sort of
way) over Greenland? I didn’t either until
I watched the film SUME: The Sound of a
Revolution at the Maoriland Film Festival.
The rock group SUME was formed in a
Danish university, its members were both
Greenlandic and Danish. The young folk
go to Denmark for their education. The
group toured Greenland over 30 years ago
and it seems their songs and music moved
a nation. The Danish government eventual
handed Greenland back their self-determination, and the Greenlandic people of that
generation attribute the touring of that
musical group with contributing to this
hard-fought decision. All the Greenlandic
folk have the LP, they know all the songs.

Above: Raukawa Marae. Photo: Waka Attewell.

14 | NZTECHO Autumn 2017

Above: Raukawa Marae.
Photo: Waka Attewell.

SUME were a modern rock group, their
songs were protest songs.
I now know that Greenland is a self-governing overseas administrative division of
Denmark since 1979.
The Maoriland Film Festival is where the
‘Us vs Them’ is mostly turned on its head.
It’s like spending five days in a Barry Barclay
[RIP] (Ngati, Feathers of Peace, Te Rua)
conversation, where he once again explains
the term ‘the camera on the shore’ and why
he gave our world 4th Cinema.
Part of me is still searching for the enlight-

ening moment that comes when you explore
the unknown, a journey that started with
the Maoritanga TV series in the early ‘70’s,
when I realised that I lived in a country that
might possibly be made from two peoples
that were, in fact, refugees. Maori refugees
in their own land… and, though the people
who were my ancestors had little choice in
their journey to this land, it is still a story of
invasion, oppression and disassociation not
unique to NZ.
Come and sit with us in Otaki and contemplate why you might put the camera on the
shore?

Are you a member of
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This is year four of the Festival’s existence,
and the 2600 films submitted have been
culled down to the 121 best. Phew – good
luck with getting around them all, eh?
But, heck, I’m going to give it a go. Maoriland is already part of a worldwide circuit
of festivals, conference and competition,
modelled on the Sundance Festival, which
started 23 years ago in a small town about
the size of Otaki.
Otaki – a town of three parts beach, village, State Highway. And, beyond that, the
racecourse.
A couple of things struck me when I moved
to Otaki 20 or so years ago. The first was
how close the main road to the beach shot
by the meeting house in the village. When
and how did that happen?
Was it a colonial thing or just a practical thing that has evolved over the last 150
years? And the next thing was never stay in
the pub after the third jug gets bought; it’s a
small town in the NZ rural sector and that
racial stuff about Maori lies just beneath
thin skin.
It usually starts with a slight against someone from the Wananga getting a ‘taxpayer
handout’ (the Maori University is within
staggering distance of the pub. Some folk
who live in Otaki still have to ask what all
those buildings are) The town is mostly surrounded by the dairy farming industry and
there are some who still don’t know there is
a film festival – and this is four years later
– but, meanwhile down at the supermarket,
you might just as well catch a buzz of excitement when you overhear a group discussing
this year’s programme and the favourites of
the year before.

Slow thinking, environmental thinking,
justice, colonialism… the Indigenous ways
of our planet… aroha, small town NZ. This
is Maoriland. Global thinking.
I have Scottish ancestors (I really should
make that film one day) and I am inspired
by this festival. My ancestors were cleansed
from the island of South Uist, the English
government of the day having ruled that
their land was more important as pasture
for the wealthy landed-gentry than as a
tribal people’s homeland. They deemed (as
an act of law) that the tribal way of life was
somewhat unsophisticated and, so therefore,
worthy of taking.
History, ah, we love history – ‘it’s just one
frigging thing after another.’ This is our history and our world, and this is who we are.

Above: Otaki main street.
Photo: Waka Attewell.
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An open letter to James Cameron
“Any direct experience that I have with indigenous peoples and their
plights may feed into the nature of the story I choose to tell. In fact, it
almost certainly will.”
A quote attributed to Canadian-born multi-millionaire Hollywood director
James Cameron. The man behind the blockbuster Titanic and the Avatar
franchise, as well as a slew of other movie hits.

Five years ago when his plans to buy a large rural
holding in Masterton were revealed he also told
The NZ Herald he would do his bit to “help foster
and grow’’ the NZ film community.
Therefore this is an open letter to James Cameron.

Tena koe James,

You were an outspoken supporter of the first Maori language film ever to
gain an international film festival release (The Dead Lands, Toronto Film
Festival 2014).

There is also the E Tu Whanau Rangatahi film screening and awards.
This is our youth filmmaking competition that schools are also very
enthusiastic about. Last year we had 11 films in the finals and these
were screened to 600 children at our largest venue. In the three years
of Maoriland five of the winning filmmakers have gone on to win a prize at
a nationwide schools competition late last year.

You have been quoted as saying that “Obviously Peter Jackson keeps the
village fed when he’s making films but I don’t think the nation should look
to him for total dependence so I’m going to do my part to help foster and
grow the New Zealand film community.’’

We run Maoriland largely as volunteers. We have built it film by film in a
small community. In the process everyone acquires and grows their film
literacy. We can see the social and economic impact to our community i
n the four short years of running the festival.

We would not presume to know if you are a man of your word. We hope
that many NZers benefit directly or indirectly from your filmmaking and
the influence you have in Hollywood. We hope that by now you are aware
of our culture. In the NZ film community the culture is pretty much that if
you treat us right, then we will go the extra mile. There is also the culture
of the Indigenous people of this country Aotearoa. We Maori have stories
to tell – lots of them.

Many communities like Otaki do not have ready access to movie theatres,
and a film festival is a chance to watch films together. Despite the many
screens available to everyone today, it’s the big ones that count. When
people gather as one, in the dark to share a story; it’s an almost primal
form of communication.

In some quarters you are described as a hero for the environment and, for
Indigenous peoples especially those of the Amazon whom you have publicly supported in their efforts to save their lands, culture and language.

Everyone here knows that more often than not it is those films with
Maori creatives or Maori stories that have succeeded domestically and
travelled well. Films like Utu, The Piano, Once Were Warriors, Whalerider,
Boy, What We Do in the Shadows, The Dead Lands, The Dark Horse and
more recently Born to Dance and Hunt for the Wilderpeople – these films
please the critics, and do the business.
What is perhaps not evident to many is that Maori are also part of an
Indigenous film circle that stretches around the globe. We are connected
through film.
You may not yet know of NZ’s annual International Indigenous Film
Festival – Maoriland Film Festival held in the coastal town of Otaki – the
other side of the Tararua Ranges from your home in Masterton.
From 15-19th March Indigenous filmmakers from around the world
and filmmakers and supporters from Aotearoa will converge in Otaki to
watch 100 feature films, short films and documentaries. We have a full
programme of craft workshops from VR and 360 filming to acting. We
have special programmes of films for schools and already these sessions
are packed out with kids coming from as far south as Wellington and as
far north as Taupo. The energy of having hundreds of kids watching films
together – laughing, crying, cheering and stamping their feet – is what
makes all the hard slog to put the festival together worth it.

We expect over 7000 people to attend MFF2017 – our fourth festival.
They will be shown films from filmmakers who have travelled across
the globe to be in our quintessential NZ small town. We screen on our
marae, at historic Rangiatea Church, in an award-winning multi-milliondollar stadium and in a faded-glory two-story theatre. We also have two
free outdoor screenings. These are big events.
Maori filmmakers are regarded as pioneers in the creation of successful
indigenous film stories. We are now investigating new ways to get our
films seen, to satisfy audiences, and inspire the creation of new work.
We are in the process of acquiring a huge building in the center of Otaki
township for the Maoriland Hub – a multi-purpose cinema and performing arts venue to nurture filmmaking and collaboration. We see this as the
start of the Maoriland Film Institute.
The long game is to serve a worldwide audience of hundreds of millions
of indigenous citizens, young and old, in the places where they gather.
We are seeking partnership from people who have resources to share,
and who nurture a thoughtful approach to protecting the mana and value
of film in our NZ lives – and who recognise the unique indigenous route
to our shared humanity. One that we can travel together.
Mauriora ki a koe.
Naku
Libby Hakaraia
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NEWBIE PROFILE
Max Janezic is an Auckland-based set and props construction specialist. We persuaded him to take
the time to have a short chat with NZTECHO.
I have a great love of the outdoors which stems from having had a life
split between living in the city and on Great Barrier Island.
Fishing and hunting are my soul food. Which is great as I work with
many keen fishers and hunters.
I’ve always enjoyed being creative. Making models as a child, bone
carving through my teenage years and starting a joinery apprenticeship at 16.
Working as a set builder and props maker has been the perfect outlet
for my creative side.
Having a young family has meant most of my work is Auckland
based which has worked out fine as the industry here has kept me
busy enough over the last 12 years. There has also been plenty of
opportunity here to meet crew from all over the country which helps
keep things interesting.
What attracted you to work in the film industry, and is it working
out the way you expected?
While living in Dublin and working in a joinery workshop building
bars... because they needed more bars in Dublin, I was asked to
make a few small props for a local production. I enjoyed the change
in direction and when I finally returned home to NZ a friend of mine
working as a construction manager on a film asked me to work for him.
I enjoyed working on the film and have been able to remain employed
in the film industry pretty much ever since. Has it turned out as I
expected?... I guess the job has evolved somewhat and I have been
fortunate enough to be involved in a large variety of builds, from the
swords and sandals to the science fiction to the action block buster.
I am happy with the direction the job has taken me and there hasn’t
been too many boring moments.
What were you doing before film work and are you still working
outside of film, or is this your only business now?
Before film work I worked as a qualified joiner and also worked in
the CAD machining industry. Occasionally I have moved away from
film for a few months here and there to do a bar or cinema fit out and
still enjoy doing so if the design is suitably creative and not too run
of the mill.

Do you think film work will be sustainable? What would you like to
see change to make the film industry more secure?
I think there is a strong future for film in NZ. We have a vast collective
of experienced and passionate film makers and film crew and are recognised internationally for the quality of our work. There is also more work
going into the infrastructure in Auckland to enable us to produce more
films. The facility in Kumeu being a welcome addition to the growing
number of filming locations.
What do you expect of the Guild? And what would you like the
Guild to do more of/better?
I think my expectations of the Guild will be much the same as anyone
else. To be able to provide advice when needed.
Thanks Max, for these well-constructed answers...

How did you hear about the Guild, and what made you decide to
join?
Many of my colleagues are Guild members and have spoken of how
helpful the guild had been, especially when it comes to contractual
advice.I have often thought of joining and now as I am taking on roles
with more responsibilities I thought it was about time I did.

Mick Sinclair

Ph +64 9 360-9995 www.sinclairblack.co.nz
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REGIONAL WRAP
Take one – Auckland

Take three – Queenstown

It would appear that summer came and went and many of us blinked and
missed it. Anyway, at least daylight savings makes up for what the weather
didn’t deliver.

Congratulations to Steve King on his fine work in driving the name change
committee and keeping the process moving forward. Whilst the options
may not be to everyone’s taste I like the idea of having a name that better
suits who we collectively are.

It’s been a bumper season so far with most crew in the Auckland area
working non-stop on one of the many dramas, features and television
commercials. We saw a huge surge in line productions in January and
February, and a few more coming in for March and April in spite of the
American elections and our relatively strong dollar.
The month of February sees Oprah Winfrey and Reece Witherspoon in the
South shooting a few days on the Disney feature A Wrinkle in Time, and
up in Auckland production is in full swing for Ash vs Evil Dead, Shannara,
Screentimes’ Daffodils of May, Filthy Rich, South Pacific’s Brokenwood
Mysteries, Power Rangers, Westside and 800 Words, and Netflix’s Monkey
project also about to shoot. It’s been a juggle to find enough crew in grip
and lighting departments, as well as some positions in camera, makeup
and production. What a great way to be!
As I go into my 21st year of owning and operating Filmcrews, it’s been
a great time to reflect on the work that I’ve seen come through Auckland
over the last couple of decades, and how much the industry has transformed during this time. One of the biggest changes I’ve observed is in the
camera department with the advancement in technology rendering clapper
loaders redundant and in their place a 2nd AC role has become the norm.
We’ve also seen great leaps and bounds with regards to the use of drones
for filming, which of course doesn’t come without its own regulations that
people are only just starting to get their heads around. I look forward to
seeing what the next 20 years throws at us!
Sioux Macdonald, Guild vice president and executive committee member

Take two – Wellington

Queenstown has experienced usual summer madness with clogged roads
and this year an influx of Chinese celebrating their new year and drunken
Kiwis celebrating ours.
The TVC world however has been fairly quiet since November with a
scattering of small ads punctuated by a monster 30-seconder shot in
December. The Battle of Evony aired during the Super Bowl and not only
consumed most of the local crew and gear resources but also showcased
the dramatic scenery of the district and gave crew a handy financial injection prior to Christmas.
Other moving picture work seems to be steady locally though with bits
of Disney’s A Wrinkle in Time being shot here. Although only shooting
for eight days or so these large jobs provide long term work for location
managers, art dept and production folk and also keep the other ancillary
businesses that movies need afloat. There’s talk of several other large
projects and a Chinese production looking to film in mid April.
There have also been about three quite large jobs in Fiji recently that have
removed a chunk of local crew out of circulation and with Auckland and
Wellington busy, finding crew with specialist skills becomes a challenge.
Best wishes for the team behind The Inland Road on its première at the
Berlin Film Festival in February, and to the many crew who put a lot of
donated time and effort not only on this show but many others that have
come through town over the last year.
John Allan, Queenstown branch and executive committee member

In between our usual best/worst ever summer, Wellington is also doing its
usual ‘there’s no work/suddenly there’s four TVCs shooting on the same
day’ routine.
I got back from New York after being away since November to find the
city was still humming along nicely. But with Mortal Engines/Hungry Cities/
Squeaky Wheel taking up the bulk of our experienced crew, it does seem a
little ironic that’s when every production company in NZ should suddenly
decide to come and make TVC’s here as well.
We’re not complaining. Crew Wellington has never been busier and that’s
just the way we like it. But, for the first time in Crew Welly’s five-year history, this week I had to tell a production that I couldn’t get them some of
the people they needed on the days they wanted to shoot. And that was
after I had reached out to people we don’t officially represent!
Long may it continue I guess. But, and this is something I say all the time, I
honestly reckon it’s time for production companies to open up some sort of
better communication channels between themselves, to avoid some of the
shooting log-jams that plague us and our sisters and brothers in Auckland
and Queenstown.
Graeme Tuckett and Crew Wellington

CREW REPS
Remember to organise a crew rep on your next production.
A crew rep, preferably someone who is familiar with The Blue Book,
is the most efficient way to keep the lines of communication open
between the producer and the crew.
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The name change report
Steve King reports from the front lines of the great name change debate of 2016/2017.
When it happened. How it happened. And why it happened.
The NZFVTG evolved from the New Zealand Motion Picture Academy
(NZMPA) established in 1977, but with the rapid growth of the Film Industry
throughout the 80s, a group of Auckland crew, sorry, technicians, decided
they needed to do the same. That core group were almost entirely camera,
sound, gaffers and grips. In 1988 they established NZ Film and Video
Technicians’ Guild to focus on the interests of upholding and creating a
framework for good, safe and fair practices for all within the NZ film industry.
It was in March 2003 that the idea of a name change was first raised.
Then, as now, a common response on set was that the word Technicians
(“Techos”) didn’t truly embody what the Guild stood for today and was
rather a holdover from earlier broadcasting terminology. It was also based
on the experience of visiting film schools to promote the Guild and finding
the widespread misconception amongst both tutors and students that the
Guild was only for camera and sound people, since that was their understanding of the phrase “film technicians”.
As a result of this, the issue was raised and votes were held at two
Auckland Branch AGMs – both almost unanimously in favour of a change.
In October 2005, President Albol completed his annual report with ‘A new
name – are we ready for it?’. In October 2009 Tony Forster concluded his
monthly NZTECHO editor’s blurb by asking people whether they agreed
with the idea of changing the name or not, and the following issue reported
that the results of this ‘survey’ across the country were that 65% were in
favour of a change and 35% against.
Ten years on and the arguments for change still stand, and the impediments
are fewer. Stationery printing – and in particular printing of The Blue Book
– are now either much cheaper or irrelevant with digital dissemination. A
name that was more inclusive of all technicians in the screen industry (art
department, gaming developers, editors, production) as well as the behindthe-camera teams was felt to be imperative for the growth of the Guild. It
was also felt that the more inclusive the membership was the larger and
more powerful it would be as a lobby group both locally and internationally.
In the middle of 2016 the National Executive resurrected the discussion
on a Guild name change. 89 members cast their vote either by email or at
referendum meetings during August, and 81% of these members voted in
favour of changing the name. So a Name Change Committee was established consisting of 2 members nominated by each branch – Steve King
and Jen Butcher representing Auckland, Richard Lander and Belindalee
Hope representing Wellington, and Nic Macallan and John Allan representing Queenstown – with the committee being chaired by Steve.

not technicians.”; “When you consider the shortlisted names could you please
consider the fact the Techos Guild membership is not only comprised of technicians but also administrative, creative and support crew as well eg. production, locations, art deptartment, makeup, wardrobe, unit, safety, caterers, etc.”
In the final wash, 38 names were submitted – including Guildy McGuildyface Guild, Film Crew Association of New Zealand (FILMCANZ), and this…
‘Screen Production Aotearoa Technicians Association.’
In December the committee
met virtually to select an agreed
shortlist of the six most appropriate suggestions. As a starting
point, some of the criteria
used to filter the suggestions
included: removing all names
with ‘technicians’ along with names referencing ‘film’, ‘TV’ or ‘video’, also
‘society’, ‘group’, ‘alliance’ or ‘association’, etc as the committee was unanimous that Guild was the preferred collective noun for the organisation; any
names that were longer or more complicated than the current one were
also rejected, along with alternative terms such as ‘practitioners’, ‘workers’,
‘contractors’, or ‘craft’, which didn’t meet the criteria of being suitably inclusive or representative enough of the current or potential membership.
The final shortlist was Moving Image Crew Association, Moving Image
Guild, Screen Crew Guild, Screen Guild, Screen Industry Crew, and
Screen Industry Guild. It was also agreed – and noted on all subsequent
correspondence and voting forms that all the names in the shortlist would
be assumed to eventually have “...New Zealand Aotearoa Inc.” as a suffix.
In January the shortlist poll went out to the membership – with accompanying te reo translation by Mere Black from Maori Television – for their vote for
the most favoured name, where 58.5% of members who voted preferred
Screen Industry Guild (Kahui Ahumahi Mata Ahua), with nearly 90% of voters preferring the options featuring combinations of “Screen” and “Guild”.
207, or 57% of the total membership, voted for one of the six options,
which, while not ideal, is still pretty good compared to most Guild votes.
In February the final vote between favoured new option and existing name
went out to the membership. Voter fatigue may have resulted in a lower
(41% of members) turnout for this stage but the resulting 89% vote in
favour of the Screen Industry Guild was pretty emphatic.
So the new name goes to a designer for logo and branding options and the
appropriate updates to the Guild constitution will be submitted for member
approval later in the year.

The committee members decided on a fair and democratic member consultation process, as well as agreeing on some guidelines, such as accurate
representation of all members, awkward acronyms, length of the name and
inclusiveness. In November an announcement was emailed to all members
introducing the committee and inviting members to submit their name suggestions online by 9 December.

Finally, it’s worth observing that “Techos’ Guild” may indeed remain the
nickname of the Guild. By the same token there’s not necessarily any
reason to change the name of the Guild magazine from NZTECHO (...the
magazine of the Screen Industry Guild of Aotearoa New Zealand).

Despite not being solicited, the committee also received some email feedback, such as:

Steve King, Chairman – Name Change Committee

“To have the word ‘Technicians’ in our name would perpetuate the disaster
that the vast majority of art department, production and post-production
people do not believe they are qualified to join the Guild, because they are

Thanks to Tony Forster for help with the background to the name change
history.
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IN MEMORY OF

John Ramsay
NZ cameraman John Ramsay sadly departed this world suddenly on
12 March 2017.
John was known to many for his 40+ years in the screen industry as an
incredibly talented cameraman who was true to his craft. A thoughtful
and kind man with a cheeky smile and a sparkle in his eyes.
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NEW MEMBERS
Join us in giving the following new members a hearty welcome!

Auckland
Alex Cairns, production manager
Brin Compton, special effects
Max Janezic, set construction
Ash Robertson, camera

Alaric Smith, set construction
Kim Thomas, 2nd AD

Wellington
Paul Whitehouse, OB technical management

Like us on Facebook: facebook.com/NZFVTG

NATIONAL EXECUTIVE BOARD
President
Richard Bluck 021 449 124
Vice president
Sioux Macdonald 021 969 609
Treasurer
Nick Treacy 021 280 8950
Auckland chair
Brendon Durey 021 866 977
Wellington chair
Richard Bluck 021 449 124
Queenstown chair
John Allan 0274 301 604
For full committee listing and contact
details please email: info@nztecho.com

TECHOS’ GUILD OFFICE
Karla Rodgers, executive officer
Jane Scott, accounts officer
Tel: 09 8899522
PO Box 68-294, Newton, Auckland 1145
info@nztecho.com
editor@nztecho.com
accounts@nztecho.com
www.nztecho.com
facebook.com/NZFVTG

Techos’ Guild office hours
Monday to Friday, 9am to 3.30pm
Outside these hours, please leave a
phone message or email us.
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