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And that’s another year, and another decade, done and
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as quaint and antiquated as reading words on paper,
we salute you. This magazine exists for you. We truly
hope you enjoy it, disagree with it as often as you agree,
savour the startling array of photographs that we get
sent by our contributors and always make sure to leave
your latest issue of NZTECHO laying in plain sight
on your desks and work benches, so your co-workers
will be reminded just what a literate, sophisticated and
well-informed co-worker they have in you.
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Heading into the twenty-twenties, it will matter even
more. Long may printed paper continue.
Besides, you can’t swat that fly at the back of the
catering tent with a rolled up laptop, can you?
In this issue you’ll find a decent chat with
internationally renowned New Zealand
cinematographer Stuart Dryburgh, and a fulsome
farewell from Waka to the amazing Arthur Baysting.
Waka also takes a look at safety on set, and asks
whether everything we say about safety really is
making us safer.
We also have TWO newbies to introduce (long story)
and all of our usual and valued contributors.
So thank you. To everyone who writes, to Jason at
Anim8a in Wellington for the design, typography
and layout, and, especially, to you, for reminding us
with every issue that the world has not changed so
much that a collection of interesting articles and
great photography, printed on paper, is still an object
of real value.
Love your work,
Graeme Tuckett.

GOLD STARS & CHOCOLATE FISH
N Waka Attewell for his tireless support of this magazine.
N Sioux Macdonald for her tireless work on behalf of the Guild.
N Brendon Durey for taking on the Presidency. Brave chap.
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BEHIND THE SCENES

With over 20 years in the film and TV industry,
Kelly Lucas is now executive officer for the Techos’ Guild.

Executive Officer Kelly Lucas writes.
Kia ora fellow SIGANZ members, the holiday season
is upon and always a time for reflection and planning
for another new year ahead.
Well, what a year it has been. When I sat down to
write my last article, the industry was a buzz and busy
then with the stand-down of Cowboy Bebop it made
me realise how in a heartbeat so much can change
and how you all as contractors live in a world of
some form of uncertainty at any given moment. The
timing for our editor Graeme Tuckett’s wonderful
article in the last issue surrounding mental health
and how important it is that we address these issues
as an industry and as a guild couldn’t have been
more applicable. We need to be thinking about how
can we support our members and each other in this
rollercoaster ride of an industry. Part of ScreenSafes
mandate is about the holistic side of safety as well as
the physical and empowering our members and crew
reps on set is something we are looking at for 2020.
I would like us to find a way to look around onset
and see those other people who are struggling and
reaching out and offer some support where you can.
We are looking at further training in the new year, so
please watch this space.
I would also like to remember those people who
have passed away this year and the significant
contribution they made to our guild and industry as
a whole, and my thoughts are with their loved ones at
this time.
So how about 2020? This week the executive
committee is meeting to make a plan to see what we
want to achieve for you in the upcoming year. There
are training programs we would like to run and
collaborate with other guilds as well as starting to
work on a revised and more in-depth rate card that
represents years of experience. We will be asking you
has members to contribute to this project. Once we
have more details, we will be asking for your input so
we can get a better picture of what should be charged,
depending on what sort of production you are
working on.
With Brendon Durey taking the reins as the
president (see his article in this issue), there is a new
vision for the guild, and we will be working closely to
see this roll out over the year ahead.
It was wonderful to see a number of our members
at the Christmas Guild party here in Auckland last
week. It has made me realise how these get-togethers
are so essential, and I would like to do more of them

over the year so everyone can get to talk and meet
and greet.
I have found this year a very exciting learning curve.
It has given me some great insight into some gaps in
our industry that we can fill for our members. The
most significant part of it is to remember that “There
is no hierarchy to respect” the message from the
Professional Respect Training we are rolling out in
the new year. Each person plays a vital role in the cog
of this screen sector and to remember that no matter
how stressful things can be at times to respect each
other professional and personal boundaries.
So with productions winding down for the break
and some starting to take off in the new year, I wish
you all a very safe and happy holiday season. I look
forward to meeting more of you next year as we roll
out some workshops and other initiatives. If you have
any ideas or want a chat, please contact me. I am here
to support you and would love to hear your thoughts
and ideas.
I would also like to extend big warm welcome to all
of our new members, we have seen an incredible
uptake over the last few months and I look forward to
working with you all!
So, for now, Ngā mihi o te Kirihimete me te Tau Hau,
Kelly.

Mick Sinclair

Ph +64 9 360-9995 www.sinclairblack.co.nz

We appreciate
the support of:

2 | NZTECHO Summer 2019

PRESIDENT’S RAVE
Brendon Durey. Meet our new President.
Well the AGM is over and the dust has cleared,
the Screen Industry Guild has voted in a new
Exec and this year a new President. For those of
you who don’t know me, my name is Brendon
Durey. I’m a SPFX Supervisor based in Auckland
working for Filmfx Co Ltd. I have been a member
of the Guild since being conscripted by a very
convincing Graham Morris (Sound Recordist) on
the set of Xena back in the 1990’s. I was a general
member in the background for a number of years
through the 2000’s and somehow got pulled into
an AGM by my brother and convinced to join the
Auckland Branch Committee.
It was a very different Guild ten years ago with
minimal core funding from the government.
In those days our principle funding was from
Lono’s (Letters of Non-Objection) and of course
the membership subscriptions of our members
throughout New Zealand. These were tough
financial times for the Guild and for some of these
years I ended up taking on the role of Treasurer
and had to have a very tight fiscal approach to
what the Guild could spend to keep us solvent. In
subsequent years we have had many people, not
the least of all our previous EO Karla Rodgers,
work hard to achieve increased levels of core
funding from the Film Commission and give the
Guild some degree of interim financial stability.
Another huge looming problem for the Guild
during the last fifteen years that was thrashed
around and discussed over and over again
in branch meetings, was the much-needed
redrafting of the Safety Code of Practice (SCOP)
that had become out of date and in dire need
of a complete rewrite. And having been on subcommittees over that period with the likes of
Willy Heatley and David Madigan and tried to
grapple with how to achieve this rewrite, I can
only emphasise what a difficult and enormous
task it was. A number of ideas and strategies
were kicked around until a solution was finally
championed and developed by Richard Bluck
during his term as president, and we have now
have Screensafe, which while still being finished
is looking to be one of the most comprehensive
Screen Industry safety initiatives in existence.

Screensafe comes under the umbrella of the
SIG and serves to provide guidelines to promote
the safety of our members and the screen
industry workers in NZ in a comprehensive
and accessible way.
I have to admit I’m glad to be coming into the
role of president of the Techo’s Guild having the
advantage of all this great work preceding me
and effectively standing on the backs of many
great former presidents. Over the next year I
want to look to the future and try to achieve some
fairly clear initiatives, with the assistance of the
Guild Executive, the branch committee’s and the
general membership. These initiatives include:

Increasing our Membership Through:
Answering the Big Questions
Creating and defining a clear value proposition
for the Guild. Essentially answering the questions
that occur a lot regarding joining the Guild from
those in our catchment groups. Questions such
as “What does the Guild do for me?” “What’s in
it for me?” “Why should I be a member?”. These
are valid questions that we need to be able to
answer clearly and effectively. We are forming a
sub-committee to develop clear answers to these
questions as the beginning of developing a better
ongoing connection to prospective members in
the industry.
Having more training opportunities, workshops
and social event
A big reason for People to join the Guild is
to learn from and network with other screen
industry professionals, learn and develop
as members of a professional industry. The
Guild needs to use funding to promote safe
workplaces and develop the skills of our
members in the areas of business financial skills,
contract negotiation, and many other areas.
This is something we need to do more of, and a
subcommittee is being formed to identify and
develop a consistent and effective event program
to connect with our membership.
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Providing advocacy and representation to
central and local government
The Guild has had representatives on several
major working groups which are helping shape
the industry in the coming years such as the
“Hobbit Law” working groups on which Sioux
McDonald has work tirelessly to champion our
members interests. The Screen Industry 10-year
strategy group has SIG representation and looks
to create an industry led plan and pathway for
our industry into the future. The Guild needs to
clearly communicate all the work it does in this
space to its members to ensure they understand
the need for Guild representation in the policy
development space.
In many ways the Guild is the best option for
most of us as screen industry workers of having
a voice and connection to Government, and an
ability to influence the policy that effects our
work and livelihood. The greater the number of
screen industry workers in our ranks the stronger
and clearer our mandate is, and the less able
policy makers are to ignore our calls for change
and investment in our industry.
We look to have a busy year incoming for the New
Zealand screen industry, and I aim to try to work
proactively with the Guild Executive to ensure the
Screen Industry Guild has a positive effect on all
our workplaces.

DRONES
GIMBALS
QUEENSTOWN

Brendon Durey

2019/20
PRINT EDITION
out in

OCTOBER

Are you a member of

THE DATA BOOK
community?
Promote your business to over 4000 national
& international website visitors per month

GET YOUR FREE LISTING!

Go to our website and click on “List Your Business”

www.databook.co.nz

Contact listings@databook.co.nz for your complimentary copy
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THE 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.

Contracts in plain English
Our new legal adviser, Mick Sinclair of Auckland’s Sinclair Black, makes his NZTECHO debut with a timely
piece on contracts in plain English. Welcome Mick, great to have you with us.
As with the careers of many people, I didn’t start off in my line of work
doing what I do now – providing ‘transactional’ advice to people in the
entertainment industry.
Perhaps it was the insidious effect of television, but my initial career goals
were obviously influenced by characters like Perry Mason and Denny
Crane, and I became a practitioner of the ‘common law’ as litigation was
modestly referred to then – the common law coming from a judge’s decisions as opposed to legislation. Apart from participating in the drama of
the courtroom, a few things that I learned from litigation have proved useful
in the entertainment industry. Whenever I am drafting a critical legal letter,
for instance, I hear the voice of a senior lawyer questioning what a judge
might make of it. Or, from the adversarial nature of legal proceedings, an
analysis of what the other party wants, and might get. And, from cross
examinations, the value of a strategic silence (accompanied by a ‘is that
all you have to say?’ look copied from television dramas). It’s all part of the
art of persuading another party, whether it is a Judge or, in a commercial
negotiation, that your client is justified and entitled to assert a position.
In cases involving contract law, my impression of the best court lawyers
was their ability to cut straight to the matters at issue, and address them
in clear and direct terms. Similarly with judges, the fact that a contract
might be drafted in plain English, and was simple and brief as a result,
was certainly not seen as detrimental if it did what it was supposed to
do. Conversely, judges can be damning of agreements which contain
enormously long clauses filled with repetition, qualifiers and one-sided
disclaimers. Those of you unfortunate enough to have been on the
receiving end of a studio or network agreement will know what I mean.
My break from litigation came when I studied copyright and media law in
London. I lucked a part-time job in a merchant bank in the City, and was
rather surprised by the enthusiasm shown by lawyers there for drafting
long and complex project financing agreements. Although the enormous
amounts of money they were earning may have had something to do with
it! Most of the banking agreements back then, and those I have come
across since, have paid some attention to drafting in plain English and to
being formatted in a reasonably accessible manner. My boss at the bank
in London was particularly enthused by a book by an American lawyer
called Contracts in Plain English. Aside from providing the heading for this
article, it’s hard not to like a legal author who comments on legal jargon in
contracts like this:
“Aforesaid – a revolting word that has little to recommend it,” and
“Right but not Obligation – one of the most splendid phrases available” or
“Understanding – A dangerous word. If you mean ‘agreement’ you ought
to say so”….
For the past 25 years I have been an entertainment lawyer in Auckland,
and have tried to continue the habit of translating the sometimes complex
relationships of a collaborative industry into written agreements that are
as simple and clear as possible. It isn’t always smooth sailing. A few years
back I was asked to provide a raft of production agreements for a low-

budget feature. I forwarded a five-page short-form actors’ agreement, but
within a few days fielded angry calls from a number of agents telling me
the agreement should be 13 pages long. It turned out that was the length
of the SPADA/Equity agreement which is now the industry standard, but at
the time my response was to ask what was missing from my short-form. I
didn’t receive an answer to that!
On reflection, there has been an insidious expansion in the size of contracts across all sectors of the film and television industries in recent years.
This is as much due to the increasing sophistication of our local industry
as anything else, with producers now required to ‘package’ productions
for local and overseas funders, co-production partners, insurers and
distributors. The distinguishing feature about funding film and television as
opposed to most other forms of project financing is the need to document what are essentially intellectual property deals with only audio/visual
footage as tangible security. But it’s not only funding deals that are more
complex, we now work under of co-production treaties with partners who
have different filmmaking and contracting practices. And the proliferation of
distribution platforms in this digital era has produced a bewildering variety
of acronyms, territorial considerations and rights that also need to be negotiated and recorded.
Amongst all the industry shakeups and reviews, the digital convergences,
and content changes, the actual roles of most crew members probably
haven’t changed much. In the mid-1990s I helped the Guild draft standard
terms and conditions for crew which it was hoped would attach to a cover
sheet detailing the specific deal points for each engagement. As it transpired, no agreement as to standard terms was reached with SPADA, but
I ended up with a useful template which hasn’t required much amending
over the past 20 years. Over that time the obvious drivers of change have
been the need to clarify independent contractor status, ongoing issues as
to work hours and work weeks, unfair termination, and more recently health
and safety compliance.
The legal debates over the definition of independent contractor status
in the past decade shows that it is not always possible to advise clients
and draft contacts with absolute certainty in a fast-changing field like film
and television. A number of crew, particularly on repeat television series
engagements, were justifiably concerned at the implications of the Three
Foot Six case when each level of appeal from the Employment Relations
Authority to the Supreme Court switched Mr Bryson’s status from independent contractor to employee and back again. It required the so-called
Hobbit Law to finally establish that “film production” workers were legally
regarded as a breed apart.
Even the forthcoming review of The Blue Book won’t result in certainty for
crew members entering into contract negotiations, particularly with producers they have not worked with before. It is intended to provide guidelines,
not standard terms. The legal effect of, and degree of reliance on, such
industry guidelines might be a topic in itself for a future column, but at the
very least it must be good to be able to refer to a general consensus on
current working conditions in the film and television industry.
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IN FOCUS

Do we
know how
to blow the
whistle?
Waka Attewell talks safety.

What would happen if you
were witness to something
that required intervention
for safety and you perceived
yourself as ‘just a lowly
crew’ – it’s not my place to
comment? I’m a freelancer
and they won’t employ
me again? – What if the
issue you witnessed was so
extreme that you had the
compunction to become a
‘whistle blower’?

What would you do?
Who would you call?
Over the years I can count the
near misses on one hand –
but that’s still five too many.
Gung-ho and ripping yarns
after work over a beer, stories
like lying across the skids of
a helicopter on a couple of
planks, and driving too fast on
the tracking vehicle and then
there was the time we hung off
a frozen waterfall... and, and
well you get it. But surviving
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the wild west was probably
more about good luck rather
than good management eh?
– We don’t do that shit no
more. Yeah nah, we have the
bluebook and now we get fed
properly and have adequate
turn around and reasonable
hours? Really?
We used to slap each other
on the back and laugh at
the ‘race to the bottom’
joke as if we hadn’t heard it
before… hilarious eh. I’ve
had a couple of conversations
this year with crew that have
felt that we have pushed
the edges of ‘reasonable
behaviour’ in a few areas.
Mainly (as it transpires) on
our local productions where
the budgets are really tight.
Damage to property and

people being put in jeopardy.
Have we regressed as a few
have proffered? Have we
actually hit the proverbial
bottom… did we win the race?
Perhaps $4mil for a local
movie and a 29 day shoot is
not enough money to do the
job properly, to do the job
without cutting those corners?
The call sheet arrives for
the next day. It’s our daily
contract with the work and
the producers, it has stuff in
it like how many pages of
screenplay are expected to be
shot, where we are working
and what the hazards might
be. Special requirements
could be things like alerts for
water and weather hazards or
simply where the crew park
their cars.
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Perhaps we can be treating
this document more like the
addition to the deal – perhaps
an extension of the contract?
After all we are just hired
guns and we work in the film
factory… and at the end of the
day it’s not really that special
or that important. It’s a job eh
and you don’t want to get hurt
at work or hurt anyone else
while you are doing
your work.
There is a bit of slapdash
tradition about the place,
it’s sort of ingrained in the
culture – ‘it’s just one quick
shot’ – it’s a bit risky but it
won’t take that long, just one
take should do it? – But maybe
all this is just leading to the
proverbial ‘accident waiting
to happen?’ Already fatigue

while driving has its share
of victims, ACC pays for the
funeral but the production
company can’t be sued.
The health and safety stuff is
on the back page of the call
sheet next to the mud-maps
for the parking and it’s not
just about those two much
photo-copied pages of
how to approach a helicopter
by not walking into the tailrotor either.
Like most of us we just read
the call time and quickly scan
the first setup and head to
the pub promising ourselves
we’ll read the rest later. How
do we get more involved in
this process?
So when the safety guys say
‘not on my watch’ why are
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the producers thinking that
a renegotiation is an option?
And I’m talking stuff that
is beyond working kids over
their six hours - I’m talking
stuff that could do real
harm, like kid actors putting
their heads under water in
a hot pool.
Work conditions are maybe
getting seriously challenged
in this country. There’s

pressure out there to ‘make
hay’ in this freelance world
while the opportunity is
there which are creating
more extreme conditions,
exacerbated with costs going
up and budgets staying
the same. The USA has had
their Sarah Jones incident
(Midnight Rider) when the
camera assistant was killed
on a shoot because the
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location manager and safety
department had been ignored.
A splitter crew, with the
director, defied protocol and
filmed on the railway bridge
anyway. The train they didn’t
see coming hit the crew.
Does the blue book still have
the cut through and just
because we are not a union
does it give the producers
permission to renegotiate on
the hoof? Purposes of safety
are not a negotiation, they
are in the bluebook for a
good reason.
If I wanted to be blunt, our
world is certainly divided
into a time before Cave Creek
and a time after Pike River

and now we live in a time of
this Whaakari/White Island
adventure tourism debate that
is just beginning.
There a very good reason that
we have swing drivers for our
trucks and there are rules
around working with child
actors. Those meal breaks
were a hard fought piece of
diplomacy, not to mention
negotiating the ‘turn-around
time’; there’s also a really
good reason why we have
the bluebook and why
all those many hours of
intervention and discussion
are not up for grabs.
When the blue book is treated
as the beginning point of
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production diary and master
file. If a child dies from
meningococcal disease by
putting their head underwater
for a film shoot what are we
going to do? – And - ‘their
parents agreed to the risk’ is
not the correct answer. When
you work with kids the hours
are not a negotiation neither
is putting their lives at risk
and ACC is not something to
hide behind.
Chain of command – the
1st AD is working for the
producer, they are in control
of the production schedule…
that schedule has to consider
things like hours worked
when children are involved –
it’s the law of the land.

Amoebic Meningitis which is caused by
amoeba living in hot pools, although rare in
New Zealand, has occurred in the past with
death resulting. The amoeba enter the body
via the nose (more specifically, water that is
forced up the nose) and travels to the brain
where it creates havoc.

a negotiation it is a sign to
leave the job – somethings are
just not up for negotiation.
Some off-shore productions
might think because this
isn’t steeped in endless
legalese that the bluebook
has little veracity… this is not
the case and the guild should
know about this if anyone
thinks differently.
Many stories, but there’s
only one call sheet and one

Road closure for shooting –
yes I know it would be cheaper
if all we had to do is just slow
the traffic and give everyone
Hi-Viz-jackets – i.e. not close
the road - but we close roads
to make it safe… it’s a work
space and we want everyone to
get through the day (or night)
safely and when the sign says
don’t put your head under
the water meningococcal
alert and you arrive into the
carpark and the producers are
negotiating with the children
parents… who you gonna call?
So like the safety rules on the
back perhaps we get the crew
rep to put on the call sheet a
list of things that are not up
for renegotiation, a reminder
to the management let’s say?
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So when I get phone calls
from crew who are worried
when they see the producers
in the carpark renegotiating
health and safety issues, I’m
And when you break the rules, going to write about it in this
or pressure the production, the magazine… we are TECHO’s
crew tend to talk so we know
but not a union.
who those producers are.
The management will be the
Let’s not work in that
first to tell you that but that
industry eh?
doesn’t give them the right to
renegotiate those things that
There is a reason we use
are not up for negotiation.
swing drivers and when the
signs at the beach say unsafe
You know who you are.
for swimming this is not a
negotiation, and why are we
If you do ever feel a situation on set is unsafe, talk to your HOD,
still using polystyrene in our
Crew Rep or Safety Officer immediately. If the situation continues,
please contact Kelly (EO) at the Guild.
set building?
Like a shopping list that we
can refer to? Have it laminated
and nailed up in every
work truck.

New Zealand’s largest supplier of grip equipment servicing the world’s entertainment industries
• Full grip crew • Stabilised remote heads • 15’ - 75’ TechnoCrane’s • 4x4 All terrain crane bases
• Chapman - Leonard dollies • Panther dollies • Motion control • Helicopter mounts • Slider’s
• Generators • Rigging • Car mounts • Blue/green/black screens • Multiple vehicle options

CREW

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

Ph: 09 818 1981 • Mb: 021 443 958
www.griphq.nz • derek@griphq.nz
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WIDE ANGLE

Stuart
Dryburgh on
Indie Films
By Rowena Singh
I contacted
cinematographer Stuart
Dryburgh, in Brooklyn,
New York, for an interview.
I thought we could have a
great time talking about his
cinematography on Men In
Black - International.
But he said to me that he had
covered all that on so many
occasions. So Stuart asked me to
come up with a new angle and then
we’d talk.
Stuart then suggested we talk of his
work on indie films.

What defines an indie film?
An Indie film is any film that
is made outside the traditional
studio system. Not Walt Disney,
not Warner Brothers, not FMG,
not 20th Century Fox. And that’s
the traditional definition of it.
However more recently there are
a lot of big movies being made by
non-traditional studios or new

generation studios like Legendary
whom I did The Great Wall with,
which was a multi-million dollar
production but technically an
independent film.
So I tend to extend the definition
of independent film to non-studio
financed film of a modest budget by
American standards.

Considering your vast
experience in mainstream
films what was it like to work
on indie films such as Gifted,
The Only Living Boy in New
York and The Upside?
I’ve always jumped backwards and
forwards. My earliest films in New
Zealand in NZ were independent
films – Angel at My Table, Once were
Warriors and even the Piano which
had a very modest budget of around
US$5 million in its day.
So I’m not a stranger to it (indie
films). The first 2 films I did in the
US, the Perez Family for Mira Nair
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and Lonestar for John Sales - were
also low budget independent films.
I came back to NZ in the early
2000s to film with Brad McGann
for In My Father’s Den, which was a
wonderful experience.
My first studio film was Analyze
This for Warner Brothers in 1997.
After doing 3 or 4 really big films
in a row, Great Wall, Secret Life
of Walter Mitty and Blackhat by
Michael Mann, I was looking for
something more personal.
So when Marc Webb offered me
Gifted, I jumped at the opportunity
to be able to work on a more
collaborative level directly with the
director without very much creative
contribution from the studio and
also the ability to take control of the
whole photographic process. Gifted
was mostly hand held, mostly single
camera and mostly filmed by me.
It was a very personal, involved and
hand made filmmaking.

What were the respective
budgets of the 3 films?
The budget for Gifted and The Only
Living Boy In New York million
was around $12 million. The Upside,
while with a budget of over $20
million, was still very much an
independent film in its spirit. It
was originally produced by the
Weinstein company and there were
some delays in its release when
Harvey Weinstein got arrested.
It seems like a lot of money by NZ
standards but it’s not.
And although they are independent
movies they are still made under a
union contract so you’re able to get
your best crew.
But everything is tighter, there’s no
set and no big visual effects.
The big difference between The
Only Living Boy and Gifted and The
Upside was that on The Upside over 50
percent of the film takes place in the
penthouse apartment on Park Avenue.
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We were able to have our production
designer Mark Friedberg build the
entire apartment into a studio space
in Philadelphia.
We made it in Philadelphia and
not New York is because it’s
cheaper and there were tax rebates.
Nevertheless it seemed to be a more
commercial film. And we were able
to get serious results. We were able
to get enough money to build the
set and light it and get it organized
properly. There were more resources
on that film than the 2 smaller ones.
There is another film that I may
not have mentioned, which is Ben
is Back, again around about $10
million dollar budget and made in
New York state.
And again it was a very personal
project for the director - Peter
Hedges - another handmade film very handheld and a very
intimate process.

Do indie films require
different filmmaking
techniques? If so could you
please elaborate on this?
The answer is no. All the same
principles of your craft apply. It
requires different management
techniques. As a director of
photography you end up doing a
lot more of the heavy lifting than
you would on a big film. But at
the same time you spend less time
dealing with management tasks dealing with studios and producers
and preproduction requirements
and special effects. You can just get
on with the old fashioned job of
picking up the camera and shooting
the movie.
So the technique is the same but
the management of the process is
different.

Did they differ in regards to
the overall cinematography of
the 3 indie films?
No, the main difference is that you
may not have the same Hi-Tech
resources that you might have on a
bigger film.
So that if you’re doing a shot
involving actors in a moving car, on
a big Hollywood movie you might
either do that as a process shot with
a blue screen or green screen or you
might do it on a very complicated
moving rig like a trailer with cranes
and all kinds of camera rigs on it.
On an Indie film, you get in the car
with the actors and they drive the
car while they act. It’s that sort of
level of difference.

What are some of the
challenges of working with
indie films?
Essentially the challenge is that you
have less time, less money and less
resources. But you can make that
into a virtue. The challenge can
sometimes manifest in interesting
results. For instance in Honey
boy starring and written by Shia
LaBeouf and shot by a young
Danish woman cinematographer
(Natasha Braier) is a spectacular
looking film. But it’s very bare
bones and very straight forward it’s a great example of an indie film.

What are some of the
highlights - in terms of
craftsmanship - of working
with indie films?
I have a very personal relationship
with the camera, with the director
and with the actors. To me it’s
much more rewarding on a creative
level. It’s right in the middle of
the filmmaking process literally
moving the camera, literally talking
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moment to moment with the actors
and director and making very
quick on the spur of the moment
decisions with the director. It’s
very stimulating, very exciting and
very fast.
An indie movie schedule is typically
between four to six weeks, whereas
a big movie might be between 14 to
16 weeks.
From a personal point of view, I can
run and play and work very hard for
6 weeks. But if I have to pace myself
for 14 to 16 weeks, I can’t apply quite
the same level of energy every day.
It’s just the sort of person I am, I
have a short attention span. So I like
the short, hard and fast work.

What are some of the
challenges for indie films in
the recent times?
The challenge is always less for
the cinematographer but more
for the producer and director. It’s
very much about attracting enough
money and finding a bankable actor
who can come to play.
For example with Ben is Back, the
movie got made primarily because
Julia Roberts came on board and
played the role of mother. Without
Julia Roberts we wouldn’t have had
the film.

As far as your treatment goes
what are the main differences
between indie film and
mainstream films?
I don’t change my style based on
whether it’s an independent film
or a studio film. I like to approach
every single project big or small on
its merit. I would shoot a film in
a certain way based on the script
and the director’s vision rather
than how much money there is.
Obviously the money may impose

limitations but stylistically, believe
it or not, the money is not going to
be important.

What was it like filming
cities like Philadelphia and
NYC on an independent
budget? Did you have to make
compromises? Or change
camera techniques?
Not really. On The Only Living Boy,
we were in the streets in New York
a lot and sometimes being on a
smaller film with less people, less
trucks and less equipment actually
works to your advantage because
you can move into a location and in
and out of a location and work in a
location much easier when you have
less impact on the neighbourhood.
An independent film works to your
advantage in that situation.
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Films of this level with budgets of
around 10 million dollars have in
recent years been made by small
studios such as Amazon and Netflix.
The current business model seems
to be say Netflix will sometimes
make a very expensive film, release
it for a limited theatrical release but
use it primarily to promote their
platform, their streaming service
and to get subscribers, because they
don’t make their money per view,
they make it from subscribers.

I enjoyed the hang gliding
scene towards the end in The
Upside - care to comment on
your treatment of this?
The approach to the hand
gliding was shot on a hillside in
Pennsylvania. Some of the actual
flying is done with stunt doubles
with very wide shots. But Bryan
Cranston was very happy to be
taken up and actually fly. We
worked out ways of mounting small
cameras in his wheelchair rig.
Kevin was less happy to go flying
so we built a rig on the same
flying location where there was a
parachute hung from a construction
crane that we could manipulate
with guy wires. Some of it is against
green or blue screen but mostly we
were able to shoot against the sky.
We had cameras mounted on the
framework that suspends the flyers.
It has the same feeling as the shots
where Bryan was really flying and it
plays very well in that respect.

How do indie films fare with
technology advancing in the
recent years, with the advent of
platforms such as you tube and
other online platforms?

Aside from very big films such as
The Irishman which Netflix made,
they also make a lot of films within
the independent budget range.
It really has been a big stimulus
in the United States and - I guess
- for NZ as well for films in that
budget range.
In terms of technology, the films I
did with Marc Webb, Gifted and The
Only Living Boy in New York, were
both shot on 35 mm film.
There is a budget argument to be
made for film in this day and age
but primarily I think it’s fair to say
that digital technology has made
filmmaking more accessible at the
low budget end. Cameras today are
lighter and more flexible such as
Alexa Mini which we used a lot on
Ben is Back.
In terms of the internet side of it,
these big streaming services are
now financiers of independent
films. For example The Only Living
Boy in New York was made for
Amazon.

Is there much scope for indie
films today?
Yes. There is a lot of potential for
work in the independent budget
range that are ultimately destined
for streaming services.
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REGIONAL WRAP
Take one – Auckland

Take two – Bay of Plenty

Hi Aucklanders

Kia ora Tātou!

Auckland has continued on it’s path of complete
business in spite of the Intergalactic Productions
job being put on the shelf while it’s lead actor
recovers from injury. We have been lucky enough to
have a quantity of work allowing crew to get soaked
up all over town on some other large projects, as well
as multiple television commercials shooting around
the region.

Our thoughts and prayers go out to all those affected
by the tragedy at Whakaari / White Island. Having
been involved directly in shoots on the island,
facilitated many more and hosted multiple producers
there, we know Whakaari and it’s stakeholders well.
A rāhui has been placed on Whakaari and the waters
around it by Ngāti Awa. At this stage, it is too early
for definitive commentary and we will update the
industry as further details of its future status and
relative news emerges.

It seems that with the help of ATEED and other
industry organisations the focus is now on upskilling
and training younger crew with a more structured
approach than ever before, as it is recognised that
international projects don’t just come to New Zealand
because of our beautiful locations, they come here
for our skill set and work ethic. We are known as
hardworking, reliable and honest crew who can put
in the hard yards and go the extra mile to achieve
the look of any director or studio. It is important we
continue to develop our skills and experience, which
will go hand in hand with our locations, studios and
newly developing infrastructure.
Our city is about to embark on an unprecedented
boom of production in 2020, which is terribly
exciting not just for our industry, but for many
auxiliary businesses throughout the country.
The Film Industry Working Group is still working
closely with MBIE and Government to structure
policy around employment law changes for
contractors, along with the Screen Sector Strategy
2030 group who are consulting Government about the
way we would like to shape and support our industry
over the next 10 years and beyond. The Screen Sector
Strategy 2030 group have been thrilled with the
turnout to all the huis throughout the country, and
have had a chance to distil all the ideas and thoughts
of the industry, which it will present to the Prime
Minister early in 2020 for her consideration. Now
more than ever we stand in a position of being able
to carve out a future that we wish to have for our
own industry, with Government support. The Screen
Industry Guild has been heavily involved with all of
the above, and will continue to be one of the leading
voices between contractors, funders, Government
and producers.
We look forward to battening down the hatches and
getting prepared for the perfect storm of work coming
our way, and encourage all of you to upskill, learn,
prosper, and teach during this period of boom.

Sioux Macdonald, Guild vice president and
executive committee member

Aside from this terrible news, we wish a Merry
Christmas to all our friends and colleagues in
the wider New Zealand Industry!! Our office will
be closed from the 13th December to the 13th of
January. Anton will be available for urgent enquiries
from the 6th of January on 0274376377 or anton@
filmbayofplenty.com. If you are looking to get a film
permit for a project over this time please take note
that Councils/DOC will also be enjoying a Xmas break
but will be back at work on the 6th January 2020.
We have been servicing a constant stream of
enquiries for TV Commercials and longer-form
projects to be filmed in the Bay. With a number
of different large scale projects in development or
waiting for the green light, we are excited to see what
2020 is going to bring the Bay of Plenty Industry
and ways we can leverage off this to provide more
infrastructure and upskill the local crew base.
One of the highlights of the last quarter was hosting
SPADA Keynote Speaker Jenji Kohan (Creator of
Orange Is The New Black) and Lauren Levine
(Producer on Bridge to Terabithia) in the region. Both
were treated to the unique combination of amazing
locations and equally amazing people that our region
has to offer. Post their trip they commented on the
lasting impression and the desire to create and bring
projects back to New Zealand. We have also been
hosting multiple producers with projects in different
stages of development and wish to extend that
invitation out further to industry creatives seeking
inspiration and the discovery of fresh never seen
before locations to impart depth and originality into
their stories.

Anton Steel
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Take three – Wellington
Hi all,
It’s been a funny old last quarter of the year, with
Avatar (both the Wellington and Auckland iterations)
taking a lot of capacity out of the workforce.
In between and around that behemoth, there’s been
a small run of TVC’s and a few mid budget features
around too, but we would be joking if we said it had
been a vintage year.
What has been fantastic is the sheer quality of the
films that have come out of our region in the last
12 months.

Heading into the new year, Avatar will be back,
of course. And there are rumours of plenty of
impending work coming to town. But as always, we
will believe it when we see it.
Until then, stay safe, have a great break and get your
CV’s updated and send them in to Crew Wellington
and Crew Auckland!
Love your work,

GT

With Cousins in post now and Savages getting great
notices at the international festivals, we are looking
forward to 2020 to see them both in cinemas around
the country.

Take four – Queenstown
Writing this as I am just back from the QT christmas
party where there were was many-a-toast to farewell KJ
from Film Otago Southland. Everlasting thanks KJ for
being a passionate charismatic spokesperson, and all
that you have done to support the local film industry.
X
Typically much talk at the shindig about past/present/
future (pasture?) jobs. One Lane Bridge, Power of the
Dog, and the usual handful of interesting TVC’s all get
to enjoy the amazing locations and stellar crews the
deep south has to offer.
I’ve been plagued once again this year, for requests
for my Vodka Christmas Cake recipe so here goes.
Please keep in your files as I am beginning to get
tired of typing this up every year! (Made mine this
morning!!!!)
1 cup sugar
1 tsp. baking powder
1 cup water
1 tsp. salt
1 cup brown sugar
Lemon juice
4 large eggs
Nuts
2 cups dried fruit
1 bottle Vodka

Sample a cup of Vodka to check quality. Take a large
bowl, check the Vodka again to be sure it is of the
highest quality then Repeat. Turn on the electric
mixer. Beat one cup of butter in a large fluffy bowl.
Add 1 teaspoon of sugar. Beat again. At this point, it
is best to make sure the Vodka is still OK. Try another
cup just in case. Turn off the mixerer thingy. Break
2 eegs and add to the bowl and chuck in the cup of
dried fruit. Pick the fruit up off the floor, wash it and
put it in the bowl a piece at a time trying to count it.
Mix on the turner. If the fried druit getas stuck in the
beaterers, just pry it loose with a drewscriver Sample
the Vodka to test for tonsisticity. Next, sift 2 cups of
salt, or something. Check the Vodka. Now shit shift
the lemon juice and strain your nuts. Add one table.
Add a spoon of sugar, or somefink. Whatever you can
find. Greash the oven. Turn the cake tin 360 degrees
and try not to fall over. Don’t forget to beat off the
turner. Finally, throw the bowl through the window.
Finish the Vodka and wipe the counter with the cat.

Nicola Macallan
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IN MEMORY OF
Arthur Baysting
1947 – 2019

We didn’t cross paths until the 80’s but I
knew of him from the fact that he wrote
Sleeping Dogs and he was that ‘Neville on
the level’ guy on the TV that had said fuck.
There’s a saying in my family which goes
- ‘they broke the mould after they made
that one’ – that’s you Arthur - fantastic to
have about the place, you’re a version of
nothing else before or after, a one off.
I once went on stage with Neville Purvis,
it was like a Purvis comeback moment
in the 90’s - I said to Arthur I’m not that
great on the guitar, he said something like
‘that’s ok you’ll look brilliant because I’m
so crap they won’t notice’. He was still
writing the song on a scrap of paper as we
were being announced and then he said
I’ll pretend to be blind and just out
of prison you lead me up to the mic! ….
and then before I had time to protest
we were on.
We’d spent nearly a year together (on
and off) writing a tv series, local tv didn’t
want it so I took it Canada while I was on
another gig – the Canadians sort of ‘took
it’ without letting us know so I had to
make an awkward phone call to tell Arthur
our work had been effectively plagiarised.
See, he said, ‘I told you it was good enough
to steal!’ – Always the optimist and seeing
the good in any situation.
It’s not often that you can say someone
changed your life but after Arthur and
me wrote that first song I felt like I’d
been let free… it gave me hope where
hope hadn’t even had a look in, the

idea that writing and being a writer
wasn’t a mystery anymore, Arthur did
that in one afternoon and did it around
the community running song writing
sessions in primary school.
Play some random chords on the guitar
he’d say enthusiastically. And I would.
Then he’d even more enthusiastically
demand that I play that bit again and then
again and he’d scribe away throwing bits
of paper here and there (I found the file
the other day when I was clearing out the
barn) – his name at the top of the page and
the date… ‘in case it became a hit,’ he had
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said, ‘then we know who was in the room
when it got writ’. Brilliant eh?

once quietly laconically muttered in that
understated way.

In Arthur’s world anything was possible
and there was never any time to waste. He
became Helen Clark’s electorate secretary,
he wrote more songs, more books, more
kids books; he became president of
the writer’s guild and then later (for 18
years) was the employed champion of all
musicians at APRA. One of his biggest
achievements could’ve been the idea that
the recorder could be replaced by the
ukulele in schools… ‘You can sing better
without that thing in your mouth’, he

There aren’t many people you can truly
say changed your life but I’d be in a very
long cue of people who would admit to
that… what an inspiration you are Arthur
Norman Baysting:
Farewell brother, journey safe.
Tears, you’re back again.
Waka Attewell
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NEWBIE PROFILE
Gemma Hinchey has joined the Guild. Welcome!
How long have you been in screen production and how
did you get started?
7yrs- My first foray into the film world was a short stint with Weta
workshop, and was closely followed by What we do in the Shadows.
I had made contact with the costume department through the buyer,
who had been shopping in my partners vintage clothing store (so your
usual ‘who you know’ story). The team was lovely, and in the years
since I have worked with them, and the costume designer Amanda
Neale many times. It was a pretty great introduction to the industry.

Why did you choose film/TV as a career?
I had always been interested in costume but hadn’t found the
opportunity to jump into it. When I studied Fashion Design, costume
was only a small extra module- not exactly a career path, and the film
industry was pretty small in the South Island where I was living. So
I worked in the Fashion industry for 10yrs before switching teams,
which was made a lot more likely by a move to Wellington. I was
definitely drawn creatively to ‘story telling’ through garments, and the
diversity of design work. Fashion was a pretty narrow field as far as
challenging and stretching your skills. I think working in film has really
allowed me to turn my craft into my art. And I would definitely call
myself a cinephile...

What has experience taught you that study couldn’t?
That’s a big question and would be a very long answer- so lets just
say a lot. A lot of specialised skills- and that I LOVE collaboration- both
within costume and with other departments, something that would be
very unlikely to happen outside of film.

Do you also work outside of film?
Not at the moment.

What have you learnt about your department as a
whole? What are the strengths and weaknesses of your
department?
You are only as good as your team! It is such a hugely collaborative job,
even on a small gig. I have always found the costume department to
be extremely dedicated- especially to each other. There is the element
of commitment to the project but even more so to the team- we will
drop everything to help the gang if they need it. And that we can solve
unexpected problems pretty damn fast if we need to.
A weakness may be that our department is seen as predominantly
female and lesser earning. I think this may be influencing the number
of young people training in the specialised skills we need in the
workroom. The fashion industry in NZ has completely diminished so
there is far fewer skilled people transferring from industry- which is
where a lot of our core crew came from.

Why have you chosen to join the Guild. What do you
want and expect of the Guild?
I joined the guild because I love this industry and I only want to see it
grow and become a stronger, more cohesive community. I think groups
like the guild allow us to communicate better with each other, which is
a huge part of supporting and growing a team. As well as allowing us
to present an informed, organised and clear identity to groups outside
or affiliated with our industry. Only good things can come from us
talking to each other more.

What strengths do you think the NZ industry has? What
could contribute to a more sustainable industry?
One of our strengths is our versatility- there is no job too big, too small,
or to strange that we could not tackle. And if it’s something we have
never done before.... even better.
Sustainability is a broad issue. Sustaining the crew through peaks
and troughs is tricky. Our contract system could possibly be reviewed
but to be honest it’s a problem a little out of my expertise, though I
would be happy to be part of any discussions about evolving the way
work, and looking at how the industry works well in other centres
around the world.
Sustainability as far as waste is concerned is at least a little easier to
tackle- we know what needs to be done- and although I have seen
changes over the past few years there is still a long way to go. In the
end everything we do to reduce waste will have an economic benefit,
so it will help with the other side of sustaining our industry!
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NEWBIE PROFILE
And so has Brae Toia. Welcome!
How long have you been in screen production and how
did you get started?
Ive been working freelance in Makeup/Hair for 16+ years. I have
been doing Wardrobe for around 10.
I was a young single mum living in the Hokianga and working as a
barista, art teacher & exhibiting artist and decided that I needed a
more sustainable career.
I applied for prospectus’ from universities, colleges and institutions
from all over New Zealand and studying Makeup was the first and
only course that I found appealing. It was painting but with social
interaction. I always loved being creative and watching behind the
scenes of shows and the chaos of it all and constantly meeting
different people was a huge appeal.
I had grown up in Christchurch and a group of my close friends
were based here so it made sense to move down to study. I didn’t
quite expect to still be here but its a great city and new things are
constantly evolving.

Why did you choose film/TV as a career?
I was lucky enough that working in film/tv kinda just chose me. I started
off doing smaller fashion photoshoots and editorials and a makeup
artist that I knew was leaving Christchurch to move to Auckland. She
recommended me for a job and then for all of the productions that she
was no longer able to do. One job leads onto another and before long
a majority of my clients were for tv commercials and the crew were
recommending me for their other work.
It was then a natural progression to become experienced in
Wardrobe too for smaller jobs so that there is a cohesion between
the overall look of a character without production having to hire
multiple people.
Its definitely a case of who you know and being surrounded by
people that you enjoy working with.

What has experience taught you that study couldn’t?

Do you also work outside of film?
I have kept a lot of my stills clients and do photoshoots styling for
national magazines and campaigns and book the odd special event;
weddings, formals etc but with Christchurch having so many makeup
schools and people learning through YouTube and Instagram, I no
longer advertise as much and am now doing less personal one-on-one
work. I think I am known more around the city for my film/tv experience.

What have you learnt about your department
as a whole?
I think I’ve learnt that I’m always learning.
When I travel for larger jobs I really enjoy constantly being taught
about new techniques and products.
I like being a small part in a larger collaboration where all of the
departments can come together with a character in telling a story of
who they are and what they’ve experienced.

Why have you chosen to join the Guild. What do you
want and expect of the Guild?
I joined the guild this year after we realised that Christchurch is the
only major city not to have a branch. Since the earthquakes our
industry has built back up again and there is a much larger contingent
of experienced crew living here than most people realise.

Onset etiquette. Often I am the only one in my department and it
definitely requires you to step out of your comfort zone and be more
proactive but also to know when you need to step back and keep
your mouth shut. Every production is different and its interesting to
learn how to adapt yourself to the environment and the hierarchy of
each production.

I would love to see the guild support more large productions being
shot here. We are so close to so many great locations!

Also patience and persistence. Its difficult to make the leap of faith
in your own abilities when you first begin freelancing and even when
you’re busy you can still have an ‘off’ week when you worry that you
don’t have a regular income like most people.

What strengths do you think the NZ industry has?

As far as being a new member, Im looking forward to finding out more
about what’s happening in the industry around the country and what I
can offer the Guild in Christchurch.

New Zealand has awesome crew that are talented, creative and smart.
So many amazing people have come out of our small country.
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NEW MEMBERS
Join us in giving our new members a warm welcome!
Hadley Parsons: Auckland Camera
Nanie Taylor: Auckland Tutor/Chaperone
Kylie Croft: Auckland Other (production)
Sarah Delvigne: Auckland Costume
Jennifer Raoult : Auckland Stills Photographer
Rewa Lewis: Auckland Costume
Jaindra Watson: Auckland Costume
Hanna Mo Tomlinson: Auckland Costume
Michael Robins: Auckland Unit
Evan Davis-Boyle: Auckland Art Dept
Anthony Russell: Auckland Art Dept
Steve Shields: Auckland Production
Alex Schofield: Auckland Production
Sean Hurst: Auckland Costume
Johnathan Larkin: Auckland AD
Buroxn Lin: Auckland Production
Melissa Leach: Auckland Production

Adrien Amboise: Wellington Camera
Jamie Wilson: Wellington Make-up/Hair
Jasmine Rogers-Scott: Wellington Costume
Samantha Morley: Wellington Costume
Sheree Roud: Wellington Costume
Dianne Foothead: Wellington Costume
Emily Ireland: Wellington Costume
Julie Zavala Ron Jackett: Wellington Costume
Katie Wagstaff: Wellington Costume
Evelyn Santana Paz: Wellington Costume
Rick Harvie: Christchurch Production
Brae Toia: Christchurch Make-up
Cameron Wood: Queenstown Locations
Rachael Rowe: Queenstown AD
Rebecca Rowe: Queenstown Production

VISIT

ScreenSafe.co.nz

Health and Safety for the Screen Industry

Helping create safe workplaces
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