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FOREWORD 
 
The GBCT Online Newsletter ð the last one for 2009 and the first one for 2010!   I donõt 
believe this Newsletter has òsettledó yet; it doesnõt have its regular ôbitsõ and it hasnõt 
quite  got its format right.   But, hey, itõs getting there and maybe weõll all be saying 
òthis is ITó when the next issue is loaded onto the website.  
So much has happened this year and a lot of extraordinarily good things are going to 
happen next year.   (I looked in the crystal ball!)  Seriously, i tõs an exciting time with a 
huge amount of things taking place ð some very confusing from my point of view!  But, 
and I do believe this, i f we keep positive  and rise to all challenges, weõll come through 
the other side.  

 
 
I say this because Iõve been looking through some old òEyepieceó editions and came 
across an article òÃÃÃÃéThis Film Businessé$$$ó written by Derek Threadgall and 
Cherie Goode.  Here are some extracts from an article that was written in December 
1989.  Sounds familiar?! 
 
òé.  The problem is that the media business has now grown so large and diversed into so many 
different areas, that individual parts - such as the film industry - have totally lost their identity 
and are controlled by faceless corporate bodies who have no real interest other than what 
appears on the balance sheets.  The recent shenanigans between the big boys in film and 
television ð Time,  Warner, MGM/UA, the BBC and Murdoch only highlights the deepening mess 
into which this industry is sliding éé..  How would these young Turks have stood up against the 
old style movie moguls who believed in being involved with film making?  Sure, they may have 
juggled with the books occa sionally, but they made picturesé  Mind you, they only had one 
outlet for their product ð the cinema.  Now we have a plethora of outlets and diversified 
products allied to film.  It is this that has created the present media monsteréé. 
The giant media boar d game (or should it be bored game) currently straddling the business 
world provides some interesting thoughts.  For example, how would the old style movie moguls 
have reacted to Sony taking over Columbia Pictures after losing their superior quality Betama x 
machines to VHSé..ó 
 

 
And hereõs another comment from a different article : 
 

òCRANE ABUSE ð A SOLUTION 
é Further to your letter in òScreenó about the dangers of untrained and inexperienced Grips, I 
thought you might be interested to know that JOBFIT is about to introduce Grips training in its 
1990 programme.  é.. There has been concern about the safety aspects of grips work for some 
time.  I have had a considerable number of meetings with Dennis Fraser and discussion with  the 
Grips Committee of BETA who all are eager to see the introduction of training through a  two -
year apprenticeship and  attachmentsé. Maggie Sanson, Director JOBFITó 
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AND FROM THE òHAWKEYEó COLUMNS OF 1989 ð  
More:  CONTROVERSY ON OPERATING AND LIGHTING 
(1)  òé.. the Section Committee has been concerned for some time now about the growing 
practice of Lighting Camerapersons/Directors of Photography  dispensing with a Camera 
Operator.  Rather than reject it out of hand it would be more interesting to find out why 
exactly DOPõs prefer to operate themselvesééó 
(2)  òé. When lighting a set or an action, a DOP also reveals some emotion, a meaningé. 
Expressed by manipulating light and shade, colour, texture and framing.  These elements are 
always presentéé. They reveal subtle moods and characteristics which augment the actorõs 
performanceéé There is a moment in every shot/frame when this combination (mise-en-scene) 
rings true.  That instant is best understood when witnessed through the camera (not video 
assist).  That is why I operate in addition  to lightingé..ó 
(3)é..óAs an established Operator for several years I feel that I may be permitted to reply 
expressing some of my own views on this problemé.. Everyone in our business knows that the 
Operator works cl osely with the DOP and Director to inte rpret their instructions for  the camera 
and communicate with the rest of the camera crew; all done in order to make things happen 
quicker .  This enables the DOP to spend more time on enhancing the lighting, the Director to 
concentrate on the actorsõ performances and both of them to further develop the vision  and 
style  they have been working on prior to shootingé.. And when actually shooting, because of 
the planning done by the Operator, the shot is completed  much faster with the actual quality 
of the shots better than if the two roles were one.   In my experience, the Operators I have 
known have carried out their duties with absolute perfection and their work has been 
impeccable and vitally necessary.  They have also shown much loyalty to the DOPéé 
With the deplorable state that the British Film Industry is in at the moment, a greater liaison is 
needed between the two categories é...ó   
(4) òSir, as a director who for seven brief years was a camera operator, I would like to offer my 
opinion as to why I think an operator is an essential member of any crew.  In my experience 
there is more than enough work for both the DOP and the Operator on the floor.  These are 
both full -time jobs, when done properly and to their fullest potential.  Time pressures are an 
inevi table and permanent feature of any production.  There is never enough time to watch 
every tiny little detail that one would like to.  I need all the help I can get from both the DOP 
and the Operator to minimize the time lost.  The concequence of not having one of these jobs 
inevitably mean compromise and make a weaker film.  I, as a director, will not tolerate this.  I 
feel it is my duty to create the strongest environment to make the strongest filmé.to explore 
the possibilities and optionsé.. to make a better film.ó   
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WET DREAMS 
 

Our never ending fascination with the underwater world has deep roots.   We are born in 
amniotic fluid and judging by the scream newborns give, it must be quite a shock to take 
our first breath of air. We know more about the moon surface than the depths of our 
oceans, even though our planet looks blue from space because water c overs 4/5 of it.  
 
The unknown, the deep, the mysterious, is by definition very tempting to explore.  
 
My infatuation with the sea probably comes from my mum who always told us amazing 
stories of when she was swimming with big fish in the bay of Capri (she was from 
Naples).  For myself coming from Venice, water isnõt tempting at all, itõs dark, it stinks, 
looks awful and rots everything. However, this very water is what makes the city unique 
and it is a love -hate-relationship that endures all your life.  
 
I have a very strong childhood memory of swimming under the surface. I am convinced I 
swam without surfacing for a very long time, or so it seemed, breathing water like a fish 
does. Obviously, I never try to recreate that moment, diving with a re -breather (t he 
Inspiration) is as close as I will ever get to it again.  
 
All the films Iõve always loved inevitably have an underwater sequence in them, and 
what really dragged me under with a camera was the tremendous appeal of the ear ly 
James Bond epics.  Watching Sean Connery in Thunderball (1965) made me want to be 
underwater taking pictures, so I started building an underwater housing for my uncleõs 
C-8 (Bolex) 8mm camera. Needless to say, I flooded it many times but always managed 
to fix it.   
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Looking back I seem to have spent most of my childhood watching features that had 
underwater as the main theme.  Films like òBlue Water, White Deathó (1971), ò16 
Fathoms Deepó (1948), òThe Silent Worldó by Cousteau (1956) and the series òSea Huntó 
with the  unforgettable Lloyd Bridges, a real life deep -diver.  As I grew older I wanted to 
see this world for myself and then show it to others. Letõs face it though; humans are 
not designed to be underwater.  We perform quite poorly compared to sea creatures.   
Many factors make even the simplest of tasks immensely difficult. Water resistance, 
pressure, buoyancy, light loss, current, and so on are all very unforgiving.  
 
Sometimes people ask me what makes a good underwater cinematographer and how you 
become one.  As I sip my orange juice, looking with envy at the large pint of lager they 
are gulping down, I reply that first of all you need to be quite fit, secondly, you must be 
very moderate with drinki ng (smoking is a definite no -no) and thirdly, you have to have 
an uncompromising propelling passion. The more I work underwater, the more I am 
convinced that you simply must have a certain predisposition.  Some people are 
naturally good on a horse, some love skydiving and some never get seasick.  I was one of 
those. 
 
Filming underwater is like anything that requires specialized skills, it cannot be 
improvised. Filming on land is a multi -task activity; imagine combining it with a multi -
task activity such as diving. Iõve seen very competent divers being given an underwater 
camera and returning to the surface with totally unusable footage. They thought all they 
had to do was to press the button. But you rarely get that lucky.   Once you start looking 
through the viewfinder you really have to feel part of what you are filming .  You cannot 
afford to start thinking that you are diving.  All the diving must be second nature.  Iõve 
heard all sorts of excuses from people, even very experienced divers , who struggle to 
shoot underwater. They say òI had to equalizeó, or òI had to adjust buoyancyó, and as a 
result the footage has little jerky movements that give away a little fin adjustment or 
their hand going to the nose to equalize. I wish I could tell you why, but I donõt 
consciously equalize, it just happens. Having said that, I am always well aware that it is 
a very unforgiving environment, I never forget that I am not supposed to be there in the 
first place.  For this reason you really are only as good as the people around you while in 
water. With a few very forgettable exceptions,  Iõve always been very lucky working with 
extremely skilful people, very natural underwater and an absolute joy to get wet with.  
 
I have filmed in the U -Stage at Pinewood Studios several times and Dave Shaw together 
with Phoebe Rudomino lead an amazing team that always makes me look good. The 
majority of underwater filming should be done in a controlled environment and 
specialist underwater tanks are the ideal place. Communication underwater is always a 
problem, and to be able to hear the 1 st AD or the Director through underwater speakers 
is a bonus -  especially when they understand the difficulties of filming underwater and 
give encouraging feedback.  
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Many big feature films have an underwater sequence at some point. Quite often these 
can be the money shots. Literally.  
 
If you are reading this with a Producerõs eye, a good rule of thumb in underwater 
production is to multiply everything by three: people, time and money. If you find it 
hard to believe, do a quick search on how much òWaterworldó (1995) cost. Or mention 
the words òanimatronic sharkó to Spielberg. That translates into the most important 
factor: choose the right people very carefully.  Last year I finished a film with an 
animatronic shark, directed by Richard Bedser, produced by Charlotte Whe aton, with 
beautiful dry photography by Malcolm McLean and animatronics guru Nik Williams - who 
did a truly fantastic job creating the shark.  So good that while filming in Malta, as we 
were waiting in a small bay with the shark on a special stretcher for the boat to pick us 
up, a group of elderly Germans came onto the shore to take an early swim.  It was 6am, 
bless them.  As they came near, they  asked where we caught it.  
 
They examined it really closely and they couldnõt tell it was fake.  Before the 
animatronic team could answer, I replied with an evil smile that we caught it half a mile 
from the beach. And now we were going out looking for the mum that was probably 
twice the size.  Ours was 8 feet. With a nervous giggle the tourists meekly returned to 
their hotel saying that maybe the water was too cold.  That just to tell you how life -like 
the shark was.  The poor silicone beast took a real bas hing but mixed with real shark 
footage, no way you could tell who was who.  Sharks truly are my favourite creatures .  
Iõve filmed them many times, and I never cease to be amazed by their sleek perfection. 
 
If you film underwater on location, it is importan t to understand the factors affecting 
visibility. Sun position, clouds, micro -organisms, bottom composition etc, are all factors 
that affect the clarity of the image.  Light loss or selective colour absorption with depth 
happens within a couple of meters o f the surface.  First you lose red, then at around 7 ½ 
meters you lose orange, then yellow, green and blue at about 37m.   Therefore, when 
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discussing a project it is very important to liaise with the art department on colours and 
also the materials that the y intend to use in the set underwater.  
 
The majority of filming is done reasonabl y shallow, I would say max 10m and often much 
less in a tank.  Thatõs because you can create the illusion of depth just a couple of 
meters under the surface allowing everybod y, especially performers, to work safely and 
for longer.  
I have the utmost respect for anybody who can perform underwater, especially when 
wearing clothes and not wearing a mask. Movements are difficult, itõs very strenuous 
and you canõt see past the tip of your nose, never mind hitting marks, smiling or 
pretending to drown.  Because water slows everything down, everything always looks 
very graceful and elegant but at the same time itõs quite easy to make it look ominous 
or powerful. The choice of equipmen t is very important, personally I like to go down 
with as little equipment as possible to improve hydro -dynamics and avoid ending up 
entangled in the set. Diving re -breather allows me to dive without blowing any bubbles 
and normally, directors love that.  While shooting underwater it is very common to hear 
on a film set the command òHold your bubblesó that translates into, òhold your breathó. 
 
And as any scuba diver knows, the first rule of scuba diving is, never hold your breath.  
 

 
 
Safety is paramount, and the United Kingdom has been one of the first countries to put 
in place safety regulations when it comes to diving at work.  On the 1st April 1998 the 
Diving at Work regulation came into force regulating all work performed in UK wat ers, 
even if unpaid. The Health and Safety Executive enforces these directives without 
compromise or complacency.  More countries are following the UK, implementing strict 
laws to avoid accidents while underwater. In any case, common sense and following th e 
advice of qualified and experienced people should prevail; especially on a film set where 
we regularly mix electricity with water.  
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I had a traditional training, coming up through the ranks. I even did steadicam before 
becoming a director of photography.  But I have to say filming underwater is the most 
awesome feeling, especially when so many people are working to achieve an image.  Itõs 
a great perspective for filmmakers. Most of the audience have no personal experience of 
our world from down there. Thei r imaginations have to work that little bit harder to 
make sense of what theyõre seeing. I hope thereõs always something surprising or 
mysterious in what we get.  

Franz Pagot, 
Director of Photography  

AIC, MBKS, GBCT  
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NUGGETS 
 
 
SCRIPT SUPERVISORS 
 
When the Guild asked some of its Script Supervisors what additional training should be 
provided as part of their continuing professional development, their jokey response was 
ôunless new pencils with magic rubbers come onto the market ð nothingõ!  However, they 
genuinely feel that there is an enormous need to educate those who think  anyone can do 
continuity.  
If you know ôone of thoseõ, please ask them to contact the Guild office and we will 
arrange for an illustrated and interactive seminar to take place ð given by one of the 
GBCTõs many and very experienced Script Supervisors. 
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THE STEERING WHEEL OF TRUTH 
 
 

 
 
 
 
 

òDear Dee, 
In answer to your recent enquiry concerning my preferred depth of field calculator,  I have 
always used a "Kelly". However many years of working at T1.3 has  led to me having to resort to 
using this special "large print" version.  It still fits quite comfortably in the  back pocket (of some 
specially adapted trousers).  
Hoping to be able to see you soon,  
Richardó 
 

Back to top 
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THE OTHER SIDE OF THE GAME 
 

Modern London and all it encompasses, the hopes and dreams, the fru strated ambitions 
and the multi -culturalism were all aspects of the script for òOther Side of the Gameó 
that drew me to the project. I had been looking for an opportunity to shoot my first 
feature for quite a while and I loved the script. When I met Sav Akyuz and Lajaune 
Lincoln, the wri ter/directors, their enthusiasm and vision for the film was infectious and 
I was delighted when they asked me to shoot it. As Lajaune has since said òwith so many 
Londoners coming from everywhere but London it was important that we portrayed that 
richness and diversity but did so with respect and credibility.ó  
 

The story is centred round two friends, Tony and Steve, who seem very likeable, but we 
soon come to realise what they are really involved in. Tony in particular has aspirations 
to leave that side of  his life and set up an events management business but his partner 
Steve has his own agenda. It is Steveõs ambitions that he puts into play with the 
cooperation of corrupt detective Dempsey, and without the knowledge of Tony, 
involving double crossing Dutch gangland boss Frank Hauer that generate the tragedy 
that is to follow. The chain of events that unfolds has cataclysmic consequences for the 
partners as all the elements that have been put in place accelerate the players towards 
the conclusion. Tony is an unwilling participant in the drama but the plot has been 
written by a greater hand and however much he tries to influence his own destiny he 
cannot escape. He loses everything and it all plays out against the backdrop of normal 
London life which only see ms to add to the tension.  
 

When I first met Sav and Lajaune, I was gratified that we were all in agreement to shoot 
on film. This was despite the fact that it was a low budget film self financed by them 
and the lead actor Simon Paul Sutton. Their rational e for shooting on film was that if 
they shot it on a digital format they would always wonder how it would have looked had 
they shot it on film but if they shot it on film they would never have wondered how it 
would have looked had they shot it with a digit al camera. Sav Akyuz also expressed his 
feelings about the choice of film ò é.. ultimately film had the right feel and seemed the 
more natural choice for the story and the world we wanted to create. It's funny because 
so many people that we spoke to advise d us against shooting on fil m and suggested we 
play it safe  and shoot on video. I think this made us more determined to shoot on film.ó  
 

The financing would not allow 35mm but actually the choice of super 16 worked in our 
favour creatively and practically . We made the decision to shoot the whole film hand 
held and the mobility of the camera enabled us to bring a very fluid feel to the project. 
We had a schedule of 21 days to cover 40 locations across North and East London with a 
small core unit and the sup er 16 camera was a great asset in that it was very compact 
and quick to configure thus enabling us to work very quickly, particularly in small 
locations and cars.  
 

At the beginning  of the film, it is essential that  an air of normality  exists as we are 
intr oduced to the characters. As a general approach I wanted to create a bright and 
optimistic look with the cinematography to mirror Tonyõs (Simon Suttonõs character) 
aspirations for the future and to create a counterpoint for what was to come later. The 
change in tone as Tonyõs life begins to fall apart around him was achieved by going for a 
more contrasty look to accentuate the darker themes within the plot which I also 
manipulated in the grade. I used Kodak 500T 7219 and 250D both of which performed 
brillia ntly, with the faster ISO giving us more flexibility as we were limited to carrying 
two stocks.  
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Quite a few scenes were shot at night on Londonõs streets. I wanted to retain the natural 
grittiness and character of the streets at night which are typified b y many different 
coloured light sources.  T o this end I was very impressed with the 7219. We shot under 
many differe nt types of lighting including a floodlit football ground and street fixtures 
varying from green to orange supplemented at times with our li ghting package. It 
seemed to keep fidelity in the skin tones even at low light levels and the improved grain 
structure was a boon for us since we were originating on 16mm for theatrical 
presentation.  
 

 
 
Contrary to what may be assumed it was no problem at  all working with two directors.  
Sav and Lajaune had studied film to gether and were old friends who had a great working 
relationship. Because they had written the script together they were very intimate with 
the material and were able to make any necessar y tweaks very quickly. Surprisingly, 
given the tight schedule, there was time within the day for the actors to rehearse, 
Lajaune normally took this role while S av and I worked on the setups.  H owever this was 
not written in stone as their roles were readil y interchangeable.  
 
Working in many small apartments meant that we were often using wider angle primes 
and this became a stylistic feature of the cinematography. It helped to give us a sense of 
scale, on exteriors as well as interiors, and it also worked well with the hand held style 
of the film to give a great sense of m ovement. As the drama progresses, it also 
contributes to giving a feeling of disorientatio n to Tony on his closer shots.  This was 
also accentuated by placing him in the frame so he was lo oking towards the closed side 
of the 1.85 frame rather than into the space. This worked to particular effect in an 
important scene where Tony is fast running out of options and he almost gets trapped in 
a very claustrophobic space with narrow constricted c orridors leading to a room where 
he has a meeting. As he is left alone it dawns on him that he has put himself in a very 
vulnerable situation. I was lighting this scene with a combination of kinos and 
uncorrected fluorescents to give him a slightly green p allid feel. There follows a chase 
sequence which I shot with a very wide angle lens and which I think works  very well.   
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Technicolor Creative Services scanned the neg in at 2k and the DI was graded in one of 
their Lustre Suites.  As I referred to earlier,  during the course of the  drama Tonyõs 
character suffers  from frustrated ambition as he tries to set up a legitimate business, 
while simultaneously his life descends into a nightmare generated by the not so 
legitimate side of his and his business partnerõs enterprises; a world he is trying to leave 
behind yet is seemingly unable to due to forces at work beyond his control. During the 
course of the narrative there was a pivotal point at which I wanted to accentuate the 
more contrasty look I had introduced on  the set, to coincide with Tonyõs decline, by 
bringing in a bleach bypass effect and then carrying it through to the end of the film, 
gradually increasing it by degrees in the grade. We managed to achieve this in the grade 
and we are all extremely pleased with the result.  
 
Having watched it on the big screen several times I am very impressed with how super 
16 holds up to large scale presentation, I am sure this is in part due to Kodakõs modern 
film stocks and the DI. Our processing was handled by Vaughn Mullady of iLab who gave 
us sterling backup. Matt Adams of Technicolor Creative Services and Max Horton 
(colourist) did an amazing job and helped us to produce a fantastic result. The 
assistants, Sacha Jones and Kat Spencer, 1st and 2nd assistants respectively, were 
terrific. Overall it was a tremendous experience and I am looking forward to the next 
one. 

Graham Martyr GBCT 
Director of Photography  

 
www.othersideofthegame.com  

 

 
 

LEFT TO RIGHT: Sav Akyuz; Graham Martyr; Sasha Jones; Lajaune Lincoln 
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WHOõS SHOOTING WHAT 
 

 

 
 

 
GREY WOLF ð A drama doc shot by Paul Robinson in Argentina 
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Dop/Operator: Steve Brand shooting in a train shed, ably assisted by Tim Morris.  
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