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The HDC-4300 integrates seamlessly with HD 
infrastructures and the world’s most advanced 
4K live production workfl ows. Add amazing 4K 
2x and HD 8x super slow motion and 4K image 
capture to standard HD outputs.

Sony’s prized 4K Cinema Camera. Super 
35mm sensor, true 4K recording, slo-mo, 
on board audio and switchable ND fi lters.

SONY HDC-4300

SONY PMW-F55 COMPACT 
CINEALTA CAMERA

PRESTEIGNE LEADS THE WAY IN BROADCAST 
TECHNOLOGY RENTAL FOR CLOSE TO 30 YEARS

CANON CJ20 4K ENG LENS
The CJ20 is a multipurpose 4K ENG lens. 
With a focal length of 7.8 - 156mm, or 15.6 
- 312mm with the built in doubler, this lens 
covers a lot of ground.

POSTIUM OBM U170
An uncompromising, grade one, full 
HD monitor with versatile UHD input 
capability. 12G-SDI input interface(x2), 
3G/HD-SDI input interface(x2), and 
supports 4K 2-sample interleave 
signals and 4K square division 
signals. IP signals can be viewed via 
a ST2022-6 de-encapsulation SFP in 
the side of the monitor.

CONVERGENT DESIGN 
ODYSSEY 7Q+ MONITOR/
RECORDER
The most advanced, most capable, 
most versatile monitor/recorder in the 
world. The Odyssey7Q+ can record 
HD/2K/UHD/4K via SDI and HDMI and 
it can record RAW (with Odyssey RAW 
Bundle upgrade), uncompressed DPX, 
and Apple ProRes 422 (HQ).

CANON CJ12 4K ENG LENS
The CJ12 is the widest 4K ENG lens on 
the market today. Standard range from 
4.3mm - 52mm, or 8.6mm - 104mm with 
built in doubler.

CANON UJ86 4K ENG LENS
High quality optical performance that surpasses 
4K criteria with a focal range of 9.3 - 800mm (or 
18.6 - 1600mm with the 2X extender) The perfect 
partner for 4K production.

Presteigne Broadcast Hire, Unit 9, The Brunel Centre, Newton Road, Crawley RH10 9TU
+44 (0) 1293 651300 info@presteigne.tv presteigne.tv+44 (0) 7623 974597 (24/7)
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The new Blackmagic URSA Mini Pro is the 
world’s fi rst digital fi lm camera with the features 

and controls of a high performance broadcast camera!

Interchangeable Lens Mounts
With URSA Mini Pro, you get a single camera that works with virtually all 
professional lenses! You can work with high quality EF photographic lenses, 
large PL cinema lenses, and even B4 HD broadcast lenses, all with the same 
camera! URSA Mini Pro comes with an EF mount and you can purchase 
optional PL and B4 lens mounts separately.

Record to C-Fast or SD Cards
You get both dual C-Fast 2.0 and dual SD/UHS-II SD card recorders so you 
can choose the media that works best for you. C-Fast cards are ideal for full 
resolution RAW recording, while common, inexpensive SD cards are perfect 
for ProRes or RAW HD. With non-stop recording, when one card is full 
recording automatically continues onto the next!

The new URSA Mini Pro is a true digital fi lm camera with a 4.6K image sensor, 
15 stops of dynamic range and a wide color gamut that delivers amazingly rich 
skin tones, natural color response and incredible detail. You also get built in 
ND fi lters, dual C-Fast and SD card recorders, an interchangeable lens mount 
and more! URSA Mini Pro works in both fi lm and video modes, so it’s perfect 
for digital fi lm or broadcast use all while delivering better image quality!

Built in ND Filters
Built in ND fi lters with IR compensation reduce the amount of light entering 
the camera. The fi lters are designed to match the colorimetry of the camera, 
providing additional latitude so you can use diff erent aperture and shutter 
angle settings for shallower depth of fi eld, and specifi c levels of motion blur 
even in bright conditions.

Powerful Features and Controls
Like the world’s best broadcast cameras, URSA Mini Pro features tactile control 
buttons, switches, knobs and dials on the side of the camera, giving you direct 
access to important settings. They’re laid out logically, making them easy to 
remember so you can change settings without having to look at the buttons 
or take the camera off  of your shoulder! Plus, every control is redundant!

Blackmagic
URSA Mini Pro
£4,919*

Includes DaVinci Resolve 12 Studio 
for editing and color correction.

Viewfi nder, lens and accessories shown, can be purchased separately.Learn more at www.blackmagicdesign.com/uk

*SRP is Exclusive of VAT.
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by Hazel Palmer
Editorial

Hello and welcome to the magazine of the Guild of Television Camera 
Professionals… don’t worry, you’ll get used to it. I was honoured to 
be asked to guest edit this edition of Zerb, but also full of trepidation. 

However, reassured and guided by the expert hand of Managing Editor Alison 
Chapman, I took on the task, seeing it as a great opportunity to be part of 
shaping an excellent magazine. If I’m honest, I also jumped at the chance to 
fill it full of subjects I’m interested in, and although, like life, this hasn’t actually 
gone quite as planned, the results are nonetheless a great read.
 To begin with, the elephant in the Zerb room was the subject of the Guild 
of Television Cameramen changing its name to something less gender-specific. 
This has been bubbling away, with the changes thrashed out just as this edition 
was being compiled – and we needed to address it. I remember once looking 
at another new glossy camera and film magazine being promoted at BVE a 
few years back. Although the articles looked visually stunning and well written, 
there didn’t seem to be enough detail for a camera person like myself. I asked 
the man if they ever had more technical and equipment-specific content. He 
replied “Oh no, don’t worry – none of that over-complicated stuff in here. All 
nice easy reading for laymen like you and me!” Insulted at his assumptions, 
I immediately walked away and vowed never to buy his magazine. It is these 
kinds of assumptions I try to address in my article on the name change. As a 
cameraman of the female variety I felt it my responsibility to put across some 
things those of the male type might not be aware of. 
 I had hoped and envisaged we would include lots of equipment reviews 
and technical articles in this issue. I tend to make a beeline for these, keen 
to keep up with developments and learn more about how products work 
and compare. Zerb has always given lovely clear descriptions and beautiful 
visuals to such articles, making them as interesting as they are informative. 
Unfortunately it proved difficult to get hold of any new camera releases to test 
and review, and other articles had to be cancelled or postponed (but look out 
for a Super35mm lens shoot-out to appear in a future edition).   
However, we DO have a fascinating look at further exciting developments in 
camera stabilisation technology – Motion Impossible’s four-wheel drive remote 
camera systems are covering new ground on natural history shoots as well as 
pioneering advances in virtual reality filming. Next time you watch something 
and are thinking ‘How did they do that?’, this article might just provide the 
answer. Also, we have an in-depth look at some industry leaders in action: 
the ARRI TRINITY and its use by GTC TiCA winner Dominic Jackson and the 
Panasonic VariCam in the hands of IAWF cameraman Dick Harrewijn.
 We find out from Aaron Cook how to obtain a drone licence, while student 
member Laura Jeacocke gathers some more tips and advice, this time from 
seasoned professional Jonathan Young on what it takes to film in remote and 
challenging locations.
 In fact there is a plethora of adventures in this issue! If, like me, you have 
often dreamt of combining your love of filming with a passion for exploring 
things, climbing things, jumping off things, hitting things and swinging from 
things, there’s plenty of inspiration here. From braving Scottish mountain 
conditions (Richard Cook for Grand Tours of the Scottish Isles), to nail-bitingly 
dangerous ascents and descents of Venezuelan cliffs and caves (Keith Partridge 
on Steve Backshall’s Extreme Mountain Challenge), to the physically and 
mentally challenging recreation of the Mutiny on the Bounty (Dan Etheridge 
for Channel 4), plus record-breaking channel swims (Tracey Cahill’s career 
on the Channel Islands) and documenting an epic cycling adventure across 
continents (China to Australia with Niall Newport), it’s all in this issue! If you 
ever wanted to know what it was like to prepare for and keep filming in these 
conditions without forgetting to charge your batteries, then there’s some great 
insights here. And if you’d like to know what to wear on such an adventure, 
we have Páramo clothing with their revolutionary, ethically made designs to 
protect you from the elements.

 Getting back to good old-fashioned multicamera BBC 
outside broadcasts, we have a great report on the mammoth 
task of covering the Oxford v Cambridge boat race. 
 The grand and fascinating history of television is also 
included as we congratulate ARRI, one of the stalwarts of 
the film and TV world, on their centenary, plus I take a look 
at the very first camera to broadcast live television: Logie 
Baird’s mechanical ‘flying spot’ camera, recently rebuilt for 
the anniversary of the first night of TV.
 So, from the very beginnings of television, as we head into 
an uncertain future where TV sets are being swapped for 
computers, cameras replaced by iPhones, and the worlds of 
film, television, gaming and reality are morphing into each 
other, along with a new name for the Guild and the range 
of people it now represents, this issue of Zerb encompasses a 
truly broad view of what TV camerawork is – in all its guises.

Fact File
Hazel is a freelance lighting camerawoman with 
over 15 years’ experience. Starting her career in 
Edinburgh with a degree in Photography and Film, 
plus a drama traineeship on Rebus, she then took 
full-time work with one of the first live streaming 
internet TV channels, filming and editing a large 
variety of arts programmes and camera supervising  
a live Edinburgh Festival broadcast each summer. 

Hazel has since worked as a freelancer on a wide 
variety of projects – from the Olympics to music 
festivals, cricket to motor sports, news gathering to 
scripted studio shows, reality TV to documentaries, 
and short films to art installations – not to  
mention filming from helicopters, rmotorbikes  
and rollerskates. 

Earlier this year she took herself off 
to the African jungle to practise her 
wildlife filming and get to know some 
chimps, for whom she is now helping 
fundraise – please donate here: 
https://goo.gl/cWzUKt

www.hazelpalmer.com



Welcome to the Guild 
of Television Camera 
Professionals!

Welcome to this edition of Zerb, the first under 
our new guise of Guild of Television Camera 
Professionals. It’s been a long and sometimes 

tortuous route to get here, but with an overwhelming 
majority at the EGM and a lot of positive comments since 
then, I am extremely happy to be writing this short piece  
for what I perceive to be a new and more fully inclusive Guild.
 For me, as Chair, it was important that we gained the 
widest support and participation of the membership possible 
at every stage of this latest attempt at a name change, and 
I was heartened by discussions on the GTC Forum and from 
talking to other GTC members at various jobs I was on that 
this was indeed the case.
 The final name may not be to everyone’s liking (it was 
neither my suggestion nor my own first choice!) but it was 
arrived at democratically, openly and, most importantly, 
within the terms of our Constitution. I’m sure that it will very 
quickly become second nature to us all and it is fantastic that 
we have already received so many positive comments about 
the ‘inclusivity’ it now gives both to people who are already 
members (but don’t perhaps operate a camera) as well as to 
other people looking to join – and we have already seen a 
spike in membership applications.
 The question of ‘Why change the name at all?’ came 
up a lot, of course. The answer is that Council was trying 
once and for all to put right something that has blighted the 
organisation almost from its birth. As far back as 1976 the 
GTC newsletter stated that discussions had been held over 
whether the name contravened the new Sex Discrimination 
Act – but these concerns were dismissed as members had 
never heard a female camera operator complain!
 At Council meetings there is almost always discussion 
around how we can continue to ‘modernise’ the GTC as a 
young and vibrant organisation fit for the future (dispelling 
the myth we are a bunch of old and out-of-touch cameramen 
who mutter on about EMI studio cameras and the ‘good old 
days’). The consensus is always that we need to engage more 
with young people coming into the industry – mainly, but 

not exclusively, through the education and university system. 
Hence the setting up of the annual Bill Vinten GTC University 
Awards (see page 73), which encourage media students and 
universities across the country to compete for prestigious 
awards and, perhaps more importantly, gain actual work 
experience with working camera professionals.
 All good there then, until the past few years when, amongst 
others, various educational departments, quite rightly, began 
to question the legitimacy of our name. On a regular basis we 
have had to explain the name to people who contact us for 
more information about the GTC. Put this on top of criticisms 
made to the volunteers who spend hours on our exhibition 
stands trying to attract new members, and you may begin to 
see why there was some urgency to addressing this matter.
 This year the Council is hoping to embark on the 
establishment of a GTC Academy to provide information 

and assistance to people entering the profession by offering 
help from people working within the industry and tapping 
into the enormous resource that is our membership. We see 
this as a natural extension to the Bill Vinten GTC University 
Awards and the initial response from media educational 
establishments has been more than enthusiastic. However... 
there was always the elephant in the room of the name! Last 
year, Bournemouth University even requested that we didn’t 
display any of our literature and banners (saying ‘cameramen’) 
during the Awards ceremony held at that university. Without 
the support of such institutions, it will become more and 
more difficult to attract new members.
 It was therefore decided that we should ask all members 
to come up with ideas for a new name, preferably retaining 
the initials GTC, particularly as in recent years (given the 
problems) we have as much as possible been using just the 
initials to avoid the ‘controversial’ full version. There are times 
though when, inevitably, you have to explain what the initials 
stand for. Now we can do so!
 At a time when I genuinely believe that television (in all its 
guises) is producing more and more top-quality programmes, 
which are watched and discussed positively, with a shift away 
from films for many top actors (in its inclusive use) seeking to 
take advantage of the great writing and opportunities offered 
by the likes of Netflix and Amazon, the GTC has never been 
more valuable and important. Here’s hoping we can take 
advantage of the many opportunities coming our way whilst 
nurturing new talent and keeping the GTC relevant and in 
the forefront of our industry.

On Tuesday 18 July members of the GTC met at an Extraordinary General Meeting 
(EGM) to vote on accepting a new name. In line with the GTC’s goals of continuing to 
progress as a modern, inclusive organisation for all working with television cameras, 
the GTC formally accepted as the full version of its name Guild of Television Camera 
Professionals, replacing The Guild of Television Cameramen but retaining the initials 
and brand GTC. Chair of the GTC, Graham Maunder explains how this historic decision 
for the GTC was arrived at. 

John Henshall, President
When the Guild was formed  
45 years ago, cameramen were 
all male and GTC members had 
to be working cameramen. Times 
have changed though and now 
we also accept membership from 
many who do not actually operate 
cameras but are peripherally 
involved – essential people such 
as trainers, scientists and camera 
engineers, welcoming them for  
the expertise they bring to 

the organisation. The new name Guild of Television Camera 
Professionals covers these important members as well.
 The term ‘Camera Professionals’ also neatly includes 
camerawomen. We already have many female members 
who are not only important GTC members but also serve 
on Council. Many of these broadminded members don’t 
mind being referred to as ‘cameramen’ because it is a long-
established generic term – but that doesn’t mean the old name 
was acceptable in the 2010s.
 Our new name should satisfy and allow everyone to feel 
included, enabling us to concentrate, without distractions, 
on what is important: advancing the craft of television 
camerawork. And that is what we do better than any other 
organisation – as true Professionals.

Stand D26
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Enjoy the Possibilities

Hall 12

GTC Chair Graham Maunder proposes the motion to change the 
full name of the GTC, watched on by GTC Secretary Peter Rance 
and Vice Chair Simon Edwards
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There have been frequent discussions over the years 
as to whether to change the name Guild of Television 
Cameramen to something non-gender specific, 

culminating in the recent Council decision and member vote 
to choose a new title. The primary reason for pushing forward 
this change, as explained in Graham Maunder’s summary 
(pages 6–7), is that when promoting and advertising our guild 
there has been increasingly frequent objection, sometimes 
even ridicule, over the non-inclusivity of our name. This has 
come from people thinking of joining, existing members, 
sponsors and, importantly, universities and colleges. Having 
‘Cameramen’ in the name has been seen to be at odds with 
the equality policies under which such institutions operate. 
With this in mind, Council decided it was absolutely necessary 
to make a change if we are to maintain our status and 
progress as an organisation. However, this proposal sparked 
heated debates, with passionate defenders emerging on  
both sides.
 For me, these debates have thrown up broader questions 
than just whether we should alter our name. How diverse are 
we? How do we compare to other professions and the rest of 
the industry? Are these debates just a storm in a teacup or a 
symptom of bigger issues?

So, I’m a woman who works as a 
cameraman – what should I call myself?
Let’s take a look at the rights and/or wrongs of using the term 
‘cameraman’. The overriding argument against changing 
the term comes down to the inadequacies of other titles to 
describe the range of skills of a cameraman. 
 One of the complainants against the change explained their 
reasoning: “My job title should be ‘television cameraman’ [...] 
I get frustrated when the title ‘camera operator’ is used as [to 
me] this is a job title from film and single camera practice that 
has lower skills requirements […] A television cameraman is 
expected to operate the zoom, focus, develop moving shots 
themselves on mobile pedestal mountings and, above all, 
have the ability to work to talkback, camera scripts and cue 
lights. They are also expected to offer complementary shots 
via the use of external vision feeds. As this role is only found in 
multicamera studios and OBs, it falls under the ‘Lorimer case’ 
precedent that means it’s impossible to provide equipment 
but can nonetheless be properly assessed as self-employment 
(hence the Lorimer Letter/LP10 letter/Schedule D status).
For the record, ‘cameraman’ is no more a gender-specific 
term than midwife, Bachelor of Science or Master of Arts. 

It traditionally came from qualifying and being promoted to 
a job grade by the acquisition of specialist skills within the 
broadcast industry. This is a really important distinction with 
respect to self-employment status at the moment and it’s a 
shame so many people don’t understand the full implications 
of the job titles and what these represent.”
 However, to argue that ‘cameraman’ is the universally agreed 
term (and the only tenable one at that) isn’t necessarily sound. 
The fact is that in an industry where most of us are freelance 
and which features increasing numbers of broadcasters in 
various guises, a whole heap of terms are in circulation. The 
automatically accepted self-employed grades used by HMRC 
make no mention of ‘cameraman’ and their film production 
unit replied to my request for confirmation with this: 
“For HMRC purposes camera operator includes cameraman 
and the same rules apply to both grades. As it is unusual for a 
cameraman to supply their own equipment (given the expense 
of purchase), both camera operators and cameramen should 
be treated as employees unless they are able to provide a 
Special Letter of Authority (an LP10 or Lorimer Letter). Whilst 
there may be significant differences between ‘cameraman’ 
and ‘camera operator’ from an industry perspective, for 
HMRC purposes, there are no differences and, as stated 
above, the same rules apply to both.”
 BECTU similarly regards job grades on a case-by-case ‘self-
described’ basis with no mention of ‘television cameraman’ 
as a job title.
 To some, as in the above television cameraman’s response, 
‘cameraman’ is a gender-neutral term to be used by all and 
is quite simply the only title which suitably describes their 
specialist skillset. Others believe that you should be either a 
cameraman or camerawoman – but then this displeases those 
who don’t want to be labelled in their work according to their 
gender. The fact is there is no universally agreed protocol on 
what job titles to use across the industry and this leaves us 
women sometimes not quite knowing where we fit in.

In light of the recent decision to change the name of the GTC from The Guild of 
Television Cameramen to Guild of Television Camera Professionals, and the resulting 
debates, this seems a good time to take a look at where we are regarding diversity in 
the camera department. GTC Council Member Hazel Palmer delves deeper into the 
importance of what we call ourselves – both as an organisation and as individuals.

  
As long-standing GTC member Christina Fox 
pointed out at the recent EGM, changing the 
name of the guild does not force anyone to 
change their own personal job description, 
but it does stop some people feeling 
excluded – and surely that’s a good thing.

The survey
Amongst all the arguments for or against the name change there was very 
little coming from the only people really qualified to say whether it had 
an effect on them or not – camerawomen. So, in an anonymous survey,  
I asked 68 camerawomen what they consider their job title to be. Of those 
whose job didn’t fit into an already non-gender specific role, such as DoP or 
camera assistant, their answers included: camerawoman, camera operator, 
cameraman, lighting camerawoman, and one shooting PD (and let’s not even 
get started on that one!). 
 I then turned to the ‘official’ bodies to see whether they have an agreed 
job title when it comes to employing/crediting those people who do all the 
things a television cameraman does. BBC Commissioning Guidelines state:  
“Credits which imply that certain jobs are the preserve of one gender only must 
not be used” – and when I contacted them, they confirmed that ‘cameraman’ 
would indeed fall into that category (oddly enough, the exception is ‘best 
boy’). No other broadcaster replied to my request for verification, but looking 
at credits from Channel 4, ITV and Sky, as well as the websites of Skillset, 
ProductionBase and BECTU, ‘camera operator’ seems to be the most used title, 
along with the occasional ‘cameraperson’.

Picture a cameraman…
Ask most people to picture a cameraman and they will likely conjure up a white 
male. This is probably because this demographic has dominated the industry 
(as in so many other industries) since filming started, back when women  
were the caregivers, men the providers, and reality was good old-fashioned 
monochrome. The disagreements arising around the cameraman job title 
suggest that this may no longer be the case though – or at least shouldn’t be. 
 Cameraman has long perfectly described the job that men in the industry 
do. But does the term also contribute to the image most people have in their 
minds of a cameraman? Personally, I would happily adopt this title if it really 
were universally accepted as gender-neutral. However, when I turn up on a job 
as a ‘cameraman’, or introduce myself as such, I am often met with surprise. 
Almost invariably someone will quip ‘But you’re not a man’. Sometimes, others 
will introduce me as the cameraman but then apologise and flounder over 
what term to use – and I’m not entirely sure how to help them.

Why titles matter

Women and cameras in the 60s – ‘for demonstration purposes only’

It’s good to have a role model  
to aspire to (says Mr Bond)

Women, eh? Anyone would think the sun shone out of their... 
Yes, really, this was deemed a suitable cover for Zerb in 1980! 
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 While some argue that ‘cameraman’ describes a specific role which other 
terms don’t adequately cover (and we as professionals know and understand), 
it doesn’t alter the perceptions among the general public and the people 
booking us, who don’t always grasp the intricacies of the different roles.
 I have lost count of the times I’ve been mistaken for a production assistant, 
client or caterer – even when standing right by my camera. I’ve been in 
auditoriums preparing to film a show and been asked by members of the 
audience to direct them to their seats; a show producer has approached me 
at my camera to ask me where the cameraman was; a client has directed their 
questions about camera and lighting decisions to my young male trainee; and 
at trade shows, wanting to find out about a new camera, I’ve often struggled 
to get the attention of salespeople while they jumped to help the nearest man, 
despite my job title being clearly displayed on my name tag. Does this happen 
to men? When operating handheld are they constantly required to politely 
respond to comments about how heavy the camera is? 
 Obviously, these occurrences are generally well-meaning or unintentional 
(and I must stress that little of it comes from colleagues these days) – and we 
all tend to make unconscious judgements about people based on their looks. 
However, the results can nonetheless gnaw away at your confidence on a daily 
basis and the fact that no harm is meant by these uninformed or thoughtless 
comments doesn’t mean we shouldn’t try to change things to avoid them 
occurring in the first place.  
 Just because you’ve never heard a camerawoman complain or seen any 
treated unfairly at work, it doesn’t mean it’s not happening. From the women 
I surveyed here are some examples of the many comments returned:
• “I’ve been told I can’t do certain jobs due to being female.”
• “There is an assumption I’m less technically minded due to my gender.”
• “I’ve had folk admit they’d presumed I can carry less, endure less, might attract 

animals when menstruating (yes really!) and found out I’ve been paid less.”
• “On a fashion shoot, crew were making rohipnol rape jokes about the 

models. I asked them to stop but they just complained about having a 
woman on comms. I wasn’t booked by that company again.”

• “Working in a kitroom, male colleagues are considered ahead of me for 
location work, with stated reasons of ‘wanting a more laddy atmosphere’ 

and ‘there being a lot of carrying involved’ used by 
productions.”

... and these are only the more obvious examples, not 
the ‘under-the-radar’ sexism where the subject is either 
unaware of it, or left unsure as to whether they’ve actually 
been discriminated against or are just being ‘over-sensitive’ 
(another female ‘trait’).
 Of course, not all of this everyday sexism will be fixed 
purely by our using a different job title, but this doesn’t mean 
the term cameraman isn’t part of the problem. It’s just one of 
many examples where ‘male’ is the default characteristic, and 
a non-gender specific term might just alter some of this bias.
 One of the suggestions put to me regarding the GTC name 
change was that since the GTC has been called the Guild of 
Television Cameramen for the past 45 years, we should take 
it in turns and call it the Guild of Television Camerawomen for 
the next 45 years! While chuckling at such a ludicrous idea, it 
did make me wonder why I found it so ridiculous and also to 
consider what we all accept as the norm. 
 Although we probably don’t want to go down the road 
of overly PC, ‘call-everything-something-neutral-so-we-don’t-
offend-any-person-animal-or-vegetable’ rules of language, it 
doesn’t hurt sometimes to take a look at the bigger picture 
and to try and understand why some people are asking for 
change. While some might think that changing a word is silly 
and unnecessary, not many of those critics are the people 
who might ever have experienced a problem with it, which is 
why I decided specifically to ask female camerapeople what 
they thought. From my survey results, 13% were happy with 
Cameraman, 24% chose Cameraman/Camerawoman, and 
the majority (46%) preferred Camera Operator. 
 No matter what the arguments for and against all these 
names are, at the end of the day it won’t change what your 
job is. A good point was made by long-standing GTC member 
Christina Fox at the EGM. She said that she has always been 
proud to call herself a cameraman and will continue to do 
so. Changing the name of the guild does not force anyone 
to change their own job description, but it does stop some 
people feeling excluded – and surely that’s a good thing. 
 So, here we are midway through 2017 as the Guild of 
Television Camera Professionals. Maybe it’s not a perfect 
alternative to ‘Cameramen’, but perhaps the main issue 
here is not what we call ourselves, but who we are. This is 
a bigger issue, and diversity at large in this industry needs 
addressing. I go on to discuss these wider implications in the 
article ‘Diversity behind the camera’ on pages 78–82.

‘Making Television Programmes’ (1981) teaching children that 
bearded white men do all the technical work

Waiting for a man to come and carry 
the equipment so we don’t break a nail 
#everydaycamerawomanproblems
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GET READY TO UNPLUG

WIRELESS VIDEO – BUILT IN
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At the 2017 GTC Awards, adventure cameraman GTC member Keith Partridge picked up a 
GTC Award for Excellence for his work on the BBC2 mini-series Steve Backshall’s Extreme 
Mountain Challenge, having been nominated by several GTC members. No stranger to filming 
in challenging situations, this shoot was to really push the boundaries – as Keith describes. 

I t had all the potential for disaster: rampant rainforest, crumbling unclimbed 
mountains, venom, fast-flowing rivers, rapids, unexplored caverns 
littered with razor blades of rock and, just for good measure, the world’s  

highest waterfall. 
 Now, I’m no newcomer when it comes to adventure and exploration, and 
certainly no stranger to filming in the wilder parts of our planet and with people 
embarking on missions into the unknown. This is something that has fired me 
for more than 25 years and, during that time, I’ve filmed on the highest point 
on earth, hung from the most gravity-defiant of natural structures, and shone 
light into the darkest underground recesses. But this recent mission to the 
Canaima National Park in Venezuela for Steve Backshall’s Extreme Mountain 
Challenge would certainly present a test – not least for the equipment but, 
more importantly, for our mettle and judgment. How slender does the edge of 
the blade of adventure have to be before you can no longer balance the risks? 
Just when do you reach the end of that blade, the point of no return? When 
do you take the decision to turn back?
 
What were we trying to achieve?
The premise of the films was a simple mix of adventure and science. We would 
start with a journey by light aircraft, continue in a dugout canoe, then a trek 
through the rainforest and across savannah, to ascend (a never before climbed) 
vast wall of quartzite, leading up to an exploration of the summit plateau of 
Auyantepui. Then we would move by helicopter to establish a new basecamp 
before dropping into a cave system to explore never-before visited sections, 
finishing with an abseil down a vertical kilometre beside the Angel Falls. What 
could possibly go wrong?
 The core of the adventure team was highly experienced, the production 
team knew their onions and, if it came to the crunch, we knew we could rely 
on each other’s skillsets to manage anything the environment could throw at 
us. The only problem was that adventure has a tendency to run contrary to 
this. The clue is in the definition: the very word ‘adventure’ means to embark 
upon something with an uncertain outcome, to enter into a risky activity. 
So, while in our minds we might be able to cope with anything, the truth 
with real adventure is that you’re always playing a game – and one where 
you’re not necessarily holding the aces. Being aware of this, however, makes 
the difference between the surgeon’s hand approach and the adrenaline  
junkie’s fix.

An expedition filming in the wild tepuis of Venezuela

To turn 
over or 
pull back?   

I’m a true believer that the harder the shot is 
to get, the more the emotion is communicated 
within that image. Real reality.

Steve Backshall gazes at the highest 
waterfall on earth: The Angel Falls

Crashed Dakota – the perfect bivouac site
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The adventure begins 
The shoot started well – and in fact continued well in story terms. The 
equipment arrived in a biplane flown by a somewhat maverick pilot who chose 
to carry a bible in the cockpit rather than the plane’s flight manual. Watching 
as he skimmed the ground with wingtips almost scything the long grass at the 
side of the airstrip, we couldn’t help feeling he was either super-confident or 
super-mad, and rather glad that we’d flown in with more ‘normal’ pilots in 
little Cessnas.
 Moving on, the journey in dugouts towards our climbing objective set 
the next alarm bells jangling. The river was a dark tannin brown, the water 
levels high. Those who’d promised a dry season had lied. As we left the 
boats and shouldered our loads to cross the open savannah, we watched as 
thunderstorms formed to offload their deluge on the mountainsides, now 
sheer walls of quartzite streaked white with epic, slender waterfalls. We came 
across a crashed Dakota aeroplane, a perfect bivi site for the night. As darkness 
fell, lightning lit the way for the storms to hone in, and as the rain lashed 
down, I thanked myself I’d opted to sleep under the wing. Unfortunately, Steve 
Backshall’s tent proved no real match.
 The next day, while the finishing touches were being made to our jungle 
basecamp, we wound our way along beneath the sweltering rainforest 
canopy, up the ever-steepening terrain to the base of the wall. Loose blocks 
pulled away as we grappled our way under fallen trees.
 In the encroaching dusk, we reached the base of the wall. John Arran, 
world-class climber and veteran of many ascents of these table-top Venezuelan 
mountains, and his rope partner Ivan Calderon looked up, necks craned. Steve 
B’s chin dropped and his eyes widened. The vast cliff swooped beyond the 
vertical, defying gravity. Its bands of rock looked more shattered than the 
aftermath of a Greek wedding. In the morning the real work would begin as 
we headed into uncharted territory.

The climb
Meanwhile, back at basecamp, the kit for the climb was all ready – ropes, 
harnesses, all the metal paraphernalia of the modern climber, plus of course 
the camera kit. We had Canon C300s, a handful of the ubiquitous GoPros, 
and radio mics. Hugh Campbell, who was primarily there to manage the 
offloading of rushes, would shoot supporting material out on the savannah 
using a 100–400mm lens with extender. He would also cover the action from 
the base of the wall as we headed towards the open sky, to supplement my 
footage. Then there was food, stoves, sleeping bags, water – everything had 
to be lugged up to the start of the climb.
 When the time came for the climb to begin, John’s first foot onto the rock 
said it all. His ‘sticky’ rubber sole squeaked on the moss and slime. The wall 
drooled and oozed. It was more like vertical gardening than climbing. Roots 
and clumps of weedy branches provided tenuous, confidence-ebbing holds for 
upward progress as John disappeared through the vegetation.

 Now, while Steve definitely is the real-deal adventurer and 
a pretty good climber, he is not quite in the same league as 
John. Nearing the top of the first pitch, the vegetation that 
formed the best opportunity for his handhold ripped and he 
fell, bouncing onto the rope as it came taught. 
 After a while waiting below, and with double static lines 
now in place, the radio crackled into life announcing I was 
good to ascend with the camera to shoot the next section. 
I pulled on the rootball of a small tree, which was providing 
the belay ledge, the stem offering a degree of security for 
Steve and myself, watching on with some trepidation as 
John headed out and upwards. The rock here seemed to be 
covered in a thin layer of greasy, brown moss. Cracks or even 
solid rock were hard to come by and opportunities to insert 
the metal protection of the modern climber were just not 
there. The consequences of a fall with all three of us loading 
the sapling weren’t worth contemplating. A tiny edge, just 
enough for John to call a handhold, snapped off as he pulled 
up. You could hear the tension in his voice as he inched his 
way towards the rain-laden sky.
 Now, these are the things of great adventures: embarking 
into the unknown, where becoming attuned to the mountain 
will yield its secrets and allow progress. Expeditioning is 
about problem solving, trust and respect, as well as having 
the headspace not only to carry out the adventure but, in 
my case, to keep shooting as well. It’s a complicated can 
of worms, where decisions are taken based on the best 
knowledge at the time. After all, if everything is preordained, 
then the notion of adventure goes up in smoke.

Moving on up the mountainside
By now the light was dropping fast. Beneath the rainforest 
canopy, back at the jungle basecamp, it would probably 
already be dark. John was lost from sight above us, with the 
only indication of his upward progress the inching of the rope. 
So I abseiled off, trying as best I could to protect the camera, 
and thrashed my way through the vertical vegetation, the 
faint trail back to camp lit only by flashes of lightning. John 
and Ivan (the other climber who had ascended the ropes after 
me) eventually arrived back at camp through a downpour, 

Defiant walls of quartzite – the essence of the Tepuis in Venezuela

Abseil smiles – Keith on the vertical kilometre descent

SEE THE  
WHOLE STORY
Explore a range of  
class-leading lenses

Introducing the latest addition to the 
powerful Canon Cinema EOS lens range—
the Canon CN-E18-80mm T4.4 L IS KAS S 
Compact Cine Servo Lens. The new lens 
combines Canon’s renowned optics, build 
quality and resolving power, making it 
perfectly suited to demanding high-end 
cinematic applications.

Canon has drawn on its 70-year lens and 
optomechanical design heritage, resulting 
in a 4K-ready lens that marries cinema-
quality zoom and focus servo functions 
with 3 modes of image stabilization, all  
in an affordable and lightweight body.
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Fact File
Emmy-award winning adventure cameraman GTC member Keith 
Partridge has over 20 years experience of extreme climbing and caving 
camerawork, with credits on Touching the Void, Human Planet and 
Lost Land of the Jaguar. Keith has climbed tepuis before, and is one of 
the very few people with the skills to both complete the climb and film 
it at the same time.
See more about Keith’s work:
http://adventurecamera.co.uk  
– or read about it in Keith’s book: ‘The 
Adventure Game: A Cameraman’s Tales 
from Films at the Edge’, published by 
The Sandstone Press (www.amazon.
co.uk/Adventure-Game-Cameramans-
Tales-Films/dp/1910124311).

bearing the comparatively good news that they’d managed to reach a decent 
ledge and had dropped ropes to allow rapid access in the morning. 
 Returning the next day, we found that the ledge was large enough for the 
seven of us: Steve, John and Ivan, support climbers Federico and Mario, plus 
medic Aldo Kane and myself – together with a whole load of scorpions and 
bullet ants. Comfort is relative though and, with its jutting overhang, at least 
this offered shelter from all but the most persistent of deluges. 
 The next band of rock seemed more solid but the climbing was proving 
intense and once again protection was scarce. John, usually full of optimism, 
confessed to being close to running out of ideas. At one point the root he 
was using to haul himself up ripped, meaning he fell 30 feet before the rope 
caught. With John and Steve wired into the camera on their radio mics, I was 
getting a real sense of just how they were feeling through their breathing 
and the utterances beneath. But let’s not forget that tension runs across 
everyone and, in situations where ‘control’ is often a diminishing concept, it is 
the support of the team that provides the glue to keep forward momentum. 
Humour was not hard to come by.

A storm sets in
Still the vast cliff refused to yield and speedy progress continued to be elusive. 
However, John had led up the next rope length, so Steve climbed up past the 
camera to join him. Immersed in our world of climbing as we were, we never 
saw it coming. Wrapping round the mountain, the curtains of a tropical storm 
suddenly closed off the view to the savannah completely. We were very quickly 
engulfed. Trees in the forest below were snapping. Federico sat shivering on 
the ledge, soaked. On the radios the unanimous call was to retreat back to 
Scorpion Ledge, while Federico, now bordering on hypothermic, opted to set 
off down the ropes back to our bivouac. 
 Meanwhile, Steve was abseiling down from above, with me directly beneath 
him filming his descent – when his foot tipped the keystone. It dislodged. Steve 
shouted ‘No, no’, as the real horror of what was happening drove home. Rocks 
rained down as Aldo and I pushed ourselves as close as possible into the wall 
seeking any slight overhang to provide shelter from the barrage. Thankfully 
Federico was well away by now.
 I will never forget Steve’s face as he eventually landed on our little ledge, 
ashen and shaken to the core, thinking the worst but so relieved to find we 
were all in fact fine. Reunited back on Scorpion Ledge we stood and watched 
the lightning pulse, and erected what meagre nylon tarps we could muster 
against the driving rain. 

Keeping calm and carrying on
Moments in extremis captured on camera live on long in the memory. But in 
these situations one thing is very clear to me: we must never allow the camera 
to divorce us from reality. Sometimes reality bites. To be able to think clearly 
is vital, just as is realising what is required, not only in terms of filming but 
also all the complexities of operating in the vertical world. At one point I’d 
left the C300 recording, clipped to the anchor, to leave myself free to assist 
with sorting out the ropes and gear. Speed was of the essence and prioritising 
safety paramount. 

Kit list
2 Canon C300s with EF 
lenses from 12mm to 
400mm plus a 1.4 ext.
2 waterproof handicams
GoPros 
Sony minicam

Radio mics
DJI Ronin (used in the 
cave when possible 
and while exploring the 
plateau above the cave)

Adventure team
Steve Backshall with:
Lead climbers
John Arran
Ivan Calderon

Support climbers
Federico Pisani
Mario Osorio

Safety and Medic
Aldo Kane

Director
Ben Lawrie

Lighting camera/
Sound and just about 
everything else in the 
true adventure sections
Keith Partridge

DIT / Support camera 
Hugh Campbell

Going underground
For the next phase of the expedition we met up with world-
class Italian cave explorers from the organisation La Venta, led 
by Francesco Sauro. Entering the world of the subterranean 
always feels slightly alien to me but there is a fascination in 
not knowing what is around the corner. Darkness is absolute, 
the view only apparent when the beam of the headlamp 
sweeps around the sculptured walls of a new passage. In this, 
there is both advantage and disadvantage. 
 As the final day began to unravel, we found ourselves 
grovelling into a sandy slot. Claustrophobia was a constant 
and unwelcome companion. There was barely enough height 
to push the camera through. It opened out into a rubble-
strewn chamber worth surveying. Later we came across a 
gash in the side of a large passage. This layer of quartzite had 
been eroded entirely through the guts of the mountain. No 
one had ever entered. We ventured in at a stoop, a glance 
down revealing a floor littered with razor-sharp flakes and 
wafers of rock. My camera ran constantly while Steve and 
Aldo filmed on small handicams. Height was at a premium 
once again and we found ourselves slithering on our backs 
with just the height of an A4 piece of paper separating the 
floor and ceiling, which incidentally was loose. Rock slabs the 
thickness of a decent book creaked above our heads.
 Francesco had moved out of sight. We shouted after him. 
The first reply was stifled. So Steve tried again: ‘Are you safe?’ 
This time there was no mistaking the bluntness of his words: 
‘No, this is not safe.’ But we were committed to moving 
forwards even though there was no certainty that the cave 
would open out. By now, to return felt the worse of two evils. 
We were on that edge again. Nerves were taut. 
 Situations in true adventure are always going to be tenuous 
and the key is to be aware of the limits, not only of yourself 
but of the others in the team too. Body language, breathing, 
listening for a clicking tongue as it sits in a nerve-dry mouth 
are all things I look for when trying to capture the real essence 
of adventure. I also look to myself. If I’m finding it hard, either 

physically or mentally, just how is everyone else managing? 
I’m a true believer that the harder the shot is to get, the more 
the emotion is communicated within that image. Real reality.
 Adventurers must possess a willingness to push boundaries 
even if they exist only in the head. Staying in your comfort 
zone suggests a contradiction to the word adventure because 
expeditions are really about suffering – and it is embracing 
the noble art of suffering which will enable a person to go on. 
We sometimes convince ourselves that it will never be that 
bad again – well, that is, until the next time.

The descent
Climbing, caving… what was left? To drop off the tepui 
(table-top mountain) was going to mean a true dose of 
vertigo-inducing exposure. Capping the mountain plateau is 
a band of harder quartzite, meaning a virtually impenetrable 
overhanging roof jutting into the mists of vast waterfalls 
that cascade to the rainforests below. To abseil the vertical 
kilometre down the walls of these great mountains with a 
backdrop of the highest waterfall on earth was one heck 
of an adventure. Two full days of hanging like spiders on 

gossamer threads was pure fun, especially given the team. That is probably the 
thing that will stay with me the longest about this entire expedition: no matter 
how arduous or tenuous our situation became, there was never a shortage of 
camaraderie and not one terse word. 
 In our oft cotton-wool world, adventure may seem a distant dream (or a 
nightmare depending upon your persuasion). But our expedition to Venezuela 
for BBC Science was the real deal and it showed. There is no hiding truth in 
the extreme – people are laid bare, for good, for bad. Maybe it’s time to seek 
more real reality for our screens.

Scorpion Ledge – our temporary home, along with a few additional guests

Steve observes the delicate filaments of a cave fungus

Top: Steve on tenuous rock, high above the rainforest
Bottom: Dropping off, with a gut-wrenching vertical kilometre 
beneath our heels
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VariCam
With

in theVeluwe
A dream come true
Ever since I was a kid I have aspired to be a wildlife cameraman 
and watching natural history programmes on television has 
always been a great source of inspiration for me. I even had 
serious plans to move to the UK to kickstart my career in 
Bristol, but then a chance in the Netherlands came up and I 
grabbed it with both hands. Now I have the luxury of making 
a living through wildlife filming. The dream has come true!

Dutch wildlife in cinema
Over the past few years I’ve worked on many different 
projects ranging from corporate films to documentaries, but 
the biggest recent challenges have been three natural history 
feature films for cinema. Until quite recently no one had 
made a true feature film about Dutch nature for cinema, but 
about five years ago EMS Films took the brave decision to 
undertake a feature film about a relatively new nature reserve 

called the Oostvaardersplassen. I was lucky enough to be part 
of that project as one of the cameramen and, when the film 
turned out to be a huge success in the Netherlands, eyes 
were opened to Dutch wildlife and nature. About 800,000 
people went to see The New Wilderness in cinemas – and 
out of a total population of 17 million that is a huge number. 
So, plans to make more such films were soon in place and, in 
the ensuing years, I’ve been very lucky that most of my work 
has been as a wildlife cameraman on different natural history 
projects for either TV or cinema.

Wild – in the Veluwe
About two years ago I received a call from director Luc 
Enting about a new project he was about to start, offering 
to take me along on the adventure. This would be my third 
big cinema film within Dutch borders, but completely new: 
different director, different producer, different wildlife… 
everything was different. The film would be about one of the 
biggest natural areas in the Netherlands, the Veluwe, and its 
main characters would be the big, elusive red deer and wild 
boar, plus the wily foxes.
 Luc has filmed in the Veluwe for many years and become 
one of the main wildlife cameramen/filmmakers in the 
Netherlands. He likes to work with a small team, so the main 
camerawork would be done by just the two of us. The rest of 

Dutch GTC and IAWF member Dick Harrewijn has just finished shooting one of 
the biggest natural history projects ever undertaken in the Netherlands alongside 
director Luc Enting. The main workhorse chosen for this two-year project was the 
Panasonic VariCam 35, a choice that worked out well for many reasons.

the team included two timelapse specialists, a drone operator 
and a handful of other specialists and assistants. Coming 
after two similar projects with much bigger teams, this was 
altogether a different approach for me but definitely the 
correct one for this film. The two of us would come to know 
the place better than our own backyards (and we would 
certainly see a lot more of it than our own backyards over the 
next two years!).

All about storytelling
As this film was for cinema, we knew from the outset that 
we wanted to shoot in a way that would contribute to the 
storytelling. This involves so much more than just keeping 
the animals in frame and in focus. In natural history filming, 
as on a drama, the emotion and narrative can be enhanced 
by the cinematography. Whether using traditional long-lens, 
drone, gimbal or timelapse techniques, every shot should 
add to the story, and we kept this in mind all the time; for 
instance, moving the camera should never be just to make 
the shot more interesting – it should also help to tell the story. 
And the same goes for timelapse and drone footage. Drone 
shots can give the editor a nice cut from one landscape to 
another – or they can offer a great point of view from one of 
the characters such as a buzzard. Timelapse sequences allow 
parts of the story to be included that simply wouldn’t be 

DoP Dick Harrewijn with the VariCam 35 and converted Sigma 
150–600 lens
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In natural history filming,  as on a drama, 
the emotion and narrative can be enhanced 
by the cinematography. Whether using 
traditional long-lens, drone, gimbal or timelapse 
techniques, every shot should add to the story.
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possible any other way as they would take too long; working 
with timelapse experts Stefan Kuiper and Demian Leendertse 
enabled us to take full advantage of its storytelling power 
and ability to convey the passage of time. Experience from 
previous productions also told us that the most used shots in 
the edit would be the very wide and very close ones.

Deciding on VariCam
Choosing the right camera for this kind of work can be 
difficult. Extreme weather conditions, long hours, filming 
from boats and 4x4s, long hikes and placing cameras up trees 
are not the best treatment for high-value broadcast cameras 
– and none of the cameras I had worked with before had 
proved suitable in every regard. 
 The process of finding the right camera for a project is 
always interesting. The choice can be particularly tricky for 
natural history shoots. On previous projects we had used 
many different cameras, from small DSLRs and GoPros, 
to ARRIs, Sonys and REDs. These days there are so many 
different digital cameras to choose from and each one has its 
own qualities.
 In this case, the first question was: ‘Do we need 4K’? Most 
of the newer digital cameras are able to film in UHD, but 
not 4K at higher frame rates. The producer took the decision 
early on to deliver the film in 2K, so 4K was not a necessity; 
however, early tests proved that the higher resolution did 
in some situations give more detailed images, even when 
rendered to 2K for delivery. So 4K capability became a 
preferred option although not a dealbreaker.
 One thing that is essential for wildlife films though is slow-
motion, especially since in this case some of the characters 
would be birds such as buzzards and ravens. So, higher frame-
rate capability became one of the main selection criteria.
 Something I’ve really missed on other projects has been 
internal ND filters. For me, ND filters are an essential tool for 
creativity and flexibility, and not having them built-in adds 
time and extra weight to carry. Also, especially when working 
with macro lenses, NDs can be problematic to fit between the 
lens and subject. 

  So, our preferred list of features was 
becoming quite long! The main priorities 
were UHD/4K, s35 sensor, high frame 
rates, internal NDs and a build quality 
that would suit our adventures in the 
field. However, most important of all was 
the image quality. How did the camera 
handle highlights? How did it render 
colours? How did it perform in low light?
  Bearing all the above in mind, we 
narrowed the choice down to two: the 
VariCam 35 and ARRI Amira (the VariCam 
LT had not yet been announced). Extensive 
testing proved both the VariCam and ARRI 
to give outstanding images, especially,  
for example, in rendering highlights in 
skies and landscapes, but in our tests we  
slightly preferred the colours of the 
VariCam over the Amira. This was nothing 
that couldn’t have been changed in  
grading but we reckoned the closer the 
recorded image could come to our desired  
end look the better. 
   The Amira did have a few advantages 
over the VariCam 35, such as the ability 

to shoot at more than 100 frames per second (fps) and the 
ease of switching to those higher frame rates. The VariCam 
requires a frustrating restart and we are hoping this will be 
amended with future firmware upgrades. 
 In the end though, the decisive factor was the outcome of 
our  low-light test shoots. With its dual native ISO, the VariCam 
brings the ability to shoot at 5000 ISO without any concessions. 
This was a game-changer and crucial for this shoot. 
 Over the years, we filmmakers have been clamouring 
for less compression and higher data rates, but now we’re 
shooting 4K and, especially at higher frame rates, the amount 
of terabytes can escalate very quickly. We did various tests 
ahead of the shoot to see if we would need the raw codecs 
other cameras offered but when we tested the VariCam’s 
AVCIntra codecs in a grading suite, even our colourist was 
surprised. Even with just two cameras in the field, we’ve shot 
more than 120 terabytes over the two years – and that means 
not just 120 terabytes to store and process, but also backups, 
shuttle disks for transport, and so on. I’m so glad we didn’t 
go down the road of raw codecs as it would have been a data 
management nightmare for our small team.

Special cameras for special tasks
With foxes, deer and wild boar being our main characters, most 
of this film would be shot on the VariCams, but the director 
also wanted to include some of the flying creatures. We’re 
both great fans of kingfishers, so we decided these couldn’t be 
left out of the film. For most of the kingfisher shots we used a 
Phantom Miro. The Miro shoots at HD resolution but is so small 
we were able to place it in unique positions. With the help of 
photographer Ernst Dirksen, we built special underwater boxes 
for the camera to capture diving shots in the river rather than 
setting up shots in an aquarium. 
 The director Luc also wanted to film a 
buzzard’s nest during the nesting season by 
placing a camera close to the nest. We did tests 
with various cameras but eventually one stood 
out: the Bradley (now BR Remote) CamBall 3.  
This is often used on natural history  
projects, especially by the BBC, but at  
the time it was a first in the Netherlands. 
To ensure the buzzards would be fully 
comfortable with the camera being so close 
to their nest, we developed a 3D-printed  
copy of the camera and placed it there 
months before the buzzards would return  
to the nest to breed. Once the nest had 
been accepted we just had to swap out 
the dummy camera for the real one and  
the buzzards had no idea they were  
being filmed.

Longer longer longer! 
As the VariCam 35 only comes with a PL 
mount, our lens choices were a bit limited. 
The Veluwe offers incredible landscapes, so we started our 
search with the wide angles. At that time there wasn’t much 
choice of lightweight wide-angle PL mount lenses, so we 
added a Duclos 11–16mm and Canon 17–120mm cine zoom 
to each camera kit. Since most of our subjects are elusive 
camera-shy animals, a long tele lens was also going to be 
crucial. We soon spotted the new Canon 50–1000 cine zoom 
but, as budgets in the Netherlands are nothing compared to 
those in some other countries, this was never a serious option 
for both camera kits. Also, the weight of the camera with 
a 50–1000 would be tricky to handle without an assistant 
in some circumstances. So, for the second kit, we went for 
the new Sigma 150–600 sport lens, converted to a PL mount 
and cine-style iris by Etkon in the Netherlands. In testing, the 
Sigma seemed to hold up very well compared with the Canon 
50–1000, offering a budget-friendly, lightweight tele lens for 
the second camera.

Dynamic range
I love to film with backlight and, luckily for me, the dynamic 
range (DR) of modern cameras such as the VariCam 35 makes 
this much more achievable. Also, as a one-man band, I often 
have to work quickly to catch sunrises or sunsets without 
grad filters to hand. The DR of modern camera sensors allows 
so much more than was possible before. With older cameras 
it would have been very hard to film the dark grey wild 
boar backlit in a forest without their becoming silhouettes,  
or to film a black raven in bright sunlight and still be able to 
resolve that their feathers boast a beautiful complex pattern 
of colours not just black.

Panasonic GH4 as B-cam
The VariCam 35 proved a great choice on many levels, but 
the narrative of the film cried out for camera movement for 
some sequences, and its weight and size would limit quite a 
few techniques. But then we discovered the Panasonic GH4 
as a B-cam, which worked very well for us. We would use 
the GH4 on sliders, jibs, gimbals and cable-cam setups, and 
we even built motion-triggered camera traps using the GH4.
 Best of all, we regularly used the GH4 as a second camera 
for the ‘all-containing wide shot’ when filming from hides. 
Animals like red deer and wild boar live in big groups and 
with a telephoto lens following one individual you can often 
miss interesting action just out of frame. Having the GH4 on a 
tripod constantly offering a wide shot was particularly valued 
by the editor as something he could cut back to at any time. 
To match the quality and look of the VariCam we used the 
V-Log setting in the GH4. We recorded a 10-bit stream from 
the HDMI output to an external recorder such as the Atomos 
Shogun or Sound Devices Pix-E5. Right at the end of filming, 
the Panasonic GH5 became available and this new camera 
removes the need for an external recorder as it records 10-bit 
422 files internally, making this a brilliant B-cam for use with 
the VariCam family.

Low-light beast
Shooting wildlife almost always throws up issues with 
availability of light, with slow tele lenses and high frame rates 
only compounding the problem. The native 5000 ISO option 
gives so much more freedom to wildlife filmmakers, especially 

At the end of the production we were able to use the VariCam LT in combination with a 
Ronin for cable-cam shots

The Bradley (BR Remote) CamBall 3 was used for filming 
buzzards on their nest. On the right is the original camera,  
on the left the 3D printed dummy camera

Director of the film, Luc Enting, shooting with the Canon CN20x50 lens

D
IC

K 
H

A
RR

EW
IJ

N

JE
FF

RE
Y 

VA
N

 H
O

U
TE

N

D
IC

K 
H

A
RR

EW
IJ

N

  
Extreme weather conditions, long 
hours, filming from boats and 4x4s, 
long hikes and placing cameras up 
trees are not the best treatment for 
high-value broadcast cameras.
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Fact File
The film Wild, directed by Luc 
Enting, will hit Dutch cinemas 
all over the Netherlands this 
winter.

Dick Harrewijn has been working as a professional 
cameraman for over 8 years. He has worked on many 
different projects from corporates to documentaries. 
In recent years he has been able to combine his love 
for film and his passion for the natural world through 
working on various wildlife TV programmes and 
feature films for cinema. 

To contact Dick Harrewijn:  
ik@dickharrewijn.com, www.dickharrewijn.com

For more information about the film:  
www.pvpictures.nl

  
With its dual native ISO, the VariCam brings 
the ability to shoot at 5000 ISO without any 
concessions – this was a game-changer and 
crucial for this shoot.

on a film like ours in which most of our characters, such as 
red deer and wild boar, only come out at dusk or dawn. With 
the VariCam, I regularly found myself able to shoot with long 
tele lenses, starting at f8/f11, sometimes even half an hour 
before sunrise or after sunset – something that just wouldn’t 
have been possible with other cameras.
 It’s not only with long lenses and faster frame rates that the 
extra sensitivity comes in useful either. Some of our scenes, 
for example involving insects, are shot in the controlled 
environment of a studio. The extra sensitivity allows us to 
use considerably less light (and therefore generate less heat). 
Also, with macro lenses we can shoot at higher apertures, 
offering a greater choice of depth of field.
 Another example involved common toads leaving the 
forest and migrating to a local lake to find other toads with 
which to mate. This happens at night and on a previous 
shoot filming this process had involved bringing in several 
HMI lights and a generator. With the VariCam 35 at 5000 
ISO, I was able to shoot the complete scene with just two  
1x1 LED panels, making it a lot easier to follow the toads on 
their journey.

The dead fox
One thing we were really keen to film was a fox’s den – not 
in captivity but in the wild. So we built a special den, using 
concrete tunnels and chambers, in an area frequented by a 
fox who wasn’t too afraid of us. Most previous footage of this 
for other films had been filmed with infrared settings, so was 
black and white, but our den was fitted out with a Panasonic 
X1000 4K camera and daylight LEDs. All was going well and 
our den had been inspected by several animals, including the 
fox. However, just two days later, our fox was sadly killed by 
a car. It was two years before another fox discovered the den 
and, just as the edit was locked, we began to get footage 

of a fox inside the den again! So, as much as you plan and 
prepare, it’s always up to nature to do the rest. Luckily we 
had invested in a backup option with another (wild) fox den 
and we were eventually able to capture incredible (black and 
white) footage of the birth of young foxes and their first days.

The extra mile(s)
In the course of the two years, we’ve driven over rough 
terrain with the camera bouncing in the back of a 4x4, shot 
in extreme cold temperatures and snowstorms, spent long 
days in hides with temperatures rising to 45ºC and filmed 
in pouring rain, including thunderstorms during which we 
tried to film the lightning. We’ve done all sorts of crazy stuff 
for this film, but I don’t have any regrets. For a project like 
this you need to be flexible and to go that extra mile: not 
just for one day, but every day. It’s in those extra miles that 
we captured our money shots for the film. And, surprisingly, 
as much as we may have tried with our adventures,  
both cameras worked like a charm throughout and never 
gave any problems. 
 The VariCam 35 is a relatively heavy camera, meaning you 
are a little less mobile and this might be a reason to choose a 
different camera for some wildlife shoots; however, much of 
this shoot was filmed from hides, so mobility wasn’t a primary 
concern. On the plus side, when using long lenses, the 
greater weight of the camera brings stability, so on balance 
the weight was more of a positive than a negative. In fact, I’d 
go as far as to say that after two years I’ve got quite used to 
the weight of the kit – tramping through forest and across 
moors saved me the cost of a gym membership!
 After filming with the VariCam for such an extended 
period, I’ve become really accustomed to it – and especially to 
its images. Its natural colours, brilliant rendition of highlights 
and outstanding resolution in 4K make this camera close 
to the ultimate for our line of work. I fell in love with the 
new VariCams and now most of my small niggles have been 
answered with the introduction of the VariCam LT – so much 
so that I’ve ended up buying a VariCam LT (but only after the 
end of the Wild shoot).

Dick Harrewijn using the VariCam 35 for filming the sequence 
about toads mating
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Camera and lighting manufacturer ARRI is one of the GTC’s longest-standing 
and most loyal sponsor companies. The GTC is deeply grateful for the company’s 
support over many years, which has included collaborating on workshops, hosting 
GTC events, continued access to ARRI experts, transporting Zerb to IBC, as well as 
commercial support through advertising and sponsorship. We would like to take 
this opportunity to wish ARRI many congratulations on a remarkable first century 
– and all the very best for an equally successful next 100 years! 

 Arnold and Richter were camera operators, film producers
and an equipment rental outfit before they ever manufactured
an ARRI camera. Earlier this year an interview with Executive 
Board Members Dr Pohlman and Franz Kraus kicked off the 
100th anniversary celebrations. This video interview includes 
remarkable footage from Arnold and Richter’s early days and 
is well worth watching for that footage alone (see the full 
interview at: www.arri.com/100_years).
 Apparently the two young film enthusiasts made a short 
Western, Der Schwarze Jack, and when it was completed 
arranged a screening. The film attracted a big crowd, whom 
the pair filmed queuing to get in. By the time the screening 
had finished, Arnold and Richter had processed the footage 
and biked it back to the screening room so that the delighted 
crowd were able to watch themselves lining up on the street 
just an hour or so earlier. Quite amazing for 1917!

Listening to the end users
From the very beginning Arnold and Richter worked directly 
with filmmakers, using the insight they gained to help them 
develop equipment that would meet real on-set needs. This 
principle persists in the company today. With technology 
these days driven at breakneck speed by marketing hype, this 
philosophy of listening to what filmmakers want – rather than 
telling them – is more valuable than ever. Working closely with 
filmmakers and cinematographers is something the team at 
ARRI tries to do as a matter of course in order to improve their 
products in ways that will help end users. It is no surprise then 
that one of the ways chosen to mark the centenary is to bring 
out a limited-edition volume of interviews with film-makers 
entitled ‘The Filmmaker’s View: 100 Years of ARRI’.

Embracing the digital age
Today, ARRI is still headquartered at the same address on 
Türkenstrasse, although the premises have expanded to the 
size of an entire city block and now comprise just one of 
numerous facilities around the world. In a milestone in the 
company’s history and as a sign of its plans for the future, work 
has started on a brand new HQ building, due for completion 
at the end of 2018. This project, named ARRIAL, is centrally 
located, easily accessible and will offer 20,000 square metres 
of usable space, able to accommodate 600 employees from 
the company’s central functions teams as well as the Camera 
Systems and Medical business units.
 Although the long history of ARRI is a celluloid one in terms 
of numbers of years – and this is a wonderful legacy to look 
back on – for the last 10 years the focus has been digital and 
this has led to a massive expansion. The company is bigger 
than it ever has been, with more employees, more products 
and more international market share than ever before.
 Franz Kraus explains how one of the strengths of the 
company has always been its readiness to embrace new 
developments in the industry and run with them: “ARRI 
prides itself on being a long-term professional partner to the 
global film industry. We have never walked away, instead 
facing any difficult times by redoubling our efforts and 
increasing investment in R&D. The fact that we offer such 
varied products and services, covering all sides of the industry, 
gives us a unique perspective and allows each division to 
benefit from the expertise of all the others. For example, it 
was our work in digital post-production that helped us make 
such a successful transition from film to digital cameras.” 

One hundred years ago -– on 12 September 1917 to be 
precise – two teenagers, August Arnold and Robert 
Richter, rented a small former shoemaker’s store in 

Türkenstrasse, Munich, and set up shop as a film technology 
firm. The two young friends started with just one product: 
a copying machine they built on a lathe, which Richter had 
received as a Christmas present from his parents. Taking the 
first two letters of their surnames, they christened their new 
enterprise ARRI. 

Young outlook for a company with a long 
history
Despite its long history, the company still prides itself on 
retaining a similar youthful enthusiasm to that demonstrated 
by Arnold and Richter a century ago. Dr Jörg Pohlman, an 
Executive Board member at ARRI AG, notes: “I still find it 
amazing that this company was founded by two teenagers. 
They were so young that their parents had to sign the 
incorporation documents. First and foremost, they were 

film enthusiasts, driven by a love for visual storytelling and 
technology. If you walk around ARRI today, you’ll find that 
same enthusiasm and passion – it defines who we are and 
what we do.” 

ARRI’s Executive Board during their welcome speech at the 100 Years 
party: Dr Jörg Pohlman (left) and Franz Kraus (right)

August Arnold and Robert Richter, founders of the company  
in 1917

ARRI!Congratulations

The Filmmaker’s View: 
100 Years of ARRI
To mark the ARRI centenary, 100 famous film-makers 
describe their experiences with ARRI – a fascinating glimpse 
behind the scenes and an entertaining journey from the era 
of celluloid to the age of digital films.

Legendary cameras like the ARRIFLEX (Easy 
Rider) and the digital ARRI ALEXA (James 
Bond 007: Skyfall) have led to the company 
being awarded the Oscar for technical 
innovations on 19 occasions to date. And 
beyond the realm of Hollywood, ARRI 
cameras are also used for science and 
medicine. 

In this volume, directors, cameramen, 
lighting specialists, historians, producers 
and inventors from all over the world have 
a chance to speak. They sketch a multi-
faceted portrait and look into the future.

With introductions by Mark Hope-Jones and Jon Faver, this 
celebratory book will be released in September but can be 
preordered now: www.hirmerverlag.de/uk/titel-3-3/the_
filmmaker_s_view-1546/
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Visualisation of the new ARRI building currently under construction 
and due to be ready at the end of 2018
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Fact File
Arnold & Richter Cine Technik (ARRI) is a global 
company in the motion picture industry, employing 
around 1500 staff worldwide. The ARRI Group consists 
of five business units: Camera Systems, Lighting, 
Media, Rental and Medical. ARRI is a leading designer 
and manufacturer of camera and lighting systems 
for the film industry, with a worldwide distribution 
and service network. It is also an integrated media 
service provider in the fields of post-production and 
equipment rental, supplying camera, lighting and grip 
packages to professional productions. ARRI Medical 
focuses on the use of core imaging technologies for 
surgical applications. The Academy of Motion Picture 
Arts and Sciences has recognised ARRI’s engineers and 
their contributions to the industry with 19 Scientific 
and Technical Awards. 
For more information please visit www.arri.com

100-year Anniversary Limited 
Edition Collection
ARRI has also released a collection of limited edition merchandise to 
celebrate the 100 years that can be found at: www.arri-webshop.com

ARRI history in Zerb
Ten years ago, we looked at the history of the ARRI 
company when it celebrated 90 years in business. At 
that time the history was mainly one of celluloid and 
analogue cameras. How things have moved on in  
10 years! Read the Zerb article from 2007 by clicking 
on the cover for Issue 66 (Autumn 2007) here:  
www.gtc.org.uk/publications/zerb.aspx

What does the future hold?
Looking to the future in the recorded interview, Kraus ponders 
where advances in the industry will take technology next: “It 
is time to consider the whole technical process of filmmaking 
and then to rethink what the contribution of the camera 
capture system should be – and the whole system. Maybe 
not everything needs to be in camera; it could be distributed. 
We are living in a world with the ‘cloud’, whether you like it 
or not.” Then there is augmented reality and virtual reality – 
and the industry is just figuring out how the technology can 
help in this form of storytelling; for instance, Kraus suggests 
that virtual reality probably has a lot more to contribute in the 
documentary arena.
 Whatever the next developments may be, one thing is for 
sure: the quality and reliability for which ARRI is renowned 
will remain paramount. At every level of the industry the need 
for durable tools that are fit for purpose and deliver long-
term returns is as strong as ever. These days this means more 
than just build quality and durability; it means flexible system 
architecture for cameras and lights (essentially computers 
now). Software updates must respond to evolving needs and 
continually transform the functionality of the hardware – and 
this is something on which ARRI is continuing to focus. 
 Although ARRI’s actual anniversary is in September 2017 
(with IBC in Amsterdam the focus for major celebrations), 
the whole year has already seen several events, including 
two huge centennial parties enjoyed by partners, clients and 
worldwide employees at the Türkenstrasse base in July.
 As the celebratory year continues, the GTC says “Happy 
100th Birthday to ARRI”.
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The versatility of the SkyPanel family in combination with new fi rmware features and a wide range of accessories 
brings your artistic vision into focus. SkyPanel‘s LED technology pushes the boundaries of what is creatively 

possible and allows for new and fantastic applications. The immense control options built into every SkyPanel provides 
the tool set needed to save time on set and gives you the freedom required during the creative process.

Vision. Control. Freedom.

Pure Creativity.

S30-C S60-C S120-C

Explore the SkyPanel:
www.arri.com/skypanel 

Please join us at NAB in Las Vegas,
LVCC Central Hall - Booth #C7925 SOFT LIGHTING | REDEFINED
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Party hosts (from left): Markus Zeiler (ARRI Lighting), Henning 
Raedlein (ARRI Digital Workflow Solutions), Franz Kraus, Dr Jörg 
Pohlman (both Executive Board of ARRI), Angela Reedwisch, 
Josef Reidinger (both ARRI Media), Walter Trauninger (ARRI 
Cine Technik), Ute Baron (ARRI Rental), Markus Lampier (ARRI 
Lighting) and Thomas Loher (ARRI Rental)



GTC promotions

about on
No messing

the river!
It’s been several years since Zerb last turned its attention to one of the oldest events 
in the television sporting calendar, the Oxford v Cambridge Boat Race and, as is the 
way with these things, the technology involved in covering this quintessentially 
British event has moved on yet again. The battle on the Thames between the two 
university teams has been fought out live in front of millions of viewers since 1938. 
For the fourth year running, responsibility for televising the event for the BBC was 
in the hands of CTV Outside Broadcasts, supported by specialists ACS and Camera 
Corps, and IP experts Presteigne Charter. GTC member Tim Deacon updates us on 
what this complicated OB involved this year.

Freelance cameraman Richard 
North captures Cambridge 
preparing to enter the water
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Oxford v Cambridge Boat Race
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Since 1 May 2017, GTC members have been able to benefit from a new Public Liability 
Insurance facility supplied by GTC sponsors Performance Film and Media Insurance. 

This new facility, offering competitive rates, is provided by Performance Film & Media 
Insurance and underwritten by one of the UK’s largest insurers.

Find out more on the GTC website: www.gtc.org.uk/members-area/insurance.aspx

Zerb archive
The entire back catalogue of issues of Zerb 
is now online. GTC members can access 
all issues, including the most recent one, 
and also download material by entering 
the PageSuite-hosted archive via this page:  
www.gtc.org.uk/publications/gtc-
member-digital-editions.aspx

Non-members may view the archive apart 
from the latest issue but must apply for 
permission to download material. The archive 
can by accessed by non-members from: 
www.gtc.org.uk/publications/zerb.aspx

Subscriptions to Zerb as well as back issues 
can be purchased from the Zerb Shop:
www.gtc.org.uk/publications/the-zerb-
shop.aspx



  

It’s totally mindblowing 
the amount of complexity 
and skilled knowledge it 
takes to get this Outside 
Broadcast to work.

Boat Race random facts!
• 4.2 mile race
• Up to 270,000 spectators along the route
• 37 cameras, including specialist cameras and 

beauty shots
• 3 x ACS CineFlex stabilised systems: one on the 

helicopter, two on boats
• 2 x Camera Corps mini RF cameras, looking up 

from the coxes’ positions
• 2 x Camera Corps mini RF cameras with pan and 

tilt, rigged on masts on each team’s boat
• Handheld RF cameras at the start, on the water,  

at Hammersmith and at the finish  
• 1 x Steadicam
• 1 x Jib
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Top: The main technical chase boat heading towards the start, 
with freelance cameraman John Lord onboard
Bottom: Looking east from Chiswick Bridge, a large lens system 
captures the teams crossing the finish line, as well as punters at 
the Blue Anchor pub 

The lightweight chase boat Korat heading downstream to the start line – the low wash 
this boat creates is perfect for ACS and their stabilised HD CineFlex V14 rig sailing 
alongside the teams

CTV’S TSV11 tender, lined up in the Start OB compound
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CTV Outside Broadcasts Ltd - 3 The Merlin Centre, Lancaster Road, High Wycombe, HP12 3QL
Adam Berger: adam@ctvob.co.uk / Bill Morris: bill@ctvob.co.uk / hello@ctvob.co.uk / 020 8453 8989 / www.ctvob.co.uk

Photo credits: Boat Race: Duncan Grove/Alamy Stock Photo. Badminton Horse Trials: Sandra Mailer/REX/Shutterstock. NFL International Series: Action Plus Sports Images/Alamy Stock Photo
Golf Open Championship: DDP USA/REX/Shutterstock. BAFTA Awards: BAFTA/Richard KendalLondon Marathon: Ian Davidson/Alamy Stock Photo

Victoria’s Secret Fashion Show: WENN Ltd/Alamy Stock Photo. Cricket: Pakistan Tour of England: Matt West/BPI/REX/Shutterstock. Remembrance Service: Ray Tang/REX/Shutterstock 

Delivering Excellence…

A very complex live OB
The Boat Race continues to be one of the most complex and 
technically advanced broadcasts to take place each year in the 
UK. With a winding racecourse spanning 4 miles of the city’s 
waterways, the event crosses a mixture of land and water 
that is variously private, public, or run by council authorities 
and river agencies – representatives from all of which must be 
negotiated with and kept informed before a single camera 
can even be rigged. 
 The race is supervised by former BBC cameraman and 
GTC member Mike Graham, who along with CTV Head of 
Cameras Dave White, oversees some 28 camera operators 
and assistants spread along the river from Bishops Park 
in Putney to just before the finish at Mortlake Bridge. The 
final crossing of the line and celebratory presentations are 
supervised by Glen Woodcock and 12 further crew members.
 Since CTV took over the contract in 2014, BBC Sport 
director Pete Andrews has been continuously supplied with 
near perfect reception from all the cameras on the river. With 
intimate shots sent from the boats themselves, handheld 
cameras chasing from behind and an ACS CineFlex stabilised 
system side on to the teams, the BBC has really been able to 
show just how hard the teams must work if they are to secure 
victory in this historic race. Pete Andrews explains: “Due to 
the nature of the event there are many restrictions on the 
movement of boats on the river and we have to make sure 
we plan the position of all our filming vessels very carefully. 
This relies on the skills of our onboard camera crew, who 
work very closely with the boat drivers to make sure we get 
the best shots without compromising the race.”

The Mesh
To achieve such consistent coverage, CTV has worked closely 
with GTC sponsor Presteigne Charter, who have created and 
refined the ‘Mesh’. Along the route, receive sites fire HD 
pictures and communications from cameras on both the banks 
and boats across the internet, with each camera signal relayed 
via every receive point in the system. This allows the host OB 
in Putney to offer stable broadcast-quality images even when 
some data packets and signals are delayed or interrupted. This 
is a technical achievement not lost on Pete: “It totally amazes 

Presteigne Charter’s Mesh Hub receives camera feeds from 
the length of the race course, set up a week before inside a 
boathouse
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Camera Corps supply a specialist camera mounted on a mast to look down the length 
of each team boat, plus a camera looking up from the cox’s position
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This year we made a conscious 
decision to change the coverage 
of the race by sending the 
helicopter out ahead of the boats 
and filming backwards instead of 
following them... this change really 
enhanced the coverage as the 
angle looking back down the river 
improved the sense of scale.

Top: Camera supervisor Mike Graham takes to the skies in an  
AA Access Hoist, filming the start with a CTV-supplied Canon  
86:1 lens
Right: Camera supervisor Mike Graham adjusts his camera hoist
Bottom: AA Access Bronto S70XDT 70-metre hoist positioned on 
Putney Embankment to cover the start

TI
M

 D
EA

CO
N

TI
M

 D
EA

CO
N

Fact File
GTC member Tim Deacon is 
a Staff Camera Operator for 
CTV Outside Broadcasts.

With thanks to: 

Pete Andrews, BBC Sport  
Angela Gibbons, CTV Commercial Manager

Get in touch: hello@ctvob.co.uk; 0207 453 8989

 Over the course of two days ahead of the race, camera 
assistants from CTV test fibres and pre-build the larger 
and more inaccessible camera rigs. The setup at the start 
stretches east, over Putney Bridge and into Bishop’s Park on 
the northern bank, and west as far as the first mile marker. It’s 
rare for even the biggest of jobs to require a 20-minute drive 
just to get from one end of the site to the other!
 This year was dramatic in so many ways, not least the 
discovery of a WWII incendiary the night before the race, 
plus a disastrous start by the Oxford crew in the women’s 
race, which pretty much decided the outcome of the race 
from the off. But neither this, nor the ominous weather, 
could prevent Oxford and Cambridge putting on a great 
afternoon’s entertainment for the thousands of Londoners 
who turned out. The races have become a highlight of the 
year for everyone involved – just don’t forget your wellies!

SPECIALIST CAMERA SYSTEMS 
FOR DAILY OR EVENT BASED 
HIRE ACROSS ALL GENRES

cameracorps.co.uk

ask@cameracorps.co.uk

01932-336052

• Clarity Camera

• HD • 4K • Q-Ball  • IP 

• Miniature Hi-Motion Cameras 

• Track Systems 

• Robotic Heads

• Underwater Camera 
 Systems 

• Custom-Made Products 

• Mounts and 
 Control Systems

Capture winning shots from unique and 
challenging environments with cutting-edge 

broadcast technology.

01706 231942
aaaccess.co.uk

All in the planning
As with most major television events, planning for race day 
began many months in advance. For the camera department, 
this meant a site survey on a cold January morning with 
the production team, and two days preparing most of the  
37 cameras at the High Wycombe base. The main broadcast 
compound is hosted along the southern bank of the Thames 
at Putney, with trucks for the main OB coverage, world feed, 
commentary, cabling and technical tender, not to mention 
two 70-metre Bronto hoists from AA Access for RF links and 
Mike Graham’s camera platform. 

me that we can send so much high definition 
data down the river. It’s totally mindblowing the 
amount of complexity and skilled knowledge 
it takes to get this Outside Broadcast to work. 
Even in 2016 when the racing and filming 
boats were nearly sinking, the signal still got 
through and that is an incredible technological 
achievement. We do the easy bit by just turning 
up and pressing the buttons!”

Viewed from above
To tell the story of the race there is one angle 
that really is crucial. Camera 1 on the Boat Race 
is the helicopter, for which CTV relies on group 
partner GTC sponsor ACS. In previous years, the 
aircraft had provided a chase angle from behind, 
but recently the BBC decided to try something 
new. “This year we made a conscious decision 
to change the coverage of the race by sending 
the helicopter out ahead of the boats and 
filming backwards instead of following them 
as we had done before. We found this change 
really enhanced the coverage as the angle 
looking back down the river improved the sense 
of scale and provided beautiful views. We gave 
the helicopter scope to be more dynamic and 
the camera crew up in the helicopter got some 
excellent shots in the sunshine.”
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The Grand Tours of Scotland (GTOS) programmes (now 
extending to seven series, including the programmes 
specifically about the island regions) made by Scottish 

independent Timeline Films and shown on the BBC, have 
been extremely successful, selling worldwide and proving 
particularly popular in Australia and New Zealand. I have been 
very fortunate through working on these shows to travel to 
many incredible, remote areas of the country, something that 
just would not be feasible without a good excuse and a great 
deal of planning. 
 To me, the most important aspect of these shows is the 
emphasis on high production values across all areas, beginning  
with meticulous research and great presenting, and extending 
right through the sound, pictures and editing. The crew is 
small, comprising presenter Paul Murton, producer Arlene 
Jeffrey, director Kathryn Ross, Richard Paterson on sound and 
me. Whilst we have to shoot quickly and be mobile, it’s been 
very important always to maintain a consistently high level 

of image quality, whatever the story or location, and to take 
every opportunity to show Scotland as the visually spectacular 
place it is. 
 The weather is a big factor as it changes so quickly. 
However, this can be a good thing, making the landscape 
come alive, especially when the wind is strong or squalls of rain  
are passing through; scudding clouds are great for timelapses 
and shadows racing across the heather always look dramatic.
 This is a very fast-moving programme for a cameraman, 
allowing little time to fiddle with kit. We are regularly out 
for the whole day and far away from the van, so we need  
a very good idea what footage is required from the  
schedule in order to have the necessary equipment available. 
A typical day might, say, start on a fishing boat; next we 
could be off to some old ruins on a remote estate (getting 
either sunburnt or attacked by midges); and it might end 
with an interview in the evening with a Harris tweed weaver 
or historian.

Filming on water and 
keeping dry
Being an island-based series, boats play 
a large part in the shows, and we have 
been out on everything from Pelagic 
trawlers to small creel boats, cobles 
and kayaks. I really enjoy working on 
boats – but they do present issues from 
a camera point of view, with sea spray 
probably the biggest pain; some boats 
can be unbelievably wet, even in the 
mildest of conditions. Bouncing about on 
the sea with salt spray, plus high winds 
for good measure, can get challenging. 
Attempting to change lenses is hopeless 
in these conditions, so the best camera I 
have found for this by far is the Panasonic 
HPX3100 with two B4-mount Canon 
zoom lenses. At sea, zooms allow so 
much more flexibility. 
 I have tried various gimbals but 
find they actually dial out too much 
movement, meaning you dilute the very 
atmosphere of being on a boat you are 
trying to portray. Also, they are hopeless 
in the wet and it’s very difficult trying to 
jump around on a deck with a gimbal. 
Operating when everything is moving 
about can be difficult enough without 
adding the complexity of a gimbal. 
   What has made my job a lot easier 
is plenty of previous experience of 
working offshore. This has given me 
the knowledge and confidence to ask 
the skipper to make a manoeuvre or 
head in a direction that will make things 
more manageable or, indeed, possible. 
This is often mainly in order to ensure 

the presenter Paul looks good – having him soaked doesn’t 
normally work and, on a practical note, his jacket will probably 
be in shot later in the day, so you don’t want white salt-drying 
marks giving continuity problems.
  I have built and modified various rain deflectors, which are 
invaluable for keeping the lens clear. Spray from the boat’s 
wash and rain just disappear, leaving a nice clear shot. By the 
way, this is another reason why gimbals can be limiting: fitting 
rain deflectors becomes problematic as they are quite big and 
need their own power supply. Unfortunately, the deflectors 
drive poor Richard, the soundman, up the wall because they 
are very noisy, but if he needs sync sound I will try to shoot 
with my back to the wind and keep the lens dry that way, or 
work on a long lens, or – if all else fails – get the helmsman 
to turn up the engine revs! I have also made my own rain 
covers as I haven’t found much available commercially that 
is suitable for shoots such as these. If the conditions get very 
bad, the Sony a7s mkII in an Ikelite underwater housing or 
Canon C300 in an EWA bag come out, but these can be slow 
and cumbersome to use. 
 Once in an occasional while, the sea is just flat calm and 
sunny, and then the whole experience changes, becoming 
as beautiful as the Caribbean. However, even then, Paul’s 
catchphrase is: “It’s going to rain”; after all, it’s Scotland, so if 
it’s sunny now, it’s probably going to rain soon! 

Multi GTC award-winning lighting cameraman Richard Cook on filming Grand 
Tours of the Scottish Isles, the popular BBC series that looks at island life today, 
exploring connections with the past and showcasing the spectacular scenery to 
be enjoyed in some of the most remote and unspoilt areas of the British Isles.

Equipment choices
I do really like all the S35 cameras (Sony F55, Canon C300 
mkII etc.) and the look they give you, but for fast action 
requiring a long zoom, I find they just don’t work as well as 
a 2/3” chip camera. 
 Finding the optimum lens can be tricky. The Canon CN7x17 
KAS S E1/P1 is great for many situations but often not quite 
wide or long enough for GTOS. The HJ11 x 4.7 with HD35 

  
A typical day might, say, start on a fishing 
boat; next we could be off to some old ruins 
on a remote estate (getting either sunburnt 
or attacked by midges); and it might end  
with an interview in the evening with a 
Harris tweed weaver or historian.

The spectacular Suilven Summit in Sutherland

Dawn in Glencoe (it was about 4am)

Rannoch 
Moor - with 
the Panasonic 
HPX3100 and 
HJ11 lens

Scotland
A grand job in

With thanks to Paul Murton for the photographs
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adapter, however, has no size or weight advantage and is 
generally a bit soft at the wide end… so a compromise has to 
be made. To solve the problem, I have started carrying both 
systems in order to achieve the camera/lens combination that 
works best for each individual subject. A nice set-up piece 
will always look great with primes, especially on the C300, 
and we’ve even sometimes drafted in a RED EPIC Dragon for 
slow-motion or title shoots. 
 Hill walking plays a big part in the programmes and 
can present quite a challenge kit-wise, with weight versus 
speed always a consideration. Requirements can change 
frequently, even hill by hill, especially when the weather is 
wild or changeable. Again, the 2/3” cameras often present 
a good solution, being not too heavy, quick to work with 
and offering a large zoom range, therefore cutting down the 
need to change lenses in the rain. 
 The Canon C300 can be good for this sort of work too, but 
the kit can start to get heavy if you use a Zacuto Graticle and, 
say, Canon CN-E 15.5–47 and 30–105 lenses. You still need 
the longer lenses as well, so the weight starts to mount up. 
For big walks, we tend to take EF stills lenses as they are much 
lighter, but the downside of this is that they need constantly 
to be swapped on and off camera. Also, a rain deflector may 
be needed, plus matte box and filters – so then the kit starts 
to get very heavy and bulky. I love working with long lenses 
and they are great for Scotland’s landscapes, with the Canon 
EF 500mm f4/L II ideal in some locations. 
 One particularly good thing about the little C300 is that the 
wind has less of a battering effect. My favourite tripod is the 
Ronford heavy legs with 2015 head, which is great when the 
wind is high or gusting, but this is not a viable option when 
hiking up a hill, or to somewhere inaccessible, so the carbon 
fibre Sachtler Video 20 becomes the go-to mount for the vast 
majority of the shoot.

Working indoors
For interiors, I try to use the C300 with Canon cine primes 
or the fantastic 15.5–47 and 30–105 zooms, which give a 
great look. For lighting, HMI and 24v tungsten Dedo kits are 
first class for controlled light and, along with a few Kino Flos 
and Fellini/TecPro panels, I can cover most situations. All the 

interviews are shot three times: non-sync wide, interviewee 
and Paul’s reverses. We have found this to be much better 
than trying to rush the process. It allows people to settle into 
the conversation and they often relax a little on the second 
run-through and say things a bit differently. It’s also great 
for me as I can light each person properly and don’t have to 
compromise the shots to accommodate the second camera. It 
actually doesn’t take that much longer and you get so much 
more out of the interview. It makes editor Bill Gill a happy 
chap too!

Incorporating drones
Drones have brought a real boost to the production values. 
I remember the first year we took one with us; I think it only 
flew once in six weeks because it was constantly windy and 
wet, and the drone was an early underpowered model. But 
in the last few years, the new generation of DJI Inspire drones 
has been a real game-changer. I use both the Inspire Pro and 
the new Inspire 2. These are light enough to carry to most 
locations and the battery life on the Inspire 2 with X5 camera 
has made life much easier setting up and rehearsing moves. 
Occasionally the Phantom 4, which is a very capable little 

Kit list
Panasonic HPX3100 camera
Canon HJ11 x 4.7 and HJ22 x 7.6 lenses
Canon C300 camera
Canon Cine primes: 14, 21, 35, 50, 85, 135mm
Canon CN zooms 15.5–47 and 30–105
Various Canon EF zooms inc. 300mm 105 macro etc.
Satchler Video 20 carbon tripod / Baby legs / Hi Hat
Ronford 2015 head and heavy legs
Litepanel and Fellini LCD lights
Dedo kits: HMI and tungsten
Sony a7s mkII camera
Underwater housing for a7s mkII
GoPros
Inspire 2 drone
PAGlink batteries
Camtram dolly

  
Presenter Paul’s catchphrase is: 
‘It’s going to rain’; after all, it’s 
Scotland, so if it’s sunny now, it’s 
probably going to rain soon!

  
My favourite tripod is the Ronford heavy 
legs with 2015 head, which is great when 
the wind is high or gusting, but this is 
not a viable option when hiking up a hill, 
or to somewhere inaccessible, so the 
carbon fibre Sachtler Video 20 becomes 
the go-to mount for the vast majority of 
the shoot.

USE TLS CUSTOMER CODE 14140 TO REGISTER FOR

A FREE 5 DAY EXHIBITION PASS, BY VISITING

WWW.TRUELENS.CO.UK/IBC-2017

TRUE LENS SERVICES
EXHIBITING AT IBC 

14TH - 19TH SEPTEMBER 2017 AT RAI AMSTERDAM 

COME SEE US AT STAND 12.G61

L E N S E S  •  S E R V I C I N G  •  E N G I N E E R I N G  •  M A T T E B O X E S
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Inspire 1 drone in action over the Isle of Scalpay

Sunset on Creise summit overlooking Rannoch Moor

The light in Scotland changes very quickly so you have to work fast
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Fact File
See more about Timeline at: www.timelinefilms.co.uk
and about the shoot at: www.bbc.co.uk/programmes/ 
articles/3tYbk4GYmKYlspyDF1c44cj/5-things-every-
drone-pilot-on-scotland-s-islands-needs-to-think-
about-before-take-off

See more about GTC member Richard Cook’s work at: 
www.cameramanscotland.com

Contact Richard: 07787 518662

  
Anyone who’s had the pleasure 
of filming in Scotland during the 
summer months will be only too 
aware of the annoyance midges 
can present!

drone for the money, is carried up a hill for a few shots – 
and the new Pro version is even better. I’ve done a great deal 
of aerial work in the past and, before the advent of drones,  
I often envisaged and longed to do shots looking down on 
various landscapes, but the budget or time wouldn’t allow.
 This programme has taken us all over the Western Isles,  
as well as to the Shetland Isles, Orkney, Fair Isle and Foula.  
We waited ages to get out to North Rona (way out in the 
Atlantic, north of the Western Isles) for one of the more 
memorable shoots. This took literally years to achieve as 
every time Paul tried to set it up it was called off due to poor 
weather. Finally, in 2016, we managed it. During the very 
rough crossing, Paul and I witnessed our first literally green 
seasick passengers – people actually do go green in these 
circumstances, poor things! 
 What a very wild location – we had to offload against a 
rock wall, unload the gear and then hare across to our filming 
location at the other end of the island to quickly film everything 
required before the boat headed back home. It was all a bit 
frantic but we were blessed with glorious sunshine while we 
were on the little island, which is so isolated it actually feels a 
bit like being on a ship way out to sea.

Natural predators
These shoots are not without their fauna-borne challenges 
as well. Ticks have become quite a problem, especially in the 
last couple of years due to the warming climate. A few warm, 
wet winters in succession have meant these little parasites 
have grown in number and I caught Lyme disease after being 
bitten by a number of ticks while working in Sutherland. It 
wasn’t until a few weeks later I noticed a big red bullseye 
mark on my leg while on holiday in Spain. The local doctor 
had never seen this condition before, so I was asked to go for 
a coffee while he got a group of his medical students together 
to allow them to take a look. Fortunately it had been caught 
early enough to escape the more serious possible effects. And 
anyone who’s had the pleasure of filming in Scotland during 

Home-made midge suit! Looking south to Jura from the Ross of Mull

the summer months will be only too aware of the annoyance 
midges can present!
 It’s not just attacks on people that present a challenge 
either. Filming off the coast of Shetland with the drone, within 
minutes of it becoming airborne, the little aircraft was mobbed 
by Arctic skuas (known by many as Bonxies) – notoriously 
aggressive birds. This was something I hadn’t anticipated at 
all and meant a scary few moments. Fortunately they were 
just curious, so the drone survived to fly another day but It’s 
probably only a matter of time before a bird decides to take it 
down!
 Challenges aside, this show covers everything from 
gorgeous spectacular landscapes, fascinating interviews, 
boats, aircraft and drones, hill walking and caving, to 
factories, vehicles and travel. It’s a fabulous mix and great fun 
– I love it!

A NEW standard
in neutral-density fi lters for cinematography
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I recently got the opportunity to test 
the new LEE ProGlass Cine IRND’s. 
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Tales from 
an embedded 
mutineer

F ilming on the Bounty’s End for Windfall Films last 
year turned out to be about as challenging as it can 
get! The niche I seem to have carved out for myself 

over the years is characterised by filming in conditions that 
prove to be testing either operationally for the kit or physically 
for myself – and often both. The irony is that whenever I’ve 
found myself in the harshest of filming conditions (a situation 
that really gets the pulse racing and is the most demanding), 
it often seems to generate the best footage to work with – 
that is, assuming you manage to get it all back to the edit in 
one piece, of course.
 Filming this kind of programme is something I had always 
wanted to do, even before starting my professional career. 
So, back in 2001, I was really happy to be asked to work on 
the BBC show Hunting Chris Ryan as a minicam operator/
assistant. The challenge and variety of filming for that series 

at –40ºC in the Siberian tundra, in the dense rainforests of 
Honduras and in the heat of the beautiful Botswanan bush 
ignited a passion to do more and more of the same. Luckily, 
having that show on my CV seemed to give it enough 
credibility to then push further into that genre of work. 
Since then I’ve filmed lions attacking wildebeest for National 
Geographic; been to a shed in the middle of nowhere in Texas 
to film the Grand Wizard of the Ku Klux Klan for Ross Kemp: 
Extreme Worlds; met the Camorra Mafia in Naples; been third 
through the door filming with Russian, Polish and Romanian 
special forces capturing murderers and drug dealers from 
their beds for Discovery; and been stranded on a desert island 
for a month for the first series of The Island with Bear Grylls. 
I’ve also filmed more than 60 other episodes with Bear in the 
past 10 years, which I have to say has been a total honour, 
not to mention a great deal of fun! 
 When I think back and list all these things, I realise just how 
lucky I am to have had the opportunity to document so much 
crazy stuff. But exciting as it has all been, I have to say that the 
most challenging to date has been Channel Four’s Mutiny, 
which aired in March this year. 
 I’d had a taste of working in an embedded camera 
situation on the first series of The Island. When I finished 
on that I never dreamt I’d get another opportunity to do 
something similar – which at the time felt sad as it was 
such an incredible way to film something. As an embed, 
you have complete editorial and creative control over what 
and how everything is covered. It’s a position you can really 
make your own and develop, and it’s a very different way 
of working to normal because you don’t get to sit down 
in the evening and look back at what you’ve shot; you just 
have to be confident that what you’re doing is technically 
fine and the content will be rich enough to tell the story 
unfolding in front of you. It comes with a lot of responsibility 
and, personally, I strive to make sure that what I supply is 
always as objective as I can possibly make it, without being 
tainted by my own personal opinion or take on the situation. 
To me, this is incredibly important in any documentary,  
but even more so in an embed situation. The edit really does 
start on the shoot with your decisions around what to film –  
or not. 

A crazy challenge
When I first spoke to Ian Duncan and David Dugan at Windfall 
Films back in October 2015, I couldn’t believe what they 
were setting out to achieve. I knew the story of the Mutiny 
on the Bounty: my dad used to tell me about it as a kid and 
I loved the Mel Gibson/Anthony Hopkins film. The thought 
of undertaking this journey really got me excited but, if I’m 
honest, having had the chat with them, I genuinely didn’t 
think it would ever come off. I knew how tricky it would be 
to get permissions, visas, insurances, safety teams, support 
vessels in place – an endless list of incredibly difficult and 
involved processes that would add up to this just not being 
feasible. But to my surprise they pulled it off – nine of us 
would set sail to attempt to achieve the same remarkable feat 
that Bligh and his crew of 19 men had pulled off in 1789.
 It was absolutely horrendous. Anybody who says it wasn’t 
is a better man than me! I really, really struggled – mostly 
internally but also with the brutal conditions and just being 
wet for such prolonged periods of time (or at other times 
too hot). All the elements we were exposed to are fine for a 
day, when you know you’re going to get yourself warm and 
dry at the end of that day – then you can go again. I’ve been 

  
As an embed, you have complete 
editorial and creative control 
over what and how everything is 
covered. It’s a position you can really 
make your own and develop, and 
it’s a very different way of working 
because you don’t get to sit down 
and look back at what you’ve shot. 

through that many times on other shoots, but this was such 
a prolonged experience of falling asleep soaking wet, waking 
up soaking wet, falling asleep boiling hot, waking up boiling 
hot. There was no respite. It ground you down day by day.

Onboard camera rig and barrel drops
The 23-foot boat was rigged before we set off by microwave 
link/minicam technician Steve Selfe with four waterproof Sony 
HD bullet cameras running back to an Odyssey four-channel 
video recorder, which was kept under the seat in the bow. 

Top: A very welcome and much needed day of clear skies and 
medium winds
Bottom: Ten days into our journey, ours hands were starting to 
rot, with ’trench hand’ setting in

Sometimes the swell was as much as 9 metres

The Channel 4 series Mutiny saw nine men relive the extraordinary voyage of Captain 
Bligh and his crew after the Mutiny on the Bounty in 1789. GTC member Dan Etheridge 
sailed and lived as part of the crew throughout the entire 4,000-mile voyage in the little 
23-foot wooden boat, captained by former Special Boat Service officer Ant Middleton.  
To maintain the reality of the programme, filming had to be as unobtrusive as possible 
at all times and there was no chance for Dan to review rushes as he went.
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 Along with the Odyssey system, in the drop we would 
swap out the ever-recording Zaxcom microphone recorder 
kits, three Canon XF205s, which came with two cards and 
two spare batteries, four GoPro Sessions with mounts and 
32GB cards, and a lens cleaning kit. One of the three Canon 
205s came in an EWA marine underwater housing, which 
John Livesey, the very skilled DoP and drone pilot aboard 
the support vessel, would purge with nitrogen to stop the 
dreaded fogging when the rains came – which they did for 
days on end, something I could never really have prepared 
myself for. 
 Swapping all this equipment out, as well as filming with it 
in huge swells up to 9 metres high in the dark and torrential 
rain, all happened within the first 48 hours of our being 
onboard the boat and I really couldn’t see how we were going 
to be able to sustain this for the duration. However, it’s a 
great trait of being human that we can adjust to pretty much 
any circumstance once we’re over the initial hump. There are 
people in the world who live in horrific conditions for large 
parts of their lives – so, staying mindful that something like 
this is, in relative terms, absolutely doable, if a little testing at 
times, does tend to help. That said, I think if you’d put a warm 
bed and cold beer in front of me, I would have broken and 
I’d be lying if I said I didn’t dream of those creature comforts 
from time to time.
 One of the hardest technical challenges was the heat. 
There was a little thermometer below deck and one day it 
showed 62ºC. It was hot enough to drive us all a bit crazy 
and rendered even our tough cameras totally unusable. We 
had to wait until night or the next day for the cameras to cool 
down. I don’t think I’ve ever had that happen before.
 For the main actuality we chose the XF205s because of 
their size, the fact you get broadcast-safe 50MB/s and 
timecode in and out, all in a very compact camera, plus they 

Fact File
DoP Dan Etheridge works across a 
broad range of genres, including 
everything from drama and 
documentaries to commercials.
See more about Dan’s work at:  
www.dannyetheridge.com

In-car, remote, helmet & covert cameras

HD & 4Kminicams • Miniature track systems

Wet hire • Dry hire • Competitive prices
dangreenwayltd.co.uk
+44 (0)20 856 00 856

fit into the EWA marine bag, which in turn fitted into the 
barrels. If the weather permitted, I’d request a Sony FS5 with 
35mm Zeiss macro prime and Canon 24–70mm f2.8 for 
detail shots, GVs and slow-mo up to 200fps (any more and 
the noise would compromise the quality) aboard the boat. 
Ropes dangling, sails filling with wind, using the sextant etc. 
– you can really see when footage from this camera is used, 
it’s so sharp and punchy with 10-bit colour and 14 stops 
of dynamic range. It also sat really well with the Panasonic 
GH4 footage from the drone John used. On land, I had a 
Sony PMW-F500. For image quality this wouldn’t be my 
first choice as it suffers from only having 11 stops latitude, 
but I really needed the range of the Canon HJ21x7.5 to 
be sure of never missing any action that was happening 
too far away from me to be able to get to it quickly.  
It also meant I could observe the guys from a distance without 
being too ‘in their faces’ and capture much more natural 
sequences. Plus, as long as you’re always wide open and use 
the macro as much as possible, you can get the camera to 
perform pretty well. Also, very importantly (touch wood!), 
I’ve never had one go down on me yet.

Out of contact 
Probably the toughest thing of the whole experience was 
being away from my family. I have two kids and a partner 
at home, and I’m used to being away from them for long 

periods of time. I generally spend about seven months of 
the year abroad on jobs, but I see them every day when I’m 
home. However, usually when I’m away it’s easy to keep in 
contact via satellite phone and Skype or WhatsApp. But on 
Mutiny? No chance. All they had was the ability to search for 
the support boat’s GPS! 
 My time on the Bounty’s End was characterised by being wild, 
exciting and beautiful in the extreme – while also frustrating 
and dangerous. I’m not sure I would do it again – but on 
the other hand I wouldn’t swap having done it for anything!  
I just hope we did the whole crazy, 
impossibly ambitious experiment 
justice. If not, it certainly wasn’t for 
the want of trying.

One small Pelican case containing the Odyssey and another 
housing four V-lock batteries to run the system had to be 
changed twice a day by barrel drop from the main vessel. We 
also had two microphones built into the sides of the boat, 
the feeds from which were transmitted along with a video 
feed to the support vessel by microwave video link, meaning 
the production team could watch and log what was happing 
in real time, whilst staying between one to three nautical 
miles away so that we really would maintain the feeling of 
isolation, which was essential for the integrity of the show. 
Captain Ant continually drilled it into us that there wasn’t 
a support boat at all – and during the storms they wouldn’t 
have been able to get close anyway.
 The barrel drop was an integral part of the production 
process. Each of us on the Bounty’s End had a role to play 
whenever we changed over the batteries and cards for 
the cameras. Freddy would hook the line attached to the 
barrels, Ant would drag the barrels into the boat by hand, 
Luke and Sam would receive all the new equipment, Conrad 
would helm, Rish would gather the loose rope and I would 
take the lids off and replace all the new equipment with 
the old so that what we’d shot could be dragged back and 
downloaded on the support vessel. It took us about four 
days to fully master this routine in order to execute it safely 
and quickly. Crucially, Ant organised us in military fashion 
to carry it off successfully. In the photo of us below, we’re 
not dragging in a huge fish but the barrels containing all  
the equipment.

Top: Working together to pull in the barrels containing the filming 
equipment
Bottom: Our efforts were rewarded with the most beautiful sun-
sets I’ve ever seen

Top: Me looking skinny and carving a new cup
Bottom: 30 days down, little did we know there would be another 
30 to go!

Ant making an adjustment to the sail, working round the drying 
clothes

Before and after shots showing pretty dramatic weight loss!
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MANTIS freestlye filming cheetah in Namibia
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From tree surgeon to wildlife cameraman
Rob Drewett’s journey into the world of camera movement 
innovation began 15 years ago through his passion for wildlife 
filming and photography, and a desire to work on classic BBC 
natural history series such as Blue Planet and Planet Earth.
 Rob initially worked as a tree surgeon until, capitalising 
on his hobbies of travel and scuba-diving, he gradually 
began to pick up work as an underwater cameraman, as 
well as making his own documentaries. With no academic 
qualifications in zoology or biology, but plenty of freelance 
wildlife filming experience and a great deal of tenacity, Rob 

managed to secure a BBC NHU bursary, his golden ticket to 
working on the major David Attenborough shows.
 Rob then honed his craft working with the best on an array 
of BBC wildlife shows, filming capuchin monkeys for Planet 
Primate, tiger sharks and albatrosses for Life Story, chipmunks 
for Hidden Kingdoms and locusts for Planet Earth II.
 The BBC bursary also exposed Rob to the world of camera 
movement technology and he was soon enthusiastically 
embracing any work involving stabilisation, gimbals, 
steadicam, time-slice, and so on. Admitting that he is not 
someone with the patience to sit in a hide for days, his time 

Through their company Motion Impossible, wildlife cameraman Rob Drewett and 
radio control enthusiast and design engineer Andy Nancollis are developing new 
and innovative ways to move cameras for film, television and virtual reality (VR). 
The company has already developed the MANTIS, a unique remote stabilised dolly 
system with no need for tracks, which can work in all sorts of difficult filming 
situations, in particular for wildlife and VR work. Also recently announced is the 
AGITO, which allows recordable moves. The arrival of the AGITO was immediately 
lauded with a Technical Award at this year’s Cine Gear. Zerb guest editor  
Hazel Palmer talked to Rob about the exciting journey of this young company  
which is making tracks in the camera stabilisation market.

of the Monsoon. Rob explains: “When I was an underwater 
cameraman I just loved the freedom of being able to move 
the camera wherever I wanted to – but I ended up having bad 
ears and couldn’t dive any more, so I really wanted to bring 
that fluid motion to filming on land.”

 Having found his specialism of choice, Rob became 
freelance and set himself up as ‘the MoVI man’. He would use 
it on sliders and zip lines and any way he could 
to get that stabilised camera head movement. 
With a view to using MoVI remotely on the 
ground, Rob began to look into a way of 
mounting the rig on a radio-controlled (RC) 
car. Freefly had already developed the TERO, 
but this couldn’t cope with off-road. The guys 
at Freefly advised Rob that, for what he wanted, 
he’d have to work out another way – and this was 
the impetus for him to do exactly that and make 
his own.

Motion Impossible is formed
Looking for an RC car specialist he came across 
Andy Nancollis, the chairman of a local RC club. 
Andy also just happened to work as a product 
design engineer and when Rob described what 
he wanted, Andy was more than happy to 
join him on what sounded like a dream job. 
The two of them are now business partners 
running Motion Impossible.
 With Rob’s moving camera experience and 
Andy’s grasp of technology and mechanics as 
well as CAD drawing skills, the pair came up 
with a prototype within a month and took 
it to the Wildscreen Film Festival. This first 
model was a stripped-down four-wheel 
drive vehicle from the hobby 
world. They pared this right 
back to the chassis and 
transmission, changed all 
the suspension to make 
it more stable and better 
suited to carrying weight, 
and then rebuilt it with their own 
parts. They also made a short video using 

When I was an underwater 
cameraman I just loved the 
freedom of being able to move the 
camera wherever I wanted to – but 
I ended up having bad ears and 
couldn’t dive any more, so I really 
wanted to bring that fluid motion 
to filming on land.

Making 
impossibly 
smooth 
motion a 
reality

was instead spent pushing innovation in 
camera movement, working out how to 
set up sliders, ropes and pulleys, to move 
the camera through a scene, and he notes:  
“I like it when people go: ‘How the hell did 
you do that?’”
 One of his first proper credits was for a 
sequence showing a rock python giving 
birth. As this all happens underground, Rob 
built a set at a snake sanctuary in Uganda 
and lit it to match the location footage. 
Using a motorised slider and a miniature 
camera on an arm, he managed to film  
the pythons coming down through the 
middle of a log with the camera right in 
front of them.

Moving to specialise in 
stabilisation
When technology progressed still further 
with motors and stabilisers, Rob was first on 
the scene. Freefly brought their first MoVI 
prototypes to the BBC and Rob quickly took 
to the rig, using it to capture an array of 
amazing sequences for the series Wonders 

MANTIS filming in 
the Nambia desert

MANTIS 360º kit  
with Nokia OZO

Motion Impossible Motion Impossible



Fact File
See more about the Motion Impossible range of products:  
www.motion-impossible.com/products

See more about Rob Drewett’s camerawork:  
www.robthecameraman.co.uk

Check out Motion impossible at IBC Hall 10 Stand C49

Everything we’re doing right now 
is about noise reduction because 
the biggest thing as regards 
motion sickness with VR is the 
noise syncing to your eyes. It’s 
crucial to capture the sound you 
can hear while you’re moving 
through space.

MANTIS 360º in Uganda with Google Jump

O2 VR shoot with England rugby team
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Motion Impossible Motion Impossible

the vehicle to film a peregrine falcon with a lure attached to 
the camera. People loved the idea and were soon asking to 
buy it.
 That sent Rob and Andy into working out production and 
manufacture of their own product from scratch, adapting and 
adding articulation to get the camera higher off the ground. 
Later that year, armed with their new MANTIS, they broke 
into IBC and drove it around the show to get attention. After 
being kicked out by security they were invited back in because 
several companies had immediately spotted the potential for 
filming VR. As such, they became the first ever to move VR 
cameras, something previously considered impossible due to 
the motion sickness it could cause. Rob comments: “If you 
go straight, and very steady, and it’s stable, and the sound for 
your ears is synced to what your eyes are seeing, it doesn’t 
make you feel sick; that’s the key.” As the fixed position of 
this early design caused some vibration, Rob and Andy then 
designed the V-CON, a low-level vertical axis stabiliser, and 
V-CON XL for high-level stabilisation, both of which fit neatly 
onto the MANTIS.
 It took a long time for people to stop thinking the MANTIS 
was just an RC car, but Rob recalls: “We never lied – we 
never said we made it from the ground up, but now we  
have, so that’s pretty nice for us – the latest product is  
completely ours.” 

Made in Britain (mostly)
Rob and Andy pay a lot of attention to detail and quality 
in their production. They use a combination of aluminium 

and carbon fibre for robustness and weight reduction, and 
although some of the components come from specialist 
suppliers around the world, the products are very much 
British-made, with everything manufactured and distributed 
from their unit near Bristol. 
 The vehicles are all four-wheel drive and designed to 
minimise noise. “It’s all about quietness. Some noise is 
unavoidable, but we’re working on this. Everything we’re 
doing right now is about noise reduction because the biggest 
thing as regards motion sickness with VR is the noise syncing 
to your eyes. It’s crucial to capture the sound you can hear 
while you’re moving through space.”
 Motion Impossible announced the MANTIS officially at NAB 
last year and it’s been selling really well worldwide, proving 
to be an essential tool for filming VR and 360 video, not to 
mention its wildlife applications. What started with just Rob 
and Andy in a shed now has a team of 15 people with new 
products coming out and another office in Bristol Robotics 
Lab where all their R&D is done.
 With virtual reality, augmented reality and mixed reality 
already very much here, and ‘volumetric capture’ coming 
to VR in the future, there is strong demand for a remote 
dolly system that reduces the amount of people, track and 
everything else around it that make production and post-
production so lengthy. Motion Impossible has designed 
a gyro-stabilised system, which sits below the 360 camera 
and fits within the footprint of the vehicle (see more detail at 
www.motion-impossible.com/products).
 And, although the MANTIS has already found a niche in 
the VR market, Rob and Andy have also been keen to develop 
models suitable for broadcast. The latest, AGITO, is a remote 
dolly system that can do recordable moves on the ground 
and has interchangeable wheels for use either on track or off-
road with all the stabilisation you need. The AGITO will offer 
even more options than the MANTIS, including the ‘MASTER’ 
controller which adds a more robust radio link with the 
option to work with licence band and a new and improved 
user interface.

Multiple applications
There has been interest from the feature film world, with 
tests for Otto Bathurst’s Robin Hood. In sport, the NFL has 
started testing the system and the MANTIS was recently used 
to film live major-league baseball, scooting onto the pitch in 
between play to get a different stadium perspective. “We’ve 

been getting a lot of good feedback. People want something 
that’s easy to just throw on track or on the ground to do 
repeatable moves, to move a camera or stabilise without 
risking people’s lives or needing too much time to set up; this 
is what the new AGITO is all about.” And there may be even 
wider applications in the future too, as Rob suggests: “This 
is not just a tool for filmmaking. We’re basically making a 
stabilisation system that will enable anything to be attached 
and moved around, so it could have applications in other 
industries too.”
 In the mean time, Rob 
has recently enjoyed getting 
back to nature and putting 
the product to use out in 
the field, filming cheetahs 
in Namibia for National 
Geographic. We look forward 
to seeing the results.

New AGITO 
coming soon

New ‘MASTER’ controller



I graduated from Bournemouth University with a Masters 
in Cinematography in 2013. Soon after completing my 
studies, I took a full-time job as a filmmaker for Wiggle 

Honda pro cycling team, making behind-the-scenes videos 
of their cyclists around the world. I now work as a freelance 
filmmaker, mostly on documentaries. My ultimate dream is to 
become a wildlife film producer on a landmark natural history 
series. However, my approach at this stage – and my humble 
advice to anyone else starting out in the camera industry as 
well – is to keep an open mind and to take on all challenges, 
even if they feel daunting at first, or are in a different field of 
the industry from the one in which you ultimately want to 
specialise. It’s taken me three years from graduating to get 
regular paid camerawork, and I still have a few months of 
the year when I could do with more work (but others with 
too many jobs – welcome to the life of a freelancer!). I have 
learnt to remain productive in the quiet periods though and 
this is when I get time to do personal projects, such as my 
own documentaries on otters and dragonflies. 
 As an upcoming filmmaker, I’m always looking for new and 
exciting ways to capture shots – and this led me to explore 

the relatively new technology of drones. We are all aware of 
drones and their potential, everything from the military-grade 
drones carrying missiles to others that can be employed to 
make deliveries or simply as toys – and those now frequently 
used to carry cinema cameras. 
 I realised that a drone would offer quick and affordable 
access to aerial angles that were once only achievable from 
a helicopter, crane or cherry picker – equipment beyond the 
scope of most productions. When I first started to watch 
drone shots on YouTube, I was quite surprised to see the 
quality of the cameras fitted on even small drones, which is 
remarkably smooth and sharp. I felt that becoming a specialist 
in drone filming would add another string to my bow as I 
establish myself in the industry. Drones have provided some 
of the most mesmerising visuals I’ve seen and I was excited by 
the potential this would give for establishing shots of scenic 
locations and bird’s-eye perspectives in my own films. 

Choosing the right drone
There are many different brands of drone out there and I 
found it quite overwhelming trying to decide which one to 

invest in. After two months of passing shops and dropping 
in to look at the drones on display and speaking with the 
assistants about each one’s advantages and disadvantages, 
my long-suffering partner said: “Just buy one. We both know 
you’ll end up getting one!” 
 As a beginner in the drone world, I wanted to select a model 
that would be simple to operate, offer the greatest flexibility 
for transportation and have the least amount of flying 
restrictions, whilst capturing high-quality photos and videos. I 
was leaning towards the DJI Phantom 4 with its good-quality 
camera system until I realised that transporting this abroad 
would be a pain. As it turns out, the recently released Mavic 
Pro is a smaller alternative with the airframe folding up and 
weighing less than 1kg. Looking at the various options, the 
Mavic ticked every box on my list. It’s super lightweight, able 
to film in 4K and incredibly portable. 
 So, I was ready to fly my drone and had even lined up a 
few local parks where I could practise. With a delivery date of  
4 weeks, I decided to do some research. Many of the drone 
videos I viewed had attracted comments about the pilot not 
abiding by the Air Navigation Order and this seemed to be 
an ongoing theme. Some argued back: “If you’re not getting 
paid, then you can fly where you want as long as you’re 
sensible.” It soon became apparent I was entering a bit of 
a minefield when it came to the legalities of drone flying. 
I would potentially be flying an unmanned aircraft in busy 
airspace and the least I could do was ensure I was operating 
as safely as possible. The military, commercial and private 
pilots are all flying above us and, with many airports scattered 
around the UK, this is fraught with potential dangers. Many 
people think that if you’re not getting paid to fly a drone, 
then you don’t need a pilot qualification. The reality is that 
you should know the legalities if for no other reason than 
your own peace of mind. 

Aaron Cook is a relatively young member of the GTC, just getting established in his 
career. Still at the stage of building skills and striving to increase his range of work 
options, he has recently invested in and learnt to fly a DJI Mavic Pro drone. Aaron 
explains this decision and how it is working out for him, as well as describing the 
course he took to learn this new skill.

UAQ and PfCO qualifications
So, I decided to enrol on a drone course with UAVAir. They 
advised me that their UAQ pilot qualification and Permission 
for Commercial Operations (PfCO) courses would be the best 
programme for my line of work. The UAQ pilot qualification 
allows you to work for an individual/company holding a 
PfCO; if you have the PfCO yourself, you can conduct paid 
work directly for a client. UAVAir had a course running near 
me, at Newbury racecourse, in two weeks’ time – and let me 
tell you, two weeks preparation was cutting it fine! 
 To start with, there is a distance learning section, including 
all the theory you need for drone filming, with multiple-
choice tests for each section. This prepares you for the intense 
two-day classroom sessions, in which you go over map 
reading skills, flight planning and ground risk assessments. 
The classroom days were engaging, learning about the real-

with drones
Taking off

Axmouth, near Seaton in Dorset from the Mavic Pro

Jurassic coastline from Charmouth to Lyme Regis, captured with 
the Mavic Pro

Go to www.heliguy.com/gtc or call 0191 296 1024 NQE No: 1011 / 1447

Get your PfCO with Drone Training 
f rom CAA Approved NQE - HELIGUY
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Fact File
GTC member Aaron Cook is a qualified drone pilot 
holding a PfCO: www.aaroncooktv.co.uk

Contact Aaron:  
aaroncooktv@gmail.com; 07769 660565

See more about UAVAir drone training:  
https://uav-air.com

life implications of flying drones, reviewing crash videos and 
getting to meet other drone pilots. Then there is an official 
multiple-choice theory test and a practical flight test.
 By the time it came to the tests I had read the UAVAir 
operations manual three times through and practised flying 
my drone for five hours; I successfully passed both tests. I 
would highly recommend practising the flight manoeuvres as 
many times as possible before the test. 
 To obtain the PfCO, a 90+ page document describing the 
practices, procedures and relevant information regarding 
the drone/s that will be used is involved. Completing this 
document is a challenging task, however it does distil down 
everything learned on the UAVAir course. 
 I had a great experience with UAVAir. The instructors 
offered both legal and practical advice, which helped with 
all the course attendees’ many questions about what we can 
and can’t do when flying our drones. I found their knowledge 
particularly helpful around reading aeronautical charts and 
navigating the Aeronautical Information Service. A lot of the 
information seemed foreign to me at first, but after taking 
the course, I now feel confident planning and conducting a 
safe drone flight.  

Apps for drone work
There are some great apps to assist with drone flying. I use 
Sky Demon Light to work out where airports are, as well 
as for information on airspace restrictions, danger areas 
and obstacles. NOTAM info helps with working out if any 
temporary airspace restrictions are in place, such as air shows 
or emergency services. To check for expected high winds or 
precipitation I use Weather Pro and BBC Weather.

Cost-effective high-quality drone footage 
Rather than flying a drone aimlessly and hoping for lucky 
footage, the standard of the images is reliant on the skills 
of the operator behind the camera. Drone pilots with a 
camera-orientated mindset will naturally gravitate towards 
filming smooth tracking shots and simulating jib movements, 

although when first starting out, it’s more about just getting 
used to the controls and functions of the drone. Having a 
good idea of the shots you want to achieve before takeoff 
allows you to get the most out of battery life and maximum 
value out of the flight time. 
 Knowing the correct drone for the job is important too. 
For camera professionals wanting to use drones for high-
end commercial work and cinema content, it’s probably best 
to consider the DJI Inspire models, which can carry RAW-
recording cameras and allow lenses to be switched. The 
Mavic is well suited to lower budget films and for access to 
remote locations.
 I have found that the Mavic’s camera captures high enough 
quality visuals to use in film projects for my clients. Image 
quality is something I value very highly and I also like to push 
the colours around a little in the edit. The Mavic can film 
in a flat D-Log profile to allow greater flexibility in moving 
the exposure and colours around, although filming in the 
standard preset is good too. Not surprisingly, if you compare 
the image quality to that of a RED or ALEXA (which can only 
be carried by the bigger drones), these much more expensive 
options will blow the Mavic out of the water – but then you 
are talking a totally different budget for not only the camera 
but the airframe as well. The Mavic is not designed to carry 
other camera systems or lenses, offering only a permanently 
fitted camera on its gimbal. What it does have though is the 
ability to take RAW pictures, which is fantastic if you love 
playing around with the images in Photoshop or other picture 
editor. You can film in cinema 4K at 4096 x 2160 in 24p, Ultra 
HD at 3840 x 2160 in 24/25/30p, and FHD at 1080p up to 
96p. There is sometimes noticeable moiré and aliasing when 
filming, but depending on your applications you can reduce 
these undesired effects by shooting in Ultra HD and scaling 
the video back by 50%. This provides a crisp look when 
uploading to internet hosting sites such as YouTube or Vimeo.

Making the drone pay for itself 
With high demand for drone pilots holding a PfCO, I made 
obtaining this a priority. The PfCO can take up to 28 days 
until it is approved by the CAA although, as mentioned, you 
can work sooner than that for a company who holds a PfCO. 
I was keen to be able to work directly with my existing clients 
as soon as possible. 
 In the short time that I’ve owned a drone, I have taken 
the Mavic to Devon when camping, Dorset for hiking and 

Drone best practice tips
• Always get permission from the landowner where 

the drone is taking off and landing.
• Don’t fly the drone higher than 400ft or further than 

500m horizontally away from you.
• Avoid flying over people unless they are under your 

direct control.
• Don’t fly near airports.
• Make sure your drone batteries don’t run out! 
• There are other legal restrictions – more detail can 

be found on the CAA official website, specifically 
in these documents: CAP 722, CAP 393-ANO 2016 
and CAP 382.

Showing the size of the Mavic next to a watch, folded up for 
transportation

The Mavic Pro in flight with landing gear, ND filter and lens hood 
attached
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many other places around the UK. The plan now is to take 
it abroad when opportunities arise to take advantage of its 
portability and capture some scenic footage. One of the most 
interesting situations I have encountered flying the Mavic was 
when a red kite misidentified my drone as potential dinner 
and grabbed it with its talons. As scary as this situation was, 
thinking I had lost my drone, the footage was priceless. 
 Drones are still quite new to the market and users are 
experimenting with many different ways to use them. I’ve 
already been approached to fly my Mavic in a variety of 
different situations, ranging from a music gig to sport events, 
as well as for a B&B advertisement. I’ve discovered that 
drones can be equally useful for wildlife filming (for instance, 
to show the habitat of otters in a recent documentary), travel 
advertising and for exploring uncharted locations – and I look 
forward to discovering many more uses too as my skills and 
client list expand.
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UNMANNED AIRCRAFT QUALIFICATION
ONLINE LEARNING 

An in-depth look at the 
course material for 
distance learning.

Apply theoretical 
knowledge to real world 

experience in the 
classroom.

Perform a site 
assessment and skills 
test to become a pilot.

GROUND SCHOOL FLIGHT ASSESSMENT

www.uav-air.com | 0208 0450 508
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From presidents to power cuts 
Jonathan’s credit list is so long and impressive it is hard to 
know where to start – so I began by asking what, for him, 
have been some of his most memorable shoots. The ones he 
chose appear to have been selected because of the emotional 
reaction and human response involved, rather than due to 
any technical wizardry or camerawork challenges. It seems 
that for Jonathan the tools are primarily there to help tell the 
stories; through preparation and planning you should aim to 
arrive at a state where the tools act as an aid rather than 
distract, so you can fully concentrate on the most important 
aspects of any shoot – storytelling and the human situation. 
 “A lot of the shoots I’ve done have been stand-outs. I’ve 
been very lucky to have travelled around the world; I’ve had 

a ringside seat of history and witnessed every facet of 
human emotion”, Jonathan says. The latest Ross Kemp 
– The Fight Against Isis was particularly memorable: 
“Being with people who are prepared to put everything 
on the line for the defence of an ideal and freedom 
from Isis – and to have so little support whilst doing so, 
was actually quite an honour.” Similarly, he talks about 
riding ‘La Bestia’ in Mexico with the migrants: “Having 
witnessed what those people are escaping from and 
what they’re prepared to sacrifice and put themselves 
through to give their families a chance of a better life is 
quite astonishing.” 
   Trekking to 11,500 feet in the Congo and Rwanda 
to spend time with highland mountain gorillas, some 
of the rarest animals on the planet “was full of 
amazement and wonderment – almost watching the 
gorillas as a mirror image of yourself”. 
   Another remarkable shoot involved trekking illegally 
to meet the Chin people of western Burma: “These 
people were cut off from the outside world and yet 
the most humbling thing was that even though they 
had so little and didn’t know who we were or what we 
were doing, they still invited us in, fed and looked after 
us, and even kept us safe from the Burmese army. They 
didn’t have to do that but they did and it was a very 
humbling experience – that’s actually one of the best 
jobs I’ve ever done.” 

Taking the bad with the good
It’s clear from speaking to Jonathan that he uses these 
incredible experiences as a benchmark for all the 
bad ones. Although he tries to block out the worst 
memories, he tells me how he vividly recalls several 
genuinely life-threatening situations: for instance, 
filming on a tiny boat off the coast of Zanzibar with 

Simon Reeve for Indian Ocean, when the weather suddenly 
turned. It became so bad he had to stop filming and help 
bail out the underpowered 50hp boat carrying three large 
men and kit as it took in more and more water, with the 
storm worsening and the shore getting further away: “It was 
at that point I genuinely thought we might not make it to 
the shore.” 
 Kit-wise, Jonathan says his worst experience was the first 
time shooting tapeless in Afghanistan. At the end of each 
long day patrolling with the military and filming in 45ºC 
heat, he then had to wrestle with unfamiliar hard drives and 
computers that had been cooking in the heat of the tent, with 
frequent power cuts interrupting the downloads, meaning 

potential data corruption and having to start the download 
all over again. This happened every day for the three weeks 
he was there. “Technology was not my friend on that shoot!” 
he comments.
 Despite these less than enjoyable experiences, Jonathan 
still says: “I have lived 10,000 lifetimes doing this job – I’ve 
met all manner of people from presidents to people in a 
gutter, witnessed birth and death, and been able to travel the 
world to the most extreme and challenging locations on the 
planet. I’ve met and been humbled by people who have very 
little, yet still welcome us into their homes, their hearts and 
their arms. It’s a job like no other.” 

Pre-shoot prep 
Jonathan notes that pre-planning is without doubt one, if not 
the most, essential part of any shoot. He tells me: “There 
are usually lots of meetings and discussions and, as part of 
pre-planning, I will have had at least one long conversation 
plus plenty of emails about what we’re trying to achieve in 
terms of the overall production.” Alongside this, there’s a 
whole raft of other parameters to consider: “For every single 
scenario discussed, you could come up with at least two or 
three questions. It’s all about being prepared all the time… 
Take the opportunity to second-guess everything while you 
have the chance.” 
 After these conversations, the kit preparation kicks off. 
“Every production is different and there is no real ‘one 
size fits all’ solution, but being mindful of tight budgets 
and timescales, you have to try and boil it down and give 

Learning 
from the 
experts

Jonathan Young

At last year’s GTC Awards Jonathan Young was awarded the Mike Baldock 
Award for his excellent record in encouraging and helping young people 
entering the industry. Jonathan has had a career that anyone starting 
out would aspire to, spanning everything from quirky Louis Theroux 
documentaries to hard-hitting current affairs investigations reporting 
worldwide injustices, series filmed in war zones with frontmen such as Ross 
Kemp, and the popular Simon Reeve travel series. He has worked in more than 
100 countries, regularly travelling to some of the world’s most challenging and 
inhospitable environments. One trainee to have benefited from shadowing 
Jonathan is GTC student member Laura Jeacocke, who recently interviewed 
him for the second in our ‘Learning from the experts’ series. 

I have lived 10,000 lifetimes doing 
this job – I’ve met all manner of 
people from presidents to people in 
a gutter, witnessed birth and death, 
and been able to travel the world to 
the most extreme and challenging 
locations on the planet... It’s a job 
like no other.

In Somalia 
for BBC2’s 
Indian 
Ocean 
with Simon 
Reeve
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On the frontline with Ross Kemp on the Fight Against Isis for Sky 
– smiling as we are back safe and sound!

In Mogadishu with Unisom soldiers for BBC2’s Indian Ocean  
with Simon Reeve

When you only have a very short 
window of opportunity for filming, 
there is just one chance and no 
second takes, so you’ve got to 
get it right first time... There’s an 
old saying: ‘Failing to prepare is 
preparing to fail.’
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them that ‘one size fits all’ as much as possible.” Jonathan 
mentions that you will of course have a long list of things 
you’d like to take, but realistically you have to ask: “Will it 
actually get used?”, adding: “Television is one long series of 
compromises; no one ever gets everything – and that applies 
to kit as well.” He explains that: “Even after all the years I’ve 
worked in television, when you come back you look at the 
kit you took with you and ask: ‘What did I use? Was that 
a necessity or a luxury? Do I really need that next time?’” 
He notes that when you only have a very short window of 
opportunity for filming, there is just one chance and no 
second takes, so you’ve got to get it right first time. “There’s 
an old saying: ‘Failing to prepare is preparing to fail’ – and 
there is no more true maxim.”  

Essential kit 
The bare minimum Jonathan takes on every shoot is: 
• Camera body and viewfinder
• Long standard zoom and wide-angle lens
• 3 filters: 0.9 ND grad, 1.2 ND grad and polariser
• Small DSLR/handycam
• Batteries
• Tripod and fluid head
• Small wireless HD monitor
• Hard drives
• Matte box and lens hood
• Spares 
If your shoot is longer than 2–3 days, take extra spares; 
the suitcase space you lose is worth the time you’ll save 
later. Evaluate how long you are going for and how 
remote the location is. If you’re in a major metropolitan 
area and all else fails, you can get any necessary spares 
online and it’ll be with you the next day. But if you’re 
in the frozen wastes of Siberia, you’re going to need to 
pack all the spares you can manage. Think it through!

Keeping up with new gear 
In order to be on top of the game with regards to the best 
kit for each job, Jonathan is careful to keep abreast of 
latest releases. Technology within the industry is continually 
developing and expanding, seemingly in a permanent state 
of flux fuelled by constant innovation. Some moan about the 
endless arrival of new products but Jonathan’s attitude is that, 
after the ‘format wars’ of the late 1990s, the cat was out 
of the bag and innovation really took off: “Out of creativity 
comes invention, so it doesn’t surprise me that the amount 
of new kit being released is constantly increasing.” He feels 
that the need to be up to date has never been greater and, 
whilst time-consuming, it can ultimately lead to more work. 
Having 24/7 access to the internet is invaluable: “Quite often 
you’ll hear about a bit of kit, so you quickly have a look on the 
internet in places like YouTube and Vimeo, watch some beta 
testings of the new product, or the manufacturer’s videos, 
and within minutes you’ve caught up.” He also suggests: 
trying to attend at least one of the six or seven major trade 
shows for film and TV camera equipment each year; reading 
magazines like Zerb; and constantly monitoring the main 
product releases from IBC and NAB. 

Technical wishlist 
Jonathan’s main tech wish was to simplify the workflow 
of different camera codecs. Ultimately he’d like to see an 
“agnostic platform” where you have one camera body with 
a simple method of using one universal standard format and 
“multi-codec output” so that you can transcode and offload 

Jonathan suggests learning how to 
say a few basic pleasantries if you 
are going to be working abroad. 
This will get you a long way as 
you’ll often find the people you are 
attempting to communicate with 
will then want to practise their 
English with you.

the data however you want, into whatever format you want, 
interchanging between the countless options. This would 
offer “a robust recording medium with a compact flash card 
or SxS card, where the camera manufacturers allow you to 
record on any format.” So, if client one asks for ProRes you 
can deliver, then client two asks for XAVC you can also deliver 
that, and so on, without having to carry around endless 
numbers of cards or spend huge amounts of time changing 
the formats during the editing workflow. 
 We also discussed how camera manufacturers often 
claim they’ve spoken to practitioners in the industry or 
sought industry expert approval, when in fact they probably 
haven’t, or feedback after the first launch hasn’t been acted 
upon. “There are manufacturers who don’t consult industry 
members as much as you think they would or should. Often 
they do take on product feedback, but they still need to 
understand the marketplace from within better. Despite all 
the roadshows and workshops and attempts at talking to 
people, there is still room for improvement around this.” 

Shooting off the coast of Kenya for Indian Ocean  
with Simon Reeve 

“I win the selfie competition” (jokey Twitter strand!) – my entry 
from the Vicos Gorge, Greece

Shares in Peli Cases!

Laughter and manners 
On attitude, Jonathan advises: “A good sense of humour 
is the first thing you should pack”, adding: “Television is a 
stressful business and, if you allow yourself to become further 
stressed, it doesn’t do any favours.” Staying polite and calm 
is always good. Jonathan believes that, if you keep a smile on 
your face and a good sense of humour, you’ll win far more 
friends and get much more done. 
 He also offers some invaluable advice for overseas shoots:
• Learn how to say a few basic pleasantries: this will get 

you a long way as you’ll often find that people you are 
attempting to communicate with will then want to practise 
their English with you. 

• Read around the subject before you go – find out a bit 
about the local culture, traditions and customs; inform 
yourself and use this to your benefit. 
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Fact File
Multi GTC Award-winner 
Jonathan Young is a 
cameraman who shoots 
high-profile documentaries 
around the globe for the 
world’s best broadcasters. 
He lives in the Peoples’ 
Republic of South Yorkshire 
but regularly comes to 
London to do missionary 

work. His final tip for international globe-trotting 
camera crew success is to carry a portable espresso 
machine that runs off a car lighter plug – you won’t 
believe how many friends this will gain you!
See more about Jonathan’s work: www.debrouillard.tv

GTC member Laura 
Jeacocke is currently 
enrolled in a one-year 
camera operating course 
at the NFTS, ending in 
December 2017, training 
for both studio and PSC/
OB work. As part of this 
course she is  on a six-
week placement with 
the camera department 

at Sky, assisting and operating on their live shows. 
Laura is also collaborating with other NFTS students 
on the Natural History and Sports Production courses 
and continuing to work as a camera assistant. She will 
be using this dual approach of studying and working 
to build a strong foundation to focus her work around 
travel, natural history and adventure programmes  
and documentaries.

Contact Laura: laura.jeacocke@gmail.com or  
www.linkedin.com/in/laura-jeacocke

Jonathan’s visa tips
• Get yourself a US i-Visa, which are normally issued 
for 5 years at a time – you’ll pick up work because of it. 
• Always ask the production company to put you 
down for a multi-entry visa whenever they’re applying. 
One trip to Algeria a few years back meant we were 
the first TV crew to be issued visas in 8 years and, with 
a lot of countries having restricted practices and strong 
union backing (particularly Australia, Canada and 
America), those visas have become like gold dust!

•  Don’t rush.
•  Listen: use your ears as well as your eyes!
•  Be mindful of the competitiveness of this industry.
•  Make the most of every opportunity.
•  Don’t be afraid to ask questions.

Networking 
On the all-important subject of how to make contacts, 
Jonathan muses: “Networking is easier than ever, but at the 
same time it’s harder to make it meaningful because more 
people are doing it!” It’s all about finding and knowing 
your niche and targeting that. When it comes to marketing 
yourself: “What holds people back is their fear of the way 
they’re going to be perceived. You just have to talk to people 
or get on a phone or online. That’s something which has 

never bothered me. I just say ‘Well, let’s find out.” But at 
the same time, be wary of overselling yourself – there is a 
very fine line between the two, he warns. Social media is a 
vital marketing tool – Jonathan has picked up jobs just from 
using it. “It’s here to stay. The television industry is constantly 
moving so you can’t just stay still. Overcome any fears about 
using social media and make the most of it. You’d rather be 
on the inside looking out than trying to catch up.”  

Final advice
Jonathan’s final ‘top tips’ for how to get the most out of this 
potentially fantastic career and to make it a long, happy and 
successful experience are: 
• “Remain vital – keep occupied, happy, focused and 

engaged.”
• “If something doesn’t feel completely right, listen! My gut 

instinct has kept me alive.” 
• “Stare. It’s the only way to educate the eye” (favourite 

quote from photographer Walker Evans).

Lena River in Yakutia, Eastern Siberia for C4’s Flying to the Ends 
of the Earth – early May and still only 4ºC

King crab fishing inside the Arctic Circle, Norway – for BBC2’s 
Arctic Live 

• Crews are often comprised of big blokes, sometimes in 
military-style clothing, carrying lots of equipment; inevitably 
this can look threatening to local people and keeping a low 
profile won’t be easy. 

•  Non-verbal communication can be vital – don’t fold your 
arms or wave and definitely don’t point. Instead, talk with 
open palms and a smile: “The international language of 
mutual respect is key.” 

The 5 Ws of journalism
Regarding how to tell the story itself, Jonathan suggests 
always trying to apply the “5 Ws of journalism” (Who? What? 
When? Where? and Why?). It’s all about being inquisitive and 
wanting to learn and understand your subjects. 
 He gave me a checklist for some key things you should 
always bear in mind when it comes to storytelling:
•  Have a mental shopping list of the shots you want to 

capture.
•  Know what you actually want to tell.
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WE ADMIT IT 
OUR E-HL9 CAMERA 
BATTERY IS NO 
LONGER THE BEST 
ON THE MARKET

For some time, the E-HL9 has been the benchmark 
for camera batteries. But we’ve just bettered it, with our 
new ergonomically designed IPL-98 and IPL-150 models.

They boast a host of features unmatched by any others. 
For example: 

They support continuous, 24-hours-a-day fi lming. When 
they’re stacked on the camera, power is drawn from the 
last battery rather than from all batteries simultaneously, 
so there’s no abrupt power loss which might require a 
change at a critical moment.

INTRODUCING THE NEW, ULTRA-
VERSATILE IPL BATTERIES FROM IDX

(In addition, the digital data output of the IPLs will let you 
know exactly how much charge you have left.)

You can add budget IDX batteries on the back of the IPLs 
for extra versatility.

As many as eight IPLs can be stacked on the 2-channel 
VL-2000S for charging.

There are three DC output plugs for powering ancillaries, 
including a D-Tap advanced connector which allows you 
to use a low-cost charger.

And there’s even a small torch built in to help you fi nd 
items in the dark.

Admit it, that’s all pretty clever.

idx-europe.co.uk

so there’s no abrupt power loss which might require a 
change at a critical moment.

(In addition, the digital data output of the IPLs will let you 
know exactly how much charge you have left.)

You can add budget IDX batteries on the back of the IPLs 

TO FIND OUT 
MORE, SEE 
US AT IBC, 
STAND 
12.C25

IDX – IPL 105x297.indd   1 03/08/2017   16:18
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From top: Vietnamese man stops on the side of the road 
to help Niall fix his broken pannier rack; Many roads on 
the route were not sealed, meaning we often had to push 
the 50+ kilos up hill; Squeezing between the mad traffic of 
Asia was a regular occurrence

The plan
In January 2015 I left a job, flat, friends and family behind, 
to step into a world of hard work and the unknown. Even 
now, people ask me why? The answer is simple, I needed 
an adventure. I had been thinking about taking on a big trip 
for some time and after working as a cameraman and editor 
in corporate video for two years straight from university, I 
decided it was time for change. It wasn’t that I didn’t enjoy 
my job... or my life, none of that cliché ‘self-discovery’, it 
was simply driven by an inner desire to break away from the 
comfortable routine. I eventually set my sights on an ambitious 
challenge to cycle from Hong Kong to Brisbane, from the 

Tropic of Cancer to the Tropic of Capricorn: a 14,000km 
journey through China, Vietnam, Laos, Cambodia, Thailand, 
Malaysia, Singapore, Indonesia and Australia. Not wanting to 
take on the journey alone, I persuaded my best mate and 
fellow filmmaker Dale Hudson to join me and together we 
spent nine months riding our bikes from the cooler climates 
of China’s mountains to the dry heats of Australia’s outback.
 As two fresh-faced filmmakers bustling with enthusiasm 
and vision, of course we couldn’t pass up the opportunity to 
film the journey – and it didn’t take long for our ambitions 
to grow. Before we knew it, we were spending every spare 
minute outside our aleady busy jobs researching content 
for the documentary, looking at the trip logistics, learning 

Mandarin, meeting with cycle tourers, getting vaccines, 
sorting visas, all the while filming everything going on to 
get used to being on camera, buying all the equipment we 
needed... and the list goes on. 
 Looking back, it was exhausting and we often wondered 
what on earth we were doing, but now I realise it was actually 
a lot like many other TV productions – not enough time 
and not enough budget! The time we could put in, but the 
money was going to be tricky. We knew any film would have 
to be self-funded as we simply didn’t have the time to chase 
sponsorship; however, we did run a successful Kickstarter 
campaign and managed to secure a camera on loan from 
Panasonic thanks to friends at Films@59. This, combined with 
two years of hard saving (skipping the pub on Friday nights), 
meant we scraped together the money we needed.

The wait is over
With so much energy going into filming and planning the 
trip, it wasn’t until the plane touched down in Hong Kong 
that the reality and immense challenge ahead really began to 
sink in. As odd as this might sound, neither of us was a keen 
cyclist before we left – in fact, neither of us even owned a 
bike! For some reason though, the prospect of embarking on 
more than 700 hours in the saddle hadn’t really been given 
much thought. Fortunately, we took to our new way of life 
like two extremely inexperienced (but plucky) ducks to water 
and were instantly rewarded by the beautiful simplicities of 
travelling by bicycle. Fresh air, a warm reception and – with 
each pedal stroke – a guide for life: You only get out what 
you put in.
 Aware that this was no Sunday cycle in the park though, 
one thing we did spend a lot of time considering was how to 
fit all our gear into four panniers while also keeping down the 
weight. Extra weight means extra energy, extra food stops, 
extra time on the road, extra sleep and unnecessary moaning. 
So our filming gear had to be light, durable and compact. 
At the time Panasonic’s GH4 was one of the leading video/
stills cameras on the market and suited our needs perfectly. 
The Micro Four Thirds sensor keeps the body size down 
and, although it does have some drawbacks, the body’s 
bespoke video buttons for fast run-and-gun filming, as well 
as Panasonic’s seriously small and lightweight lenses made it 
the ideal choice. We also took a Canon XF105 as a backup 
camera, mainly for its infrared shooting and rugged design. 
One thing we knew we would struggle to capture were ‘in 
the moment’ reactions as any filming would require us to 
pull over, get out the camera, set up a microphone etc. Our 
response was to have a GoPro mounted to a helmet with 
a wired personal mic so that we could just press record on 
the go. This worked in principle but in practice the GoPro 
lived in the pannier as well and we would usually just pull up 
prior to the things we wanted to show or when we wished to 
verbalise our frequent thinking time.

Filming and featuring
Unlike on road trips or train journeys you can’t just skip the 
‘boring bits’ on a bicycle, but this is actually yet another reason 
that makes it so good. My best memories are from being in 
areas the names of which I can’t even remember, where few 
other westerners have ever visited, way off the tourist routes. 
We found ourselves in remote villages and towns where 
nobody could speak a word of English, even ‘hello’ (which is 
quite universal today). Yet, without a common dialect, we still 
shared a mutual language. We spoke through smiles, laughter, 

There are points in life when it is time for an adventure. For two young filmmakers, 
GTC member Niall Newport and Dale Hudson, that moment resulted in a marathon 
bike ride – crossing much of Asia from the mountains of China to the arrid heat of 
the Australian outback. Contained in the panniers of their long-suffering bikes was a 
camera kit comprising Panasonic G4, Canon XF105 and GoPros – and sure enough the 
whole challenging adventure was recorded. 

  
One thing we did spend a lot of time 
considering was how to fit all our gear 
into four panniers while also keeping 
down the weight.

A cycling adventure
Between the Tropics

58 Autumn 2017  ZERB www.gtc.org.uk   59

From China to Australia by bike From China to Australia by bike



From top left: A Hezhou local reviews our footage of him; 
GoPro rigged for cycling footage on rough trails; Niall filming 
Dale enjoying dinner with Afandi, a local cyclist who took 
us on a tour of Jakarta; Dale replacing an inner tube in the 
outback – the road train blew the bike over!

Fact File
Niall Newport is an upcoming cameraman who 
moved to broadcast in 2016 after three years filming 
and producing in the corporate sector. As a keen 
bikepacker, mountaineer and climber, Niall is always 
looking for ways to combine his passions for sport, 
nature and travel with camerawork.

See the full story of Between the Tropics: www.betweenthetropics.co.uk 

Niall and Dale (working with SilverLining Distribution) are now in talks with 
a few channels around the world about pre-sales for commissioning. They 
hope to begin post-production towards the end of 2017. 

Contact Niall: 
niallnewport@gmail.com
07982 319810
niallnewport.online

gestures, and sharing food and drink. We didn’t need words, the act of sharing 
the moment was enough. To capture these moments we would often have 
to quickly grab the camera, so having a very simple setup meant we could be 
recording within seconds, with no accessories, cages or attachments – just the 
camera, a hotshoe-mounted top mic or radio mic and earphones, handheld or 
on the tripod. It is rare to see DSLR filmmakers without huge rigs these days 
and to operate a stills camera ‘bare’ might seem quite amateurish, but the 
reality is that almost all DSLR accessories simply assist the operator. Filming 
every day with the same setup we knew our cameras inside out, becoming 
totally familiar with their strengths and weaknesses. Our camera skills became 
finely tuned, the principles of photography became second nature, and we no 
longer had to think about the filming so we could remain in the moment and 
focus on capturing the story without the need for gadgets and gizmos. 
 Nothing highlights this better than being caught up in demanding situations 
that required us to be both behind and in front of the camera at the same 
time. In Vietnam we encountered our most serious problem: Dale shredded 
his tyre cycling across a jungle track hundreds of kilometres from any towns, 
let alone bike shops. We found ourselves stranded off the main road with 
nobody around. Eventually we botched a temporary fix that got us to the next 
village where the tyre once again blew out. We spent six hours in the village 
as we deliberated over what to do; then, all of a sudden, a local man who 
had seen our predicament came up with the perfect solution. He fashioned a 
sleeve for Dale’s tyre from a kid’s bike tyre from the village. The fix held out for 

the remaining two days’ ride to the next town of Sam Nuea, 
across the border in Laos, where we found a replacement 
tyre. Throughout the whole escapade we would be filming, 
all the time interrupted by the intrigued locals and at the 
same time trying to discuss our options and contemplate 
the horrible idea of hitching a lift. It took a serious amount 
of multitasking to wear the producer, director, cameraman, 
soundman and contributor hats all at once – and this was 
especially hard as we were often tired, hot, hungry and dirty. 

A day in the office
Once we really hit the tropics, we would typically set off just 
before sunrise and aim to do 100–120km by around midday 
before it got unbearably hot. On a heavy filming day though, 
with all the stopping and starting, we would often give in to 
the fact that it would be a long and low-distance day. 
 We each carried a camera, Dale the GH4 and me the 
XF105, mostly to share the weight but also so that if we got 
separated, we could still film. After a few weeks constantly 
getting the camera out and putting it away, we had the setup 
time down to seconds. One person would grab the camera 
and tripod, the other the radio or top mic and filters etc. 
Often we would not even get off the bikes, accessing each 
other’s pannier. 
 For each main sequence we would try to be on camera 
in equal share. It was easy enough to pass the camera over 
and it made decision-making much simpler than working out 
who needed to say what to even out the screen time. It also 
gave us variety and flexibility for the edit and allowed us to 
cut the two of us ‘together’. This, of course, was the hardest 

thing to capture. The only way for us to be seen together 
was to mount the camera on the tripod, making this a pretty 
limited option and one we only really used for B-roll to remind 
people we were both there. We didn’t do much sync like this 
as it was always slightly contrived and we hated it!
 Instead, we’d just chat to the person holding the camera. 
One of my favourite sequences is on discovering Dale’s ripped 
tyre, where I’m holding the camera as we debate our options. 
You can hear we are both a bit tired and stressed and we 
bicker a bit. Then Dale says: “I should hold the camera, 
because you’re talking.” I’m obviously fed up, so as I pass 
over the camera, I retort: “There’s no point, I’m done now.” 
Letting this clip play out in full, without jump-cutting the 
awkward silence and out-of-focus hand grabbing the lens, 
gives a raw reminder that we are totally on our own and puts 
the audience there with us as it all unfolds.

Round-up
From China to Australia, no two days were the same and 
we managed to capture a huge variety of unique stories. 
It wasn’t all about the cycling though. Along the way, we 
took time off the bikes to explore cormorant fishing in China, 
taste one of the world’s most expensive coffees in Vietnam, 
learn about Cambodia’s killing fields, dive coral reefs in 
Thailand, attend the Southeast Asian Games in Singapore, 
summit active volcanoes in Indonesia and discover the wild 
landscapes of Australia’s outback. At times, the journey was 
tough. We had bike problems, injuries and steep inclines that 
felt as if they went on for ever, but with all the lows came 
untouchable highs. There were feelings of extreme elation 

as we hit the long downhills, solved the toughest of problems and fought our 
struggles to come out stronger on the other side. That really encapsulates my 
experience and the essence of our documentary and we hope that it will help to 
inspire others to follow their dreams and ideas, however ‘crazy’ these might seem. 
 Originally we had set out to make a feature-length film for adventure festivals. 
However, after 150 hours of filming and goodness knows how many times 
retrieving the camera from a cycle-by, we felt we were sitting on a story that 
deserves more screen time. So now we plan to make a short series. It seems that 
having finished an epic nine-month ride, we have unwittingly embarked on our 
next and even bigger challenge… commissioning.

  
My best memories are from being in areas 
the name of which I can’t even remember, 
where few other westerners have ever 
visited, way off the tourist routes.

  
Having a very simple setup meant we 
could be recording within seconds, with 
no accessories, cages or attachments... 
and we could focus on capturing the story 
without the need for gadgets and gizmos.

+44 (0)1293 541 200 • sales@videosys.tv • www.videosys.tv

…

Mini Cameras • Camera Control • RF Systems

Kit list
Panasonic GH4
Panasonic 12–35mm f2.8 (24–70 FFE)
Panasonic 35–100mm f2.8 (70–200 FFE)
6 x GH4 batteries
3 x 64GB SDXC cards
Hoya 58mm filter set: ND8, CPL, UVA

Canon XF105
3 x 64GB CF cards
3 x NPF batteries

GoPro Hero 4 Silver
GoPro battery pack
6 x GoPro batteries
3 x 32GB Micro SD cards

Audio
Audio Technica shotgun mic (XF105)
Shure VP83f top mic (GH4)
Boya personal mic (GoPro)
Sennheiser radio mic (both cameras)

Lighting
Small 7x5” LED light panel; 2 x batteries

Grip
Benro travel tripod
Gorilla pod
Radian timelapse unit
Manfrotto Mini Ball Head
K clamp
GoPro pole

Media Management
6TB G-RAID unit (kept in UK)
6 x 1TB Transcend drives 
MacBook Pro

With special thanks to
Films@59: www.filmsat59.com
Panasonic: www.panasonic.com
Alpine Labs: www.alpinelaboratories.com
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vision
Channel

– an island 
base full of 
opportunities

This year marks 14 years since I began my career in 
TV on an island somewhere in the Channel between 
France and England… and, more than a decade later, 

I’m still here. Which makes me think I haven’t progressed 
much, but in fact nothing could be further from the truth.
 I graduated with a degree in Communications in 2003 
and jumped straight into the glamorous world of Hollywood 
(only it was set in Ireland). Disney was making a film called 
King Arthur, starring Keira Knightley and Ray Winstone, in 
Wicklow and – because I had a car – I got a job as a runner. 
After about a week of chatting to camera assistants on the 
crew who had been 10 years in the industry but had yet 
to shoot anything themselves, I realised I didn’t have the 
patience for film and packed my bags for Jersey!    

Moving to the Channel Islands
An unusual destination I grant you, but my sister was living 
there at the time and told me the local paper was always 
carrying adverts from the BBC and Channel TV looking for 
local staff. Given that 2003 was the hottest summer in recent 
history, I thought this wouldn’t be too bad a place to wait until 
a job with either television station came up. Sure enough, 
within three months a position for an assistant transmission 
controller was advertised at Channel TV. I applied, was 
interviewed and didn’t get it. I was gutted. However, a month 
later there was a call from the manager, who told me he had 
made the wrong decision. The person they’d employed was 
not up to scratch and they’d let him go. This was testament to 
how high the standard was at the place I ended up learning 
my trade. One of the last independent ITV regions, in the 
1980s Channel had travelled to California to trial Sony’s new 
ENG cameras and subsequently became the first company 
in the whole of Europe to have them. For this reason 
Channel was contracted to make high-end documentaries 
for broadcasters all over the continent. Luckily for me, some 
of the cameramen who had worked there in the 80s were 
still there when I joined, and would teach me how to shoot 
on everything from old Sony Beta SP cameras to Panasonic 
DVCPros and DigiBetas. Being a small team we were truly 
multiskilled, so I also learned to edit, record location sound, 
vision-mix, do all kinds of studio setups – and all within the 
first year or so.    
 The decision to harness my career behind the camera was 
quite clear-cut though. One of the perks of working in the 
Channel Islands is that your pictures are mostly bathed in 
blue skies and sunshine, which reflects magnificently when 
working on the water, so is always satisfying. Early in my 
career, however, I was the sound operator on a two-camera 
shoot covering fishing for sea bass with one of Jersey’s 
Michelin star chefs. This meant looking down at my analogue 
dials as we filmed on a fishing boat. It was a beautiful calm 
day on the sea… so, to my huge embarrassment, the only 
waves crashing against the side of the boat were those 
coming back up from my stomach! The UK-based producer 

GTC member Tracey Cahill is in the increasingly rare position of having held staff roles 
throughout her 14-year career as a news/current affairs camerawoman. While most of 
her work has been based in the very small and some might imagine limited region of the 
Channel Islands, this has proved to offer an enviable range of opportunities. And if this 
wasn’t enough, she spends much of her spare time filming the mind-boggling exploits of 
her partner, who has to have a decent claim to be the ‘most adventurous man in Britain’!

we were working with that day said she could hardly contain 
herself watching me carefully take off all the kit, vomit (very 
quietly), then go back to the kit to confirm that everything 
was still at the correct levels. 
 I vowed from that point on to look at the horizon through 
a viewfinder rather than looking down, as that is what makes 
you sick on boats. That said, when you’re filming swimmers, 
canoeists or other subjects ‘from’ the boat, looking down can 
be hard to avoid. However, boat to boat or filming fishermen 
on the boat can give great shots, and a glassy reflective 
surface will inevitably give you images that make all the effort 
and occasional queasiness worth it. To add into the mix, if fish 
are your subject, the smell can be your main enemy! 

A small channel offering big opportunities
This may be a small region but it offers some great 
opportunities. In my first four years, I cut my teeth filming 
out of biplanes, from the back of yachts, covering royal 
visits, abseiling with the camera, doing live radio-camera on 
location, covering the Island Games (where 4000 athletes 
from islands all around the world compete in multisport 
events on a different island every two years), as well as – my 
favourite of all – operating on-stage camera at music festivals. 
And this was all in the name of local news output! 
 On top of this, national broadcasters would contact 
Channel to hire a crew when they were coming to the islands 
to film. This benefited them in two ways – they automatically 
secured fixers as we know all the best locations for filming, 
plus they didn’t have to pay out excess baggage to transport 

Any issues resulting from being 
a woman working in the industry 
have rarely come to the fore.

Tracey filming the land-side action of two local divers by the 
clear waters of Bouley Bay in Jersey
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kit. The benefit for me was that I got to work on national 
programmes for the BBC, ITV and Channel 4, as well as some 
international broadcasters. I honestly didn’t appreciate how 
lucky I was to have such a range of great experiences, nor did 
I realise how brilliantly this was adding to my CV.  

The gender question
Any issues resulting from being a woman working in the 
industry have rarely come to the fore. This was helped greatly 
when I started by the reputation of a female predecessor in 
Guernsey, Ros Henry. Standing at a proud 4ft 10in, Ros claims 
to have probably been Europe’s first ENG camerawoman. She 
would race about in her 1970s soft-top with the kit piled in 
the back to grab amazing pictures of the annual powerboat 
event. A photo of her filming out of the side of a helicopter 
was proudly displayed on the Channel TV office walls!  
 There is only one occasion when I can recall my gender 
being particularly troublesome. We had been tasked with 
selling our multicamera footage of a time-trial leg of the Tour 
de Bretagne cycling race. I was due to cover a static position 
feeding into a makeshift OB truck. However, the previous day 
our crewing had to switch around and the 16-stone camera 
operator who was due to be on a crane with the 180 angle at 
the centre of the course was switched into the vision-mixer’s 
chair and I was put in his place. Unfortunately someone in 
charge of the budget heard about this and booked a smaller 
crane for me – since I was a woman and, as they thought, 
considerably smaller than my colleague. Imagine the crew’s 
horror when we realised there wasn’t enough width on 
the deck of the crane for the tripod or for me to see the 
viewfinder as I panned the 180 degrees. I also had to reveal to 
everyone that I was a meaty 10 stone at the time, rather than 
half the size of my colleague as they had assumed! I spent the 
entire afternoon blindly operating the shots on my right with 

After about a week of chatting 
to camera assistants who had 
been 10 years in the film industry 
but had yet to shoot anything 
themselves, I realised I didn’t have 
the patience for film – and packed 
my bags for Jersey!
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my calm director guiding my follow-through in my ear. This 
was the only blip in an otherwise glorious time of working at 
Channel TV. I was still there when they were bought out by 
ITV in 2011.

Changing channels and going national
Four years ago a job came up at BBC Channel Islands and, 
fancying a change, I applied and crossed the floor. Around a 
year later another position with the BBC came up as a Network 
multiskilled operator, predominantly based in Wales. Again I 
applied and got it. Despite working on national programmes 
intermittently, this was my first time working at that level on 
a daily basis and it was fantastic. 
 The main difference in working at national level was the 
access to equipment and budget. No distance was too far to 
travel for a shot and any ideas I had about bringing tracks, a 
jib or slider on a ‘news’ job were always welcomed. If an idea 
involved cost it would be considered, whereas at regional 
level cost can be an instant conversation killer. 
 Working in Wales also allowed me to watch closely the 
reports shot by Dai Baker, who was nominated for RTS 

Camera Operator of the Year 2017. My fancy title in fact just 
meant I was a shoot/edit who provided my own live facility on 
the VSAT. I worked with a great team and the correspondent 
Hywel Griffith was just a joy to be around – although even 
he was bemused when his biggest public plaudits came not 
due to one of our reports having a high placement on the 
Six O’clock running order, but because the news item was 
featured on Channel 4’s Gogglebox! 
 Coming from the Channel Islands, where almost every 
week involved a trip to one of the other islands, loading up 
for a foreign trip was second nature to me and I managed to 
get some foreign trips in to my new work. I was kept on to 
help cover the 2015 General Election and in the run-up to this 
was involved in a programme for which Huw Edwards was 
anchoring both the Six and Ten O’Clock News from Cardiff 
Castle. Again, this was extremely heartening since the shows 
had such high production values. A studio director had come 
up with the truck from London. We had three cameras, a 
jib, external lighting team and – for me, the most important 
addition – a sound man! Production values may be gradually 
increasing at the national level but at the regional level the 
move towards mobile journalism and iPhones to gather set 
interviews is gaining momentum.     
 Since working for the Six and Ten O’Clock News I have now 
returned to the BBC in the Channel Islands, although last year 
I was lucky enough to get a place on a flight to Rio, working 
for BBC Nations and Regions at the Paralympics. I had taken 
a year out in 2008 to do a world tour, which included Rio 
de Janeiro for a meagre four days and it had always been 

my ambition to go back again to soak up the atmosphere 
of that amazing city. What better time to do it than at the 
Paralympics? It was such an interesting experience, partly 
because of the huge medal haul of the GB team, who were 
constantly a joy to interview, but also because the BBC were 
not the rights holders, which made it quite a challenge at 
times, but brilliant all the same. 

Channel’s first camerawoman Ros Henry, whose varied work 
over three decades became an inspiration to Tracey and other 
camerawomen in the Channel Islands

Working on an OB for the BBC News at Six in 2015

Ready to go for a live into BBC London News at the Rio 
Paralympics in September 2016
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Fact File
Tracey Cahill is an 
Irish news camera operator who has been based in 
the Channel Islands since 2003. She’s worked for BBC 
National News at the Rio Paralympics, RBS Six Nations 
and the 2015 UK Election. Past programmes worked 
on are Location, Location, Location, This Morning 
and Antiques Roadshow. Tracey is used to working in 
news, sport and music programmes. 
Tel: +44 7797 842454

Always on duty – even at home
One thing I’ve learned over the years is that a cameraperson 
never actually switches off – even at home. Thankfully I 
haven’t had anyone ask me to film a wedding yet... but I do 
have a partner who is the only Briton to have both climbed 
Everest and swum the English Channel (only seven people 
worldwide have achieved this to date, all of them men) – 
and he is constantly asking me to film his swims! Last Easter 
we travelled to Gibraltar so that he could swim from Spain 
to Morocco. This is a tough ask for me since he is also an 
experienced TV professional and, back in 1997, self-reported 
his own Everest climb as a video journalist. Having now 
completed climbing the Seven Summits (the highest peak on 
each continent), his current ambition is to become the first 
person in the world to have done the Seven Summits plus 
the Oceans Seven challenge. The Oceans Seven is becoming 
an increasingly popular challenge meaning swimmers 
must cross the Cook Strait (New Zealand), Tsugaru Strait 
(Japan), Catalina Channel (California), Hawaii Strait, Strait of 
Gibraltar, English Channel and – the hardest of them – the 
North Channel between Scotland and Ireland. The availability 
of spaces is just as difficult as raising the funds to pay for the 
support boat. We have filmed lots of footage and, although 
this has provided news footage for ITV, Channel TV and BBC 
Channel Islands, we haven’t yet done much with it ourselves. 
Making swimming videos has become extremely popular 
though (testament to this being its inclusion in the extreme 
sports film festivals held annually in Sheffield and Kendal), so 
hopefully an opportunity will arise before too long. 
 Technology moves so fast we have resorted to renting kit 
to film the swims. A couple of years ago we spent £200 on 
a pair of HD diving goggles for a POV shot but it was awful 

(like something straight out of the Blair Witch Project), plus, 
as the goggles were first edition, the AAA batteries only 
lasted 15 minutes. We can’t afford to keep purchasing kit 
like this, so we now hire the latest Go Pro or OSMO, and 
borrow whatever camera we can get our hands on for the 
main footage.   
 Undoubtedly there have been opportunities for me to 
apply for attachments elsewhere in national news. But for 
the moment, for life reasons as much as work considerations, 
I am very happy to be based in the Channel Islands. We are 
slowly developing the creative side of BBC Channel Islands 
by introducing better technology and using crews more 
wisely after many years as a VJ-only operation. And, as  
for current excitement, 
I’m preparing to go to 
the Swedish island of 
Gotland to cover the 
Island Games this June!

All prices shown are ex VAT. Offers may be varied or withdrawn at any time. VAT payable at a prevailing rate. Finance subject to status. 18s and over. Subject to availability and confirmation . Terms and 
conditions apply. Accurate at time of publication [08/2017]. Volkswagen Commercial Vehicle Financial Services. We can introduce you to a limited number of lenders to assist with your purchase, who may 
pay us for introducing you to them. 
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A view from the Channel Islands

In recent years, it’s amazing how whenever a remarkable steadicam 
sequence or shot comes up, the same name has been attached as operator. 
In 2014, having already been awarded GTC Awards of Excellence for specific 
outstanding steadicam sequences, Dominic Jackson was also given the GTC’s 
top honour, the TiCA. GTC Council Member Sally Garrett recently spoke to 
Dominic about his career as one of the UK’s top steadicam operators and, 
in particular, about his latest rig of choice, the ARRI stabilisation system 
TRINITY, which allows even more twists and turns to be introduced into the 
intricately choreographed shots that have become Dominic’s trademark. 

Rocksteady!
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ARRI TRINITY
The TRINITY is the first hybrid camera stabiliser that combines classic 
mechanical stabilisation with advanced active electronic stabilisation, 
provided via 32-bit ARM-based gimbal technology. This combination 
results in five axes of control and enables uniquely fluid, wide-ranging, 
and precisely controlled movements for unrestricted shooting and total 
creative freedom. 
 New angles for the operator and storytelling options 
for the director and cinematographer are possible 
with TRINITY. By inverting the post, the camera can 
be moved from low mode to high mode during a 
shot; using the joystick-controlled, fully stabilised tilt 
axis to look up or down during this motion is also 
possible, so a low angle can smoothly transition into 
an over-the-shoulder shot. By holding the post at  
45 degrees and twisting it left or right, the camera can 
even look around corners, whether in low or high mode. 
Additional stabilisation in the roll axis permits the use of 
telephoto lenses. Extraordinary new shots, angles and movements 
are achievable when TRINITY is used in its fully stabilised mode. For 
situations that call for a more traditional operating style, TRINITY can be 
switched into a locked mode in which the tilt axis is connected directly 
to the post in the normal manner.

Fact File
For more information about multi-Award winning GTC 
member Dom Jackson and the TRINITY, visit:
http://steadicamTRINITY.com
To see more about TRINITY: 
http://www.arri.com/camera/camera_stabilizer_
systems/products/TRINITY

* We also ran an article about a special Easyrig model for women in Zerb 84: 
http://edition.pagesuite-professional.co.uk/html5/reader/production/default.
aspx?pubname=&edid=dfc6c506-22c6-405e-a8ae-c13e998a3ba7

What have been some of 
your favourite jobs – the ones 
you’re most proud of?
The Opening Ceremony at the 
2012 London Olympics was 
certainly a highlight: hanging 
on a wire 60ft up in the air for 
20 minutes definitely gave me 
the best seat in the house! I 
would also mention The Rolling 
Stones in Cuba and The Three 
Tenors at the Colosseum in 

Rome, among many gigs. Also, 
some of the ‘one-shot’ music routines have been memorable 
– such as on Carmen Bollywood and the live Marriage of 
Figaro for BBC Music, when we filmed  the wedding party in 
real time as it would have taken place.

Do you have any interesting projects coming up?
Foo Fighters at the Acropolis and Coldplay at the Stade 
De Francais should be pretty amazing gigs and we are 
also looking at the possibility of flying again on a special 
performance on the upcoming series of Strictly.

What would be your dream job?
I was lucky enough to 
interview Quentin Tarantino 
on the press junket for Kill 
Bill (we had 2 steadicams 
and a dolly!), so I guess 
shooting a film with him 
would be up there… or the 
Coen brothers!

Thank you for talking to 
Zerb, Dominic.

What is a typical day at work for you from rig to derig? And how do you go 
about choosing your focus puller etc.?
Most shoot days, especially LE live shows, tend to be very long. Rigging usually 
takes an hour, plus if the camera needs to be lined up it can be a bit longer 
before we’re ready to rehearse or shoot. Shows like Strictly and Pitch Battle 
are very script-heavy, and the shots need to be choreographed and timings of 
the previous and next shots noted on the camera cards, which can be a time-
consuming process. We now run iPads with an app called GoodNotes, which 
gives shot cards, running orders and music scripts on the tablet.
 Focus puller-wise, I’ve used Chris Robertson since what feels like the dawn 
of time. He is a superb focus puller and would be a great operator in his own 
right – he’s now trained on steadicam courses. I think his job description has 
been modified greatly over the years – I touched on some shows being very 
script-heavy and some days he can be buried under a ton of paperwork (he’s 
yet to move onto an iPad).

Do you have advice for someone wanting to become a steadicam operator?
Specialising in any area of the camera department is much more difficult than 
when I started as it’s very difficult to learn ‘on the job’ these days. Practising in 
the rig is the biggest hurdle to breaking into operating. Having said that, it’s a 
job that anyone who applies themselves correctly can do. It can be physically 
tough but nothing a few squats and trips to the gym won’t sort out.

There aren’t very many female steadicam operators out there. The one and 
only time I’ve put a rig on was yours on Strictly, probably about 10 years  
ago and the jacket wasn’t designed for women – especially across the boobs 
and hips!
No, there still aren’t that many women doing it but Walter Klassen now make 
a back-mounted vest which is much less restrictive around the ribs and is 
measured for hip size, which makes operating much more comfortable.*

How did you start off in TV and come to specialise in 
steadicam work? 
Thoughts of television as a career started for me when I was 
14, during the Falklands War. Brian Hanrahan was staring out 
of my TV from Port Stanley on the evening news – and that 
got me thinking: there’s a cameraman and a sound guy there 
too and that was it for me. I was lucky to live in Camden 
Town with a mini media village on my doorstep. Three stills 
photographers as well as TV designers and directors all lived 
within our small local terrace of Victorian cottages!
 After two unsuccessful attempts at applying for the 
heavily engineering-based BBC training scheme, and a year 
as a freelance assistant at Limehouse TV in Canary Wharf, 
I managed to land a trainee camera operator job at HTV 
when I was 18. So I swapped the ‘yoof’ programming of 
Janet Street Porter on Channel 4’s Network 7 for Lost Railway 
Lines documentaries and Pobol y Cwm in the Cardiff studio 
complexes, and Ghost Train and Get Fresh for ITV out of 
Bristol, where I was based. After that I returned to Limehouse, 
at what was then Fountain Studios, for 18 months before 
hitting the freelance market early in 1991.
 The next stop was Optex for a steadicam course and, 
although that was great for learning the basics, it was 
obvious I wouldn’t actually become any good unless I could 
get my hands on a rig on a regular basis. This opportunity 
arose when I took a call for an 8-week shoot on My Kind 
of People shooting steadicam every day with director David 
G Croft. At the time steadicam was rarely used in a studio 
environment, but with the advent of flexible triax cables and, 
later, wireless technology, it has become a staple and a very 
flexible tool for any shoot.
 After almost 24 years in the vest I’m still looking to push 
the envelope… from flying on a wire at the London Olympics 
Opening Ceremony to running flat out with Jon Culshaw on 
Comic Relief and 13 series of Strictly Come Dancing. Now I’m 
looking forward to the next 20 years!

What different types of steadicam rig have 
you used/owned?
I started with a Cinema Products EFP rig, 
the first lightweight TV-based rig, then 
went onto the CP Steadicam Master 
system, followed by the Ultra when Tiffen 
took over CP. I then had Curt Schaller 
design an Artemis system for 3D work and 
that relationship culminated in my running 
a beta version of the new ARRI TRINITY 
system since February 2016.

What particularly attracted you to the 
TRINITY?
Curt had been working on a system 
developed from the company FoMa’s idea 
of the Maxima handheld stabilised gimbal 
and how this could be adapted to mount 
on top of a steadicam-like rig. This evolved 
into the ARRI TRINITY system.
 The TRINITY offers five-axis stabilisation, 
enabling shots originally never thought 
possible. Unlike other stabilised heads, 
it offers the ability to push through small 
areas on a horizontal plain, enabling fluid 
and continuous shots through windows or 
small openings, as well as making seamless 

transitions between high and low mode in forward motion. The stabilised head 
means horizon issues are a thing of the past, even in the most treacherous  
of conditions.
 A client commented recently: “Next you’ll be saying it can shoot around 
corners” – but in fact it already can! The TRINITY does have the ability to 
look around corners when in forward mode. This means the system can start 
inside a vehicle looking towards the rear, track back and out through a side 
window before continuing the shot in whichever direction the director or 
DoP requires. Flying over a table top at full reach is easily achievable, as are  
pre-programmed roll or tilt elements for the camera head. 
 A completely unique as well as versatile piece of equipment, the ARRI TRINITY 
offers the most flexible camera stabilisation resource on the market to date.

How do you get your work? Is it mostly through camera supervisors or the 
reputation you have with productions?
Work generally comes through word of mouth… producers/directors and 
production managers moving from job to job, along with camera supervisors 
recommending you.
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Curt Schaller, inventor 
of the system that 
has evolved into 
the ARRI TRINITY, 
demonstrating the rig

Dominic Jackson / ARRI TRINITY

With the 
TRINITY 
at the Rio 
Olympics

Dominic in action with the TRINITY on Pitch Perfect
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Rebuilding history:

The first night 
of television

Back in the 1930s the BBC had been chosen by the 
government to formally launch a regular television 
broadcast service. In their search for effective broadcast  

technology, two competing systems were trialled – one 
created by TV pioneer John Logie Baird, the other by Marconi-
EMI. Logie Baird’s two-part system involved a mechanical 
‘spinning disc’ camera transmitting 240-line moving pictures 
over the existing medium-wave wireless radio, whereas 
Marconi’s 405-line system used electronic scanning and a 
cathode ray receiver.
 It had already become very clear to the BBC that the EMI 
system was far superior to Baird’s, but Baird had gained 
popularity in high places, so under government pressure the 
BBC would trial both systems. As such, British television’s 
official opening night was broadcast live from two separate 
studios at Alexandra Palace, using first Logie Baird’s system, 
then Marconi’s.
 We are mostly familiar with the Marconi system, which 
remained in use until the 1980s, whereas there is little left of 
the rather cumbersome and problematic Logie Baird system. 
Much of his work was destroyed in a fire, so all that remains 
of his ‘flying spot’ camera are a few photos. 

Recreating Logie Baird’s system
In order to recreate Baird’s original system, the makers of 
the BBC4 programme approached Dr Hugh Hunt, Reader 
in Engineering Dynamics and Vibration at the University of 
Cambridge, to see if he could build a mechanical camera 
using Baird’s techniques. Dr Hunt had worked on a few 
projects for Windfall Films before – his knowledge, coupled 
with an infectious enthusiasm for practical experimentation, 
had made the perfect combination when it came to recreating 
engineering marvels for such programmes as Dambusters: 
Building the Bouncing Bomb and Escape from Colditz.
 I personally heard about the Logie Baird project from 
my nephew, Arthur Tombs, a PhD student working with  
Dr Hunt. He had asked me if I knew where they could find 
an original 30-line television similar to that used to broadcast 
the Baird pictures. He had gone on to tell me about some 
of the problems they were having in their attempt to build 
a disc big enough and that could spin fast enough to create 

a detailed moving image. I had known nothing about Baird’s 
mechanical system, so after watching the BBC programme 
and getting an idea of how it worked, I was curious to see for 
myself the recreated camera at the University of Cambridge 
Engineering Department and to talk to Dr Hunt about how he  
had approached the task. I began by asking how he worked 
out how to build the system with no plans or existing models…

Dr Hunt: In the 1920s and 30s there were lots of amateur 
enthusiasts and Logie Baird was one of these. There were 
plenty of articles in amateur magazines and journals – 
although mostly in Dutch and German. There was a real 
hobby thing going on. The basic principles of Nipkow disks* 
were pretty well understood but only at quite low speeds and 
low resolution – if you wanted to do 15 frames per second 
(fps) and 60 lines, it was really easy.
 This disc with the red spots (see image above) is the first 
one we used. It’s about 25cm in diameter and has 30 holes in 
a spiral. This can be spun up with a handheld drill quite easily 
and it’s pretty easy to shine a small light onto a square area 
and project the spot onto someone’s face in a dark room. You 
can be up and running with this system in a day.
 Next we tried spinning a 60cm diameter disc with  
60 holes (blue spots) at 15fps, but we needed a four times 
bigger disc to spin it at 25fps and this becomes physically 

impossible. It’s just too big. Logie Baird couldn’t do it either, 
so what he came up with was a multiple spiral scheme.  
He ended up with four different size spirals in a complex 
arrangement and the disc had to spin four times faster. It was 
really complicated, but Logie Baird did it.
 Next he had to make it spin at 6000rpm to get his 25fps, 
but if you are spinning this thing at such a ridiculously high 
speed, what happens if it blows apart? Someone’s going to 
get hurt. So it was enclosed in a safety cage and, because of 
air resistance, it became clear that if you could suck the air 
out to make a vacuum it doesn’t require so much energy to 
spin. Getting all this to work was, well… you have to be a bit 
of a nutcase to try it, and I think he was a bit of a nutcase!

So how was the signal sent to people’s homes?
Dr Hunt: The clever thing is that it was done by wireless with 
exactly the same transmitter used for radio transmission. The 
spot of light scans the subject and the reflected light is picked 
up by photo sensors. These create a voltage proportional to 
the amount of light that’s hitting them and that information 
is sent down a wire. As far as the radio is concerned, that 
signal looks like a sound signal so it can be broadcast. The 
decoding at the other end is the clever bit. At the end of 
each scan line there would be a little blank spot, so the signal 
would go blank and the tube would start a new line. Once 
you got to the bottom you would have about 20 lines of 
complete blank so that’s when the TV receiver knew to spring 
the electron beam back to the top and start a new page.
 It would have been great to do exactly what Logie Baird 
did, but I could see it wasn’t going to be easy and we weren’t 
going to be able to build anything at 240 lines and 25fps 
given the budget. Logie Baird took decades to get it to work, 
so we couldn’t be expected to do it in a few weeks!

Would you like to if you had the time and budget?
Dr Hunt: No, not really, because it would be difficult, hard 
work and very time-consuming. I’m really thrilled to have 
done this because it has opened up a window I didn’t know 
anything about. I think people watching the film learn a lot.

The film didn’t really mention the Marconi-EMI system?
Dr Hunt: I think people know how television works now  
(which is much more similar to the Marconi-EMI system), so 
it’s easy to think ‘Well, TV then was like TV now but just more 
primitive’, whereas the Baird system is completely different. 
It’s a bit like the difference between, say, the Wright Brothers’ 
aircraft and a modern plane. The Logie Baird spinning disc 
camera is such a foreign concept – that’s what made it 
interesting for me.

Back in the 1930s, Baird used huge photomultipliers  
to pick up the reflected light from the presenter’s face, so two 
super-sensitive photomultiplier tubes were borrowed for the 
TV show. Now, back in the lab for demonstration purposes, 
Dr Hunt has installed more economical microelectronic light 
sensors in a frame placed in front of the presenter.
 The powerful theatre light focused through a lens has 
also been replaced with smaller, cheaper LEDs to achieve the 

You may have watched Television’s Opening Night: How the Box Was Born on BBC4 last 
November, a ‘behind-the-scenes’ recreation marking the 80th anniversary of the first 
British live television broadcast in 1936. Zerb editor Hazel Palmer went to Cambridge to 
talk to the engineers behind this fascinating glimpse into the birth of our industry.

very bright light needed to shine through the small holes of 
the disc. So... not theatre lighting or big old-fashioned valve 
photo diodes, but nevertheless everything up untill now is 
pretty faithful. However, this is where the authenticity had to 
be somewhat abandoned… and my nephew came in with his 
computer programming skills.

Arthur: The live broadcast was the next stage. You take 
it from the wire through a transmitter, which turns it into 
electromagnetic waves, which then get picked up by the 
antennae.

Dr Hugh Hunt with the discs made by the University of 
Cambridge Engineering Department

Getting all this to work was, well… you have 
to be a bit of a nutcase to try it, and I think 
Logie Baird was a bit of a nutcase!

Interior of the darkened room showing presenter’s seat and light 
sensor frame
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*A Nipkow (sometimes Anglicized as Nipkov) disk, also known as a 
scanning disk, is a mechanical, rotating, geometrically operating image 
scanning device, patented in 1885 by Paul Gottlieb Nipkow. This 
scanning disk was a fundamental component in mechanical television 
through the 1920s and 1930s.
Wikipedia: Nipkow disk (https://en.wikipedia.org/wiki/Nipkow_disk)

Baird television transmitter diagram
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Fact File
Dr Hugh Hunt is Reader in Engineering Dynamics & Vibration, 
Academic Division: Mechanics, Materials & Design; Research Group: 
Applied Mechanics.

Arthur Tombs is a graduate student of Queens’ College, Cambridge, 
studying for a PhD in Engineering. 

Other students who featured in the show: Charlie Houseago (Trinity), 
Anna Maria Kypraiou (Newnham).

Television’s Opening Night: How The Box Was Born by Windfall 
Films, was broadcast on BBC4, Wednesday 2 November, 2016. 

More info: www.bbc.co.uk/historyofthebbc/research/general/tvstory1

What type of TV would you have needed?
Arthur: We were aiming for 120 lines but only got 60 lines  
on the finished product. With so little in the way of timing signals, 
I don’t think any of the real TVs would have accepted it. The 
system we had created generated the picture but without any 
of the control signals for the vertical and horizontal sync. All of 
that is additional information which cameras need to provide, but 
because we weren’t actually producing that information we were 
always going to need to cheat.

So how did you transmit your picture?
Arthur: The voltage you get from the light sensors is proportional 
to the amount of light that’s hitting them, so all I needed to know 
was how fast the disc was spinning and therefore where I expected 
the beam of light to be pointing within the box and where the light 
should be. That’s where we’re cheating a bit; we have a second 
sensor on the outside of the disc, which generates a pulse every 
time the disc goes past, so instead of there being dropouts in the 
video signal we’re just sending it over a second wire.
 I combine those bits of information (from the slotted switch 
on the outside I know where the beam should be pointing and 
from the photomultipliers I know how much light is arriving at 
that point) so I just need to plot it like a graph. I have a grid of 
points where the x co-ordinate shows how much time has elapsed 
in one line and the y co-ordinate shows which line of the image I’m 
talking about. I set the brightness of each of those pixels according 
to the voltage from the photomultiplier tubes... and I make the 
pixel more white if the number [voltage] is higher.

It would have been great to do exactly what 
Logie Baird did, but it wasn’t going to be 
easy and we weren’t going to be able to build 
anything at 240 lines and 25fps given the 
budget. Logie Baird took decades to get it to 
work, so we couldn’t be expected to do it in  
a few weeks!

every 3 minutes rather than 25fps. They worked on it for a 
few months I think, and they were filmed quite a lot, but then 
the producers made a call not to include it.

The spinning 
disk with LED 
light shining 
through the 
holes

Charlie Houseago (Trinity), Anna Maria Kypraiou (Newnham) and Arthur Tombs (Queens)

Dr Hugh Hunt

The live image transmitted from the mechanical camera to the 
computer screen 

Baird demonstrating his invention with the aid of ventriloquist 
dummies
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The camera system  is currently still assembled in Cambridge 
but taking up space in the engineering faculty. I ask Dr Hunt 
what will happen to it.  

Dr Hunt: It’s a nice demonstrator; people like to come and 
see it, but ultimately this isn’t going to stay here for ever and 
if anyone wants to take it on they can, but it’ll probably end 
up as scrap sometime soon, because that’s what happens. 

Dr Hunt does, however, have a student working on it this 
year to develop a small portable kit that can be taken round 
schools to demonstrate and perhaps inspire a John (or Jane) 
Logie Baird of the future.

The fifth Bill Vinten GTC University Awards will be kindly hosted by last year’s 
winner, Portsmouth University, on the evening of Thursday 19 October. 
 As the competition becomes more widely known, it has this year attracted 
new entries from Wiltshire College, The University of the West of England and 
Ravensbourne. Others, such as Kingston University, have once again submitted 
films after missing the competition last year, as lecturers and students realise that 
winning the competition can lead to employment for the students as well as 
publicity for their courses. 
 The University Trophy, awarded to the highest scoring portfolio of films across 
different genres, is highly valued as an indicator of the quality of teaching at that 
faculty. Steve Whitford, Course Leader, BA Film Production (BAFP) at Portsmouth 
said: “We are very honoured to have received this prestigious University Award. It 
affirms what our staff strive for in our teaching: to aspire to an industry level. It also 
affirms what we know: that students from our BAFP course are producing industry-
level work. This Award recognises these achievements and puts the course on the 
Cinematography ‘map’ of top Film Production universities in the UK.”
 Krister Antonsen, who won last year, has returned to his native Norway after his 
work experience in Birmingham and at The London Studios, where he worked on 
The Graham Norton Show and Loose Women. Runner-up, Alex Lines, says his work 
experience placement boosted his confidence and led to a successful job interview 
with Transmission TX. Alex said: “I’m certainly not underestimating how much the 
GTC connection helped me out.”

GTC members who would like to attend the Awards presentation evening 
should contact Alan Duxbury (alan.duxbury@gtc.org.uk) for tickets.

 You have to get that timing exactly 
right. This was the most difficult thing 
actually. If you don’t get the timing right 
then you just get weird smears of pixels 
and it doesn’t look like an image. 

How was the filming? I think there 
were some problems on the ‘opening 
night’ with the disk squeaking 
loudly?
Arthur: Yes, that caused a bit of friction 
(literally!) between us. We’d had a 
problem with the disk scraping at the 
top […] so we kept fiddling around and 
adding gaffer tape, but in fact we were 
looking in the wrong place. It turned out 
to be such a simple thing – the hub in the 
middle needed oiling.
 It was a shame they cut out the whole 
Lego aspect of the project. Originally we 
recruited nearly 30 students to work on 
this and half of them were building a 
working Lego version. The Lego model 
was tiny, it had a laser pointer and was 
obviously very slow – about 1 frame 

 One of the good things to come out of it has been open 
day demonstrations and school visits. We’ve taken the 
Nipkow* disks with torches around to primary schools to get 
them interested in engineering.
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Flight of the Swans
Sacha Dench’s amazing expedition involved flying 7000km in 
a paramotor, essentially dangling from a fabric wing with a 
propeller strapped to her back. Each year Bewick’s swans fly to 
overwinter at Slimbridge Wetland Centre in Gloucestershire, 
but in the last 20 years their numbers have almost halved so 
the main drivers for the trip were conservation and education. 
En route, the swans encounter hunters, telegraph wires, 
heavy storms, extreme cold and sea crossings – and Sacha 

would face all of these first-hand too. The first 1000km were 
flown unsupported because the terrain is impossible to cross 
on the ground.

Keeping warm in sub-zero: the right kit
Well ahead of the trip, Sacha sought expert advice. 
Anticipating temperatures of –20ºC, keeping warm was 
obviously a major concern and so she consulted expedition 
expert Steve Holland of SJH, who had advised Sir Ranulph 

Fiennes on equipment for ‘The Coldest Journey’ in 2014. 
Páramo was the recommendation. Rigorously cold-chamber 
tested against other outdoor clothing at temperatures down 
to –60ºC before Sir Ranulph’s Antarctic expedition, Páramo 
had proved incredibly effective at removing the moisture from 
perspiration generated when working hard, thus avoiding 
dangerous post-exercise chill.
 Testing the clothing was also a key part of Sacha’s pre-
expedition prep in the UK and Sweden. She not only required 
the ‘warm and dry’ element to be super high-spec, she also 
had to be able to run, jump and fly without restriction. What’s 
more, Sacha particularly wanted to partner with a clothing 
brand that was not a compromise in terms of sustainability.
 There were other examples of successful expeditions which 
had opted for Páramo clothing to protect them in both hot 
and cold remote areas around the globe for Sacha and the 
Flight of the Swans ground crew to draw on as well. Páramo 
is the chosen workwear of the British Antarctic Survey 
expeditionary workforce, of the paddlers of the Arctic Voice 
expedition in Greenland, and of scientific fieldworkers in 
the Heart of Borneo project. Páramo clothing has gone up 
mountains from Alaska to Kyrgyzstan to Peru, raced from 
London to Cape Town, sailed round the world (backwards!), 
rowed from London to Paris, and is the chosen kit of the 
six-time winners of the Patagonian Expedition Race, ‘the 
toughest race on earth’. Its ‘rustle-free’ nature has also made 
it a perfect choice when searching for snow leopards in 
Ladakh, bears in Alaska and Finland, gorillas in Rwanda and 
penguins in Antarctica.
 So what’s so special about Páramo? 

The Páramo story
Páramo has specialised in using Nikwax® Analogy fabrics since 
the company’s foundation in 1992. In the 1980s, disillusioned 
with the performance of conventional outdoor clothing, 
Nick Brown, founder and owner of Nikwax®, designed an 
innovative fabric based on the principles by which mammals 
stay dry and comfortable, as their fur pumps water away 
from the body faster than it is pushed in. The first Nikwax 
‘directional’ fabrics were born.
 Nick tested his fabrics in the Páramo vegetation zone high 
in the Colombian Andes, which experiences exceptional 
rainfall and cold temperatures. He realised he had found a 
system that kept him dry from outside and inside, even when 
working hard, regardless of temperature or humidity.
 UK outdoor instructors and search & rescue teams were 
among the first fully to appreciate Páramo clothing and such 
professionals remain the focus of Páramo development.  

In the last issue of Zerb, we reported on the remarkable Flight of the Swans paramotor 
expedition achieved by Sacha Dench of the Wildfowl & Wetland Trust, which involved 
flying the entire 7000km migration route of Bewick’s swans from the Russian Arctic 
to Gloucestershire – an awesome undertaking requiring the best and most reliable of 
gear and clothing in order to succeed and survive. Through covering this trip, the GTC 
became aware of Páramo clothing, an extremely high quality and innovative, ethically 
manufactured brand – which even offers a discount for GTC members and Zerb readers! 
Catherine Whitehead of Páramo explains the story behind the company and the ethos 
underpinning their outdoor clothing range.

By satisfying the requirements of mountain guides, members 
of mountain rescue teams and expeditionary workforces such 
as the British Antarctic Survey, Páramo ensures all outdoor 
enthusiasts and workers gain maximum benefit from new 
fabric developments and functional garment design.

Ethical production: the Miquelina story
During a visit to Colombia in 1992, Nick met Madre Esther 
Castaño, the energetic Mother Superior of the religious 
order ‘Las Hermanas Adoratrices’. She had started a small 
workshop with two sewing machines to offer practical help 
to vulnerable women and girls from the streets of Bogotá. 
Nick and Madre Esther decided to work together and South 
American production of Páramo garments began. Since then, 
both companies have grown due to their strong partnership. 
 Madre Esther’s venture, Miquelina, became an independent 
charitable foundation in 1997. Today, it accounts for over 
80% of Páramo’s production, employs around 200 women 
at any time, and trains a further 550 each year. The ISO 9001 
quality-certified factory has excellent facilities, including 
up-to-date computer-aided cutting and pattern-making 
machinery. The women benefit from a housing co-operative, 
community centre, kindergarten and a canteen feeding  
300 schoolchildren daily.
 Miquelina’s fair trade production standards are verified 
by the World Fair Trade Organization (WFTO), of which it is 
a fully fledged member. All Páramo products produced at 
Miquelina from January 2017 carry WFTO’s First-Buyer label.

 Miquelina worker sewing a Páramo jacket

Nick Brown, Páramo founder, testing early clothing designs in 
The Lakes

Why Páramo clothing 
works behind camera

The waterproof qualities of Nikwax 
Analogy are not compromised by 
puncture, so damaged clothing 
can be repaired in the field or 
by Páramo’s expert workshop to 
function equally well again.
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Nikwax Analogy: high performance 
without PFCs or membranes 
Nikwax Analogy is an innovative fabric technology not 
reliant on per-fluorinated chemicals (PFCs) or membranes to 
provide high-performance weather protection plus unrivalled 
moisture management. 

Fact File
See more about Páramo clothing: www.paramo.co.uk

Image Pro Scheme
Readers of Zerb are eligible to join Páramo’s Image 
Professional Scheme. Simply go to www.paramo.
co.uk/imagepro to find out more and complete the 
application. Please ensure that you mention Zerb or 
the GTC on your application.

You’ll receive a membership 
card, which entitles you to 
20% off RRP and a further 5% 
back in loyalty points to spend 
on future purchases. You can 
buy direct from Páramo via email, telephone or from 
brand stores in London, Keswick and East Sussex.

Members will also receive special deals and clearance 
offers as well as opportunities to trial pre-production kit. 

If you are equipping a whole team, please contact 
Páramo’s Contract Sales teams who can help with bulk 
orders, custom designs and colours, plus badging and 
branding garments for your team’s requirements. 

Any questions, call: +44 (0)1892 786446  
or email: contract.sales@paramo.co.uk.

The ‘rustle-free’ nature of Páramo 
clothing has made it a perfect 
choice when searching for snow 
leopards in Ladakh, bears in Alaska 
and Finland, gorillas in Rwanda 
and penguins in Antarctica.

 The two-layer waterproof fabric system comprises a 
durable polyester microfibre outer and inner ‘Pump Liner®’. 
Thanks to treatment with PFC-free Nikwax waterproofing, 
the windproof outer deflects precipitation effectively, while 
the Pump Liner actively transports moisture (liquid water as 
well as water vapour) away from the body. An insulating layer 
of air collects between the two.  
 This fabric system is extraordinarily effective, keeping 
wearers warm and dry from both inside and outside, even 
in the most extreme conditions. It works equally effectively in 
all temperatures and humidity levels, when membranes often 
fail. The soft material is quiet, flexible and very comfortable 
to wear. For their September 2015 report surveying the 
occurrence of PFC chemicals in the environment, Greenpeace 
scientists wore Páramo in remote areas across the world at 
up to 5000m altitude, demonstrating that high performance 
need not rely on hazardous, polluting PFCs.
 Since 2012, Nikwax fabrics have been rigorously tested to 
ensure they have not been treated with PFCs anywhere in the 
supply chain. From 1 April 2016, all garments manufactured 
by Páramo have been verified PFC-free. 

Durable, renewable, repairable, 
recyclable
Páramo clothing does not use fragile membranes, laminates or 
taped seams that deteriorate over time and inhibit recycling. 
The durable waterproofing can be indefinitely renewed with 
Nikwax® aftercare. As a result, many Páramo waterproofs are 
still in regular use after more than 15 years. 
 The waterproof qualities of Nikwax Analogy are not 
compromised by puncture, so damaged clothing can be 
repaired in the field or by Páramo’s expert workshop to 
function equally well again.
 The Páramo Recycling Scheme encourages customers to 
return their old Páramo gear for recycling in exchange for a 
discount on new Páramo gear. The returned clothing is either 
refurbished for a new owner in Páramo’s workshop, or recycled 
into high-grade polyester to close the production loop.  

Environmental responsibility
In January 2016, Páramo became the first outdoor company 
to sign the Greenpeace Detox Commitment, leading the 
outdoor industry in ensuring that hazardous, persistent 
pollutants are excluded from textile production. As a result, 
in May 2016, Páramo won the ‘Bold Move’ category in 

British Antarctic Survey 
worker in Páramo 
jacket photographing 
penguin

Sacha Dench of WWT’s Flight of the Swans expedition in the air

Páramo’s Nikwax 
fabrics are modelled 
on the characteristics 
of mammal fur

the Guardian Sustainable Business Awards, recognising the 
impact of the British clothing company’s Detox sign-up.
 As vice-president of the European Outdoor Conservation 
Association (EOCA), Nick Brown advocates environmental 
responsibility within the outdoor industry. Páramo and 
Nikwax offset their CO2 emissions every year with donations 
to conservation projects by the World Land Trust. 
 In recognition of the company’s commitment to ethical 
production and environmental responsibility, Páramo 
emerged top of the ranking of waterproof jacket brands and 
was named a ‘Best Buy’ by Ethical Consumer magazine.
 GTC members and Zerb readers can take advantage of 
generous discounts (see the Image Pro Scheme panel below 
and GTC Member Discounts to the right).

These discounts are not transferable.
Be prepared to quote yourmembership number.
Please contact the company directly, not the GTC.

MEMBER
DISCOUNTS

10%
Contact: Andy Driver
andy@action-cases.com
Please quote: GTC2017

25%
All Kit Hire (subject to availability)
Contact:MarkWilson
+44 (0)20 7436 3060
info@aliashire.co.uk

20%
Contact: Peter Scrutton
+44 (0)1932 570001
peter@broadcast-services.co.uk

15%
Editing Facilities (Avid 7)
Online editor with 20 years TV experience
Contact: Dewi Evans; +44 (0)29 2131 0131
DEvans@CrackingProductions.com

up to
45%

Kit Hire. 30%Crew+15%Members Discount
Subject to availability. Please ring for details
Contact: Paula Connor
+44 (0)20 8232 8899; paula@electra-tv.com

15%
Applies to all purchases from thewebsite:
www.formatt-hitech.com
Enter the code:GTC1515 at checkout
Contact: James Stamp: +44 (0)7583 243622

5%
Contact: AndrewMorgan
0844 330 8693
andrew@hardsoft.co.uk

25%
Contact: Russell Martin
+44 (0)20 8226 4073
russell.martin@hdhire.co.uk

20%
Outdoor Clothing
20% off at www.keela.co.uk (exc. promotions)
Enter the code GTCKEE20 at checkout
enquiries@keela.co.uk

up to

£5,500

£5,500 on Sprinter; £3,500 on Vito
Contact:Martin Gearing. Conditions apply.
Rossetts Commercials Mercedes-Benz
+44 (0)1903 223400;martin.gearing@rossetts.co.uk

30%
Waterproof Bags
Enter GTC30 at checkout
Contact: Luke Staniland; +44 (0)1784 473848
luke@overboard.com www.overboard.com

20%
+5%points

Outdoor Clothing
Join the Image Professional Scheme for discount
Contact: Jeni How; +44 (0)1892 786445
pro.sales@paramo.co.uk www.paramo.co.uk

20%
Photon BeardWeb Shop
Enter GTC at checkout
Contact:Mike Perry: +44 (0)1525 850942
www.photonbeard.com/shop.html

10%
Contact: Sharon Howells
+44 (0)1792 720880
Sharon.howells@quicklink.tv

25%
Studio Hire
Contact: Jason Dollery; +44 (0)20 7127 4664
jason.dollery@sandstormfilms.com

20%
All Kit Hire (subject to availability)
Contact: ShaunWilton
+44 (0)20 8941 1000
shaun.wilton@shooting-partners.co.uk

10%
Camera Courses
Enter VMIGTCwhen booking online
Contact: Barry Bassett: +44 (0)20 8922 1222
bb@vmi.tv

20%
NewVWVans plus fitting out
Cordwallis Van Centre, Bedfont
Contact: John Harkin
0844 811 2175

>
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Droplets enlarge and get 
compressed by the hair. 
This pressure forces the 
droplets to the surface 
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Whether you like it or not, it has been publicly noticed 
that the television and film industry is made up of 
a select type of person when compared with the 

general population. As an industry that often tasks itself with 
holding a mirror up to society, it needs to be able to effectively 
and responsibly reflect that society, both on and off screen. 
 Recent studies have looked into this and found massive 
under-representation of marginalised groups in film and 
television production jobs, especially in the camera department.  
For example: an extensive study by the University of 
Southampton looked at female representation across the 
six key film production roles. It found that women make up 
just a fifth of the industry workforce overall and only 13% of 
films are directed by a woman. By far the biggest imbalance, 
however, was found in cinematography, with only 7% of 
these jobs filled by women. 
 More troubling still is the finding that across all six key 
roles,  women of Black, Asian or minority ethnic (BAME) 
identity made up less than 2% in each category. In fact, of 
the 13 women who were cinematographers on British films 
in production during 2015, not one was of BAME identity.
 It appears that this lack of diversity is not just confined to 
the film industry: a study by Directors UK found that only 
1.5% of the most popular and significant UK television 
programmes made up until 2013 were made by directors 
of BAME descent, when this demographic in fact represents 
around 14% of the UK population. It was also found that 
the proportion of BAME directors in 2013 had dropped by 
over  20% in comparison with pre-2011 programmes, so 
there is no sign of things getting better for this demographic. 
Quite the opposite.

Diversity  behind the 
camera
Beyond the nitty gritty of what 
we call ourselves, it is perhaps 
time to take a good look at who 
we are as camera people. Zerb 
guest editor Hazel Palmer asks 
who makes up this profession 
and looks into how the camera 
department compares with the 
rest of the television industry 
and society at large. 

18 to 24  |  15% 

35 to 44  |  26% 

55 to 64   |  4%

25 to 34   |  37% 

45 to 54   |  18%

Race / ethnicity  |  Fig.2

White British  |  70% 
White Other  |  21%
Asian/Asian British | 6% 
Mixed or Multiple 
Ethnic Groups  |  3%

Disability  |  Fig.3 
The Equality Act of 2010 defines disability as: “a physical  
or mental impairment with long term, substantial adverse 

effects on ability to perform day to day activities.”

Yes  |  1% (dyslexic)

No  |  99%

 This tallies with my own experience in my working 
environment: as far as BAME representation goes, I can count 
the number of Black cameramen I’ve met on one hand, 
and as well as it still being quite a novelty to meet another 
camerawoman, NONE of those I’ve met so far have been 
women of colour (I do hope there are some out there!).
 Added to these shortfalls is the proportion of disabled 
people in television, which is also much lower than in the 
workforce as a whole and has not improved in 10 years. 
Just 5% of those who work in TV consider themselves to 
be disabled, compared with 11% of the wider working 
population. It has also been revealed that those with a 
disability earned £2,440 less than the industry average.
 Looking at the demographics of Zerb’s recent survey 
of women working in the camera department, of the  
68 respondents, 91% were white, 81% were heterosexual 
and 99% claimed no disability (see Figs 2–4).
 When comparing the makeup of our profession to society 
at large, as well as to other sectors, there is a strong hint that 
our industry is more welcoming or accessible to a particularly 
narrow selection of people. 
 Creative Skillset’s workforce survey found that older people 
are also being overlooked, with 48% of creative media 
employees under 35 compared with 35% across the UK. 
Their study also found that 48% of us have done unpaid 
work at some point in our career, and those who attended 
fee-paying or independent schools is double the national 
average at 14%, all pointing to a significant socioeconomic 
divide. The proportion of Lesbian, Gay or Bisexual (LGB) 
people in creative media was actually found to be slightly 
above the national average (6%) at 7%, however this varies 
greatly between sectors, with 14% in cable & satellite TV and 
only 3% in facilities.

Why does this matter?
Looking at these figures, as well as with our own eyes, it’s 
probably fair to say that our profession isn’t very diverse. 
We can pretty safely assume from these statistics that the 
‘standard’ UK cameraperson is a young to middle-aged 
white male from a comfortable financial background. But 
is this a problem? After all, we’re just one part of making 
television, hidden behind the scenes, not out representing 
the wider population. In a competitive industry such as ours, 
you obviously have to be very committed, hard-working and 
determined in order to break through and to keep your work. 
Perhaps some people just aren’t passionate enough about 
working in this area. Nobody is judged on anything other 
than their skills and commitment, so why force the issue?

1. It’s quite simply not very fair
Ofcom, in partnership with the Equality and Human Rights
Commission, have produced guidelines for the broadcasting
industry, which state: “Everyone wanting to pursue a career
in broadcasting should have a fair and equal opportunity to
do so, whatever their background. Yet the figures show some
groups may be experiencing barriers – both in entering the
industry and allowing them to progress once they are in.”
 Major film producers Barbara Broccoli and Kathleen 
Kennedy have backed a recent report that states: “Nepotism, 
word-of-mouth employment practices and the widespread 
use of unpaid work experience have created a ‘pandemic lack 
of inclusion’ in the British film industry.”
 One of the reasons the same type of people are populating 
all the UK’s creative media jobs is because there is a large 

Camerawomen and identity 
Peer research conducted by Zerb, 2017

An anonymous survey distributed via 
email, word-of-mouth and social media to 

camerawomen in the UK to gauge their 
opinion on job titles whilst also gathering 

information on demographics and diversity. 

Discrimination  |  Fig.5 
Have you ever felt discriminated against on the basis 

of your gender, ethnic background, age,  
sexuality or disability?

Yes  |  54% 

No  |  46%
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Age range  |  Fig.1

Sky's rugby world cup campaign parodying the training of the (white male) cameramen

What's that lady doing with a camera? 
Best let a man take charge....



headstart for some over others. These people will likely be 
living within or with easy access to London, they will have 
relatives or friends already in the industry or will mix in similar 
circles, and they will have the capacity to build and nurture 
these relationships and networks through unpaid placements. 
When they advance through the ranks they will likely enforce 
this pattern.
 According to research by Directors UK, employers hire the 
same types of people – either those they already know or 
those similar to them. They trust and respect certain types 
based on preconceived notions of strength, intelligence, 
reliability, personality and work ethic. This leads to a lack of 
role models for those who don’t fit this ‘standard’ – they 
likely have lower confidence in their ability, which leads to 
low regard from others, which in turn may discourage other 
candidates. It’s a vicious circle (see Fig 5).

2. It affects the work we produce
Without representation behind the camera, why should we
expect the experiences and visions of minority groups to be
accurately portrayed on our screens?
 In an impassioned speech to MPs, actor Idris Elba (Luther, 
The Wire) summed up the problem, stating that while the 
UK is “the most successful, diverse, multi-cultural country on 
earth [...] you wouldn’t know it if you turned on the TV.” He 
elaborated, “People in the TV world often aren’t the same 
as people in the real world […] I should know, I live in the 
TV world. And although there’s a lot of reality TV, TV hasn’t 
caught up with reality.”
 Whether life imitates art or vice versa, having only a certain 
group accurately and consistently represented in the media 
we consume is of huge disadvantage to other groups. 

3. A lot of creativity and talent is being wasted
Channel 4’s Off Screen Diversity Executive, Nina Bhagwat,
explains: “If you have diverse talent right in the heart of
the creative process (and when I say diverse talent I mean
different voices; diversity of thought), then you’re in a much
better place to create something that is absolutely going to
engage [more audiences].”
 Production teams could be stronger if they had a wider 
range of people contributing to them as well. Tema Staig, 
who runs ‘Women in Media’, says that many men she has 
spoken with express to her that they want more women 
on their crews: “They feel a crew with more women is 
more pleasant, more comfortable, less of an aggressive 
environment, and women work hard (they have something 
to ‘prove’, after all!).”
 A considerable factor that can impede the progress of a 
woman’s career more than for others is the prevailing mindset 

that if you are the prime child-carer then you’re just not suited 
to a job in film or television. For me, being a single mother 
from a young age set me back in my career over and over 
again – and yet, caring for someone else involves learning 
a host of valuable skills applicable to camerawork: multi-
tasking, organisation, patience, compassion, weight-lifting! 
The same could be attributed to all types of caring – and with 
the ever-increasing crisis in elderly care many more of us are 
going to need to take some time out to help our loved ones 
at some point.
 When it comes to disability issues, it might seem almost 
impossible to make camerawork accessible for the disabled 
given the physical demands of the job, the often inaccessible 
locations and the need for clear communication. But that’s 
not to say it is impossible. With regulatory changes and 
imaginative will, why not? Someone used to wrangling a 
wheelchair would probably be an excellent studio camera 
operator. The infrastructure modifications would be a small 
price to pay for the talent you would get in return, not to 
mention the improvement in quality of life for that person. 

Is anything being done to redress the 
balance?
Channel 4 is leading the way for the broadcasters. As Nina 
Bhagwat enthuses: “At Channel 4 we’ve got diversity in our 
DNA […] We were set up to embrace different points of view. 
For us diversity is a creative win.” They have set out a ‘360° 
Diversity Charter’, which covers a variety of activities both on 
and off screen at every level, and covers a wide definition  
of diversity including BAME, disability, LGBT, gender and 
social mobility. 
 One of the most ambitious of these activities is their 
leadership of Project Diamond, an industry-wide in-depth 
diversity monitoring system created by broadcasters BBC, 
Channel 4, ITV and Sky, in collaboration with Pact, Creative 
Skillset and the Creative Diversity Network. This promises to 
provide “detailed, consistent and comprehensive monitoring 
and reporting of diversity” both on and off screen.
 However, on closer inspection, Project Diamond is only 
publishing its equality monitoring data according to different 
television genres, refusing to break it down into individual 
programmes or series. BECTU and The Writers Guild claim the 
broadcasters are not being transparent enough about sharing 
data to make it work and have resolved to boycott the 
project. They fear it will not result in any progress on diversity 
because: “Those [currently] failing to hire BAME workers will 
continue to avoid accountability for their failure.”
 Ofcom has also been criticised for deferring accountability 
for diversity monitoring to Project Diamond, which, being 
run by the profit-driven TV industry big players, has been 

suggested is a failure to act in the public interest (Simon 
Albury, openDemocracy). This will be the first year Ofcom 
will be put in charge of regulating the BBC, but it has said 
that it will only set targets for the corporation’s on-screen 
diversity and not for anything off-screen. For many, this is just  
not enough.
 Outside of policy and monitoring, on the ground, there 
are some attempts to even up the employment opportunities 
for under-represented groups. For example, ’Reel Angels’, 
set up by Lulu Elliot, is an agency focused exclusively on 
placing female technicians in properly paid roles across the 
film and television industry. I have heard accusations of 
‘reverse sexism’ levied at this, but according to Lulu, “Reel 
Angels exists to give the client recruitment choice. We work 
under the Equality Act 2010 in terms of promoting ‘positive 
action’… we simply promote an under-represented group, in 
this case, women.” 
 To get a rough idea of female representation in television 
camerawork, I surveyed the names on the lists of six of the 
main UK television camera crewing sites. I was shocked to 
find that women comprised just 5.5% of camera operators 
on their books. In fact, three of the companies had no 
camerawomen AT ALL, and without one of the agencies 
bringing up the overall percentage with a (faintly) impressive 
20% female crew, the figures would have averaged out at 
a measly 2.6% operators and 6.5% assistants – not great 
representation for over 50% of the population. As such, 
I think it’s fair to say that men aren’t going to be at a 
disadvantage from one female-only crewing company trying 
to open the choices up! 

Will it help?
While it’s apparent that positive steps are being taken by 
industry leaders to monitor diversity and create a more 
inclusive industry, there are still some barriers at play that 
these actions don’t address.

1. ’Bottom-up’ or ‘top-down’ approach?
The action of both the Government and the TV companies has 
always previously been focused on mentoring, placements
and bringing in more new entrants. However, Sir Lenny
Henry has criticised this response to the decline in BAME
people working in the industry: “They seemed to think more
training initiatives were the easy fix – rather than training
courses for those in positions of power on how they could be

more diverse and inclusive in their employment practices and 
commissioning.” This is backed up by BECTU’s response to 
Project Diamond: “By far the biggest problem is the attitudes 
and hiring practices of the gatekeepers. Too many hirers 
are unable to believe that minority ethnic professionals are 
capable of doing the job, no matter how much experience or 
how successful.”
 To be fair, Channel 4 has recognised where diversity 
initiatives have gone wrong in the past, so for 2017 they are 
focusing on a ‘top-down’ approach. Nina Bhagwat explained 
their reasoning:  “Ultimately if we get the diversity at a senior 
level, there are more pickers and choosers and decision-
makers who reflect the breadth of diversity, [meaning..]  
we will have people who are making hiring decisions in a 
slightly different way, because their networks are likely to be 
more diverse.”
 However, Tema Staig (Women in Media) doesn’t believe 
that change just happens ‘top-down’: “The feminist film 
movement, for the last 30–40 years, had a top-down 
approach – that if we only get more producers, directors,  
actors and writers, in time, it will trickle down, that they will 
hire more women. That’s not happening […] if you push from 
the bottom up, as well from the top down, we will achieve 
quality and have better stories.”

2. Where are the real incentives?
The way the industry operates could also throw up barriers
to change. With the endemic climate of uncertainty and
insecurity in the industry, and the pace at which teams
and projects are put together, hiring, by necessity, relies on
traditional methods of preconceived notions and ‘who you
know’. Projects are generally short-term and there just isn’t
the time or budget to put long-term HR plans in place.
 Most of us are freelance, so many employment and 
discrimination rules either don’t apply or are ineffective. With 
no permanent contracts, you can be employed or dropped 
from a job with no explanation. Even a momentary hint of 

Some of the positives of hiring 
women – responses from the 
‘Camerawomen and Identity’ survey

I’m keen and a fast learner. 
These skills are valued beyond 
gender – and the majority of 
men I work with take pride in 
an equal gender workplace.

At times it has helped 
me as there are few of 
us in natural history 
and productions have 
wanted a female touch.

I think the colleagues I work with on a 
daily basis enjoy working in a mixed 
rather than a purely male environment.

Diversity is a creative win
Nina Bhagwat, Channel 4

I’ve been hired as a female 
for sensitive subject matters.
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instability can see someone dropped off the list. Thus, there’s 
a wide culture of acceptance fed by the fear of losing work. 
This disadvantages parents, carers and those with disabilities, 
not to mention being a likely contributor to the growing 
mental health crisis.
 Organisations such as Media Parents are trying to point 
out the benefits to all by spreading the word further about 
flexible work practices in order to keep good, experienced 
people working in media. Both freelance working parents 
and television employers have found great rewards from this.

3. Will the guidelines be followed by all?
It’s all very well the large broadcasters working on their
diversity targets, but we all know that in our increasingly
fragmented industry, they are rarely the ones actually doing
the hiring of ‘on the ground’ crew members. Considering
Channel 4 does not make its own programmes, I asked Nina
Bhagwat about the ‘in-between’ employers that crews are so
often engaged by, and how the broadcasters can make sure
that diversity is being addressed by them.

Nina: “Well I think one of our most significant initiatives is 
the commissioning diversity guidelines, so at the point of 
commission we are saying to indies: ‘What are you going to 
do on-screen and off-screen for diversity?’ – and we’ve set 
out targets that are genre-specific in terms of what they need 
to achieve.”
 When I suggest that other subcontractors who are already 
taking advantage of young hopefuls might not abide by these 
guidelines, Nina says: “I do think it’s widely accepted that  
we need to take steps, positive action, on this in order to 
address the under-representation of diverse talent across all 
different roles.”
 I, however, can’t help being slightly cynical about the 
assumption of this being ‘widely accepted’. When you get 
lower ‘down the line’ of production, with fewer stable jobs 
and increasing exploitation, I think we are still a long way 
from these changes.

Conclusion
I’m pleased to see that big names in our industry are taking 
steps to address diversity in our workforce. Even though I may 
be sceptical about some of their methods, the only thing I can 
hope for is that the more we talk about this issue and the more 
it is viewed publicly as a positive, the more every aspect of the 
problem will be addressed. On-screen, Channel 4 broke new 
ground with their 2012 Paralympic ‘Superhuman’ campaign 
(see image left), not only showing disabled athletes to be 
just as talented and interesting as able-bodied athletes, but 
frequently better, stronger and more thrilling to watch. They 
are now continuing to tackle the issue across genres, not just 
putting the ‘token’ Black, disabled or older woman on screen 
for a specific story but instead making this the norm, as it is in 
the real world (unlike ‘reality’ TV). If preconceptions of people 
can be changed in this way on-screen, then surely it can also 
be done off-screen. 
 Diversity isn’t just the responsibility of big industry leaders. 
While our industry remains a hostile environment for certain 
groups to work in, we are all the poorer for that. In the main 
part I find camera crews to be equal-minded, welcoming and 
supportive of each other, but there can always be unconscious 
bias that only those at the receiving end will notice. We all 
need to start taking responsibility and raising awareness of 
these issues whenever we can, and hopefully in the long run 
that will result in a richer, more rewarding work environment 
with a greater mix of interesting, fun and creative people 
from many different backgrounds.

Full answers from the ‘Camerawomen and  Identity’ 
survey plus a list of the quoted research resources can be 
seen on the GTC website at:  
www.gtc.org.uk/members-area/zerb-diversity-survey.aspx

A quarter of the [BAME] interviewees 
had experienced situations where they 
had to explain they were the director 
rather than the assumed taxi driver, 
cast member or trainee

Directors UK (2015) ‘UK Television:  
Adjusting the Colour Balance’
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