IN THE TRENCHES
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camera operator with luke Nixon stepped in as A Focus
during that time.

While the Queensland flashback scenes were more classic,
being shot from fripod, crane or dolly, the war at the Western
Front was covered virtually entirely handheld to give a sense
of anxious unpredictability to the shots, and allow a faster
mode of shooting especially in some of the more awkward
situations. This choice of shooting required a lightweight/
small camera that was suitable for sound, parficularly when
actors were 6" away from camera, whispering in a tunnel that
echoes. The Arricam LT as supplied by Panavision fitted the
bill nicely, combined with Cooke S4i lenses mostly used wide
open at T2.

There were a couple of scratches on the film, something which
seemed unavoidable in those sorts of working conditions.

A few of scraiches were on print takes and needed to be
painted out by the VFX department.

Jamie Crooks, the 1st AD was the goto guy you wouldn't
want to be without! Crooks pulled everything together on time
with limited resources. Oliver worked closely with Crooks,
always thinking ahead of the day's schedule, preparing the
unit for a particular move and getting a new setup ready
whilst finishing off the current one. The shoot was shot over 40
days with no additional days required outside the schedule.

To differentiate between the earlier Armentiéres trenches

and Hill 60 in the film, the Art Department would redress
the trenches, moving bridges and other elements around the
location to give the shots a different look..

One of the major challenges of the film was the football
scene, shot outdoors during daylight hours. Off to one side
was a huge line of gumtrees, which needed to be avoided at
all costs. Enormous amounts of smoke were added fo hide the
gumtrees. Wide shots were accomplished from high vantage
points as fo avoid framing the treeline, with other shots
composed looking up at cast members from low angles. There
were a couple of shots in the film that required VFX smoke
elements to remove the remaining gumtrees that snuck in on
the day.

Townsville is a very sunny and friendly location. To mimic the
look of the Western Front, it needed to be turned into an often
misty, dark and cold environment. Whilst filming the exterior
war elements for Beneath Hill 60, Oliver worked closely with
the SFX team (headed by brother Dan Oliver). This included
the placement of explosions, smoke, rain and flare lighting
elements within the frame.

During a sequence in the film that involves soldiers going over
the bags to demolish the German-held ‘Red’ house, every now
and again flares soar info the sky and light up the landscape.

SFX had real boat emergency flares (which do not shoot up in
the air due to legal reasons); instead, they were attached to

BENEATH HILL 60
Colour, light and tone reference.

The Western Front - Day

Prepared by Toby Oliver DOP

cinematographer
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a Sm long stick that SFX would de-elevate during the shot to
mimic the German parachute flares.

For the wider shots, Gaffer Miles Jones built a lighting flare rig
that consisted of four Blondie bulbs on a dimmer with burnt
orange gel that maiched the rich colour of the SFX flares. This
was positioned off a boom arm that could be raised and
lowered on cables during a shot.

The first part of the film takes place in the tunnels in
Armentiéres, France with some of the scenes lit with just a

few candles, and sometimes only one candle (as in the first
scene of the film). Double wick candles were utilised to create
about 2 stop of very welcome additional light compared with
regular candles.

Most of the supplemental lighting in the tunnels were just
standard household bulbs half wrapped in blackwrap and
dubbed ‘snowcones' by the Electrix team; 60w, 100w
and 150w bulbs were dimmed down to around 50% with Camera crew in funnel
some additional dedos and the occasional redhead through
some gridcloth. At times SFX gas rig candles were used,
adjusting the luminosity to the amount of oxygen within the
particular environment. The subtleties of the deliberate colour
temperature variations in the tunnels enhanced the depth
within the frame.

Throughout the day exteriors, Jones would juggle multiple
boom arms with 20x20 sailcloths, lined up along the trenches
to create shade during the rain sequences.

For the exterior night sequences, testing was done to find a
gel pack that would emulate a natural moonlight. Tungsten
lighting with ‘steel green’ gel (referred fo as a ‘Steel Gray’ on
set] was decided upon. This gave a slightly greenish silvery
moonlight feel, with the green fint reduced in the DI to create
a neutral moonlight feel.

Jones constructed a moonbox for the boomlift, consisting of

a 12x12 box with Y grid diffusion all around it. There were
30 1K parcans inside, with 2x Skw on top. In the occasional
wider shot, all lights were at full blast, but when closer to

the action the parcans would be tumed off systematically to
reduce the overall light levels.

Gaffer Miles Jones with sails

A Dinette on another boom lift was often used for
backgrounds and rim lights, placed in the deep background
of the shot. Blondies and Sks were used through diffusion
frames closer fo the foreground action with soft silver reflectors
used for fill in close-ups, adding to the silvery moonlight feel.

To enhance the shape of the landscape, smoke was frequently
used to create depth in the shot, often backlighting ridges,
crafers and crosses. The SFX team used long runs of tubing
surrounding the location, just out of shot. These would
distribute smoke across the scene and could be controlled if
the wind suddenly shifted direction.

Stylistically Sims doesn't like fo use gratuitous camera

_ The tunnel sets
movement that distracts from the scene and draws atfention

@ australian c2|x~rnzr‘;:rr|[~?-r



IN THE TRENCHES

i

to the camera, preferring static handheld or only slight

movements where the attention is more focused on the actors.

MoVing the camera lw hand in the tunnels was relatively
stand up straight. VWhen the

camera did move, Grip Ben Hyde used a very simple dolly

difficult as it was not possi ible to

es laid in the middle of the tunnel with

a )
a skate boou: dolly. This allowed the actors to move up and
Yy f

| sl N Hat - ~
down between the pipes without \mped:r'wg their move

Intricate choreography was vired to allow camera and

s to move around the tunnels b‘.J.f_'Cee.sh_;| Y, SOME >times

Oliver would contort and squash up against the wall whilst the

actors movec

past often with backpacks, guns and other bulky

attire

the

screening room sefup by C‘ulmq Edg

AT

InT

= was an excellent ediling and rushes

To maintain a

ge.
s Oliver would send a few

consistent look throughout the rush

on-set stills graded in Photc )5I“Jr’ d own to Sydney after each
Adrian Hauser. The
1

'i'\e‘wl—!i(ﬁwl' graded rushes would come back

G(]‘V‘ 5 SHC)Ci as a IE}‘EIE“]CE‘ |O? LL)‘OU!\@

> to Townsvi

e

f days and were Crl’—\~||-er on a Barco

or played off XDCAM HD.

1IH a coup

D\L,II | project

Oliver exc

phone, working on the material 24 /7 and knowing that he is

"Having Adrian on the other end of the

going to be the final colourist at the end of the film was a rea

p

way | would

start to finish is the ideal

us. Having one person there fror

;L\ft to L]'.} itint

L
th o
the

—~
future. Getting the look of

Frank Tiffin (Harrison Gilberison)

l & 42\ fad Howye erades
held

§ bk + shek qany

Caliant — aciva) SUI-5c04K.

MNorma pracati .

"AI.‘Q‘IA_L‘¢Iy}
2 A — datly
= Cam g5

I (AC



IN THE TRENCHES

box office being ly films with @

v small. Hopefu

e cinematographer, as the at the

y important for il
tor falls in good audience c::;,)pe—:-c\ |m~:— Beﬂeof.‘: Hill 60 car

rushes right is real

ok the di

ot in the rushes i

working with it in editorial.” this trend.

films, a

for a 25% cost savi

{ a | ‘ owec

reen important to our |

tity as a nation. Gc

2.40 ground glass marked up for widesc

Y

r minor re-framing for the theatrical countries fo \.;I.r other people’s wars, as

is allowed

frami ng

ision and have been, should be remembe

>d a 16x2 frame for te

release and prc

DVD. The imporia

g some flexibility in post, allowing you to ke

bering .'|'~GI history.

thing in getting a good 16x@ version is of re
o all
AC

>y elements and characters in the frame without over y

maintainin

the

compromising the inte original composition.

| b e
ts and his team

> VFX SU >ervisor Ron Rok
all the VFX on the film inclt '*’%’11‘:; the
ere Hill 60 is blown up. Additional VFX shots

fire, weather, atmosphere, matte pr':irm:wgs o:'uil

-‘;‘HF‘:E".‘H{, ements

t 2 weeks in the Digital \1»~rmﬂdi<’:;e with Hauser

initially applying a quick overc to the film based on the

I finessing at length. Oliver

before coming back

en

it points in the film, rather than going back

onsistency } > fwve

eaie

notes, “This was important tc

scenes at diffe

and forth fixing H'\i"lﬂz-, in an adhoc fashion; giving a blanl

look 1t ond and third time to refine the

“ient way of grading.”

There has been reluctanc ears by people

r the past 5-10 ve

[ |
centage of Australian films

e Australian films




