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Abstract 

 
Films have been made in Aotearoa for more than a hundred years but the 
early 1970s saw significant growth in independent filmmaking. This thesis 
investigates the period of New Zealand film’s evolution from informal 
cottage industry to professional global industry, focusing on the changes and 
continuities in filmmaking culture between 1970 and 2020. 
 Drawing on the literature on filmmaking and creative industries, and 
using the theories of Actor-Network, and of habitus and capital developed 
by Pierre Bourdieu the thesis focuses on three distinctive characteristics of 
the New Zealand industry: project-based work, freelance networks, and the 
enculturation of second and third generations into filmwork. The place of 
families and friendships is central to the processes of enculturation and to all 
these networks. These three characteristics also shape the inclusion and 
exclusion of marginalised groups, especially women, LGBTQ, and Māori and 
Pasifika filmworkers.   
 Semi-structured interviews were conducted with twenty participants. 
I undertook a thematic analysis of the interviews, in the light of the 
secondary literature. The analysis showed strong connections between self-
image and creative work, between habitus and family legacy occupation and 
between networks of the counterculture and the development of film in New 
Zealand. It also revealed changes in the industry as it becomes more open 
and diverse, and that the gendered participation of families has altered 
through successive generations.  
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Introduction 
 

Freelance filmmaking has shaped my life and the life of my family for the 
last fifty years. It has been a love-hate relationship. The boom or bust bank 
account, the travel to exotic places here and abroad, the long absences from 
home of one parent, or taking home and children away with us both for long 
periods, not being able to make plans in advance like normal people, the 
delight to be had in creative work and the company of fine workmates - all 
stem from the field of freelance film work. Through researching and writing 
this thesis I have tried to understand the forces flowing to and from 
filmwork which have been active in our lives.  
 Many of the people I have interviewed for this study are my relations 
and friends, starting with my husband Alun Bollinger who is both. He and I 
met on a film being shot on Aoraki /Mt Cook and married a week later in 
Reefton on New Years Eve 1970. From an early age I knew in my heart that 
the nine-to-five was not for me so I was willingly seduced away from school 
teaching into running off with the circus. In fact on the mountain the 
climbers and film-crew were known as ‘George Harris’ Travelling Circus’. 
Aptly perhaps, the film was called Fool on the Hill (Harris, 1971). It was about 
mountain climbing and everyone appeared to make it up as they went along. 
As a wage earner I found it rather strange that nobody seemed to get paid in 
the usual way, if at all. I look back and realise I had entered the mysterious 
world of project-based work. This was just the beginning of a long-term love 
affair with economic insecurity disguised as adventure. So since New Year's 
Eve 1970 my family’s identity and fortunes have been inextricably entwined 
with making films. It is a lifestyle as much as it is a job. Anything our family 
owns has a film job at its source, the places we’ve travelled to have a film job 
as the reason, and film jobs are the markers of friendships, love affairs, births 
and deaths.  
 I am not currently a professional freelancer but have worked on and 
off in various roles including sound recording, scriptwriting, costume 
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design, as documentary director, researcher, and general dogsbody. 
However, my husband, some of our children, some of their children and our 
extended family are presently freelancers in the screen industry. Our family 
is linked to other film families by occupation, affection, shared history, 
babies and marriage.  
 There are now a number of these three-generation film families in 
New Zealand, and many overseas. Some would call these families dynasties, 
but that term suggests a formality which does not really fit the serendipitous 
networking of the small New Zealand freelance film scene. This MA project 
grew from an article I wrote about three-generational film families for a 
screen industry magazine (N.Z. Techo, October 2016). The freelancers I 
interviewed for that article, and others I approached, shared my interest in 
finding out more about the underlying forces shaping their particular field 
and were agreeable to being part of this research project.  
 

Themes and Research Questions  
The aim of this study is to explore the factors contributing to the phenomenon 
of three generations of families working in the New Zealand freelance screen 
industry. My study is located in the context of screen work practice and 
culture that includes the continuities and differences relating to gender 
stereotypes and project-based work. I also look at cultural change within the 
screen industry, which has expanded to include a more diverse talent base 
including groups who were previously marginalised. The time period of this 
study is the fifty years from 1970 to the present, a period that encompasses the 
emergence of our contemporary national cinema.  
 My research attempts to answer a number of questions about New 
Zealand freelance film work: How did we get several generations of film 
families in New Zealand? How are new generations encultured into the world 
of filmwork? What is it about the culture and economics of filmmaking in 
New Zealand that has fostered these families? What are the relationships 
between social and cultural capital in these creative families and in the 
economic conditions of filmmaking over time? Is the organisation of gender-
specific work changing through the generations, and if so how? Is filmmaking 
expanding to include a more diverse talent base from previously marginalised 
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groups namely Māori, Pasifika and LGBTQ? My five chapters will, in turn, 
look at the beginnings of film in New Zealand, film as a distinctive project-
based industry; the networks of freelance film workers; enculturation into the 
world of film work; and cultural transition in the field of freelance film.  
During the fifty-year timeframe of this study, New Zealand’s fledgling film 
industry has become culturally and historically significant. In this study I 
focus on ordinary workers as well as the big players in this key creative 
industry. I have tried to take an inclusive and diverse approach in order to 
allow for a more rounded and layered picture of the industry as a whole. 
Some would call this approach ‘bottom-up history’ but this term implies a 
hierarchy that is not entirely apt to describe freelance film workers who are 
frequently fluid in their roles, who move around within hierarchies 
according to the project they’re working on. For example, Paul Murphy has 
directed three feature films but in between he freelances as a grip on the 
movies of other directors. His sister Robin Murphy’s preferred role is 
producer but, while she develops this role, her bread and butter work is 
locations manager or assistant director. 
 Stories and the movies, especially the ones about ourselves, our 
landscape and our history, are indispensable elements of a national culture. 
Consistently, New Zealanders have maintained one of the highest movie-
going rates in the world and the small local industry has produced some 
world-class films. Many of the iconoclastic filmmakers of the 1970s have 
survived and flourished to become today’s cultural darlings, often with 
bemusement at their own altered status. One of them, Christchurch director 
Gerard Smyth, commented on the fervent innocence of those early filmmaking 
efforts and on what has since come to pass: 

Yes, those wild beginning days, Wildman and 
Tankbusters. No one knew what was to come. We look 
back with fond contempt on how amateurish but 
enthusiastic it all was, but no one knew there was going 
to be anything more than that. It was one step at a time. 
And over time those experimenters have worked pretty 
hard and had some big adventures. 
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Still working within the industry they helped to create, many of ‘those 
experimenters’ − the now old, new-wave filmmakers − continue to function 
alongside their children, grandchildren and extended family as part of a 
freelance specialist skill base. As long-term independent contractors they 
have been important contributors to this project, offering insights into the 
implications of this way of working. 

 

Thematic Overview  
The literature I have consulted forms the bedrock of this study. As well as the 
scholarship I will discuss in the next section, I have consulted film-related 
theses, essays, reviews, histories, blogs, magazine and newspaper articles 
and in-house periodicals, particularly Illusions, OnFilm, NZ Techo and 
Alternative Cinema. I have refered to documentary films about movies and 
their makers and to the biographies and memoirs of notable creatives. I have 
made use of the film history website hosted by Ngā Taonga Sound and 
Vision. I have consulted research papers on the social and economic 
implications of project-based work and on family career legacies in Britain, 
America and New Zealand. Other sources include crew lists, newsletters and 
annual reports from the New Zealand Film Commission, Women In Film and 
Television and Statistics New Zealand. These are all to be found listed in the 
bibliography. What follows next is a discussion of the themes of my inquiry, 
and the background literature that informs them.  
 

New Zealand Film History 
I begin with a review of the intermittent but energetic history of film in New 
Zealand, which has been well documented by critics, scholars and 
researchers, as well as by some of the filmmakers themselves in essays, 
articles and memoirs. My research draws on a number of general works and I 
will look more closely at these sources and their themes later in this 
introduction. 
 One significant theme emerging from this literature is the unflagging 
enthusiasm of New Zealand audiences and filmmakers for movies, since the 
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arrival of the exciting new technology of ‘the flicks’ which supplanted the old 
vaudeville entertainments. Although movie attendance waned during the 
early 1960s with the advent of television, movie-going has regained its 
popularity. Film arrived in New Zealand in 1897 not long after it was first 
seen in Paris and was embraced here as both entertainment and as a means of 
connection with the wider world. Local enthusiasts soon began making their 
own equipment and films and toted them around country theatres to great 
acclaim.  
 Throughout the history of New Zealand filmmaking there runs a 
thread of family involvement, co-operation and inventiveness in the face of 
financial shortfalls, and lack of easy access to technology and equipment 
because of our remoteness from the rest of the world. New Zealand auteurs 
built early sound-recording machines, film-processing machines and camera 
cranes. The inventiveness continues today in the realms of laser lighting and 
computer-generated imaging. This innovative spirit is documented both in 
Christopher Pugsley’s history The camera in the crowd: filming New Zealand in 
peace and war, 1895-1920, (2017) and in Simon Price’s New Zealand’s First 
Talkies. Early film-making in Otago and Southland, 1896-1939, (1996). Price writes 
about the early southern entrepreneurial filmmakers like Henry Gore, Lee 
Hill and Jack Welsh who were connected by family as well as by film and 
who had ingenious, seat-of-the-pants ways of working. There is a distinct 
parallel here with the family networks and work practices of the under-
funded independent filmmakers of the 1970s, a key focus of this thesis.  
 The role of the state is another significant theme in our screen industry 
history. State interest in and use of film began with the Tourist and Publicity 
Department’s employment of a State Kinematographer in 1907, as described 
by Pugsley and others. State film activity continued with the establishment of 
the National Film Unit in 1936, television in 1960 and the Film Commission in 
1978. A state-funded institution to advance and protect moving images came 
with the establishment of the National Film Library in 1942. This in turn 
provided the foundations of the NZ Film Archive in 1981. The purpose of the 
archive was to collect, share and care for New Zealand’s audio-visual taonga 
and since 2014 has operated with a bi-cultural framework under the name 
Ngā Taonga Sound and Vision. The sometimes-rocky relationship between 
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certain film auteurs and the New Zealand Film Commission and other 
government agencies is documented in Geoff Murphy’s autobiography Geoff 
Murphy: A Life On Film (2016) and Susy Pointon’s PhD thesis Risky Business: 
The Creation of a New Zealand Film Industry (2006). 
 As a political map of the saga of New Zealand film and television 
from 1960s to the present, Trisha Dunleavy’s and Hester Joyce’s New Zealand 
Film and Television: Institution, Industry and Cultural Change (2011) is a 
touchstone for this study. This book outlines the way in which film and 
television production was shaped by a range of cultural and economic factors 
and how these have shifted over time. The authors draw on many interviews 
with insiders, and domestic film productions are followed into their 
international context. An early and still influential and valuable source is 
Jonathon Dennis and Jan Beiringa’s Film in Aotearoa New Zealand (1996). This 
collection provides an overview of film production from the late nineteenth 
century with opinion pieces from filmmakers like Barry Barclay, Merata 
Mita, Geoff Murphy, Gaylene Preston, Peter Wells, John O’Shea and Vincent 
Ward. A timeline of film productions listed alongside significant historical 
events embeds the films in their political contexts.  
 The contribution of the hippie film experimenters to the industry is a 
vital theme in this thesis. Susy Pointon’s 2006 PhD thesis describes the push 
of the counter-culture creatives for the formation of the film commission and 
a national film industry (ibid). Her study documents and analyses the growth 
of the cottage-film-industry of the 1970s into a billion-dollar economic and 
cultural stalwart. The autobiography of Geoff Murphy (2016), Ian Mune’s 
Mune: An Autobiography (2010) and John O’Shea’s Don’t Let It Get You- 
Memories, Documents (1999) are also useful sources here, as well as Roger 
Booth’s biography Bruno: The Bruno Lawrence Story (1999) and John Reid’s 
Whatever It Takes: Pacific Films and John O’Shea 1948−2000 (2018).  
One theme central to film history and film networks in New Zealand is the 
dovetailing of film and music. During the 1970s, prominent musicians and 
filmmakers were sometimes the same people, for example the Acme Sausage 
Company and Blerta overlapped closely. Their milieu is described in John 
Dix’s history of New Zealand music and culture from 1955, Stranded in 
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Paradise (1988); Geoff Murphy: A Life on Film (2016); and Nick Bollinger’s 
Goneville (2017).  
 

 Freelance Project-Based Filmwork 
The filmworkers of the 1970s are among New Zealand’s original contract 
workers and their experience constitutes evidence of that way of working 
over the long term. The growth of non-standard employment has led writers 
to argue that there is now a mismatch between the changing profile and 
nature of employment arrangements and the current legislation and policy 
framework which is still built around notions of standard employment 
(Spoonley, 2000; Walker, 2011). The evidence of freelancers’ working lives 
offers an important case-study in this context of the increasing normalisation 
of contract-based work. I shall explore some of the literature of the cultural 
and economic arrangements of employment in screen industries both here 
and overseas. I shall also look at the relationships between social and cultural 
capital in the economic conditions of filmmaking for which Pierre Bourdieu’s 
concept of various forms of capital provides a sturdy theoretical framework. 
The themes of Chapter 2 include the positive and negative aspects of 
freelancing, managing the money, filmwork as an addiction or as a calling, 
networking, self-identity and creative work, unionism and guilds.  
 Most of my sources of information about film as project-based work 
are research studies from New Zealand and overseas. Even though the 
overseas studies apply in principle to the freelance film scene in New 
Zealand, there is an important difference in that New Zealand filmworkers 
are not unionised. This means that they are able to be more flexible on the 
job, yet are more vulnerable as independent contractors with no access to 
collective bargaining. A good source of information about this situation was 
A.F. Tyson’s explanation of the introduction of the ‘Hobbit Law’ or the 
‘Employment Relations (Film Production Work) Amendment Bill, 2010’, 
under the terms of which New Zealand film employees were designated 
independent contractors by law (Tyson, 2011:6). Even in international 
contexts where film work is unionised, researchers have found that flexible 
work arrangements tend to be created for the interests of business rather 
than in response to the interests of individual workers, and that employers 
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tend to avoid the costs of protection generally enjoyed by permanent 
employees (Hennekam and Bennett, 2003; Tipples and Walker, 2011).  
 Candace Jones’ study ‘Careers in Project Networks: The Case of the 
U.S. Film Industry’ looked at how individuals are trained and socialised for 
boundary-less careers in the US film industry (1996). She concluded that 
effective interpersonal skills were high on the list of required attributes as 
were robust networks and flexibility. These qualities also hold for workers in 
New Zealand’s fluid and decentralised screen industry, as my interviewees 
confirm. 
 Rowland and Handy’s New Zealand-based study ‘An addictive 
environment: New Zealand film production workers’ subjective experiences 
of project-based labour’, examined the reciprocal interplay between the 
intrinsic rewards of creative labour and the aversive features of project-based 
employment (2008). The research design of that study is a helpful model for 
my own because of its interpretative, phenomenological approach − one that 
concentrates on the objects of direct experience. Interviews with twenty 
freelance film workers were analysed and showed that there were strong 
links between self-identity and creative work, that networks aided 
employment and that freelancers “colluded with their own exploitation by 
freely choosing to remain within creative industries because of the intrinsic 
rewards” (ibid: 658).   
 Blair, Grey and Randle’s 2001 study, ‘Working in Film: employment in 
a project-based industry,’ questioned the use of filmworkers as a model for 
the expanding ‘gig economy’. Their study was designed to challenge 
dominant analyses of British employment relations and conditions in the 
film sector, which advocated that freelance filmwork, which is characterised 
by short tenure and constant employment uncertainty, should be an 
employment model of the future. The findings of Blair et al mirrored the 
employment conditions of filmwork in many countries, including New 
Zealand: namely, long hours, deteriorating employment conditions and 
structured job insecurity arising mainly from the cost pressures facing 
producers.  
 Other UK studies of workforce trends found that while the number of 
freelancers in general was increasing, so was their insecurity. For example, 
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‘Tracking UK Freelance Workforce Trends 1992−2014’ (Kitching: 2015) noted 
the increase of freelancer numbers and growth as a proportion of all 
workforce jobs. At the time of this study, official UK data sources did not 
define freelance work or record freelancer numbers, and as a consequence, 
freelancers were present but hidden within official statistics. Therefore, the 
adoption of flexible labour strategies running parallel to this growth was 
compromised by a fragmented and limited evidence base (ibid: 22). Findings 
vary: Dellot’s (2014) study of the origins and nature of the UK self-
employment boom, found that self-employed workers had the opportunity 
to enjoy higher levels of autonomy and meaningful work; conversely D’Arcy 
and Gardiner’s (2014) study showed evidence of growing insecurity and 
vulnerablity among freelancers. Richard Florida, in a study of the rise of the 
creative class, found that what creatives tend to want from their work 
remains relatively constant, regardless of fluctuations in their personal 
finances. Creative or cultural capital was essential to their wellbeing over 
and above money, and intrinsic satisfaction was more valued than tangible 
reward (Florida, 2012: 18). This will be a major theme in the chapters that 
follow.  
 Several researchers writing about New Zealand film shine a light on 
the peculiarities of cinema production in our small nation and also on what 
is distinctive about the culture of Kiwi film crews (Hjort & Petrie: 2007; 
Thompson: 2007; Margolis, Krasilovsky & Stein: 2015). Two of these 
characteristics, namely innovation and unorthodoxy, have their roots in early 
filmmaking practice and will be discussed in Chapter 1. The enduring 
networks of the counterculture is a large theme described in a number of 
sources previously described: Pointon: 2012; Murphy: 2016; Dennis & 
Beiringa: 1996; Dix:1988; Booth:1999. I will discuss these themes further in 
Chapter 3. 
 My analysis of the relationships and networks of filmworkers will be 
underpinned by two theoretical frameworks. The first is Actor Network 
Theory or ANT, developed in the 1980s by science and technology scholars 
Michel Callon, Bruno Latour and sociologist John Law, as a tool to explore 
how networks are built and maintained to achieve a specific objective. The 
second theoretical framework is Pierre Bourdieu’s concept of capital and 
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habitus, which, for my purpose here is significant in analysing social 
structures like the family networks and film crew cultures of this study. It is 
useful at this point to describe both theories in depth. 

	

Actor Network Theory  
Actor network theory is a guide to answering the question of how things, 
people, and ideas become connected and assembled in larger units. ANT is 
not a theory of the social, but is rather a theory of how to study the social 
(Czarniawska and Hernes, 2005: 1553). It posits that everything in the natural 
and social worlds exists in constantly shifting networks of relationships and 
that all the factors involved in a social situation are equally significant. This 
is called the principle of ‘generalised symmetry’ (Dankert, 2011: 7). Thus 
objects, ideas, processes and any other relevant factors such as technology, 
are as important in creating social situations, or enacting alliances, as 
humans are. I adopt the term ‘actant’ rather than ‘actor’ to indicate that not 
all agents are human.  
 The aim of ANT is to explore how networks are put together and 
sustained. According to ANT, groups are not stable but are remade many 
times over with a range of human and non-human actants operating. ANT is 
very applicable to the networks of filmmakers who assemble for a certain 
film and then later reassemble in a different mix for a different film job. The 
process of ‘doing’ Actor Network Theory begins with the goals of the 
research, which in the case of my study ask how film family networks 
evolved in New Zealand, how new generations are encultured and how 
those networks have changed over time. The human agents in my study are 
filmworkers. Non-human actors or actants include the technologies and 
equipment, the structure of filmwork and its site-specific character, the 
contract-based nature of the work and its propensity in a small nation’s 
industry to bring people together in a series of shifting and mutually reliant 
work relationships.  

One example of the use of ANT to analyse a network of human and 
non-human action is a New Zealand study of cellphones and the culture of 
teenage romance, ‘Heterotextuality and Digital Foreplay’ (Cupples and 
Thompson, 2010). The authors focused their inquiry around everyday 
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human-machine entanglements using ANT as a framework. The idea of cell 
phones working as actants is illustrated through the many practical uses of 
cellphones, including how they frequently function as prostheses for teenage 
users. Cupples and Thompson focussed their study on prompted discussions 
among small groups of teenage boys and girls and transcribed the interviews 
for analysis. In their analysis following Latour (2005) the authors 
conceptualised the socio-technical network in which the teens were involved 
as an actor-network.  

 ANT is a useful framework for my research about the fluid networks 
and changing family, gender and power relations and technologies in the 
field of freelance filmmaking. I will show how freelance filmwork is a 
network connecting all my interviewees and that other networks which link 
them involve inter-connected family groups, the counter-culture, communal 
living, music, film organisations and annual celebrations.  

 

Bourdieu’s Theories of Capital, Habitus, Fields and Doxa 
The second main theoretical framework underpinning this study is Pierre 
Bourdieu’s concept of capital. The concept of capital, in particular social 
capital, is important in helping us understand social structures like the 
family networks and film crews of this study. It is also useful in analysing 
the changing power relations in the field of film. I will now explain the 
distinction between social and cultural capital bearing in mind that social 
capital is the main focus here. In Cultural Reproduction and Social Reproduction 
(1977), Bourdieu developed the concept of cultural capital to explain the 
differences among the levels of performance and academic achievement of 
children in the education system of France in the 1960s. Bourdieu identified 
three categories of capital apart from economic capital, which include 
money, assets and property. He defined social capital as “the actual and 
potential resources linked to being part of a durable network of 
institutionalised relationships of mutual aquaintance and recognition” − in 
other words, who you know (Bourdieu, 1986:56). For the purposes of this 
study, the durable network of institutionalised relationships is the film 
industry and family networks linking freelance filmworkers. Social 
relationships provide social capital and can occur in two ways: through the 



 

 12 

relationships made in one’s own life and by the inherited relationships of 
family. Social capital is important for two main reasons. Firstly, group 
members share their potential and so become part of a shared collective 
capital, for example the crew coming together for a film job. Secondly, by 
joining a group one gains access to the shared collective capital and thus 
gains more power. Also, others want to know one because of one’s own 
social capital, which in turn enhances the collective power. The concept of 
social capital can offer an explanation for the formation of networks between 
filmworkers, for  why children follow parents into film work, and why 
people choose to work as contract-based filmmakers, sometimes apparently 
against their own material interests.  
 Bourdieu broadly defined cultural capital as a person’s education, the 
skills and knowledge that provide status. Cultural capital is what a person 
has and what a person knows and is divided into three subtypes: embodied 
(accent, skills, taste), objectified (material belongings which can differ in 
value between cultures) and social capital, which I have already described.  

 Embodied cultural capital is knowledge acquired over time, which is 
either consciously or unconsciously impressed on a person’s habitus, as 
defined below. Examples of embodied cultural capital are the filmmaking 
techniques, protocols and procedures that are observed and absorbed by 
children of the second and third generations of filmmaking families. 
Objectified cultural capital comprises the person’s property, which 
“symbolically conveys the possession of cultural capital facilitated by 
owning such things” (Bourdieu, ibid: 47). Examples of objectified capital 
owned by some filmmaking families are the tools of filmmaking like 
cameras, lights, camera-cranes, costumes, and the love of stories and 
storytelling. Early exposure to the family’s objectified capital enables the 
young to play at making films, just as their parents did, and to later use this 
absorbed knowledge in their own careers.  

Bourdieu defined his concept of institutionalised cultural capital as 
“an institution’s formal recognition of a person’s cultural capital” (ibid). This 
can be in the form of academic credentials or professional qualifications, 
which may result in economic capital. In the case of the field of the screen 
industry, national and international film awards as well as a worker’s name 
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on the film credits may act as institutionalised cultural capital. For some of 
the first generation of filmworkers taking part in this study, institutionalised 
cultural capital has come to them in the form of film awards, honorary 
university degrees, arts laureateships, knight and damehoods, and other 
honours.  
 According to Bourdieu, habitus consists of the socialising norms and 
tendencies that are internalised by children to become their guiding 
dispositions. In this study, I use the concept of habitus to illustrate the 
processes of enculturation of second and third generations of children into 
filmwork.  

The social formation of a person’s habitus is influenced 
by family, by objective changes in social class, and by 
social interactions with other people in daily life. 
Moreover, the habitus of a person also changes when 
she or he changes social positions within that field 
(Harker, 1990:11). 

A third concept in Bourdieu’s theory, which is significant for this 
section is the idea of ‘fields’. Fields can be networks, structures or sets of 
relationships, which may be intellectual, religious, cultural and so on 
(Navarro, 2006: 18). People often experience power differently depending on 
which field they are in at a given moment and so context and environment 
are key influences on habitus. I take the example of the Snoring Waters 
filmmaking commune as an example of a particular field, in this case a 
family-centric filmmaking community, a concentrated environment of 
counterculture values, film experimentation and music, but connected to the 
larger field of New Zealand film. 

Chris Brickell used the concept of social capital to examine questions 
of aloneness and togetherness in his study of colonial masculinity, ‘Men 
Alone, Men Entwined: Reconsidering Colonial Masculinity’ (Brickell, 2012). 
Brickell’s diagram which details the community connections of the men he 
studied, neatly illustrates one of Bourdieu’s key criteria for social capital, 
which is “a durable network of more or less institutionalised relationships of 
mutual acquaintance and recognition” (Bourdieu cited in Brickell: 17). In 
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Brickell’s study these connections were football and cricket clubs, church, fire 
volunteers and the philharmonic society occurring in the field of colonial 
Masterton. In my study the network links that feed from and into social 
capital include freelance filmwork, specific film jobs, music groups, casual 
sporting and cultural fixtures and linked whānau groups. The field in which 
these networks occur is the New Zealand film scene over the last fifty years.  

 

Family Career Legacies 
In order to analyse how these networks are developed and maintained over 
time I turn to the process of enculturation, a definition of which is ‘the 
gradual acquisition of the characteristics and norms of a culture or group by 
a person’ (Kottak: 2013). I use this concept to explore why children often 
follow their parents into certain occupations: in this case film, where three 
generations of the same family work in the same business, and sometimes 
even on the same film set. My interviews with samples of three-generation 
filmworkers give the personal stories of how family filmwork networks have 
evolved. 
 Here I discuss the literature on how family occupation legacies occur 
in other fields of work. A number of studies support the view that parents 
are the main influence in the chosen occupations of their children (Jungen 
2008, Jackson 1999: 42). The literature indicates that a family’s social capital is 
a strong contributing factor. Familial influence on career decisions is 
explored in the working paper, ‘Bankers Raising Bankers: A look into a 
family career legacy’ (Jackson: 1999), which concludes that the social capital 
of a family determines how its children select, perform and conduct 
themselves. There is also evidence that kinship and creativity are natural 
companions, where not only can there be creative symbiosis in families, but 
also a goodwill dynamic of pitching in to get the job done, to lend a hand. 
Two studies of intellectual and creative families particularly support this 
concept (Knezevich and McLean, 2017; Annan: 1999). My evidence indicates 
that this quality is also common to the film families I surveyed. 
 In inquiring into the enculturation of new generations of film families 
the concepts of capital and habitus are particularly helpful. The family’s 
collective accomplishments contribute to the child’s identity and make 
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contributions for that legacy to continue and distinguish the family from 
others. In other words, “The social identity of the family is then constructed 
into intergenerational stories that become family legacies that preserve 
family identity” (Jungen, ibid: 18). Although a variety of influences are likely 
to determine an ultimate career choice, the combined influence of the values, 
work ethic and gender stereotyping as modelled by the parents is found to 
have the greatest influence on a child’s choice of career. These conclusions 
neatly dovetail with the theory of habitus and various forms of capital. 
Bourdieu argues that cultural capital is a dynamic cultivated into a family’s 
social structure, where members act on what they have formally or 
informally learned, witnessed and experienced within that family structure 
(Bourdieu, 1985: 56)  
 The effects of habitus and cultural capital on the enculturation of 
children into work in the screen industry can be clearly illustrated by 
focusing on the example of Snoring Waters filmmaking commune at 
Waimarama Beach. The processes of enculturation at work at Snoring Waters 
would have undoubtedly paralleled those of children in film families 
elsewhere but on a more concentrated scale. In other words the second 
generation acquired the dispositions necessary for the acquisition of film 
culture by means of familiarisation or as Bourdieu described it, 
“imperceptible apprenticeships from the family upbringing” (1977:183).  
From a young age these children became familiar with the objectified capital, 
which in this case included the specialised equipment used to make films, 
such as costumes, cameras, sets and lights. Early exposure to the processes 
and protocols of a film set happening all around them in nurturing company 
made it easy for the Waimarama children to become film workers later on if 
they chose to. Their family connections (their social capital), helped prepare 
the way for careers in the field of film.  
 

Cultural Change in the Field of Film 
In this section I return to my final research questions, which asked whether 
change had occurred in the field of New Zealand film over the last fifty 
years, and if so, what and how. One aspect of film culture that has changed 
radically for the better is the organisation of gender-specific work (WIFT 
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newsletter, August, 2018). 
 To answer the question of why conditions in the field of filmmaking 
are changing for a variety of marginalised groups including women, we 
must look at some of the agents of change. These include professionalisation, 
globalisation, decolonisation, the digital revolution, feminism, gay rights and 
the Māori/Pasifika cultural renaissance. These agents have not only affected 
the organisation of gender-specific work but have opened up access to 
creative control in the field of film for a range of groups including Māori, 
Pasifika and Queer or LGBTQ (Lesbian, Gay, Bi-sexual, Transgendered, 
Questioning). Developments are moving fast in this area of cultural change 
in film, and so the literature about it is mostly in the form of blogs, surveys, 
screen industry magazine articles, Film Commission policy papers, statistics 
and newssheets. Historical back-stories appear in a number of valuable 
sources, most of them discussed in previous chapters. Recent sources such as 
the New Zealand on Air Diversity Report (2017), the WIFT Consultant 
Document (2018) and the #Me Too Screen Women’s Action Group survey 
(2018) provide current background information about sexism in the New 
Zealand screen industry.  
 These developments are taking place in an international context. A 
number of offshore studies examine institutional sexism in the arts sector. 
For example, Gardner (2016) looks at sexism in British theatres and North 
(1998) surveys horizontal segregation in the Australian journalism sector. A 
UK study, ‘Cut Out of the Picture’ (2016), which looks at female directors in 
British film found that not only did female directors make fewer films than 
their male counterparts, they also were given smaller budgets. It also found 
the gap between numbers of male and female directors widened the further 
into their careers they got. Men who made one film were more likely to make 
a second one than women in the same position.  
 In Reframing Women: a history of New Zealand film, Deborah Shepard 
questions the hitherto exclusion of women from the ‘masculine canon’ of film 
history. While acknowledging the contributions of Rudall Hayward, John 
O’Shea and others, Shepard disputes the fact that they have become 
privileged points of reference to the exclusion of other voices and approaches 
to filmmaking. Shepard undertakes to insert into the record “the input of 
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Hilda Hayward and Ramai Hayward, of our first woman director Margaret 
Thomson, of the feminist documentaries of the 1970s, and the later dramas, 
shorts, experimental and feature films by women – so that in the future New 
Zealand film history can reach towards a more inclusive conception of our 
national cinema” (2000: 14). Shooting Women: Behind the camera, around the 
world interviews women camera-operators including New Zealanders Maire 
Gunn and Rachel James. Interviewees discuss their career paths in what was 
seen as a male sphere  and stress the importance of role models and 
networks (Margolis, Krasilovski, Stein, 2015). 
 Useful references about LGBTQ filmmaking include Roger Horrocks’ 
chapter, ‘Alternatives’, which discussed experimental filmmaking and that of 
marginalised groups in Aotearoa from the 1970s, including the work of gay 
people, (cited in Dennis and Beiringa, 1996: 57). In another chapter in the 
same publication, Peter Wells described his search for identity through new 
forms of moving images, and the emergence of the short drama as a stand-
alone art form (Wells in Dennis & Beiringa, 1996:179).  In his book Gay in the 
80s Clews described events surrounding the release of Richard Turner’s 
feature film Squeeze which was the first local drama about the gay bar scene 
(Clews: 2013). 
 Warrington and O’Donald’s Floating Islanders: Pasifika Theatre in 
Aotearoa (2011) provides a valuable source of information about the work of 
artists of Pasifika descent. The small field of Pasifika theatre, including film, 
is notable for its creative collaborations and kinship links across generations, 
much the same as for the rest of the New Zealand screen and theatre scene, 
as described in Chapter 3 of this thesis. The edited book Migrant and 
Diasporic Film and Filmmaking in New Zealand questions whether filmmakers 
from migrant backgrounds have enough support in New Zealand. It 
showcases critical dialogues with directors, scriptwriters, producers and 
other key figures whose work reflects experiences of migration, diaspora and 
multiculturalism in contemporary Aotearoa (Zalipour: 2019). 
 The Fourth Eye: Māori Media in Aotearoa New Zealand gives an account 
of the complex relationship between Māori culture and the media, and 
discusses how Māori filmmakers and media workers have negotiated the 
representation of indigenous people and their conflicted rights of citizenship 
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in the media (Hokowhitu and Devadas: 2013). Opinion pieces by Barry 
Barclay and Merata Mita feature in Dennis and Beiringa’s Film in Aotearoa 
New Zealand. Both articles give a strong account of the mission of their 
writers to decolonise New Zealand screens which, at the time Mita described 
as “a white, neurotic and middle class look at New Zealand” (Koha, 1987). 
Thirty years on, Heperi Mita’s feature documentary Merata: How Mum 
Decolonised the Screen (2018), celebrated his mother’s hard-won career as a 
pioneer of Māori and women’s filmmaking. The television documentary 
Hautoa Ma! (2016) co-directed by Libby Hakaraia and Tainui Stevens which 
describes the rise of Māori film is another valuable resource about the 
indigenous quest to decolonise the screen. The question of which particular 
elements constitute ‘Māori’ film is discussed by Tainui Stephens in NZ Techo, 
(2018:15). Annabel Cooper’s Filming the Colonial Past: The New Zealand Wars 
on Screen (2018) charts Māori-Pākehā relations in filmmaking, gives a clear-
sighted account of changing attitudes and is particularly useful about the 
history and current rise of Māori filmmaking. I also consulted recent issues 
of the screen industry quarterly NZ Techo in which Māori filmmakers such as 
Libby Hakaraia, Grace Briar Smith and the seven directors of the 
portmanteau feature drama Waru (2018) discuss new ways of working and 
the global rise of indigenous film.   
 Actor Network Theory and Pierre Bourdieu’s theories of capital, 
habitas and doxa are again central to analysing the altered fields and 
changing power relations discussed in this chapter. These concepts allow for 
a discussion of change over time. Bourdieu used the term ‘doxa’ to denote 
what is taken for granted in any particular society, which for this discussion 
could be the misogynistic and/or racist ideas surrounding women, LGBTQ 
and Māori  in our patriarchal, post-colonial history. The doxa in Bourdieu’s 
view is the experience by which the natural and social world appears as self-
evident (Bourdieu: 1977). Over time the doxa of the field of New Zealand 
film has undergone alterations as it interacts with various new 
actants/agents. To illustrate, the members of marginalised groups now 
participate in filmmaking because the balance of power has shifted and they 
have access to training, the tools of production and creative control.  
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Here, I will give three examples of altered doxa over ten years, in the form of 
two feature films, a television series and a documentary film. The 
comparison of the two versions of the movie Pork Pie directed thirty years 
apart respectively by Geoff Muphy and his son Matthew Murphy, 
demonstrate doxa, which in this context consists of gender politics, sexist 
language and unconscious bias. In 1975 the doxa around New Zealand 
gender politics was given a giant serve by Deirdre McCartin and friends who 
made a series for television informed by radical feminist politics entitled, 
Some of My Best Friends are Women. And later the screening of Merata Mita 
and friends’ Patu! made strong challenges to the doxa of New Zealand race 
relations during the early 1980s. 
 Previously marginalised people are now bringing a greater range of 
perspectives to the art of visual story telling. Māori and Pasifika film makers 
take their traditional values into movie making as women and LGBTQ bring 
their particular interpretations to the art. Not only is the field of film altered 
but the social capital of the filmmakers is altered by the success of their films, 
as is the mana of their own cultural field. New Zealand culture as a whole 
and the mana of its screen industry is enriched by a greater range of 
perspectives and stories. 
 

Methods and Ethics 
In this last section I describe some ethical considerations and my methods 
and procedures for collecting data and analysing the results. First, I must 
declare my standpoint, the place from where I view the world, as it affects 
the way I interpret and conduct this research. I am a matriarch in a 
filmworking family who lived at Snoring Waters for six years; I have 
affectional, family and/or work ties throughout the film world including 
most of the interviewees of this project. I initially considered using an auto-
ethnographic approach to this research, because of these connections. 
However, I rejected this approach in favour of reflexive, qualitative research 
methods based on oral history interviews. Pierre Bourdieu proposed a 
reflexive approach to making sense of data, where one recognises one’s 
biases, beliefs and assumptions (Navarro, 2006: 15−16). Although my 
standpoint sometimes allowed me intimate knowledge of the field under 
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study, it felt more honest and straightforward to stay behind the camera, so 
to speak. This study is not about me. 
 My interview sources included a sampling of three generations of 
filmmaking families in various parts of New Zealand: twenty people from 
eighteen to eighty-plus years. They were all from among my networks of 
family, friends, filmwork and communal living. I had previously interviewed 
some of them for an article about film families I wrote for NZ Techo 
magazine, October, 2016. The MA project grew from there. Adopting the 
opportunistic strategies learned over many years of filmwork, I managed to 
piggyback some of the interviews onto film jobs that reduced the cost of 
travel and accommodation. Interviews took place during 2017−18 in 
Auckland, Hawkes Bay, Wellington, Dunedin, Cromwell, Arrowtown and 
on the West Coast. I recorded the interviews on a stereo digital Zoom H5 
Handy Recorder which is an unobtrusive high-quality sound recorder.  
I asked each interviewee the same sets of open-ended questions with plenty 
of room to free range. In the light of their personal experience, participants 
were asked to respond to questions around four main themes, which 
correspond broadly to the themes of my chapters. These themes are: the 
evolution of the screen industry in New Zealand; film as a project-based 
industry; family career legacies in film and the changing significance of 
gender and ethnicity in film work.  
 Each interview took approximately sixty minutes and each 
transcription took about five hours. All interviewees were provided with 
information sheets and the opportunity to ask questions before signing the 
consent forms. Lists of the interviewees and interview questions, and copies 
of information sheets and consent forms are to be found in appendices at the 
end of this study. My follow-up practice was to transcribe each interview 
and return a copy to the interviewee both for verification and for their own 
records, with a note of thanks for my use of their time and words. Express 
Scribe was the perfect computer application for transcribing, even though 
time-consuming. The labour paid off because I got to know the content off by 
heart, helped along by having recorded the interviews. Because I’d asked 
broadly the same set of questions of all interviewees the process of data 
extraction and analysis was straightforward enough. My coding style was an 
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inductive approach and strongly linked to the data, loosely drawing on 
Braun and Clarke (2014). I focused on examining the themes within data and 
on coding various aspects of those themes. To identify the underlying ideas 
and patterns I focused in turn on one specific question or area of interest 
across the majority of the data set. I copied and pasted data extracts into files 
organised by theme, which formed the basis of my analysis.  
 It is necessary to note here that I filmed some of the interviews in the 
interests of a parallel but distinct project: the making of a documentary film 
once this project is completed. For this purpose, I sent out separate video 
release forms along with the information sheets and permission forms for the 
oral interviews. My intention is to edit a documentary out of this footage 
when time and money allows. Video interviews were recorded on whatever 
camera came to hand by whichever camera-operator was available at the 
time, for which I am very grateful. This means that camera operators were 
present at some of the interviews.  
 Certain ethical considerations stem from the fact that as a member of a 
film family myself all the interviewees are known to me, as I am known to 
them. With their permission I quote them and name them all. The New 
Zealand freelance screen industry is small and tight and therefore anonymity 
is impossible. This in turn could have led to interviewees withholding 
information, as the fact of them being filmed may have done, but I did not 
see this as a significant problem because of the broad nature of my questions. 
Nor did the participants. There appeared to be no conflicts of interest arising 
out of the topics we covered. It may be that there were matters interviewees 
did not discuss because of their wish to keep them private from a known 
interviewer or because of the presence of the camera. I believe however, that 
the existing relationship of trust did more to enhance the scope of this 
interview material than to limit it and the interviewees who were willing to 
be filmed were all familiar with being on camera: it was not a novel or 
intimidating experience for them. 
 While the thesis is under way, all recorded data is stored electronically 
on my personal computer and on two hard-drives stored securely in 
different buildings. This includes voice recordings and still and video 
images. The main consideration I have towards the participants in this 
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project is that I am beholden and accountable to them and am therefore 
obliged to represent them honestly and accurately. Unless otherwise stated, 
quotations attributed to interviewees in this study come from the interview I 
conducted with them, listed as primary sources in the appendices. 
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Chapter 1 

An Overview of the History of Filmmaking in Aotearoa 
 

Introduction  
This chapter surveys filmmaking from the 1890s through to around 2010 in 
order to contextualise the research themes developed more fully in chapters 
two to four. I begin with the early independent filmmakers, their innovative 
ways of working and the early days of making movies on the cheap which 
have left a continuing legacy, especially as a default pattern when budgets 
are tight. I then discuss the role of the state in the development of the New 
Zealand industry and describe how some governments more than others 
recognised the potential of cinema for nation-building and promoting 
international reputation. I outline the roles of the state-funded film agencies 
and their relationships with the freelancers. I then explore the influence of 
the counterculture on the development of a national cinema and its 
continuing legacy of networks and ways of working. I explain the early 
domination of Pakeha males with a conspicuous lack of diversity on the basis 
of gender, sexuality and ethnicity, and then the beginnings of diversification 
as a result of feminism, gay rights, decolonisation and the Māori/Pasifika 
renaissance. In the last section I look at overseas filmmakers working in 
Aotearoa and summarise the screenworker guilds and unions, which over 
time grew from casual networks to provide a secure framework for local 
workers and incoming productions. As a case in point I discuss the more 
recent history of the 2018 Hobbit Law. In outlining this broad context of 
filmmaking in Aotearoa, I identify the themes that will be the focus of later 
chapters. 
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The Early Days 
In 1896 a year after the first film was shown in Paris, the illusionists George 
Haussman and John Gow screened flickering footage of sea bathers, trains 
and dancing girls to cheering audiences throughout a week of packed houses 
at the Auckland Opera House − and gave to cinema its sobriquet “the 
flicks”(Pugsley: 12). Many of the early entrepreneurs of the moving image 
were magicians, illusionists and showmen who used film as part of their act. 
They recognised the potential of film to create a world that was not really 
there. New Zealanders embraced film technology and it was not long before 
enthusiasts were importing the latest cameras, building their own sound-
recording devices and shooting their own films. These innovative and 
improvisational aspects of early New Zealand filmmaking continue as a 
legacy, as does the fitful nature of film as an occupation.  
 The first known New Zealand footage was shot in 1898 by Joseph 
Perry of the Salvation Army Biorama Company. Subsequently, passionate 
amateurs produced feature films, short documentaries, local news or 
actualities and community comedies. Among these emerged the early 

professionals - Rudall Hayward, Edwin Coubray, Jack Walsh and Henry 
Gore. Coubray illustrates the innovation of early filmmaking in Aotearoa. In 
1929 he was the first outside the big Hollywood studios to build a sound-on-
film system and by the 1930s the talkies had replaced silent films in New 
Zealand cinemas. In 1930 Coubray-tone News was the first talkie to screen 
here. 
 Rudall Hayward’s fifty-year-plus career embodies many themes of 
this study. He came from a show business background and his family 
network aided his career. His parents and brother were involved in silent 
cinema with the travelling show West’s Pictures and the Brescians (Pugsley: 
120). Hayward’s first film job was as a projectionist. As a director, he was 
innovative, entrepreneurial and found ways of making movies with little 
money. Rudall and first wife Hilda Moran formed one of the first husband 
and wife partnerships making twenty-eight films from 1923-1940 and began 
a tradition of low or no budget, itinerant, community-based films (Dennis & 
Beiringa: 227). These included their community comedies of the 1920s that 
were fast-turnaround, small budget, populist, silent films that took full 
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advantage of local talent, architecture and landscape (Shepard: 20). Ramai Te 
Miha became his wife and collaborator in 1943. Despite his prolific 
partnerships with both women, Rudall and Ramai feature in the filmmaking 
canon whereas Hilda is mostly uncredited for her contributions. Fortunately, 
revisionist film historians are seeking to revise and challenge the historical 
consensus (Shepard: 23).  
 The first feature film to be made in New Zealand was shot in 1914. 
Harrington Reynold’s The Birth of New Zealand (1922) alerted Prime Minister 
William Massey to the potential of cinema as a powerful ideological tool and 
regular government filmmaking began with the appointment of James 
MacDonald as cinematographer to the Government Publicity Office 
(Pugsley, ibid: 165). MacDonald was succeeded by Sydney Taylor, 
grandfather of my interviewee Chris Pickard.  
 Offshore filmmakers were attracted to Aotearoa from the beginning 
and until recent developments in workplace codes of practise and legislation, 
relationships between Kiwis and visiting filmmakers were not always 
amicable. Alexander Markey’s 1930 production Primitive Passions for 
example, proved disastrous for New Zealanders and was “dogged by 
mutiny, swindles, sackings, theft and law suits” (Dennis and Beiringa, ibid: 
216). Markey sold the sound equipment of his local collaborator Edwin 
Coubray, forcing him out of business. Protecting local jobs and culture from 
exploitation has been a continuing concern of filmworker guilds from their 
very inception.  
 Local film production slowed down from the late 1930s although 
southern filmmakers were busy. New Zealand’s first three homegrown 
talkie-features were produced in Southland and Otago by three pioneers, 
Jack Welsh, Lee Hill and Henry Gore. Between them, they were responsible 
for most of the professional films shot in southern New Zealand between 
1900 and 1939 (Price: 76). In 1933 Hill and Welsh had produced twenty-three 
issues of a weekly newsreel New Zealand Soundscenes, which they showed in 
theatres around the country. Gore travelled overseas to learn about film, 
built and imported camera equipment and trained his children (some of 
them named after cameras) to use and maintain the equipment. Gore 
managed the theatres that screened the films he made. Gore’s Dunedin home 
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was a mecca for film enthusiasts, including Jack Welsh who went on to 
produce talkies in the 1930s. The Gore and Welsh families became linked by 
marriage as well as by the business of film, making them forerunners of New 
Zealand’s three-generational film families.  
 

The State, Television and the Independents 
British documentary maker John Grierson visited New Zealand in 1939 and 
proposed the formation of a national film unit. He commented on the lack of 
human stories appearing in the Tourist and Publicity Department 
propaganda of the day, “Over in England we seem to hear a lot about New 
Zealand but never about the human beings who live here”(Grierson cited in 
Shepard, 2000: 29). The National Film Unit (NFU) was established in 1941. 
During World War Two, its brief was to provide information to advance the 
allied war effort and it produced and distributed the magazine-style film 
Weekly Review free to cinemas. After 1945 the NFU concentrated on 
educational films and the promotion of tourism, immigration and trade.  
In 1947 British-trained documentary-maker Margaret Thomson became 
NFU’s and New Zealand’s first female director. She was an exceptional 
filmmaker although largely a forgotten name now − alongside Hilda Moran. 
Thomson departed for Britain in 1949, leaving behind a society she had 
found restrictive, with “not enough buffers between the filmmakers and 
politicians” (Thomson cited in Shepard: 31).  
 The NFU continued to run the main film-processing laboratory and 
produced newsreels, documentaries and promotional films. For many years 
it was the only significant production facility in the country and a training 
ground for young filmmakers including Len Lye, Brian Brake, Sam Pilsbury, 
Judy Rymer, Paul Maunder, John Laing, Hugh MacDonald, Malcolm Nish, 
Sam Neill, Alun Falconer and Roger Mirams. Falconer and Mirams went on 
to found Pacific Films Ltd. with historian John O’Shea, who in time, became 
central to the development of New Zealand-made films. The NFU was 
privatised in the 1990s, sold to TVNZ for a song, and then to Peter Jackson 
who has given it a new lease of life as the international post-production 
facility, Park Road Post. It is general knowledge within the industry that 
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Park Road Post runs ‘mates rates’ for underfunded local filmmakers, in the 
altruistic spirit common among freelancers. 
A by-product of the liberal reforms introduced into the New Zealand 
education system by Clarence Beeby in the 1940s was the inclusion of the 
moving image into the school curriculum and the establishment of the 
National Film Library (NFL), which incorporated a national storage and 
distribution facility for the New Zealand Film Institute, forerunner of the 
Federation of Film Societies. NFL became a significant mecca for film buffs 
and also lent out films around schools and communities (Dennis & Beiringa: 
29).  
  

Pacific Films and John O’Shea 
During the 1950s cinema entertainment mostly came from abroad − British 
and American films in particular. John O’Shea launched his film career by 
making the only feature film to come out of New Zealand  between 1940 and 
1964, Broken Barrier (1952). O’Shea “used the big screen to explore the issues 
of racial tension which was a departure from the good news stories of the 
NFU” (Brooks, in Fox, Grant and Radner, 2011:191). O’Shea embodies a 
number of the themes of this study: he was part of the bohemian avant-garde 
pushing for a screen industry, founder of a family filmmaking legacy and a 
generous mentor − he was a generator and recipient of cultural capital. He 
instigated and encouraged film networks and, with other independents 
pressured government to form a film commission. His films broke new 
ground by confronting underlying conflicts in our society.  
 Many of today’s established filmmakers − John Reid, Susy Pointon, 
Gaylene Preston, Barry Barclay, Waka Attewell, Michael Seresin, Michael 
Hardcastle and Barry Barclay trained at Pacific Films inspired by O’Shea’s 
dream of an independent national cinema. Gaylene Preston recalled that: 

Pacific Films was a wonderful anachronism. There it 
was on the edge of the world and like Walt Disney’s 
garage in about 1938. It was a little creative group of 
full-time practitioners making quite a wide range of 
products, from commercials to documentaries for 
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television. I felt very fortunate to be part of it. (Preston, 
cited in Pointon: 101).  

 

Kind Friends 
In most of New Zealand’s main centres there were small film companies 
making ‘corporates’: training films, sponsored documentaries or trade films, 
rugby films, sports items, local magazine films. All were released through 
the cinema until television arrived in 1960. Some of these companies were 
Reynolds, Peach Wemyss Astor, Robbins Recording, Orly Productions and 
Kennards. Like Pacific Films they employed and trained young technicians 
and loaned gear and resources to the new wave independents. Pat Robins, 
foundation member of the Acme Sausage Company (Asosco est. 1970) 
describes the inspiration and assistance given by John O’Shea and other 
friends at the NFU and television:   

And when Geoff [Murphy] and AlBol [Alun Bollinger] 
and a few others decided that they wanted to become 
part of what later became the independent industry, 
John O'Shea was extremely supportive and mentoring, 
would loan gear, lights, whatever. And then there was 
the film for the cameras, a lot of that early experimental 
stuff was shot on reversal or used film. Kind people 
would find some lying around and send it to us and 
some other kind people would find a way of processing 
it so a lot of those early films were subsidised by kind 
friends. 

 When the kindness of friends was exhausted the independents, in 
particular Asosco, sometimes reverted to anarchic means to locate resources.  
The group worked out that if they arrived at the Avalon studios at the right 
time of the day with unprocessed reversal or mag stripe, they could drop it 
into the pigeon hole along with the other news footage and unnoticed it 
would go through the system for free (Pointon, 2006: 147). 
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Television comes to New Zealand 

Television was first beamed into our living rooms in 1960. Until 1974 there 
was only one black and white channel with no quota for local drama, unlike 
Australia which from 1965 enabled fifty percent local content. There was 
little opportunity for the independents to participate and roughly seventy 
percent of the programmes were imported cheaply from Britain, America 
and Australia. As a one- and later two-channel monopoly New Zealand 
television allowed no private access and therefore enjoyed, “a highly 
concentrated national audience thus allowing individual programmes to 
attain a high profile” (Dunleavy & Joyce, 2011:33). In other words, 
television’s in-house programmes did not have to compete for viewers with 
any other source.  
 Television was managed by the New Zealand Broadcasting 
Corporation − (NZBC). Promotion was based on length of service and major 
decisions were state regulated. Some cynically believed that career 
advancement was enhanced by adhering to the strict dresscode that applied 
to government employees. Despite its bureaucracy, television culture was a 
brave new world for many, especially the young. Like the NFU, television 
was a major training ground for talent that contributed to the new wave of 
the 1970s. Gerard Smyth described the variety of work during his training as 
a studio cameraman. 
 

I began at television in 1968. In Christchurch at that time there were 
400 staff. So we were doing lots of things; as an eighteen-year-old I 
was working on a science programme, a rock-and-roll programme, a 
sports programme, opera, ballet − all within the first two years of my 
working life. I watched my rushes on the telly at night.  

  
 Max Pudney was a British cameraman who emigrated to Aotearoa to 
join the fledgling NZBC where he was struck by the youthful talent: 
 

My first impression was one of amazement, mainly at the age of these 
so-called cameramen. In my experience camera operators and lighting 
cameramen were always of mature age, only trainees and clapper-
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loaders were young people, sometimes older teenagers. Here, with 
just one exception, were teenagers, almost playing games at the job, 
although often producing good results (Pudney, 2005: 18). 
  

 Some of the teenagers went on to freelance including many who 
became key figures in the industry: cinematographers Pete Janes, Ian Paul, 
Al Guilford, Dale McCready, Alun Bollinger, Peter Boden, Chris White and 
John Toon; directors Derek Morton, Lee Tamahori and Murray Reece; 
producer Jamie Selkirk; editor Mike Horton, and soundman Ken Saville 
(private communication, Janes, 5 July 2019).  
 

The Independents and Cultural Revolution 
Meanwhile the independent sector continued to experiment with film 
throughout the 1970s, for example: Murray Reece’s Frank (1967), the Acme 
Sausage Company’s The Box Film (1968), Hurry Hurry Faster Faster (1969) and 
The Magic Hammer (1965−70), which was never completed. The independents 
had grown up in the peak movie-going decades of the 1940s and 50s. A 
disparate mixture of creatives, they were political and cultural nationalists 
united by a desire to see the establishment of an industry in which they 
could work. They shared a fascination with visual storytelling and some 
shared an anarchic, idealistic hippie philosophy. They were also united in 
their resentment at being excluded from working with the NZBC and NFU 
whose in-house production systems and personnel limited their prospects 
(Dunleavy & Joyce 200:64). This situation mostly remained unchanged until 
Ruth Harley became TVNZ’s first Commissioning Editor, and in 1988 
opened up what had been a closed shop to independent drama producers. 
Until then, television’s monopoly on drama production provoked the 
independents to lobby for a film commission to nurture a film industry. 
Geoffrey Murphy described the growth of cohesion among the independents 
while they eyed up the film scene across the Tasman: 
 

As the decade progressed the independent filmmakers slowly began 
to develop a national consciousness. We formed the New Zealand 
Academy of Motion Pictures and held meetings where we discussed 
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the setting up of a film commission. They had one in Australia so why 
shouldn’t we? (Murphy, 2015: 135). 
 

 Like Gore, Walsh, Coubray, O’Shea and Hayward before them, the 
independents dreamed of telling Kiwi stories in a Kiwi way on the big 
screen. Murphy commented on the discourse of the times around a national 
cinema. 
 

All filmmakers love the cinema and there was nothing more exciting 
than the prospect of seeing one’s film up on the big screen in the main 

street. We believed in the idea of New Zealand‘s national cinema - 
that we should have one (ibid: 134). 
 

 The burst of activity by the independents in the 1970s was stimulated 
by a number of political and economic factors. The first was the shock 
decision of Great Britain to enter the European Economic Community in 
1973. It was time to re-assess Aotearoa’s past and future: a time to reset the 
emotional and political compass for Aotearoa as a Pacific Rim multicultural 
nation. Out of this uncertainty emerged new understandings, new stories 
and art forms that included a wave of cinema production enabled by the 
setting up of an Interim Film Commission in 1977 followed by the permanent 
Commission in 1978. Its aims were to encourage filmmaking in New 
Zealand, especially films with a significant local content. In the early 1980s, 
tax loopholes attracted extra funding for local films. The material conditions 
of filmmaking were radically improved and directors like Roger Donaldson, 
Geoff Murphy, Ian Mune, David Blyth, John Laing, Michael Black, Paul 
Maunder and Geoff Steven were empowered to make their feature films.  
The independents built on the work of previous generations and were 
actively supported by contemporary artists and sympathetic arts 
bureaucrats. Susy Pointon commented: 

Although this development echoed similar trends in other countries, 
the New Zealand version was highly unusual in the extent to which it 
grew out of − and retained close links with − the counterculture of the 
1960s and 70s. At the same time, emerging at a particular moment in 
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the country’s post-colonial history, it was driven by a passionate 
desire to transform and extend existing conceptions of national 
identity (Pointon, 2005: 1).  
 

 There were other conflicts at work between conservative government 
departments and the free-range independents. The NFU and NZBC 
monopolised more fronts than just employment. Only the NFU had a licence 
to import film equipment and it ran New Zealand’s only film processing 
laboratory. Combined, these restrictions made it difficult for the 
independents to gain a foothold. In addition, the dresscode required of 
television employees was anathema to the anti-establishment independents. 
Geoffrey Murphy commented: 
 

The television culture was so diseased and still is I reckon that you 
couldn’t exist in it. I don’t know what it is. I applied for a job fronting 
a kids’ show and they turned me down on that, probably too scruffy, 
they weren’t interested. I think they saw us as a bunch of louts.  
 

 Very occasionally a cross-fertilisation of projects occurred between the 
establishment and the independents, but they were unusual. One example 
was the 1975 Asosco /TVNZ co-production of The Blerta Series, which 
included the feature film Wildman.  Geoffrey Murphy described how it came 
about, almost by mistake: 
 

The Blerta Series happened because of Billabong Bill the hotshot 
Australian they brought out when they split to two channels. And he 
didn’t have any history and so he didn’t know that they weren’t 
meant to hire us. And we were doing a show for Grunt Machine or 
something, and they called him down because they were worried 
about some of the content. And he sat and watched for a while and 
said, “We’ll have six of those!” and went back upstairs. And that was 
that. They fired him soon after that but we still had the contract so 
they had to do it. 
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What Attracted People to the Insecure World of Filmmaking? 
When I asked the grandparents among my interviewees what had attracted 
them to filmmaking, many replied that it was happenchance − sometimes 
they were enlisted by family members and friends as a source of free labour 
or to share an adventure and got hooked. Others went freelance after 
training with television and the NFU. But significantly, enthusiasm for and 
the desire to tell local stories on screen was the main motivation of all 
respondents. 
 Secure employment had been routinely desired and readily attainable 
in New Zealand until the early 1970s. However this time coincided with a 
new anti-establishment phenomenon occurring throughout the western 
world − the countercultural revolution. It attracted the young, the baby-
boomers, and created tensions usually along generational lines about issues 
like war, nuclear power, human sexuality, civil rights and traditional forms 
of authority.  The new bohemians or hippies included many would-be 
filmmakers. They experimented with new cultural forms, appearance, 
communal living and psychoactive drugs. Some opted out of what they saw 
as a ‘life sentence’ of secure employment in favour of the freedom of project-
based work. And so, for the independents and their young families, 
economic precariousness became part of an ordinary if irregular way of life. 
Some filmmakers formed a commune to help make ends meet, namely 
Asosco and friends. They relocated to Waimārama Beach in 1971 where they 
mixed rural labouring with filmwork, when they could get it. Some of the 
original members and their descendants live there still and making movies 
remains their game. This group forms the core sample of my interviewees. 
 Other film co-operatives were formed in the cities. In the communal 
spirit of the 1960s Auckland independents set up a co-operative base for 
Alternative Cinema in an abandoned building in Hobson Street in 1973. 
Many notable filmmakers of the future trained and worked from this base − 
some lived there illegally (Dennis & Beiringa: 67). A smaller offshoot of 
Alternative Cinema was set up in Christchurch in the same year. The main 
Wellington meeting place for the artistic milieu was the two public bars of 
the Duke of Edinburgh Hotel at the top of Willis Street; a seething mecca for 
the unorthodox: poets, criminals, government servants, patched gang 



 

 34 

members, writers, musicians, students, manual workers, drug-dealers and 
political radicals. Nick Bollinger recalled the Duke: 
 

It was a place where drugs mainly pot and acid could be bought. 
James K Baxter would wander in with a poem or sermon. Rick 
[Bryant] was introduced there to the famed British author Anthony 
Burgess and to the controversial Scottish psychiatrist R.D. Laing 
(Bollinger, 2016: 116). 
 

 One of the main attractions for patrons, was unusually, that women 
were allowed to drink there. Scenes from Asosco’s Tankbusters were shot in 
one of the public bars. Geoffrey Murphy referred to the Duke when I asked 
him to describe his milieu during the early 1970s. 

 
Heck – how do I explain that? Those Dukies, The Duke of Edinburgh 
people. Bruno. Musicians. There weren’t any filmmakers. We were the 
filmmakers.  
 

 The diverse group of Duke patrons went on to form a strong and 
long-lasting network. Since 1999 they have celebrated regular reunions 
although the numbers are dwindling.  
 

Learning on the Job 
Many of the independents learned their craft on the job. In the sixties and 
seventies there were no film schools and apart from television, NFU and a 
few independent operators there was no prior training to be had apart from 
looking at movies. Film was not taught as a subject at the two main 
university art schools until 1965 and professional theatre was just beginning. 
 Larry Parr got into making movies by happenchance, and learnt his 
craft on the job. He worked as a lawyer for Kerridge Odeon before going to 
Broadbank Corporation who asked him, on the strength of his having 
worked for a theatre chain, to fend off an overseas filmmaker’s quest for 
funding. The next day Larry was misrepresented in the newspaper as being a 
film producer: “And so overnight − I became a film financier! Because 
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immediately after that, I had a string of other filmmakers come to Broadbank 
to talk to us about making films.” 
 

So I got to go to the Cannes Film Festival in 1978. And for a boy from 
Raetihi was that an eye-opener. I guess my eyes glazed over and I 
thought − Hell! This looks a lot more fun than being a lawyer in a 
bank! The interesting thing is that I hadn't actually produced 
anything. I'd put the money together for Sleeping Dogs and as far as 
the Commission was concerned, the moment I walked out the door − I 
was a bona fide producer.  
 

 Pat Robins recalled learning on the job on The Magic Hammer, a 
musical Geoff Murphy wrote that was shot at weekends over a number of 
months in sets built at Makara Beach.  
 

There wasn't a film industry at the time...you knew people made 
movies so it was either make it up or work it out as you go along, that 
was the extent of it in 1966. We learned on the job and we weren't 
aware of particular role definitions. We didn't really think of them as 
jobs but it was like somebody needs to do the costumes, somebody 
needs to organise the kids, somebody needs to organise lunch, and 
when the Newtown kid falls out of a tree at Makara somebody needs 
to take them to the emergency ward and tell their mother. 
 

Learning on the job continued for Robins with her first script supervisor job 
on Paul Maunder’s feature Sons for the Return Home in 1979. This film marked 
‘firsts’ for other crew members also learning on the job: it was Maunder’s 
first feature film as director and it was Vincent Ward’s first art directing job. 
Robins described her first job as script supervisor: 
 

… there were not many script supervisors around so John O'Shea 
asked me if I would do this particular job because they didn't have 
anyone to do it. I had no idea how to do it - same thing. And they said 
Oh well, you mark up a script like this and you keep these notes, and I 
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had no idea what eyelines were, so I was thrown in the deep end. By 
the end of it I was starting to get the hang of it.  

 

 
Crew and cast, set of The Magic Hammer, Makara Beach, 1966. 

Photograph: Unknown. 
 

 
In the beginning careers in film weren’t planned but evolved because the 
business was new and insecure. When asked if he’d do it all over again 
Geoffrey Murphy replied:  
 

Oh, probably. The whole process wasn’t planned. You just went on to 
the next thing whatever that was. The phone’d ring − you know − and 
you’d follow that. It was full on, really full on and very exciting. It 
was a real adventure and you went to places with a lot of mad people 
and you did stuff. 

 

Working for Free − Is Filmmaking a Calling? 
Making films is an expensive business but from the beginning there was a 
sense of social capital over and above the economic. The inadequate budgets 
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of early features like Wildman and Goodbye Pork Pie, and many short films, 
were compensated by voluntary labour and goodwill. Making movies on the 
cheap was established early and still continues. All my interviewees across 
three generations had worked for free. Alun Bollinger described the way 
many independents worked for the love of the medium before the NZFC 
was established. 
 

I bumped into Murray Reece who was still working at television but 
was making a movie at weekends. So I stopped off and gave him a 
hand. And gradually jobs would come along, none of them paid, not 
back then, but as long as I was fed and given a bed and had a camera. 
As time went by I'd get odd jobs just to top up the finances while I 
waited for someone to say - Hey, let's make a movie. 
 

 To illustrate continuity in this area, I give four examples of under-
financed films shot in 1935, 1973, 1975 and 2018. In 1935 Hill and Welsh 
started work on their second feature, The Wagon and the Star. Everybody in  
the venture worked for free, except for nominal payments to Hill and Welsh. 
During the depths of a Southland winter, crew and cast lived in tents and 
huts with heavy-drinking roadworkers for company (Price: 62).  
Elizabeth McRae described the overlap between the old guard and the new 
when she worked with Ramai and Rudall Hayward in 1973 on an adaptation 
of Katherine Mansfield’s The Dolls House. Shooting occurred during school 
holidays when cast was available. McRae confirmed the carpe diem nature of 
the shoot, the unpaid cast and the length of time it took because of having no 
budget.  
 

Ramai was the cinematographer. I think it was the last thing Rudall 
made. They made To Love a Māori and showed that to me and they 
asked if I'd help with collecting the children and play the mother of 
Kezia and Charlotte. It took a long time − the child who says "I seen 
the little lamp" started off with two front teeth missing and by the 
time they'd finished she had a couple of big teeth in the front. So we 
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were collecting the children when they were available. We weren't 
being paid of course. It was just the sheer joy of being in a film. 
 

 Forty-two years later this style of shoestring moviemaking was 
repeated with the Asosco/TVNZ feature production of Wildman. Exteriors 
were shot on location in winter at Fox River Commune on the West Coast. 
Cast and crew lived in the Blerta bus, old army tents and huts, catering was 
done on fuel stoves and the local extras were ‘paid’ with cheap wine 
(Murphy: 2015). These examples are forerunners of today’s low or no-budget 
‘Second Cinema’ where in order to help a friend’s film get made or to gain 
new experience, freelancers work for free or at reduced rates. Jimmy 
Bollinger explained how doing this kind of work was a way of increasing his 
experience of different roles on set while helping a friend’s film see the light 
of day (Stray, dir. Dustin Feneley, 2018).          
 

Because it wasn't a professional filled-out crew, everyone, especially 
the younger less experienced ones got to step up and have more of an 
input than we'd normally have. I'd be gripping when we had grip 
things to do otherwise I'd be helping light. Or I'd light and then go in 
and be hand-held grip. It was really fun and a real good way to get 
experience too. 

 

Conflict Between NZFC and the Independents 
As mentioned, a noteworthy discourse within the cultural sphere during the 
1970s was the need to move on from the old neo-colonial mindset to a new 
sense of independence and distinct Kiwiness. The new NZFC responded by 
focusing on project development, ‘the evolution of an identifying New 
Zealand perspective’ and recognised cultural returns beyond the economic 
(Dunleavy & Joyce, 2011: 64). Ruth Harley NZFC chief executive at that time, 
advocated that “Film creates culture, builds identity and markets that 
identity to the world” (ibid: 21). The Commission responded to the necessity 
for a global dimension by charting a course between culture and economics. 
Duncan Petrie observed why a distinct and identifiable New Zealand cinema 
was a relatively recent phenomenon: 
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The creation of the NZFC in 1978 provided the means by which a 
small but sustainable level of film production of around 4 − 6 features 
a year could be guaranteed (Petrie in Cinema of Small Nations, ibid: 
161).  
 

 The NZFC did not always have harmonious relationships with some 
independent filmmakers who resented what they perceived as interference 
from unqualified bureaucrats. Geoffrey Murphy described his impressions of 
this. 

I’d put films into the NZFC and some schoolteacher or something 
would tell me I’d made mistakes in writing the script. And I’d think 
Hey! I’ve just made three blockbusters one after the other and you’re 
telling me how to write a script when you’ve never made a movie in 
your life? And I got really disgusted with it. I couldn’t get a job. So I 
went overseas. 
 

Larry Parr commented on reactions from some directors to what they saw as 
controlling behaviour from the NZFC: 
 

The problem with Smash Palace at that stage was that we couldn't get 
Commission funding. They'd determined it needed another rewrite. 
And you know what Muney [Ian Mune] and Roger [Donaldson] and 
Geoffrey [Murphy] were like back then - who are these buggers to tell 
us what to do! They railed against what they saw as control…When 
you look back at it it's so bizarre when you consider the hoops people 
have to go through today to become a filmmaker. Ironically, the 
establishment of the Commission was the establishment of somebody 
to say − No.  
 

 The NZFC had an evolving brief and over time has responded in 
practical ways to implement Treaty of Waitangi requirements of power-
sharing and access to the tools of filmmaking via new funding initiatives, 
gender policies and initiatives to encourage minority filmmakers. Recent 
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developments will be discussed more fully in Chapter 5 but next I describe 
the beginnings of change for Maori, Pasifika, women and LGBTQ filmmakers 
within a sphere dominated by Pakeha males.   
 

Marginalised Groups Effect the Beginnings of Change  
Some of the studies discussed in the introduction confirmed that 
advancement in the freelance film industry involved visibility, continuity of 
service and maintaining networks (Jones, 1996; Rowlands and Handy, 2008; 
Kitching, 2015). This worked against women who were barely visible on a 
spasmodic film scene, where certain jobs were perceived as female 
occupations anyway. Even when jobs on films were unpaid and undefined 
for both men and women the division of labour generally followed gender 
lines with child-and-family-care the priority for women while they multi-
tasked on the side as caterers, costume makers, producers and runners. From 
the 1980s film became more professional, workers were mostly paid, women 
were more politicised and could better afford childcare. Many continued in 
the roles described but others, especially younger and childless women, 
sought the more powerful roles of directing, editing and camera. One such 
woman, Margaret Moth, left television to freelance but not before she had 
worked with a team of women from Dunedin television on a ground-
breaking series, Some of My Best Friends Are Women (Deirdre McCartin, 1975). 
This work was informed by a radical feminist philosophy and filmed diverse 
yet ordinary women discussing their beliefs and concerns. One episode 
concerned Māori women in a Pākehā World/ Ngā Wāhine Māori I Roto Te 
Ao Pākehā, in which Merata Mita discussed issues of family planning and 
abortion (Shepard, 2000:62). Mita began working in documentary film soon 
after her involvement with this show. 
 During the 1980s a new generation of filmmakers emerged who 
experimented with alternative ways of making movies about the political 
and social realities of life in Aotearoa. These included women, Maori, 
LGBTQ and other minorities. “The unsettled social position of these groups 
seems to have helped them see society in a dramatically complex and 
questioning way” (Horrocks in Dennis & Beiringa,1996:78). From their 
sideline position they were critical of a film industry they saw as being out of 



 

 41 

touch with their own realities. Until the passing of the Homosexual Reform 
Act in 1986, gay men kept their heads down in an officially homophobic 
world, but theatre and television work was a safe option for ‘arty’ gay men. 
During the 1980s Peter Wells returned to New Zealand from London to 
become one of the leading lights in the gay filmmaking scene which 
pioneered new forms of making movies.  
 

There was a real sense of important issues not being addressed in the 
feature films going through, and that short film was one way of 
grabbing hold of issues, expressing either them or the contexts they 
came from. The multiplicity of points of view which is New Zealand 
simply can’t be expressed in one uniform style or length of movie 
(Wells, in Dennis & Beiringa,1996:179). 

 
Wells and his contemporaries promoted documentary film and short drama 
because these forms allowed for experimentation and the expression of 
diverse points of view, and were cheaper and faster to make than feature 
films. Before 1986 these films were often funded by the Queen Elizabeth II 
Arts Council which consistently supported experimental, arty, political, 
Māori and women’s film and video, sometimes in the face of severe criticism, 
as in the case of Patu! Merata Mita commented on the progressive generosity 
of the Arts Council: "All of New Zealand’s top directors have gained their 
start from an Arts Council grant. We made our first films  and our first 
mistakes acompanied by their flexible policies and benevolence "(Mita, ibid: 
48). 
 Continued pressure from short film makers like Stuart Main, Alison 
Maclean, Gregor Nichols, Greg Stitt, Shereen Maloney and Peter Wells (the 
New Film Group) inspired the NZFC to form the Short Film Fund in 1986 
and later a Documentary Fund. The many shorts that came out of the 1980s 
were experimental in content and form and tended to be freer in expressions 
of emotion and sexuality, more involved with issues of style and theory and 
more interested in urban settings (Horrocks, ibid: 75). Short films, and 
documentaries in particular, are now recognised not just as preliminary steps 
in a filmmaking apprenticeship leading to feature films but as art forms  in 
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themselves with their own international competitions, festivals and 
audiences (ibid).  
 Ex-NFU director Richard Turner’s 1980 feature film Squeeze was the 
first local drama to look at the gay bar scene. It was considered controversial 
at the time presumably because homosexuality was still a crime in New 
Zealand and possibly because the characters included a bisexual man and a 
male prostitute. Morals campaigner Patricia Bartlett picketed the premier of 
Squeeze, with banners carrying messages like “God says No.” (ibid). So did 
the NZFC, which refused financial support arguing that there was no market 
for the film, so funds were raised privately (Clews, 2013). 

 

Maori Renaissance  
In the small field of film in a small country like Aotearoa, there are many 
cross-fertilisations and connections where actor networks result in 
remarkable and unforeseen outcomes. For example, Richard Turner, director 
of New Zealand’s first gay feature, went on to direct Death of the Land, the 
first teleplay by a Māori writer. Rowley Habib's original play was a 
landmark in Māori theatre and Death of the Land’s 1978 television debut 
proved timely as two hundred and twenty-two protestors had recently been 
arrested at Bastion Point. In turn, Bastion Point became the powerful subject 
for Gerd Pohlmann and Merata Mita’s documentary Bastion Point Day 507 
which was hugely significant to Māori and ultimately to all New Zealanders. 
Together with the land protest it became a catalyst for the government’s 
recognition of Treaty Of Waitangi grievances and the reparations of the 
1990s (Shepard, 2000: 85). This illustrates two main points − the first is the 
collaboration which often occurs between artists whose marginalisation 
intersects − and the second − is how film can not only depict political action 
but also provoke it.  
 The seeds of Māori filmmaking were sown in the 1980s, despite a 
slowdown in New Zealand feature film production. By the end of the 1980s it 
became harder to raise finance because of a government unsympathetic to a 
film industry requiring hand-outs and also because tax loop-holes had been 
closed discouraging private investment in film. Although times became 
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tough for filmmakers some significant developments occurred that would 
pave the way for a more diverse and inclusive screen industry.  
 

Decolonising the Screen 
 
In 1986 of the 547 people employed on New Zealand films, 34% were women 
and 3.7% were Māori. In 1989 only 5% of total content on television was in 
Māori or of special interest to Māori, very little of it in prime time (Dennis & 
Beiringa, 1996: 230). For example, during 1980 Merata Mita had a brief tenure 
presenting the television programme Koha with the stipulation that less than 
2% of the language content was in Māori. At this time Mita faced a double-
edged sword of racism and sexism and talked about being criticised by her 
people at home “for being a loudmouth woman” and felt unsupported at 
work for being Māori (Mita, ibid: 45). For the first twenty years of television, 
Māori were almost non-existent on either side of the camera, in itself a 
graphic illustration of institutionalised racism (Mita, ibid). It was clear to 
Māori that the camera and the screen were in Pākehā hands. As Barry 
Barclay observed, “For those who have never been throttled it must be hard 
to imagine what it’s like not to have a voice of your own”(Barclay, ibid: 122).   
 From 1980 a small linked group of Māori activists in the media set 
about decolonising the screen − Tama Poata, Barry Barclay, Don Selwyn, 
Merata Mita, George Henare, Patricia Grace, Ella Henry, Kath Brown and 
Tainui Stevens. They built on the work of visionaries and advisors who had 
gone before, both Māori and Pākehā. By the end of the 1980s some real 
advances had been achieved: film and video training courses for Māori by 
Māori sprang up, Kimihia, a television training programme for young Māori 
introduced around fifty students to a range of video production skills and Te 
Manu Aute was formed to develop a kaupapa for Māori sovereignty over 
Māori images, songs and taped and written words. In 1987 as the result of 
many years of campaigning to effect public shifts in thinking about 
the Treaty of Waitangi, the Māori Language Act declared Māori an official 
language, confirming Te Reo as a taonga. This had profound implications for 
the arts, especially film and television.  
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One of the trailblazers, Barry Barclay, had made his mark on television with 
the 1974 Pacific Films documentary Tangata Whenua which presented the 
language, culture and politics of Māori people to a mainstream prime-time 
audience for the first time. Barclay and Merata Mita went on to make the two 
first feature films from an indigenous perspective. Barclay’s Ngāti (1987) and 
Mita’s Mauri (1988) were each set in rural post-World War Two communities 
and depicted Māori tikanga and world-view in distinctive ways, while 
“reaffirming the cultural and political importance of cinema in the process” 
(Petrie & Stuart, 2008:30). 

 

Tagata Pasifika  
For Pasifika film and television the seeds of change were sown a little later 
with the beginning of the Tagata Pasifika television series in 1987, which 
featured current events from both Aotearoa and Polynesia. The term Tagata 
Pasifika was first coined in the mid-1980s as a reference to people with 
genealogical connections to islands within Melanesia, Polynesia, Micronesia 
and French Polynesia and all others scattered throughout the Pacific Ocean 
who had chosen to live in Aotearoa and identified it as their home base. The 
first television drama series to showcase Samoan culture was Tala Pasifika 
(He Taongā Films, 1995).  
 Up until the millennium, films about and set in the Pacific Islands 

were mostly made by Pakeha - Sons for the Return Home (Paul Maunder, 
1979),  Savage Islands (Fairfax, 1983), The Silent One (Yvonne MacKay, 1984), 
Flying Fox in a Freedom Tree (Martyn Sanderson, 1990). The explosion of 
voices from artists who are New Zealanders born of immigrant parents and 
contribute distinctively to New Zealand film, dance, music and stage culture 
will be further discussed in Chapter 5.  
   

Freelancers and Offshore Productions  
As described, throughout the twentieth century, exotic locations, clear light, 
co-operative locals and the skills of Māori actors were all drawcards for 
overseas filmmakers. These attractions still hold with the added incentives of 
a local pool of experienced shooting crews and actors, administrative 
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infrastructure in the forms of the NZFC, Regional Film Boards, Film 
Investment Funds and a film-friendly populace and government. Another 
reason offshore productions come to Aotearoa is because they have certainty 
as regards our employment laws and protocols. The 2010 amendment to the 
Employment Relations Act made New Zealand film production workers 
contractors unless parties agree otherwise beforehand. 
 The continuing stream of offshore commercials and features coming 
into Aotearoa, especially into Queenstown employs gear hire companies and 
local crew who are au fait with working in extreme conditions. Jo Bollinger 
talked about some of these groups and his experience of cultural differences 
in their ways of working. 
 

We work with Americans and Europeans mostly, but also Chinese, a 
lot of Koreans, some Japanese, Aussies and Bollywood. Indians and 
Chinese tend to have a strict hierarchy of communication with no 
information flow back up the foodchain.  

 
When asked if he had observed instances of racial discrimination on set, 
Bollinger replied: 
 

Not maliciously. Oh there is some from Americans looking down their 
noses thinking we're a bunch of hicks not knowing what we're doing. 
I don't know if that's racial or if it's just cultural arrogance.  
 

There is evidence of Kiwi resistance to American influence that springs from 
the desire to protect local resources. Protecting the local industry in the face 
of the Hollywood juggernaut featured in the minutes of the Motion Picture 
Academy as far back as 1977. There are however, benefits stemming from 
offshore productions. For example, Pacific Renaissance Ltd shot hundreds of 
hours for two American television series in Auckland from 1995 using local 
studios, crews, actors and resources. Costume Designer Ngila Dickson saw 
the upside:  
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Hercules and Xena were made simultaneously with episodes for each 
shot in alternation. It was a hectic approach training people to come 
up with solutions and changes at short notice. I am completely 
opposed to Kiwi resistance to American influence because what I have 
seen is the extraordinary up-skilling in Kiwi crews through that 
contact (Dickson cited in Thompson, 2007: 308).  

 
Jo Bollinger agreed that these shows increased the skills of Kiwi crews 
because of the discipline of continuous pressure, as opposed to the short-
term performance expectations of working on offshore commercials.  
 

Because you're doing those gigs day in day out, it drums in the 
systems, the routines. Whereas on commercials you do a flurry of 
three or five days and then you're unemployed again, which is 
awesome but you only ever get so good. People went into Xena and 
Hercules as camera trainees and came out as really good DoPs.  
 

A new era in New Zealand film production developed after Peter Jackson 
signed with New Line Cinema in 1998 to make the US$320 million fantasy 
adventure trilogy The Lord of the Rings. Although the production was funded 
from offshore it was made entirely in New Zealand and had a profound 
impact on the Kiwi film industry. Firstly, it consolidated the reputations of 
New Zealand filmmakers on the world stage when the trilogy won a total of 
17 Academy Awards. Secondly, its success radically altered the film 
investment and production environment in Aotearoa, leading to a local 
production infrastructure and contributing to stable jobs in the industry 
(Martin, 2014: 12). Thirdly and paradoxically, it stimulated the millennial 
digital revolution whereby some filmmakers rejected mainstream practice of 
high budget production values and special effects in favour of performance 
and storyline (ibid). But not all the reverberations were positive for the local 
industry. An overseas company controlling a local film budget, controlling 
the contracts of local actors and parlaying directly with the New Zealand 
government  resulted in industrial dispute. I describe this later in this 
chapter.    
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Pitching-in as part of the national character was frequently noted by 
American crew heads working on Lord of the Rings. “The Americans are used 
to union jobs where a union cameraman cannot help a grip carry. They were 
constantly surprised by the collective will to make Lord of the Rings in New 
Zealand” (Margolis, 2015: 43).  
 
 Other observers of Kiwi practice noted the egalitarianism of the crew 
on Lord of The Rings:  
 

The production team had a family atmosphere and instead of hiding 
away in trailers the stars ate with the crew. The way these people 
work is friendly, unpretentious and enthusiastic. It’s a very humane 
group of people. Jackson sets aside a certain amount of time to be with 
his children (Thompson, 2007: 309). 

 
 Director/cinematographer Thomas Burstyn once worked in America, 
but now works only between Canada and New Zealand. He commented on 
some cultural differences:   
 

I don’t work in America any more. It’s too hard there. The unions are 
heavyhanded. The Kiwi guilds are efficient and the crews are 
sympatico. Kiwi crews seem to take a personal interest in the script, 
they come up and offer suggestions (Telephone interview, 23.05.2019). 

The following section discusses the non-unionisation of New Zealand film 
crews, and how the casual networks of the 1970s developed into the guilds of 
today.  
 

 From Casual Networks to Guilds   
The unofficial networks of filmworkers grew into formal organisations as the 
industry became professionalised. For example, the Screen Industry Guild of 
2018, grew out of the New Zealand Film and Video Technicians Guild of 
1987, which grew out of New Zealand Motion Picture Academy of 1977, 
which grew out of pub consciousness-raising sessions. During the 1970s 
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push to establish the Academy a document circulated urging the need for 
unity among disconnected freelancers in an uncertain profession: 
 

At the moment the industry is a divided, uncertain group of 
individuals, trying to survive in a difficult cultural and economic 
environment. If it is to go on surviving, it seems vital that a degree of 
unity is both achieved and seen to be achieved (Quoted in NZTecho, 
2017: 9).  

 
 The Academy of 1977 was a gathering-together of all the freelancers in 
what we now call the screen production industry. Notes from the Academy’s 
April 1977 AGM included discussion of an enduring issue: “Protection of 
Indigenous Industry: much discussion on the pros and cons of the Academy 
supporting the employment of a local equivalent whenever overseas 
personnel is brought in for a job” (Forster in NZTecho, 2017: 9).  
 The first co-presidents of the Academy were Roger Donaldson and 
Graeme Morris. Sally Meikeljohn (then Bartle) was its first secretary and her 
minutes from an early meeting concluded:   
 

The meeting closed in a certain amount of drunken disarray and 
adjourned to the next door party. The Catering Department has 
decided (in future) to open the flagons after the meeting, and would 
remind members that paying for drinks is appreciated – even 
necessary - so please come armed with $2.00 (quoted in NZ Techo, 
2017: 9). 

 
 Most overseas film industries are heavily unionised. As noted, the 
New Zealand industry is not but there are industry collectives which 
advocate on behalf of their members. The main guild is Screen Industry 
Guild Aotearoa (SIGA). Membership is open to all filmworkers and is 
voluntary. SIGA has been operating for thirty years, in one form or another, 
and has been instrumental alongside SPADA (Screen Producers and 
Directors Association) in negotiating two crucial documents laying out the 
terms and conditions of the engagement of crew (The Blue Book), and safety 
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at work (Safety Code of Practice). A significant factor of the Blue Book 
becoming an accepted document for the industry as a whole was the demand 
by overseas production companies for some form of guidance as to working 
conditions so they could prepare budgets. As Tony Forster commented: “The 
absence of a Blue Book risked sending these offshore companies elsewhere to 
shoot, and no one here wanted that!” (Forster in NZ Techo, 2017: 12).  
 Other associations within the local industry operate guidelines to 
employment. Actors’ Equity (AE) runs the Pink Book, is a union and also an 
autonomous part of the Australian Media, Entertainment and Arts Alliance.  
The Writers’ Guild is also a union. Ngā Aho Whakaari is the national 
representative body for Māori working in screen production and runs the 
‘Brown Book,’ which includes guidelines for Māori protocol. 
 Only two of my interviewees were strongly in favour of industry 
unionisation. One of them was AE member Elizabeth McRae who 
commented on the potential for unionism to attract allies in employment 
disputes. 
 

Why call yourself a guild when if you called yourself a union you'd 
have the support of umpteen other unions? For example, if things had 
got really bad [during the Hobbit Law Dispute] we could have had 
the support of the truckies. 

 
Debate continues about the idea of industry unionisation but there has been 
no formal workers’ referendum to date. Anecdotal evidence suggests that the 
industry prefers to be self-regulating but other freelancers disagree. Alun 
Bollinger described self-regulation in any industry as “impossible nonsense.” 
 

Self-regulation is a romantic concept, but it can’t happen because 
those with the power will always take advantage. All industries 
require regulation via central government. I’m a bit of a fan of 
anarchy, but hey… 

 
 Even so, there are strong arguments for the idea of self-regulation in 
this field that stem from the idiosyncratic economic, social and cultural 
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arrangements of filmmaking. Vice-president of SIGA explained the singular 
nature of the industry. 
 

Because of the financial and time commitments associated with film 
projects, studios and investors require certainty with respect to the 
terms and conditions relating to those who work in the industry. In 
this context, it is vital that those terms and conditions reflect the 
unique and often fluid nature of a film set. No one size fits all 
approach can adequately address a scene that can change due to 
weather, light, actor availability, financial constraints, technological  
developments, envisioned plot twists, creative evolution and 
commercial considerations (Macdonald, SIGA communication, 2017). 

 
 The general feeling about unionisation among filmworkers seems to 
be one of laissez-faire as the disparate but united components of the local  
industry do not appear to fit a pro-union one-size-fits-all prescription, but 
represent unique arrangements of employment protocol (Tucker in NZ Techo, 
2019:14). 
 

 

The Hobbit Law, or Employment Relations (Film Production Work) 

Amendment Bill, 2010 
Freelance filmworkers have been classed as independent contractors without 
recourse to collective bargaining since the controversial introduction of The 
Employment Relations (Film Production Work) Amendment Bill, 2010, 
commonly known as the ‘Hobbit Law’.  This legislation points up the 
tensions between the older drives for freedom and independence among the 
earlier generations of filmworkers, and the changing conditions over the 
decades since, which have turned what was once a choice into an industry 
prescription.  
 In the debate over this new law opinions were polarised − filmcrew 
against actors, unionists against anti-unionists, and actors against common-
or-garden Kiwi romantics who just wanted to see another multi-million-
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dollar internationally funded film along the line of Lord of the Rings made in 
New Zealand. The filming of the three-part Warner Bros. production was 
expected to provide a major boost to the local film industry and tourism and 
to benefit the country’s economy.  
 The dispute began with moves by AE to negotiate a collective 
agreement with Warner Brothers, the producers of The Hobbit. AE’s claim 
was based on the belief that their usual code of practice, The Pink Book, was 
not being adhered to by producers and did not include provision for the 
payment of residuals (royalties paid for repeat performances or screenings). 
The Pink Book, as it is commonly known, is a guideline for best practice for 
the engagement of cast and covers television dramas, feature films, short 
films, and documentary and associated voice work. The possibility of an 
international boycott arose as international actor unions became involved. 
Passions ran high when the American producers threatened to take The 
Hobbit offshore. There were street marches and AE spokespeople were 
vilified. Politicians and producers weighed in and the press had a field day. 
The dispute had the classic elements of a feature drama (which one day may 
be made). Elizabeth McRae recalled: 
 

It was bad. Jennifer Ward Lealand and Robin Malcolm [spokespeople 
for AE] were threatened with no work. I remember ringing Robin to 
thank her for her work during that difficult time and she burst out 
crying. The pressure was enormous. But they kept at it with the help 
of Helen Kelly, of course. Bless her! It was an interesting yet heart-
rending time really.  

 
 As the final act, Warner Bros representatives with Peter Jackson’s 
people pressured the National Government for an employment law change 
as well as for additional subsidies for The Hobbit. The episode culminated in 
the passing of legislation under urgency in which employees became 
contractors. The Hobbit Law events exemplified the ways in which freelance 
contracting, once a lifestyle choice willingly embraced, came to be defined by 
large corporate interests in ways that did not necessarily serve filmworkers 
well. 
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Conclusion 

This chapter establishes a number of themes that continue to distinguish the 
culture of our screen industry. Despite the professionalization of the 
industry, the early days of passionate amateurs making movies on the cheap 
have left their mark on present-day styles of shooting, crew structure and 
behaviour.  
There is a markedly collaborative, often family-based, stringent style of 
filmmaking which continues to characterise many of the smaller-budget, 
auteur movies produced in Aotearoa. The innovative and improvisational 
qualities of early filmmaking continue as a legacy. It is still common for crew 
to work at reduced rates or for free, to rough it on location and to escort their 
films around the regions as in the days of Henry Gore and Rudall Hayward. 
These themes will be further discussed in Chapter 2. 
 Film as a family legacy occupation enters the scene early on with the 
southern filmmakers, then with John O’Shea and the Acme Sausage 
Company and other independents. This theme will be explored more fully in 
Chapter 4. 
From the late 1960s onwards, the values of the counterculture impacted on 
the flowering of a national cinema while the independents advocated for the 
state funding that would make it viable. The hippie filmmaking co-
operatives of the 1970s and 80s were forerunners of the formal and informal 
networks that have evolved over time as guilds and unions, to unite and 
sustain screen industry workers.  
 Towards the end of the 1900s the industry was marked by challenges 
to the cultural and narrative authority of Pakeha men who tended to 
monopolise access to funding. These challenges came from marginalized 
groups who wanted access to the tools of filmmaking − women, Maori, 
Pasifika and LGBTQ. In Chapter 5 I shall discuss the expansion of diversity 
and the ongoing altering of power relations. 
  The state provided creative and technical training before there was an 
independent industry, and it was crucial to the formation of the NZFC in 
1978. There is still a certain amount of happenchance attracting workers to 
the field of film but now film courses in polytechnics, universities and film 
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schools abound. Even so, learning on the job is still a viable option. This 
broad introductory overview of the development of filmmaking and 
filmmaking culture in New Zealand, sets out the necessary context for 
inquiry into specific dimensions of that culture. The first of these, which I 
turn to in the next chapter is independence and precarity in a project-based 
industry. 
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Chapter 2 

Freedom, Flexibility and Precarity in a Project-Based Industry 
 
In the previous chapter I discussed the evolution of the screen industry with 
a focus on the last fifty years, a period in which New Zealand movies 
matured to take their place on international screens. This chapter looks at 
filmworkers as long-term freelancers in a precarious industry.  
 As the international world of long-term secure employment dwindles 
and insecure short-term employment is on the rise, researchers have been 
focussing attention on the lives of freelance workers in the creative industries 
because these people are long-time exponents of this kind of precarious 
employment (Blair, Grey and Randle, 2001). In this chapter I explore some of 
the literature laid out in my introduction, about the cultural and economic 
arrangements of employment in screen industries both here and overseas. 
Here I shall look at the relationships between social and cultural capital in 
the economic conditions of filmmaking. I discuss themes arising from this 
literature which also emerged in the course of my interviews with members 
of New Zealand three-generational film families. These themes include 
positive and negative aspects of free-lancing, managing the money, filmwork 
as an addiction or a calling, networking, self-identity and creative work, 
unionism and guilds.  
 

Defining Freelance Filmworkers in New Zealand 
Filmmaking is a complex process as reflected in the long list of credits at the 
end of any feature film. “Many specialisations are involved; organisational, 
financial, technical, and creative – and of the complex synergies produced by 
their interaction” (Pointon, 2012:14). As Bonnie Crayford pointed out in her 
interview: “It’s specialised work and no job within any department requires 
a degree or a diploma. There’s a place for every skill on a film crew”.  
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Optimistically for some films perhaps, filmmaking has been described as: “A 
collective creative enterprise resulting in a commercially viable product”.  
(Rowlands, Handy, 2008: 659). According to a 2015 survey of the screen 
industry by Statistics New Zealand there were 14,000 freelancers employed 
in our screen industry, which includes television, cinema and the 
corporate/commercial and digital sectors. They cumulatively worked on 
24,700 jobs or contracts which lasted from one to 365 days, and could be full-
time, part-time or fixed-term. These last figures illuminate the variations of 
precarity within the industry. My study looks at project-based filmworkers 
who are long-term freelancers. 
 During the 1970s when secure employment was as a rule both desired 
and attainable, a small number of would-be filmmakers opted out of regular 
work in favour of project-based filmwork, in which they hoped to combine 
lifestyle, creative ventures and money-earning. Over time, for them and their 
families, economic insecurity became part of ordinary life. They became 
unconscious pioneers of today’s ‘Gig Economy’, the new normal where job 
security exists for fewer people and increasingly workers are part of the 
precariat. This balance between freedom and insecurity – a new 
phenomenon in many other fields - is an enduring element in the careers of 
the participants in my study.  
 The attractions of independence and the capacity to say yes or no to a 
job have always been there for freelancers, and were invariably accompanied 
by degrees of financial insecurity. In the 1970s in a time of relative affluence 
this was a very acceptable trade-off, but now the element of choice in 
operating this way has diminished and it defines the industry. This sits 
within a larger trend where contractors have little option but to accept 
project-based work but without necessarily gaining the benefits that were 
once experienced as freedoms or the benefits that accrue to employees in 
other sectors (Robinson and Smallman, 2006). For example, film contractors 
pay their own A.C.C. and Public Liability Insurance (unless otherwise 
negotiated), do not receive holiday pay or redundancy and are not included 
in the Kiwi-Saver scheme. As explained in Chapter 1, screen industry 
freelancers are represented by SIGA, which is an incorporated society that 
does pretty much everything that a union does, except negotiate collective 
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employment agreements (Parnham, in NZTecho, 2019:16). SIGA and other 
associated guilds have worked together over time, to negotiate pay rates and 
work conditions to compensate for the irregularity of work and income.  
  

Positive and Negative Aspects of Freelance Filmwork 
Almost all the filmworkers interviewed gave examples of both advantages 
and disadvantages of freelance work and the finite nature of film contracts.  
Social, cultural and economic were all high on the list of key benefits ranged 
across the field of capital, but for a significant number of respondents 
economic gain, or the lack of it, was over-ridden by cultural and social 
cachet. As mentioned in the introduction to this study, research on the rise of 
the creative class and the transformation of work and leisure, supports the 
idea that what creatives tend to want from their work remains relatively 
constant regardless of fluctuations in their personal financial situation 
(Florida, 2012). Bindy Crayford, veteran of thirty-five years in the business, 
touched on this when she identified flexibility and working with friends and 
family as key benefits of freelance filmwork. Bindy also pointed out that 
fellow filmworkers often form family partnerships, a practice which helps to 
mitigate the negative aspects of their common occupation.  
 

I love the freedom! The flexibility, especially around the kids. The 
adventures to be had. The people you work with, likeminded people. 
The film industry attracts the kind of people who don't fit in 
anywhere else, so you get a pretty wide-ranging bunch. And most of 
our mates, our good long-term mates are from the film industry; most 
of our family actually. And you tend to marry within it.  

 
 Bindy’s husband, Jo Bollinger, described the benefits of filmwork in 
comparison to his other contract work. Bollinger supplements his filmwork 
with possum control monitoring and by sometimes working as an electrician. 
He compared the benefits of filmwork where job-related costs are covered by 
the employing production company to his monitoring contracts where all 
job-related expenses are his own:  
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Compared to my possuming monitoring which is the same basic set 
up in that you've got a contract to do a job within a certain time and 
sure you get paid pretty well but all expenses incurred in doing the 
job are mine: accommodation, food, running the vehicles, they're all 
mine, whereas with filmwork you're fed, they pay for the fuel, all your 
costs are paid for by the company that's employing you.  

 
 For many respondents the term ‘freelance’ was synonomous with 
‘filmwork’ and the same respondents talked about valuing intrinsic 
satisfaction over tangible reward. Jo Bollinger said the best thing about being 
freelance was the infinite variety of filmwork and being constantly presented 
with new challenges and learning.  
 

Normally I'm the gaffer which is the head of the lighting department, 
so I'm responsible for the lighting assistants and the genny op, I run 
the crew. Basically my job is to look after the director of photography, 
and he or she will have a way of approaching things in terms of 
lighting and the look of the pictures. That's the most interesting thing 
about the job as it's an infinite variable, especially on commercials. 
They're short jobs with different d.o.p.s and they've all got different 
approaches to the same thing which is light. Light is the most 
awesome thing because light is the infinite variable. It doesn't matter 
how much you think you know about it, something will always pop 
up to catch you out. It's an awesome medium, the way it behaves with 
different surfaces; you never stop learning which is the best thing 
about my job. 

  

 

Film Jobs Are Finite 
Film production in New Zealand is organised around “a highly 
individualistic free market economic model that ensures workers compete 
with each other for scarce and insecure work” (Rowlands and Handy, ibid: 
675). Even so, the finite nature of a contract has both positive and negative 
consequences. When the job ends so does the money. But because of the 
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intensity of the work, the long hours (ten and three quarter hour days are 
standard for drama in New Zealand, up to twelve or thirteen hours per day 
for commercials) and the time away from family, home and normal life − the 
knowledge that a job will stop soon is often very attractive, despite the 
ending of the pay-packet. Some interviewees felt that this was a negative 
while others saw it as a positive, and many saw it as both. Kathy McRae 
emphasised this finite commitment and the capacity to escape a bad job, but 
also the extent to which it fostered the incentive to carry out each job to a 
high standard in order to ensure the next contract. She valued that incentive 
and the culture of high-quality work it fostered. 
 

If you’ve signed onto a job you hate, at least as a freelancer you know 
it's going to end soon and you'll know next time not to work with 
those producers. Also, you're working your butt off so you do a really 
good job in order to get another job. Working with a freelance crew − 
same thing. You go in with a bad attitude you don't get another job. 
Much, much better to all be playing the yes game. That's so awesome. 
I love working with an efficient happy team in either theatre or film. 
It's really stimulating as opposed to an office job or working in a 
government department of course. You need enthusiasm to create 
something, you need a lot of yes.  

 
 Chris Pickard who spent many years as a wageworker in television 
before going freelance in the feature film industry had a similar view. He 
spoke about why he preferred the finite nature of film work. 

 
I think freelance in lots of ways is better than being on staff because 
you know how long it will run − it's finite. So you complete that 
successfully and often as a result, another one comes along. You're 
only as good as your last job. 
 

 Bonnie Crayford also commented on the pressures of performance 
and competition for work, especially for a newcomer trying to establish a 
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reputation. She commented that the positive culture of high performance can 
become a negative pressure:  
 

...working your butt off in order to get another job. ... That relentless 
work, work, work is still so prevalent.  If you’re not willing to do 
everything that’s asked of you and work and work and work till 
you’re exhausted, there’s going to be someone else waiting in the 
wings waiting to come in and take over your job. 

 
This pressure to ‘over’-perform diminishes as the incoming worker becomes 
more established in her field, and her networks and social capital expand 
accordingly.  
 

Self-identity and Creative Work 
According to research on the rise of the creative class, the perception that 
money isn’t everything is a key element in the work decisions of this group 
(Florida, 2012). Florida found that the attitude to life of creative people is 
characterised by a passionate quest for experience, which in turn enhances 
and inspires creativity, a theory which helps explain why freelancers stay in 
this sphere despite the drawbacks (ibid). This finding was supported by 
Handy and Rowland’s research about the reciprocal interplay between the 
intrinsic rewards of creative labour and the aversive features of project-based 
employment, and was confirmed by the majority of my interview 
participants who said they saw themselves as creative and derived creative 
satisfaction from working on films. Gilly Lawrence endorsed this:  
 

Film does allow a certain amount of creativity regardless of your role 
on the film set. Whether you’re the trainee or the director or producer, 
you’ve always got a certain level of creativity you can add. I 
remember as a young trainee lighting assistant, where I wasn’t part of 
the creative huddle of the director/dop as such, but I certainly had 
creative input into how I was going to lay foundations to provide 
cables for the lighting the gaffer wanted. And when there’s a tricky rig 
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and we need to hang a light from up there, well how are we going to 
do this? Let’s get creative. 

 
 The intrinsic rewards of freelance filmwork as discussed by Rowlands 
and Handy (2008) were identified as “A strong sense of social cohesion, 
collective purpose, creativity and achievement.” These experiences create a 
strong attachment to the industry which is further strengthened by the 
intensely demanding nature of the work which itself frequently restricts 
workers opportunities for alternative social interaction outside the industry 
(ibid: 675).  This set of circumstances is variously described by many of the 
participants in my study, including Bonnie Crayford, who talked about the 
social capital she gains from free-lancing on films. 
 

 I’ve discovered my thing is film. Having a baby, up until that I 
thought my thing was going to be motherhood, that it would fulfil me 
in every way. But I missed film. When I didn’t work for a year, maybe 
a bit longer, I really missed that social interaction that you get on set. 
And once I started doing it I was more often than not working with 
people I was related to or knew really well. Whenever I went to set it 
felt really familiar, like I was going home. I was reminded of my 
mother and all the lovely people we had constantly traipsing through 
our house when we were growing up. There’s usually someone on 
every set who takes time to go – God, your mum’s amazing! Or - I 
worked with your dad on such and such. I love that. I love the feeling 
of being surrounded by family every time I go to work. 
 

The unpredictable nature of film work tends to work against freelancers with 
young families, more so than regular employment. For young parents, 
especially mothers working in film like Bonnie Crayford, an industry where 
the hours are grueling and unpredictable and travel to faraway locations is 
the norm, the conflict between work and family can be intense. Unless 
workers can afford a live-in-carer or can work out systems of shared 
parenting, it is difficult for mothers especially, to work all the time. This idea 
will be more fully explored in Chapter 5.  
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I asked respondents if they saw filmwork as a vocation or a calling. While 
they agreed that it was essential to earn a living, many said money was often 
a secondary consideration as illustrated by Robin Murphy’s response. 
 

I wouldn’t produce something just because I thought I might get well 
paid or that it might be a huge success, I have to really feel something 
for the project. Producing is a huge amount of work for very little pay. 
Even if you get a nice fee for the shoot - that’s usually three years of 
work right there. So it’s comparatively badly paid. You have to put a 
lot of blood, sweat and tears into it and your own time – so you really 
got to believe in it, you know. 

 
 This observation was confirmed by Alun Bollinger who commented 
that because he had always been a part-time part-timer, his interest in the 
business had remained high over time. He prioritises cultural capital over 
economic capital by choosing to work only on projects that he can relate to, 
many of which are unpaid. 
 

I'd like to keep doing filmwork because what I realise is that when I 
do it I still enjoy it. I suspect I'm fortunate in a way because I've 
always stepped in and out of it. I've always done other things. I design 
buildings and gardens and skate-parks, I build at home. And because 
film has never been a full-time part- time job I've always managed to 
maintain my enthusiasm for the process. I'm always choosey too. As 
the years have gone by I prefer to work on projects that have 
something going for them or that I can relate to. I have to care about 
the story to get involved. And that's why when people ring me up for 
a freebie if it's an interesting project I'm likely to say yes.  
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From left: Gaylene Preston and Pat Robins on the set of Hope and Wire, Christchurch, 2014. 

Photo: unknown. 
 
  
Pat Robins has worked almost forty years as script supervisor on the films of 
other directors, including those of her children. She has also directed six 
short films of her own. She commented on maintaining a balance between 
cultural and economic capital; between artistic satisfaction and earning a 
living. In reply to my question, “Are you in the business for the money or the 
satisfaction?” she said: 
 

Let's put it this way. I was lucky enough to make half a dozen short 
films over the years. That was a huge amount of fun right, and I'm 
telling stories I want to tell. Sometimes you get to work on a project 
you think is so brilliant you're just glad to be part of it and sometimes 
you work on a project because it's a job and it pays the bills. 
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Managing the money 
The majority of participants agreed that the pressure of managing an 
irregular money flow was a negative aspect of the job. As Gilly Lawrence put 
it: 

Film as a way of life can be pretty tough because you’re only as good 
as your last job and you only get paid on the job. If you’re not working 
you don’t get paid. No holiday pay, it’s not a weekly thing. Every so 
often you might get a contract, but it’s only six weeks, eight weeks. 
Every now and then you might get a massive twenty-week contract. 
Financially it’s not easy, I don’t think it is. 

 
 While freedom, flexibility and the culture of freelance work were 
experienced as strong benefits, everyone talked about the uncertainty of 
contract work and the need to manage irregular incomes with care. 
Interviewees indicated the various ways they’d developed over time of 
managing their finances and supplementing an irregular income. Chris 
Pickard talked about the virtues of having a good accountant as well as 
vigilant personal bookkeeping.  
 

There’s no holiday pay, A.C.C. etcetera but it’s not really an issue 
because I always had a very good accountant. I'd do my own 
accounts, put myself on GST bi-monthly as opposed to six-monthly 
and used to do all my accounts exactly the same way. I'd do a petty 
cash return and then give all invoices and accounts to the accountant. 
In all the years I was working I never got less than $5000 back from 
the tax dept.  
 

Bonny Crayford agreed that learning to manage the money when it wasn’t a 
natural talent was essential to getting by as a freelancer. 
 
  Irregularity of income is probably the biggest stress I think. 
 Not knowing when your next job is coming. I can’t think of any other 
 massive drawbacks. Just not knowing when the money’s coming in 
 and having to be really smart with it when that’s not a natural skill.  
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For a number of the veterans interviewed, receiving the National 
Superannuation Allowance was their first experience of a regular income. 
Some freelancers of earlier eras have moved into waged or salaried work. For 
example Larry Parr has moved into a bureaucratic role as C.E.O. of Te 
Mangai Paho and appreciates the salary. 
 

I am applying my creative juices in different ways now. I'm not 
freelance any more. I'm a government employee. I'm enjoying it too! 
My first salaried position was at Maori TV where I spent four years as 
Head of Programming and I have to say that having a regular 
paycheck was an interesting phenomenon.  

 
 Many filmworkers have transferable skills and can make money in 
other ways when the film jobs dry up. In response to the question, “As a 
long-term freelancer how do you make the money last?” Chris Pickard said: 
 

I don't, I just spend it. And there's always something around the 
corner. Not so much now that I'm seventy but still the odd adventure 
comes my way, enough to keep me going. I've learned enough skills 
over the years to sustain myself over and above the pension. Garment 
construction mostly. I used to do props, costume and millinery which 
includes jewellery and head-dresses.  
 

 Bonny Crayford responded to the question, “What do you do when 
the film jobs disappear?” 

When you’re working the money’s usually better than it would be on 
a regular job. But when the work’s not there and there’s no money 
coming in you can’t just slip into a regular job. Although I’ve been 
lucky with that too because if you can make a decent coffee − you can 
get work in a café. 
 

 For some, another strategy to stretch the money was to live self-
sufficiently and communally in the country as did Asosco and associates.  
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This is illustrated by Geoffrey Murphy’s response to the question “How did 
you manage the irregular money flow?” 
 

When there were no jobs and no money coming in we went to 
Waimarama. We lived on the farm. When there was nothing at all I 
remember there were days when we’d go out picking puha.  

 
 Alun Bollinger also spoke about the advantages of communal country 
living where seasonal labouring work was available.  
 

When we went to Waimarama we had only one child, four when we 
left, but the Sandersons and Murphys had five each, and also later the 
Lawrences. Moving to rural Hawkes Bay was a pragmatic decision to 
support all those people. We could live cheaply in the country even 
when we didn't have [film] work. We could grow food. We worked in 
the shearing sheds and picked puha for a local grower.  

 
 An additional benefit for filmworkers who live in the country is that 
transport to the work destination is generally covered by the production 
company concerned. Bollinger pointed out the potential disadvantage of 
moving to a city in the expectation of filmwork when there were no 
guarantees that work would occur in that place. 
 

And you never know where the next job will be; you have to travel 
anyway. You can get trapped. I know of people who’ve moved to 
Auckland and bugger me they get their next film job in Wellington. 
And now they're paying Auckland rents. 

 
 Robin Murphy confirmed these observations from her country home 
in Waimarama. 
 

That’s part of the reason I live here in the country because I can live 
very cheaply whereas I couldn’t do it if I was renting a place in the 
city. And you’re not tied anywhere. You end up being a gypsy of 
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course. You end up doing three months in Auckland and three 
months in Wellington and have to find temporary accommodation. 
But it’s great having the space here. I’m really lucky I can hole up with 
my laptop and get projects off, do applications - that sort of thing.  
 

 Another solution to the issue of money management was going into 
debt at the bank. Belinda Crayford described how she managed this 
strategically. 
 

So what’s made free-lancing possible? Revolving credit at the bank! 
It's true. How would you do it otherwise? You'd have to stash your 
savings. You've got to be prepared to be in the black for one month 
and in the red for the next three. That's been a huge boon for a family 
like ours with two freelance incomes. 

 

Irregular Income and the Waged Mindset 
Contract work of this kind, although characteristic of the screen industry, is 
still anomalous in the labour force as a whole. As Walker explains, 
government agencies and banks are not wholly oriented to supporting 
people on irregular incomes because the nature of employment 
arrangements is still constructed around notions of standard employment 
(2011). This was borne out by the experience of my participants. Alun 
Bollinger talked about problems and solutions he had experienced relating to 
ACC and the IRD, neither of which assumes the pattern of contract-based 
work as normal. 
 

I paid ACC Cover Plus in case of loss of income through accident. The 
way Cover Plus Extra works is to give you a proportion of your 
average wage from the previous year if you can’t work because of 
injury. I thought I was being clever, but it turned into a lottery. The 
problem I had was that when I broke my achilles tendon my average 
wage from the year before was so low that I ended up getting three-
fifths of five-eighths of fuck-all. And sorting things with the IRD is 
sometimes tricky especially  in terms of provisional tax. Theoretically 
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provisional tax was designed to serve irregular earners but it’s a trap 
because as a contractor you can never anticipate how much you’re 
going to earn from one year to the next. It’s better to pay withholding 
tax. 

 
 This advice was confirmed by Chris Pickard’s  comments about the 
way he managed his tax obligations by consistently over-paying withholding 
tax.  
 

The other thing I used to do was to get the production company to 
take out 30% withholding tax as opposed to 20%. Which meant I was 
always on the right side of the ledger. You have to think about all that 
as a freelancer. 

 
 Significantly, a 2017 survey by the New Zealand Statistics Department 
showed that screen industry annual revenue had been stable at three billion 
dollars since 2014. This steady and conspicuous productivity suggests that a 
review for government departments’ policies in the light of the exigent 
nature of freelance film work is overdue.  
 It is not only government departments who have a wage-earner 
mindset. It can also be difficult for screen industry bureaucrats or others who 
do not encounter the day-to-day realities, to understand the constraints of 
managing an unpredictable income. This latter example has been and could 
become a source of friction between the screen industry and its 
administrative and funding sources. Alun Bollinger commented on this:  
 

I think I can safely say this. I was at some sort of hui about growing 
the industry. And I was president of the Film Technicians Guild at the 
time. There were people from all over, John Barnett from South Pacific 
Films and of course Ruth Harley from the Film Commission. They'd 
break us into discussion groups. That was a year when I'd had five 
days paid work so far that year. I think we'd had to borrow money 
from the bank - which we'd never previously had to do. We usually 
pulled our horns in and got by. But I was sitting with Ruth Harley and 
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I made a point of mentioning this - it just went over her head. It didn't 
mean anything to her because she's sitting on a permanent wage. I 
don't hold it against Ruth, I just thought - this doesn't mean anything 
to you does it? 

 
` Jo Bollinger was one of a number of interviewees who described 
freelance film work as a lifestyle choice. He observed that freelancing spoiled 
you for the predictable nature of regular employment and talked about the 
difficulties of reverting to wage-work when the filmwork dried up. He found 
that the total immersion required of a film job gave him ownership of his 
downtime when the job finished, whereas doing wage work was relentless in 
that downtime was confined to weekends and he could not properly relax. I 
asked how long he had worked as a freelancer and how he perceived it and 
he replied: 

My whole working life really, twenty-five years. It's a lifestyle. I love 
it. But in saying that, there are stints where I've gone back to being an 
electrician. I did that when the kids were little. I did the sparky thing 
when the film work went quiet. The free flow, full on/full off nature 
of film work spoils you for regular work. Having to work all day 
every day for eight hours a day − even though on films you do 
massive hours − the whole day is gone. I struggle with the 
relentlessness of regular nine-to-five work. I don't know how people 
get anything done - like if you need a warrant for your car or any of 
that stuff, how do you do it when it happens in the same hours you're 
working? If there's a film job on it takes precedence over everything, 
takes over your life. But the best thing is when you're not working − 
you are there, absolutely there. Whereas as a sparky you come home 
tired because you're only half there because your brain's still in work 
mode... so it spoils your home time in some funny way. You might get 
two days off in a weekend but then you gotta start again on Monday. 

 

Networking Strategies in Project-based Work 
A study which has relevance to the New Zealand screen industry looked at 
how individuals are trained and socialised for boundaryless careers in the 
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American film industry (Jones, 1996). Jones’ study emphasised the 
importance of networks in gaining film employment, that jobs are highly 
competitive and that good technical and personal skills are required before 
the worker is socialised into the industry culture. Bonnie Crayford 
commented on having to learn the ropes from scratch with no pay as she 
worked to become established, even though her family and social networks 
had helped her gain entry. 
 

I got back to New Zealand with no savings and a massive, massive   
debt. I needed to make a lot of money quickly, and that to me is what 
comes out of  the film industry. I know now it’s not strictly the case, 
but then I thought – they get paid crazy good money, I’ll do that. 
Naively. That’s not how it works when you first start. You have to 
learn the ropes and  put in the hours usually for very little or nothing 
at all until someone  goes - Ah ok this person’s got something, they’re 
worth paying. That’s how it was for me. 

 
 Once established in the industry some workers, especially those 
starting out, are under pressure to maintain a visibility, a presence to ensure 
a continuation of employment. Also, networking and cultivating 
relationships can facilitate the development of future film projects. It is not 
uncommon for crew members to be privately developing their own film 
projects and there are a number of examples of this. For instance, Vincent 
Ward worked as art director on Sons for the Return Home while developing 
Vigil which he later directed, and Lee Tamahori crewed as boom operator on 
many movies before directing his own feature Once Were Warriors. My point 
here is that work roles can be fluid − the wardrobe assistant of today may be 
the director or producer of tomorrow (and back again), and this 
characteristic reinforces the egalitarian flavour of Kiwi crews.  
 Networking is what sustains an ongoing supply of contracts for most 
freelance filmworkers. The following quote comes from producer Robin 
Murphy who subsidises and advances her personal projects by crewing on 
other people’s movies as a first assistant director or as a locations manager.  
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Freelancing has its advantages in helping me stay connected. If I was 
here at home all the time working as a producer everyone would 
forget I existed. By networking and staying engaged in the industry, 
hopefully, eventually I might make some money out of one or some of 
my projects to enable me to just work on my producing. That’s my 
ideal scenario. Slowly getting there. The good side to freelance is that 
you’re engaged in the industry working with people all the time. Like 
working with a director of photography and you say – hey, I’m doing 
a short film, do you wanna come on board? And they like you and 
they go oh ok and they come on board. 

 
Rewa Harre has worked forty years as a cinematographer and commented 
on the positive aspects of free-lancing coupled with the pressure of working 
to maintain a presence in the industry. 
 

The good aspect of free-lancing is the time off in between jobs. Having 
long times at home, to work on my house for a month or two. So you 
can pretend to be your own boss. You've still got to say yes to a 
certain number of jobs because it's easy to fall out of the circle of who's 
getting hired. I reckon I spent the first fifteen years doing stuff I loved 
and then when I got a mortgage I worked on stuff I didn't care about 
too much; long-running t.v. shows like Power-Rangers, Young Hercules. 
I've been lucky enough to be working most of the time. My down time 
is mostly self-inflicted.  

 

Conclusion 
Freelance filmmaking is a lifestyle as much as a job. Economic insecurity has 
always been a normal part of life for screen workers and maintaining a 
balance between freedom and insecurity is an enduring element in the 
careers of my interviewees. However, freelance work is now part of a larger 
trend where contractors in other fields do not necessarily gain the once-
experienced freedoms.  
 Interviewees indicated that the negative aspects of project-based film 
work included the pressure of working to maintain a presence in the 
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industry as well as the competition for work, degrees of financial insecurity, 
the unpredictability and length of contracts, the long hours, and the pressure 
to find carers for children. One study found that the nature of employment 
arrangements was still constructed around notions of standard employment 
(Blair, Grey and Randle,1999). This theme was confirmed by a number of 
interviewees who saw it as problematic because government agencies and 
banks were not wholly oriented to supporting those on irregular incomes. 
Consequently, the steady and marked  productivity of the industry suggests 
that in the light of the idiosyncratic nature of freelance film work, a review 
for government departments’ policies is overdue.  
 The combined evidence of the literature and interviews indicated that 
for the people interviewed in my study, the positive aspects of working as a 
freelancer in the creative industries out-weighed the negative aspects. The 
identified benefits included all kinds of capital, with cultural cachet being the 
most important for some. Intellectual and creative stimulation, self-identity, 
the bonding with workmates, the pay packet, the travel, the freedom to 
choose to work or not and the finite nature of the contract, were all seen as 
advantages which mitigated the structured insecurities of contract-based 
work.  
 I have already raised the question of the value of networking in the 
screen industry. In the next chapter I turn to this matter in its own right. 
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Chapter 3 

Freelancers and Their Networks 
 

Introduction 
In this chapter I focus on filmworkers as participants in a series of networks 
that enable and sustain them in the freelance film world. To develop a 
systematic analysis of these networks I have used Bourdieu’s theory of social 
capital in conjunction with Actor Network Theory (ANT). I begin this 
chapter with an overview of Bourdieu’s theories, including his concept of 
Fields, expanded with examples from my interview data.  
 In the introduction I explained how the actors or actants of ANT could 
be human or otherwise.  For this inquiry the human actors are filmworkers. 
The non-human actants encompass technology and equipment − a bus, a 
camera crane and three more characteristics − the structure of filmwork and 
its site-specific character; secondly, the contract-based nature of filmwork 
and thirdly its propensity to bring people together in a series of shifting and 
mutually reliant work relationships. Changing film technology has affected 
the film industry in major ways over the period being studied. For example 
the move away from physical film and analogue sound to the digital realm 
has impacted on budgets and the structure and protocol of shooting crews. It 
has also impacted on the accessibility, design and handling of equipment as 
well as the versatility and speed of workflow, particularly during the 
processes of post-production. Although the tools have radically changed, 
digitisation has not altered the fundamental components of moviemaking 
that are human inspiration and cooperation. Even so, technological change 
alters the demographics of those who have access to the tools of production 
and this will be fully discussed in Chapter 5. 
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In the following section I describe the networkings of the independent 
filmmakers emerging in the 1960s and 70s, and the co-operatives they 
established in Wellington, Hawkes Bay, Auckland and Christchurch. I focus 
on the early days of the Asosco commune at Waimārama Beach in Hawkes 
Bay, known as Snoring Waters after the creek that runs through the property. 
 As stated, a major theme of this study is the contribution of the 
counterculture to the development of the film industry in New Zealand. The 
Asosco commune was a significant and concentrated example of the merging 
of the networks of the counterculture, family, film and music. The majority of 
my interviewees lived there during the 1970s and ‘80s, including three of the 
three-generational filmworking families who feature in this study. Therefore, 
in this chapter I will focus on the networks of the first generation of 
filmmakers at Snoring Waters. Although their networks were distinctive they 
were also thoroughly enmeshed with the wider filmmaking milieu of the 
1970s. (Please see Appendix III for a diagram illustrating these networks). 
 The Asosco/Blerta  mixed media group had its roots in music, 
beginning with Victoria University Jazz Club during the mid-1960s. From 
that time music remained a major thread running through all Asosco’s 
activities whether film, theatre, concerts or mixed-media travelling 
performances. When here I discuss the connections between music, family 
and film I shall turn to my first ANT case study − the Blerta Bus, which 
functioned as an actant of politicisation and counterculture philosophy. This 
bus transported and accommodated the Blerta entourage and thus facilitated 
adventure, creativity and entertainment around Aotearoa and parts of 
Australia. In 1972 the Blerta bus carried some of the original families to their 
new communal home in Waimarama. This leads into my section on the 
Waimaramafia and the Asosco Camera Crane as actant.  
 I will then discuss various film industry organisations which link and 
advance the interests of freelancers, and the reunions and celebrations that 
strengthen them. This is followed by a section describing the public networks 
by which many of the hippie iconoclasts have been honoured for their 
contributions to the establishment of the New Zealand film industry.    
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Bourdieu’s Theory of Social Capital and Film Networks 
Social capital depends on a person’s social network, or who she or he knows. 
In essence, social relationships give people social capital or mana and can 
occur by the relationships a person makes in their own life and by the 
inherited relationships of family. Social capital is important for two main 
reasons. Group members share their potential and so become part of a 
shared collective capital, for example the crew of a certain film or members 
of a guild or commune or the entertainers on a Blerta bus tour. By joining a 
group a person gains access to the shared collective capital and thus gains 
more power. Also, others may want to know a person because of their own 
personal social capital which in turn enhances the collective power. Most 
freelancers get work as a result of their social networks that include the 
digital realm of facebook groups, You-Tube and other public media 
networks. Most workers in the local industry are freelance contractors who 
are employed only for the duration of a job. Film jobs are usually site-specific 
which often requires crew members to leave their homes for the duration of 
the shoot. The crew assembles for a certain job and becomes a mutually-
reliant social unit where existing networks can be strengthened and new 
ones formed. The crew becomes like a family unit and the alliances built 
around film jobs can lead to future employment. The social capital stemming 
from family relationships can help get a foot in the door, but the 
relationships made in the course of life are the main influences in getting 
continuing work. Matthew Murphy commented: 
 

I guess film's one of those things you get into by who you know. 
There's no advertising in the paper for getting on a film set. I guess 
there's natural associations built from that. Our connections go back to 
pioneering the early films − I've had people saying − you belong to 
film royalty. From the outside people see that aspect of it. Sometimes 
that surprises me though because again I just see us like anyone else, 
just trying to get a job, make a living you know… doing film, doing 
something you love, but I guess those connections are natural. 
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Pat Robins qualified this by observing that social networks alone do not 
ensure employment and that high performance determines whether or not 
employment continues. Despite or rather because of their networks there is 
sometimes more pressure to perform on those with family connections in the 
business. In response to the question “Does quality of performance 
determine employment for family members in the same way it does for 
others?” Pat Robins replied: 
 

Absolutely…we'd say to our kids, ok you've got a foot in the door 
because of your parents. But if you don't perform you don't get a 
second chance. It was the unspoken thing − you've got to measure up 
otherwise we don't want to be embarrassed by you in this business. 
 

 Geoffrey Murphy said that his expectations were high for family 
members and described his reaction to a wardrobe gaff made by his 
daughter Robin: 
 

Of course, you’re very hard on family. I remember I made Robin cry 
at one stage on GBPP. It was about the traffic cop’s socks. The pants 
weren’t cut right. They didn’t go down to the top of his socks − looked 
ridiculous. I remember saying things to her like oh yeah, it’s alright 
Robin, I’ll put a sign along the bottom of the film saying – his pants 
are like that because Robin didn’t have time. 

 
 The factors that contribute to family career legacies will be more fully 
discussed in Chapter 4, but there is a place in this section for discussion 
around family networks in film. Of the twenty film workers interviewed, 
nineteen had family members currently working in film.  
When asked “Do any of your children work in film?” Geoffrey Murphy 
replied, 
 
 Nearly everyone. Robin’s producing and Paul’s gripping at the 
 moment but he’s trying to get another film to direct. Matthew’s 
 directing and Miles is directing commercials in Australia and Linus is 
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 doing the accounts for Peter Jackson. And Hepi’s making a 
 documentary about his mother [Merata, How Mum Decolonised the 
 Screen]. 
 
 When asked if he felt there were any drawbacks to working with 
family Murphy indicated that he had occasionally felt compromised by the 
sheer numbers. By this he was presumably referring to his early films like 
Wildman and Goodbye Pork Pie where as well as his immediate family his 
larger extended family was on the crew.  
 
 I remember feeling slightly resentful at one stage that I was obliged to 
 hire all these people – like I didn’t have the freedom that other 
 directors had. Gotta pay the bills somehow. 
 

 
The Murphia: Linus, Miles, Geoffrey, Robin, Paul and Matthew Murphy. Reclining, Heperi 

Mita. Wellington 2018. Photo: unknown. 
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I asked Matthew Murphy if anyone else in his family was in the business and 
he replied, “Actually a good question to ask would be who isn't. Most of my 
siblings are; parents, cousins, people I grew up with are all in it, so plenty of 
us”.  Murphy enjoyed working with family and liked the way they pitched in 
to work towards a common goal. 
 
 Generally it’s a shorthand, and a trust. One of the things that appealed 
 to me at an early age is that it's a collection of people coming together 
 to achieve a common goal and everyone’s so committed to that and 
 the energy of that so appealed to me. I know that my family has 
 grown up with that same sort of sentiment and passion for film, so 
 that part of it is fun to work with. 
 
Belinda Crayford is part of a large filmworking family network. (Please see 
Appendix V).  When asked to list the connections she explained her 
whakapapa:  
 

Well there’s me Bindy, Jo my husband, oldest daughter Bonny, oldest 
son Jack, next daughter Bella, son Jimmy − all in different 
departments; camera, lighting, production, A.D-ing, wardrobe and 
my esteemed parents in law Alun and Helen, and my brother in law 
Solomon, my brother Jonathon music, my sister-out-law Gaylene 
directing, my niece Chelsie acting. Bonny's partner Kerry does 
lighting. My ex-partner Pete, Bonny and Jack's dad, he was an actor. 
Most of our mates work in film. 

 

Fields 
A key concept in Bourdieu’s theory is the idea of ‘fields’, or contexts where 
social actors are positioned – according to a cluster of rules specific to that 
field. A person’s positioning results from their habitus and their capital. 
People experience power differently depending on which field they are in at 
a given moment (Gaventa, 2003: 6). This significance of context and 
environment and the rules that are in play are important, and this concept is 
not unrelated to the actor-networks that I will soon discuss. 
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The concept of fields is useful to analyse the power relations of employment 
in the field of film. One illustration from my interviews shows how both 
social and cultural capital were at work in one specific field, in relation to a 
particular event − the competition for the Lighting Trainee’s job on Vincent 
Ward’s 1984 feature film Vigil. The trainee position was sponsored by the 
NZFC and was highly sought after by would-be filmworkers.  DoP Alun 
Bollinger described the working conditions – an important dimension of the 
‘field’. 
 

We were working out in the country in this horrible swampy valley 
where the hills were all slipped. So we knew it was going to be a 
rugged shoot.  

 
 Eventually the list of twenty-three applicants was whittled down to 
two contenders. Both applicants had valuable social capital – they shared 
social networks with various HoDs on the film. One of the applicants, Bindy 
Crayford, prepared herself by learning to drive a truck and swimming daily 
to get fit. She described the outcome: 
 

I'd heard the other contender was a photographer and a friend of 
producer Bridgette Ikin and my heart sank: Oh shit she'll be into 
lighting... And then I heard she was going to visit the set - and I 
thought I'm gone now... And THEN I heard she'd turned up on set in 
high heels and makeup and I thought - I'm IN ! I'm IN !  
 

 Here was an instance where the other applicant had high social capital 
− the connection to a producer, but had misread the cultural capital required. 
The higher education, designer clothes, and make-up worked against her in 
that particular field. And more generally, although the screen industry has a 
glamorous mystique in the public eye, the reality is mostly deeply 
unglamorous – and knowing this was part of the necessary cultural capital. 
Bindy Crayford got the job. She remembered that the Vigil shoot ended up 
being:  “… A long shoot, around four months. It was mud up to here and it 
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was mud riddled with goose and duck shit. But it was a wonderful crew. I 
learned a lot”.  
 
Bindy added to her own cultural capital and in turn she enhanced the social 
capital of  the ‘wonderful crew’. Bindy was incorporated into the social 
network of film and went on to become the first female gaffer in the New 
Zealand industry. In the next section I use social capital to illustrate the ways 
in which networks began to operate in the industry. 
 

Filmmaking Counterculture Networks and Co-operatives 
As discussed in Chapter 1, the rise of the independent screen industry grew 
out of and retained close links with the counterculture of the 1960s and 70s 
which was characterised by non-conformist, communal principles. A number 
of organisations and collaborative groups can be identified from the late 
1960s on. The independents included John O’Shea and his colleagues at 
Pacific Films who were some of the few professional freelancers at that time 
in New Zealand. They predate the main period of my study but were 
important precursors:  
 
 They saw themselves as rebels and film pioneers on a mission to bring 
 culture and controversy into what they considered a bland and 
 restrained New Zealand society (Pointon: 1999: 94).  
 
 This mission was continued by their countercultural successors. As an 
established maker of films, O’Shea was known for his generosity towards 
aspiring filmmakers and, as stated, frequently supplied them with 
equipment, inspiration and advice. This ethos of co-operation and 
philanthropy shaped the character of film networks and underpinned those 
that I go on to discuss. 
 An element of film networks was the co-operatives established in the 
1970s. These were organised according to countercultural principles and in 
this spirit Auckland independents set up Alternative Cinema in 1972 as an 
early base and point of contact. Its formal committee put out a magazine of 
the same name covering independent film activity until the 1980s and set up 
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a branch in Christchurch. (Dennis & Beiringa: 67). In 1979 Alistair Barry, 
Russell Campbell, Shane Loader and Rod Prosser founded the political 
documentary-making co-operative Vanguard Films in Wellington, a left-
wing film collective that continues production to this day. 
 In a similar but more anarchic vein existed the Wellington-based 
Acme Sausage Company to which most of this project’s first two generations 
of interviewees were connected. Asosco constituted a network in itself − it 
was a loose group of filmmakers, artists, actors, engineers, designers and 
musicians that had its roots in the Victoria University Jazz Club and which 
later morphed into many entities, including Blerta. In his memoir Goneville, 
Nick Bollinger quoted an interview with Bruno Lawrence and an Australian 
interviewer who asked if the name Blerta meant anything:  
 
 Bruno answered, Bruno Lawrence’s electric revelation and travelling 
 apparitions. Pianist Chris Seresin countered with the alternative: ‘Bus 
 load of egocentric, raving, tripping adults.’ The band could be both 
 (2016:  256). 
 
  The Acme Sausage Company was also many things. It hired out 
generators and a camera crane with operators to other film productions, it 
made experimental movies, played as a band, did special effects on films and 
even bought a property in Hawkes Bay. Although ‘Acme Sausage Company’ 
was the preferred title, (there was even a company march composed, The 
Acme Sausage Company March), the name was rejected for registration by the 
Companies Office because a company called Acme Meat Company was 
already registered. When a legal company name was required the name 
‘Asosco Cranes’ was used. Geoffrey Murphy commented on the existential 
leanings of Asosco thinking at that time: 
 

We were actually looking for philosophical principles to help us in 
setting goals for the Acme Sausage Company. It was suggested that it 
should be a functioning anarchy. The likes of Andy Grant and AlBol 
[Alun Bollinger] had no need of philosophical principles. So far as 
they were concerned you simply set your goals and went for them. In 
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the end the devastating simplicity of this philosophy, or lack of it, was 
its strength and ultimately we all took it up (Murphy, ibid: 75).  

 

 
Blerta, Webb Street, 1971. From Left: Tony Littlejohn, Simon Morris, Robin Murphy, 
unknown, Helen Whiteford, Kemp Tuirangi, Bruno. From right: Alan Moon, unknown, Pete 
Homeward, Corban Simpson, Veronique Lawrence, Matt Murphy, Veronica Lawrence 
holding Luke Lawrence, Pat Murphy holding Thad Lawrence, Pete Pharazyn. Front: Paul and 
Geoff Murphy. 
 

 

Many of the Asosco members and their children lived communally in a large 
house in Webb Street in inner-city Wellington during the 1970s. A space was 
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set up in a spare room in which to edit Tankbusters, Asosco’s first feature 
film. This was an early example of a distinctive ‘field’ that mixed filmwork 
with communal living.  
 During 1972 some of the Asosco members relocated to Waimārama in 
rural Hawkes Bay to live communally, making films when they could. This 
was largely a pragmatic financial move. Among this countercultural group 
were many children: five in each of the Sanderson, Murphy and Lawrence 
families, and four in the Bollinger family. The networks established there 
became enormously important in the creation of the second and third 
generation of film workers. Significantly, more than half of these children 
and eventually over time, some of their own children have gone on to work 
in the film industry. In response to my question, “What prepared you for 
making films?” Matthew Murphy replied: “I grew up in Waimārama and on 
Blerta which were film sets really.” 
 The practice of regular reunions has ensured the ongoing strength of  
Waimārama cultural networks. This includes crewing films made by family 
members. For many years now, a reunion celebrating family, friendship and 
music has taken place every New Year at Waimārama, where in the spirit of 
Blerta, a Kids’ Concert is held on the stage built by Bruno Lawrence, Geoff 
Murphy and company. The custom is for old friends and colleagues and 
their families to turn up from all over the country to gig and to encourage the 
children to perform. Sometimes the kids’ shows are filmed as they were for 
Geoff Murphy’s 2001 compilation documentary Blerta Revisited. Another 
reunion to celebrate and renew old networks which brings together family, 
musicians and filmmakers is an annual golf competition called the ‘Bruno 
Lawrence Classic’ which usually coincides with the Kids’ Concert. Bruno 
Lawrence died in 1995 and is one of the few non-tribal locals buried in the 
graveyard attached to Taupunga Marae. His grave lies in a significant 
location opposite the gateway to his old home off Tiakitai Road which also 
leads to the dump and the beach. His grave is marked by a headstone 
designed by Liz Earth (formerly Sanderson) depicting Bruno with angel 
wings. Everyone who comes and goes from the commune can acknowledge 
Bruno. This too is a social network of a kind with the goodwill of Māori and 
the memory of Bruno as actors/actants.  
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The Waimāramafia 
The soubriqué ‘Waimāramafia’ was given to the Asosco folk because they 
were seen as an influential group by some Wellington filmmakers. During 
the 1970s the Waimārama independents had a hand in many of the film 
projects of the day: Snoring Waters was a hotspot within a larger flare-up of 
film activity. For example, while filmmakers were exerting pressure on the 
government to set up a film commission, television was gearing up to shoot 
The Governor, Roger Donaldson was trying to get Sleeping Dogs happening, 
Tony Williams was in pre-production on Solo and Asosco was working to get 
Wildman and Dagg Day Afternoon into the cinemas. As Geoffrey Murphy 
observed, “The folks at Waimārama had a hand in all of these things” (ibid: 
135).  I elaborate here in order to show the scope and intensity of Asosco 
involvement in the wider film scene. Geoffrey Murphy and Alun Bollinger 
operated the Asosco camera crane on The Governor and later crewed on 
Sleeping Dogs doing special effects and lighting. They had already worked 
together as director and DoP on the features Wildman and Dagg Day 
Afternoon. The whole Snoring Waters commune had relocated to the West 
Coast (in the Blerta Bus) to work on Wildman where Pat Robins multi-tasked 
as production manager and oversaw costume and catering.  As well as acting 
in Wildman and The Governor, Martyn Sanderson co-wrote and acted in Solo 
and the Snoring Waters women catered for the Solo film crew on the Hawkes 
Bay leg of that shoot. 
 
 Filmmaking co-operatives were a practical response to the economic 
conditions of filmmaking at that time because the independents had little 
access to resources. Until the NZFC was formed there was an almost 
complete lack of infrastructure around making movies. Geoffrey Murphy’s 
description of a pre-production budget meeting for Tankbusters gives an 
indication of the lack of finance available and the spirit in which this was 
resolved: 
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The grave of Bruno Lawrence. Taupunga Marae Urupa, Waimārama 2019. 

Photo: Helen Bollinger 

 
 

Funding was a major problem. We reckoned that if no-one got paid, 
we stole most of the film stock and tried to get as much of it as 
possible processed illicitly on other people’s accounts, borrowed most 
of the  equipment we needed and made the rest, then we could just 
about do it for $4000 (most of this being printing, processing and lab 
work). We then worked out what we had. We had pretty much 
nothing. “Well then” said Bill [Gruar] from the back of the room, 
“When do we start?” (Murphy: 77). 
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The most feasible way of making movies before the aspiring filmmakers had 
budgets was to call upon friends and family to work as crew and actors. In 
reply to the question “Did you work with family in the early days?” Geoffrey 
Murphy replied, “Oh yes. It’s all you had because there was no money.” This 
was a pattern established by early filmmakers like Henry Gore and Rudall 
Hayward and the custom continues today, despite the professionalization of 
the industry. However, over time, working for free on the films of friends 
and family has become less of a necessity and more of a voluntary network 
of favours and mutual obligation. This industry-wide, labyrinthine system of 
mutual favours has examples very close to home and includes the favours I 
called in in order to film some of the interviews for this study. Cameras and 
operators came my way via my own networks of reciprocal goodwill and 
connections. These practices are an example of social capital which is a 
foundation theory of this chapter on networks. 
 

 

Economic Capital vs Social Capital 
Until the early 1980s there was little economic capital to be had from 
filmmaking for the Waimārama independents, except for the odd television 
commercial or crane hire gig to outside productions. Geoff Murphy 
observed: 
 
 We had no money, but we had plenty of good fresh meat and 
 vegetables, plenty of eggs and milk, convivial intelligent company and 
 a comfortable bed. We were rich (Murphy: 119). 
 
 Also, with twenty-plus children between the four families and guests, 
Family Benefit Day had a real economic impact. In order to explain Snoring 
Waters’ longterm guests it is useful to note that the Domestic Purposes 
Benefit Act of 1973 enabled single parents to live economically 
independently with their children. Snoring Waters was perceived to be an 
open commune and visitors seeking residency were sometimes single 
women with sons, looking for father figures for their boys. Snoring Waters 
had some shining male role models.  
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The hippie code dictated that nobody was turned away from the commune if 
they could come up with a good enough reason to be there and a spare bed 
could be found, or if they brought their own. For obvious reasons, the ironic 
name the owners had for their communal home was ‘Muscle Inn’. Reasons 
for visiting Snoring Waters ranged from family visits, the development of 
film projects to spontaneous invitations, as when Bruno Lawrence came 
across John Dix and his pregnant wife Dorothy living in a tent on 
Waimārama Beach and invited them to stay at the commune − and so they 
did − for years. Nevertheless, beneath the superficial chaos was the serious 
business of making movies. Snoring Waters was a creative nucleus and 
artists came to stay during the development of their projects, including the 
Limbs Dance Company, the Blerta musicians, scriptwriters and actors.  
 Geoff Murphy commented, “When we first went to Waimārama we 
were at the bottom of the economic heap” (Barefoot Cinema, dir. Smyth, 2008).  
Even so the Waimārama people generated a fair amount of social capital 
within the counter culture and in film circles. Firstly, they were perceived by 
the hippie purists to be living the dream. Additionally, they were becoming a 
force to be reckoned with in the field of independent film.  
 John O’Shea was a long time mentor of Asosco. Soon after Uenuku was 
finished, Pacific Films offered Asosco a deal to make a children’s series of 
five, six-minute films entitled Percy the Policeman for television. The series 
was based on remedial readers Geoffrey Murphy had written for his class at 
Newtown School and starred ex-Blerta performers Bill Stalker as Percy, 
Bruno Lawrence as Burglar Bill and Martyn Sanderson as the Chief of Police. 
Pacific Films cinematographer Warwick Attewell recalled the Acme Sausage 
Company entourage turning up at Pacific Films to shoot Percy the Policeman 
in 1974:  
 

Then out of the maelstrom of these hard-drinking tossers came the 
people who were doing more than just drinking and waving Little 
Red Books − Geoff and Alun and Bruno and the whole Blerta group. 
They went out and actually lived it. And that was as big a cultural 
shock to me as working on Tangata Whenua. When they arrived to 
work at Pacific it was confronting. How do we stop these people 
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from… and, why are you packing the camera gear with the nappies? 
And what are all these kids doing here? Oh, the kids are extras. It was 
insane. In a way it inspired me and at the same time worried the hell 
out of me because it was so undisciplined (Pointon, 2010: 148).  
 

 

The Music Network 
Music was an additional heartstring of these networks. The Victoria 
University Jazz Club music network was consolidated by family links when 
three colleagues − trumpeter Geoff Murphy, drummer Bruno Lawrence and 
pianist John Charles married three of the Robins sisters: Pat, Veronica and 
Judy [aka The Sisters of Mercy]. The Murphy and Lawrence families went on 
to form Blerta and become part of the Snoring Waters commune. John 
Charles went on to make his mark in television, film and music and 
composed the soundtracks for a number of movies including Geoff 
Murphy’s Goodbye Pork Pie, Utu and The Quiet Earth.  
 Another example of the music−film network is the activity of the 
Crayford family. Bindy Crayford is the daughter of composer/musician 
Terry Crayford and sister of drummer Greg and pianist/composer Jonathon 
Crayford.  Terry had professional links with the Waimārama musicians as 
did his children later on. Bindy commented on the Crayford connection with 
Waimārama: 

 
Yes, it all came back to music. That was the connection. And that was 
what was important about that place, Waimārama − the music. There 
was always great music playing on the stereo or live, there was 
always music. That's where I heard my first original New Zealand 
music. In those days you rarely heard New Zealand music on the 
radio. 

 
 Jonathon Crayford subsequently collaborated with Bruno Lawrence 
on creating the score for Lynton Butler’s Pallet on the Floor and also wrote the 
score for John Laing’s Dangerous Orphans and for a number of Gaylene 
Preston’s films. He later became her partner, father of their daughter Chelsie 
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and grandfather to Chelsie’s daughter Olive Marama. Jonathon’s sister Bindy 
met Jo Bollinger on a film job. They married in 1995 and thus linked a 
network of Preston, McRae, Bollinger and Crayford clans which was 
consolidated by the birth of children and grandchildren. (See chart in 
Appendix V). 
 

The Blerta Bus as Actant 

One important actant in the music networks was the Blerta Bus, a chubby 
psychedelic-painted, capacious 1949 Leyland Tiger. Bruno Lawrence bought 
it in 1970 as a means to achieve his vision of literally going in the opposite 
direction to what he saw as a lacklustre music establishment where formulaic 
music was promoted according to a commercial recipe. Bruno and 
likeminded musicians tended to be excluded from a conservative television-
based monopoly. According to Geoff Murphy, “The popular music of the 
day was dominated and fiercely promoted by New Zealand Television with 
their effete be-suited male vocalists singing determinedly middle of the road 
songs” (Murphy, ibid: 90). Bruno Lawrence’s solution was to buy a bus and 
fill it with an eclectic group of musicians, actors and filmmakers and their 
families, and to take the show on tour. Nick Bollinger commented on the 
philosophy underpinning the venture: “A bus signified a commitment not 
just to music but to the whole philosophy of freedom and defiance that went 
with it “ (Bollinger, 216:160). 
 Thus the Blerta bus became an actant of cultural change by 
transporting musicians in a different mode from the way musicians usually 
toured at this time. The bus connected the people it carried to one another 
and in turn connected them with audiences in various towns and cities. The 
large bus also enabled parents to be on the road with their families. As John 
Dix observed in his history of New Zealand rock and roll, Stranded in 
Paradise, “Blerta  introduced a revolutionary approach to touring New 
Zealand: the do-it-yourself approach” (Dix, 1987:143). The old bus literally 
carried fun, film, original music and hippie philosophy as it toured around 
New Zealand and up the east coast of Australia to the Nimbin Festival. 
Geoffrey Murphy described the potential for creativity carried by the Blerta 
Bus: 
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 In the early days I was surrounded by talented people, none of them 
 had jobs. We had a Blerta bus full of people – actors and cameramen 
 and musicians. So we could make a film. Get up in the morning and 
 say today we’re making a film and we’d go out and make one cause 
 we had everything there. 

 
The Blerta Bus and entourage, North Canterbury, 1971. Picture: Helen Whiteford 

 
Bindy Crayford described the impact the Blerta bus had on her as a fourteen-
year-old during the early 1970s: 
 

Dad [Terry Crayford} was doing this gig at Carmen's Balcony and 
somehow in the middle of the gig we got wind of the fact that the 
Blerta bus had pulled up at the gas station down town. Jonathon 
[Crayford] and I hightailed it down to the gas station to catch up with 
our mates because it seemed to us that this was a circus full of 
fireworks and we hung out until it was time to go back. We were so 
excited. It must have been like that for a lot of people when the Blerta 
bus rolled into town. 

 
 In some of the small towns the Blerta bus visited this vanguard of the 
counterculture was viewed with suspicion. To defuse the prejudice Blerta 
members came up with the idea of Afternoon Kids’ Shows, starring the 
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Murphy and Lawrence children. These showcased some of the positive 
values of the counterculture and served to break the ice. 
 

These shows were very popular and took the edge off the hostile “lock 
up your daughters here come the drug crazed hippies” attitude we 
were contending with. In their eyes we became travelling minstrels 
rather than the drug-crazed villains they had us pegged for (Murphy, 
ibid: 91). 

 
 The Kids Shows continue today as part of the ongoing cultural 
networks of Waimārama. Ironically, Blerta’s reputation far exceeded the 
numbers of punters who actually attended the shows.  
 

The Beginning of Snoring Waters 
After returning to Wellington from the 1971 Blerta tour of Aotearoa, Asosco 
personnel and associates developed a mixed-media show for Downstage 
Theatre called Sausages and Mash. This show marked the beginning of 
Asosco’s creative and domestic relationship with Martyn and Lizzie 
Sanderson and children who later that year became one of the founding 
families at Snoring Waters. Alun Bollinger recalled this time as one of intense 
experimentation: 
 
 We explored the possibilities of mixing live action, film and 
 music on stage. We experimented with in-camera matt shots  and 
 everyone learned a lot about film, which was a real catalyst for later 
 mixed media performances.  
 
Later that year the Blerta bus transported some of the Asosco families to their 
new home at Snoring Waters. By the end of 1976 the Blerta Tours were over 
and the old Leyland ended up at Snoring Waters as overflow 
accommodation and as a frequently-used spare vehicle. Belinda Crayford 
recalled being among a group of kids bound for Waimārama from 
Wellington when their van broke down north of Wellington. They were 
rescued by the Blerta bus: 
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The Blerta Bus at Rest, Snoring Waters, late 80s. Photo: Roy Murphy 

 
 
 We kids all jumped on the [road services bus] in the morning and 
 were met by the Blerta bus at the Hastings bus station with Albol 
 driving. That was the first time I met Albol. It was all so chaotic and 
 memorable. Anyway, every minute there was a new experience!   
 
 The bus also provided accommodation for Waimārama workers when 
they were away from home on film jobs, continuing the practice of 
communal living and working. For example the Bollinger family lived on 
board during the South Pacific Arts Festival in Rotorua and shared the bus 
with some of the lighting crew during the filming of Sleeping Dogs in 
Coromandel. The Blerta bus functioned as an actant to consolidate and 
nurture a core group as it moved through different landscapes. It was the 
mother ship among a flotilla of small vehicles and had a concentrating 
function linking groups of people in many ways. It held a lot of people with 
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a common purpose close together and housed them as it travelled from gig 
to gig. It was a symbol of the counterculture with its anarchic décor and 
unconventional passengers. Blerta was described as: “Not so much of a band 
as a challenge to the accepted order” (Bollinger, 2017: 34).  
 In the next section I discuss my second example of non-human actant: 
the Asosco camera crane. Like the bus, the crane was mobile and enabled 
artists to achieve and extend their vision. But during the ‘70s it was also a 
liberating tool whose function was political as much as practical because it 
took the campaign for a local professional feature film industry to wherever 
there were filmmakers at work.  
 

The Asosco Camera Crane as Actant: Getting the New Zealand Film 

Industry off the Ground 
My second example of an actant or contributing influence to the social and 
political networking of the New Zealand film scene during the 1970s is that 
of the Asosco camera crane. It created and consolidated networks by being 
hired out for film jobs where it brought Asosco personnel into contact with 
other film workers. It functioned as an actant also in that it enhanced the 
making of films. The camera crane was sought after because it revolutionised 
the choice of coverage, in much the same way helicopters and drones do 
nowadays, (although camera cranes are still used). The camera could track 
up, down and along in continuous motion. The camera and camera operator 
and sometimes a focus puller sat on a platform known as The Toe that was 
attached to the head of a mobile crane. The crane was moved along specially 
laid tracks by one operator, known as the Dolly Grip, while the crane was 
raised and lowered as required by another operator, who was called Clancy 
no matter who it was, so named for a 1940s Irish song Clancy Lowered the 
Boom. Operators were interchangeable. The crane attracted an esoteric and 
scatological technical vocabulary that was a sign of its cultural as well as its 
practical significance. 
 There were at least three early camera cranes home-built by various 
enthusiasts and used on early productions including the television series 
Kids Set (dir. Derek Morton, 1969) and The Magic Hammer (1968). It is difficult 
to give separate identities to the cranes because bits of one model were 
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incorporated into another as improvements were made. The first camera 
crane was eventually given away to Leon Narbey to shoot a student film at 
Ilam Art School. Alun Bollinger recalled the Asosco crane being offered to 
Rudall Hayward in the early 1970s, possibly for use on his seventh and last 
film, To Love a Māori. These are examples of the co-operative spirit among 
filmmakers at that time.   
 An improved version of the camera-crane, the Asosco Mark 2 was 
built at Mouse Motors at 97 Aro Street in the early 1970s by long-time Asosco 
entrepreneur Andy Grant, with Geoff Murphy and his engineer brother John. 
Geoff recalled wanting advice about the ‘business end’ of the crane, where 
the camera was mounted.  Geoff’s wife Pat recommended he talk with Alun 
Bollinger whom she had met when he shot a television clip starring her sons 
Matt and Paul Murphy. In this indirect but potent way the crane served as 
actant in bringing together artists in what would become significant 
partnerships. Alun Bollinger, Pat Robins and Geoff Murphy later 
collaborated on many movies and short films. Geoffrey Murphy described 
the results of his first meeting with Alun Bollinger: 
 

I reasoned that a cameraman would be the best person to design that 
part of the crane. It sounded like he would be the guy to ask and he 
was immediately fascinated by the whole project. He forgot about 
going overseas. Together we designed a camera mount and seating 
arrangements for two that could be rotated with the camera (ibid: 71).  

  
At this point the crane exerted a strong influence in the film career of Alun 
Bollinger. If he had not been intrigued by the prospect of helping design the 
camera crane and had left the country as planned, he may not have devoted 
his professional life to the film industry in New Zealand. 
The crane became a much-needed money-earner for Asosco and was hired 
out with a couple of operators (usually Bollinger and Murphy) to 
productions around New Zealand, including television commercials, Murray 
Reece’s television drama The God Boy, and television productions like C’mon 
C’mon, The Governor and The Killing of Kane. The crane was used on Asosco’s 
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own productions: Uenuku in 1973, Wildman in 1975 and Goodbye Pork Pie in 
1979. Geoff Murphy commented on its popularity: 
  

We were in business. For a while there, everyone wanted a crane shot 
in their film or in their commercial. We were getting better than a job a 
week, and some jobs lasted three or four days (ibid: 72) 

 

 
Asosco camera crane at work on Wildman, Fox River, 1975.  

Alun Bollinger, camera; Aussie Victor, dolly grip; Sva Rama, grip; Christina Mitchell, 
continuity; Geoff Murphy, clancy, Andy Grant gaffer; Swami Hansa, camera assist. 

 
 
 He recalled that during the early ‘70s there was little traffic between 
filmmakers between Wellington and Auckland apart from the networking of 
the camera crane, making it a key instrument of connection over this period:  
 

The two groups of filmmakers were only dimly aware of each other. 
Alun Bollinger and I were the exceptions. We knew them all. The 
reason for this was that the Asosco crane was for hire by all comers 
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and at one stage we had visited every production entity in the 
country. When the job was over we would repair to the pub and 
everyone would compare notes about what was going on around the 
country, including television and the Film Unit. We were a major 
source of information (Murphy, ibid: 135). 

 
 Their travels to film jobs with the crane enabled the Waimārama 
independents to network with and politicise the diverse sections of the 
industry. Alun Bollinger recalled taking the camera crane to shoots around 
the North Island: 
 

In a way we were just pedalling our wares, trying to make a living 
from the crane, but I guess there was also a fair bit of evangelising 
because we were pretty keen on what we saw as our art and our craft.  
 

The networking facilitated by the crane’s hire reinforced the collectivist, 
communal aspect of film production at that time, while it increased the social 
and economic capital of the owners. It created networks where there hadn’t 
been links before.  
 

Film Industry Networks and Cultural Icons 
As well as the counterculture’s cooperatives and the specific case study of 
the Waimārama networks there are broader, more formal networks and 
networking sites which are busy, as you would expect of an industry with 
communication at its heart. Industry celebrations include the obligatory 
wrap party at the end of every shoot, crew reunions, awards ceremonies, 
premiere screenings, film guild and society organisations, birthdays, and 
increasingly, funerals.  The Duke of Edinburgh Pub Reunion is held every 
ten years to celebrate the friendship and creativity of its patrons of the 1970s.  
 Over the last fifty years, the film industry has set up formal but 
voluntary networks to advance filmmaking and internal communication, 
and to help regulate employment conditions and safety. Most of them 
evolved from the informal networks of friendship and a common interest in 
filmmaking. The oldest organisation is Screen Industry Guild Aotearoa, 
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formerly the NZ Techos’ Guild, formerly NZ Motion Picture Academy. Since 
the 1990s it has put out a quarterly magazine and has been instrumental in 
setting up The Blue Book Code of Practice along with SPADA. Before the 
Hobbit Law or the 2010 Employment Contracts Act, the Techos’ Guild also 
negotiated immigration permits for offshore film personnel. 
 There are a number of occupation-based organisations networking the 
film industry whose titles are self-evident. They include the Directors and 
Editors’ Guild of New Zealand, New Zealand Writers’ Guild, Screen 
Composers’ Guild of New Zealand, Screen Production and Development 
Association (SPADA) for producers, Actors’ Equity, Women in Film and 
Television (WIFT) where incidentally the membership is open to men, and 
Ngā Aho Whakaari for Māori associated with the screen industry.  
 The NZ Cinematographers’ Society is open to all cinematographers 
but to gain the accreditation NZCS after one’s name on film credits, one’s 
work has to be reviewed and recommended by a group of peers already in 
the society. Most of these film networks run regular consciousness and skill-
raising, film-related workshops and combine to work together on various 
issues facing the film industry. A recent example of this is an action group 
called Screen Women’s Action Group ( SWAG) created by WIFT members to 
investigate the implications of the #MeToo movement within the New 
Zealand screen industry. The New Zealand Film Commission gives financial 
support to all these film networking groups which provide significant links 
for film workers. Not only do they actively promote safety, education, 
training and well-being among their members, they also generate, maintain 
and consolidate the cultural and social networks of the freelance industry. 
 Many of the hippie film experimenters of the 1970s have been 
recognised as cultural icons for their contribution to the establishment and 
flowering of the local  industry. Public networks have recognised the life-
work of many of the film pioneers who have become our cultural heroes. 
Acquiring cultural capital in the form of honorary university degrees, arts 
laureateships and membership on government and royal honours lists  is 
now common amongst the pioneer filmmakers. In turn, this acquired 
cultural capital works symbiotically with the existing social and economic 
capital within the larger field of New Zealand cultural history.  
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Conclusion 
In this chapter I looked at the networks of filmworkers and how they have 
evolved in New Zealand. The contribution of the counterculture to the 
development of the film industry was a major theme here, and that film 
networks were underpinned by the co-operative principles of the 
counterculture. It was found that many of these principles and practices still 
affect the way the local industry functions. The evidence showed that many 
networks were a practical response to the economic conditions of film 
making up until 1978 when the NZFC was established. These practical 
initiatives included networks of mutual aid and free labour, family-based 
filmmaking, filmmaking co-operatives, a filmmaking commune, and the 
celebrations, ceremonies, guilds, societies and associations which continue to 
strengthen and sustain links within the industry  
            I used Snoring Waters commune as an example here because it 
embodied many of the combined networks of the counter culture and the 
cottage film industry. At that time it was a hotspot within a flare-up of film 
activity and a nucleus of creativity around networks of film, family, music 
and communality. 
  The two interpretive theories I used to underpin this inquiry into 
social networks were Bourdieu’s theory of fluid social capital, combined with 
Latour, Callon and Law’s Actor Network theory. ANT  provided an original 
perspective when we looked at how social and political film networks were 
formed through the particular focus of two actants: a bus and a camera 
crane.  
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Dame Gaylene Preston, Auckland 2019. Photo: Chelsie Preston Crayford
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Larry Parr, ONZM for services to film and television, 2018 
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Chapter 4 

Enculturation, Cultural Capital and Habitus 
 
Many families are involved in occupations where intentionally or not they 
train their young to carry on the family business. Some disparate but 
recognisable family career legacies spring to mind here − career criminals, 
hard-rock miners, intellectuals, musicians, doctors, rugby players, mafioso 
and farmers. The screen industry is no different. There are a number of 
notable three- and four-generation clans of British, American and New 
Zealand film and theatre families like the Coppolas, Barrymores, Redgrave-
Richardsons, Cusacks, Harcourts and Hawthornes.  
 As described in Chapter 3, the Snoring Waters communards were 
known in film circles as the ‘Waimāramafia’ and the film scene is familiar 
with the ‘Murphia’. This chapter investigates some of the New Zealand film 
families in which the pioneer independents of the 1970s brought up their 
children in the industry. These people often now work alongside their 
children and grandchildren.  
 Several studies point to parents as the main influence in the chosen 
occupations of their children (Jungen, 2008; Jackson, 1999: 42). It was also 
found that many parents were unaware of their potential power in this 
sphere. The widely held idea that children defy their parents’ values and 
expectations regarding career options is firmly dispelled as a myth by these 
studies. Jungen’s study of how parents affect the career aspirations of their 
children found that although a variety of influences are likely to determine 
an ultimate career choice, the combined influence of the values, work ethic 
and gender stereotyping as modelled by the parents had the greatest 
influence on a child’s choice of career (Jungen, 2008: 43). Jackson’s 1999 study 
of bankers explored familial influence on children’s career decisions and 
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found that the social capital of a family determines how its children select, 
perform and conduct themselves. Social capital is defined here as a dynamic 
cultivated into a family’s social structure, where members act on what they 
have formally or informally learned, witnessed and experienced within that 
family structure. The family’s collective accomplishments inform the child’s 
identity and make contributions for that legacy to continue and distinguish 
the family from others. In other words, “The social identity of the family is 
then constructed into intergenerational stories that become family legacies 
that preserve family identity.”(Jungen, ibid: 18).  
 

Habitus, Capital and Enculturarion 
The conclusions above exemplify Pierre Bourdieu’s theory of social capital. 
Here, I summarise the concepts of capital, habitus and enculturation which I 
explained more fully in my main introduction.  
 Bourdieu defined social capital as the resources linking networks of 
mutual relationships, in other words who you know, which in this context 
includes the family and institutional networks linking freelance filmworkers. 
Bourdieu’s concept of cultural capital can be broadly defined as the skills and 
knowledge that provide status. Cultural capital may be of three kinds: 
embodied capital such as accent, skills and taste; objectified capital which 
includes tools and material belongings; social capital which consists of the 
inherited or self-made relationships already described. Habitus, according to 
Bourdieu, consists of the socialising norms and tendencies that are 
consciously or unconsciously internalised by children to become their 
touchstone dispositions. 
 In this chapter I use the concepts of habitus and cultural capital to 
analyse the enculturation of children focusing on the Snoring Waters 
commune. The enculturation at work at Snoring Waters undoubtedly 
paralleled that of children in film families elsewhere, but in Waimārama it 
was on a more concentrated scale. As a case in point, of the twenty children 
who grew up at the commune during the 1970s, fourteen later chose to work 
in the film industry. I interviewed five of this second-generation cohort and 
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some of their parents and children for this study. I also draw on my own 
memory and observations, as I belonged to this community. 

 

Family Career Legacies 
I draw on Bourdieu’s work to analyse the socialised norms or tendencies that 
were internalised to become the guiding predispositions of not just the 
Waimārama children but of all the second- and third- generational 
filmworkers in this study. The interviews identified themes which suggested 
how enculturation into the field of freelance filmmaking came about. These 
themes included the impact of the counterculture on film (social capital), 
early exposure to the culture and processes of filmmaking (habitus, field), 
learning how to be and what to do (embodied capital), being surrounded 
and encouraged by filmmaking adults (social capital), the availability of 
filmmaking equipment for play and experimentation (objectified capital) and 
expectations of working for free (social capital). In other words the second 
generation acquired the dispositions necessary for the acquisition of film 
culture by means of familiarisation or as Bourdieu described it “ 
imperceptible apprenticeships from the family upbringing” (Bourdieu, 1974: 
183). In time, this skill and knowledge became the children’s own embodied 
cultural capital.  
 

Filmmaking Apprenticeships 
Even before their relocation to Waimārama the Murphy family was exposing 
their children to movie making. During 1966 Pat and Geoff Murphy and 
others built sets at Makara Beach in which to shoot a musical written by 
Geoff for his class at Newtown Primary School − The Magic Hammer. Robin 
Murphy recalled her time before the camera: 
 
  When I was five years old my mum and dad were working on a little 
 film, Magic Hammer, Derek Morton was the director. So I remember 
 going out to the set, well Mum was there so we had to. Dad actually 
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 gave me a role in the film. The kids in dad’s class maybe 8 or 9 year 
 olds were playing little adults, Bugsy Malone sort of thing, so I got the 
 job of playing the child of one of these childish adults. I remember it 
 quite vividly, I had to point and say - Here comes the king! Anyway, I 
 got completely stage-struck and when Dad said action! I couldn’t say 
 anything. Dad said just point! So I pointed. I guess I knew then I was 
 never going to be in front of the camera. 
 
 The Magic Hammer marked the beginning of the Murphy family’s long 
love affair with making movies. Pat Robins described how they learned on 
the job and how the Murphy children were involved because they had no 
choice: 
 

We learned on the job and we weren't aware of particular role 
definitions, we were just there doing a movie. That was in 1966 and it 
went on from there. Anyway, the upshot of that was it took a long 
while and Geoff had no experience of filmmaking but being a very 
 logical and analytical person looked at it and went −That shouldn't 
have taken so long. And so then it became a challenge to work out 
how this filmmaking process worked so he bought a little 8mm 
camera and started experimenting with movies about our kids. So 
they've been on film sets since primary school, or the boys were even 
younger, pre-schoolers. They had no choice.  

 
 Later on in Waimārama in the late 1970s, the children’s school 
holidays were sometimes spent making movies with their parents or else 
they made their own as Gilly Lawrence and Jimmy and Sally Bollinger 
describe later in this chapter. During the winter holidays of 1980 the four 
Bollinger children Jo, Sol, Conrad and Max, all aged under ten, and their 
parents  joined filmmakers Lee Tamahori, Graham MacLean and their 
families at the Moonlight Lodge in the Moonlight Valley to make a children’s 
adventure drama called Solly’s Gold (dir. Graham MacLean). The fathers and 
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mothers were the crew and the children were the actors and did their own 
stunts which included running away from baddies, riding horses and 
‘falling’ into an icy stream. Given the nature of the times, none of these 
children signed a contract or a release form or were probably even consulted 
about the project. Pat Robins’ earlier statement about her own children’s  
involvement with filming, “They had no choice,” could apply to the way 
other filmmakers involved their young in the business, especially in the early 
days. The enculturation of the Waimārama children into the world of film 
was one of informal but total immersion (especially for Jo Bollinger who was 
pursuaded to be his younger brother’s stunt double and ‘fell’ into a snow-fed 
river). Although parental influence was not formal or deliberate, it was not 
neutral either. Pat Robins commented on this:  
 

It's not as if we said to our children You Must Become Involved In The 
Film Industry ! In some ways we'd say, have you considered the 
possibility you'd make more money as a plumber? Or whatever. 

 

 

Waimārama Kaupapa and Habitus 
Film was a consuming interest and a way of earning a living and so the 
kaupapa of the Waimārama co-operative was to make films when they 
could, the adults mostly learning on the job. Most of the work took place on 
the films of other people away from Snoring Waters, but from 1972 until 1985 
a number of films were made at Snoring Waters. There was little separation 
between work life and domestic life when a film was being made there. Both 
activities occurred in the same place and were performed by the same 
people. This thirteen-year period of occasional home-based film work 
coincided with the impressionable childhood of many of the commune’s 
children and normalised the filmmaking processes which in time became the 
children’s  embodied cultural capital.  
 The months of work preparing to shoot Uenuku and the Mist-maiden is 
a pertinent example of the habitus in which the children existed. Unusually 
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for that time, the Asosco independents were contracted through a Wellington 
production company, Peach Wemyss Astor, to make Uenuku for television. 
Uenuku was shot in Waimarama, employed the resources of the commune 
and fed the whole community for a year. The forty-minute Māori language 
drama production was Asosco’s first ‘payer’ and second feature film. Pre-
production entailed many weeks of preparation in which pre-contact Māori 
sets, props and costumes were constructed on site by all the resident adults 
and some art department freelancers from Wellington. Geoffrey Murphy 
built a 30 foot fishing canoe for which Alun Bollinger carved elaborate 
decorations for stern and prow. The men built a Māori village out of raupō 
and mānuka at Peach Gully, on a plateau in the hills nearby. All this 
construction was done with modern tools and materials but was dressed to 
look authentic.  

 
The whole effect was spectacular. The whare were dug into the 
landscape and the whole look was very authentic. It had the look and 
feel of a Lindauer painting (Murphy: 122). 

 
 Pat Robins, Liz Sanderson and others stitched, dyed, plaited and 
layered heavy twine to resemble hārakeke kilts and rain capes. Liz 
Sanderson dismantled feather dusters to make korowai: 
 

The costumes were made mostly with bailing twine and hessian, but 
everything was hand-dyed, so that they were slightly uneven and 
didn’t have that machined look that spoils a lot of Māori show 
costumes. When filming was over, Television borrowed these 
costumes for use in the Governor Grey series (ibid:124). 
 

It was a busy and creative time. Alun Bollinger recalled the impact that film 
had on the lives of its makers. This included cultivating networks with the 
local Māori community: 
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The Waterfall/Village Set of Uenuku, Waimarama, 1975, Alun Bollinger, camera, Geoff 
Murphy, clancy with members of the Waipatu Maori Club. Photographer: unknown. 
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Making Uenuku was a lucky break. That film wasn’t a great end result 
but the making of it sustained us all in so many ways for a long period 
of time. It fed us. It helped us settle into the community as newcomers 
and we all honed our skills as filmmakers. Thinking back, it was a 
total cultural immersion − an extraordinarily creative time.  
 

This ‘total immersion’ occurred in the field of filmmaking and in the culture 
of Maori − many of whom were friends and neighbours. Members of the 
Waipatu Maori Club came to Snoring Waters at weekends to put on the 
costumes and step back in time to play the people of Uenuku’s village. 
Faenza Reuben who played Uenuku lived at Snoring Waters during the 
shoot. Kaumātua Paul Mareikura worked as Maori Advisor and composed 
chants for the soundtrack. The work of pre-production occurred alongside 
domestic chores such as the milking of the cow and the feeding of the pig 
and the people. The children witnessed work role modelling and gender role 
modelling and were surrounded by the paraphernalia and labour of 
filmmaking. The general atmosphere was one of infectious excitement and 
the children learned along with their adults.  
 

Living on the Set  
When asked her opinion about why so many of the Waimarama children 
became filmworkers Pat Robins commented on the environment in which the 
children grew up: 
 

Most people in the film business don't grow up in the sort of crazy 
communal situation where there are camera cranes up in the back 
yard and their fathers are playing with them giving rides and saying − 
stand over there and be in this film. So I think that the kids grew up 
with expectations − well that's what both their parents were doing, 
you know.  
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Some of the sets built for films made at Snoring Waters were afterwards 
demolished and the timber used to upgrade the houses. In this way, the 
objectified capital of filmmaking had successive functions. This practice is 
linked to the theme of making films cheaply. For example, during the 1980s 
Asosco built a cowboy town set in one of their paddocks for a chocolate 
commercial which was shot by Wellington-based Motion Pictures Ltd.  
 

 
Parents and Children on the set of Uenuku, Waimarama 1975 

From left: Helen Bollinger pregnant with Solomon (sound), Liz Sanderson (costumes), Geoff 
(director) and Linus Murphy, Alun Bollinger, camera. Photo: unknown 

 
 
 
Twenty-year-old Robin Murphy, one of the second generation, shot her short 
film Dear Belinda using the same set which was eventually demolished and 
the timber used to upgrade the commune dwellings. In this way, many of the 
commune buildings had a history associated with a film − a backstory. In 
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1986 Pat Robins directed her first short drama Instincts at Waimārama with 
Arts Council funding. Once again, Snoring Waters became the set, many of 
the original inhabitants worked on the crew for free and the second 
generation was encouraged to step up to fill hitherto untried roles.  
 The films conceived and produced at Waimārama over thirteen years 
from 1973 were Uenuku and the Mist Maiden, some of the Blerta Series and 
Martyn Sanderson’s documentary Charlie Horse. In 1975 the whole commune 
relocated to a commune on the West Coast, Katajuta Farms to shoot the 
feature film Wildman. Everybody from Snoring Waters, adults and children 
was either in the movie or worked on it or both. A colonial goldrush town set 
was built on the Fox River valley flats. Later, many of the Waimarama folk 
were involved with the making of the political documentary Patu! (Mita, 
1981) and the feature films Smash Palace (Donaldson 1981), Utu (Murphy, 
1983) and The Quiet Earth (Murphy 1985). 
 Conversation around the Snoring Waters communal dinner table 
often concerned the film project of the day so that the children became 
exposed to the idiom of film. The feature film Goodbye Pork Pie was 
developed at Snoring Waters in the late 1970s after a visitor told his story 
over the evening meal of hitching a ride in a stolen car. Through this kind of 
experience the commune children became exposed to the process of movie 
making all the way from script to screen – during which the necessary 
costumes and artefacts were prepared as well as shot lists, organising actors, 
getting equipment, and scheduling shooting periods – all the while 
maintaining the many tasks necessary to sustain subsistence farming 
(Murphy, 2015: 120). This exposure was internalised and then reflected in the 
children’s play, which will be discussed in the following section. 
 

Playing at Movie Making 
Some of the second- and third- generation interviewees described playing at 
making movies with their siblings and cousins. The objectified capital or the 
tools of the trade and instruction in their use were as available to the children 
of filmmakers as chisels, wood and instruction would have been available to 
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the children of indulgent woodworkers. In the case of the Waimārama 
children, objectified capital included costumes, camera and sound 
equipment, private space in which to work and a tracking vehicle. Paul 
Murphy described going on a road adventure when he was 15 with his 
siblings and the Sanderson girls to shoot Superman with the Asosco combi 
van and bolex camera:  
 

Robin {Murphy} was the director and Matt the cameraman. The 
Sanderson girls were the beautiful maidens and I played Superman. I 
remember we did some sophisticated camera tricks.  

 
As a five-year-old Paul performed in television films, participated in the 
Blerta Afternoon Kids shows and dabbled in various workroles on the films 
of his parents. He now directs his own films when he can: "All that 
childhood stuff stays with you forever. I just love being on set. It’s in the 
psyche." 
 
 Gilly Lawrence described the influence of family and place on the 
early play movies he made with his cousins: 
 

I remember growing up on this property here [Snoring Waters] with 
cousins and whatnot. I was only acting in them but we did little 
shows on the stage and plays for our parents. And we made little war 
movies. I don’t know where they got them from, Blerta or somewhere, 
but they had all these crazy costumes; trench coats, helmets. We used 
to put them on a lot and make our own little shows. I remember 
making a little movie with  my cousin Matt. Miles and I would put the 
trench coats on and be the soldiers, marching. We had little wooden 
guns and the camera was in the back of a station wagon. It was 
probably just a little wind-up bolex, filming us marching. And I guess 
because our parents and family were founding members of the 
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modern film industry it was easy to gravitate to that sort of play-
making, as well as turning it into a career. 
 

  

 
On the set of The Stolen, Christchurch 2017. 

From left, Jimmy Bollinger 2nd assistant camera, Caleb MacDonald digital image technician 
(DIT), Roger Feenstra focus puller, Graham McTavish actor, Alun Bollinger DoP, Alice Eve 

actor, Niall Johnston director. Photograph: Andy Rennie 
 

 
Jimmy Bollinger is a third-generation filmmaker who grew up on the West 
Coast and Arrowtown. His account of childhood movie-making from the 
early 2000s parallels that of Gilly Lawrence. The tools were made available 
and the children acquired the cultural capital necessary for using them at 
young ages: 
 

 I did quite a bit when I was really young. One Christmas I'd asked 
Dad [Jo Bollinger] for a little videocam with a flip-out screen and I'd 
play with that and make little stop-motion videos with my lego guys 
and toy cars. When I came to Reefton in the summer, Giles [Bollinger] 
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and I would mess around with cameras and make silly little stories 
and stuff. It's fun working start to finish and then you've got 
something to watch at the end of it. Playing at filmmaking. 
 

Sally and Elsie Bollinger are members of ‘The Candlewasters’, a co-operative 
of young Wellington creatives who write, direct and shoot satirical web 
series with New Zealand on Air funding. Sally, who grew up in Wellington 
and Auckland during the 1990s, described some early family influences, 
cultural capital and habitus that led her to work in film:  
 

I had tons of examples of people in the arts when I was a kid, so it 
wasn't like − Go into the arts, it'll be good for you. It was just that 
there was no reason not to. And Dad [Nick Bollinger] used to shoot 
little films on super8 without any sound when he was a kid and I 
remember him telling us about those. So one Christmas we got given a 
little camera, nothing fancy, a little hand-held video camera. So my 
sisters and I would make little shorts. We learned how to edit on i-
movie. So from when we were about ten we made our first film with 
dolls, which was The Hobbit. We filmed it in a little theatre our 
grandparents had given us, with puppets and stuff. Dad was reading 
us the book. Yeah – Lord of the Rings is already a thing so we'll make 
The Hobbit.  
 

 
Learning how to be and what to do 
The early experiences of the second and third generation children 
subsequently translated into valuable cultural capital when they moved 
beyond their immediate family context into other film productions. When 
asked how they knew what to do when they were on a film set, these 
interviewees talked about how they were familiar with the filmmaking 
process from an early age, having been exposed to that field. Their eventual 
transition into the professional film world was effortless because of their 
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previous enculturation into that world, in other words their cultural capital, 
although their actual entry was initially helped by family connections or 
social capital. Matthew Murphy talked about his first paid film job when he 
was fifteen on Good Bye Pork Pie directed by his father Geoffrey Murphy:  
 

I was best boy electrics. There were two of us in lighting department, 
Stu Dryburgh and me. I was the assistant really, carrying gear etcetera 
and as it was that sort of film, we all pitched in and did all sorts of 
things so I helped out here and there. 

 
I asked Matt how he knew what to do and how to behave: “I was told what 
to do for a lot of it. I'd also been around film sets before, unpaid of course, so 
I had some sense of the process”.  
 From a young age the Snoring Waters children became familiar with 
the objectified capital which in this case included the specialised equipment 
used to make films: costumes, cameras, lights and sets, for example. They 
learned what they were for, how to use them and how to take care of this 
expensive equipment.  
 On-set protocol was once described as “ a curious dichotomy between 
freedom and responsibility” (Geoffrey Murphy in Barefoot Cinema dir. Gerard 
Smyth). The set appears to be a free form arena but where department and 
hierarchy is important. Newcomers are encouraged to “hurray up and wait”, 
to be quiet, to watch the action and to listen for their HoD’s call. Early 
exposure to the processes and protocols of a film set while in nurturing 
company, made it easy for the Waimārama children to become filmworkers 
later on, if they chose to. This feeling of familiarity is described by Robin 
Murphy: 
 

I remember someone saying something to me when I was firsting 
[working as 1st assistant director] on a job in Auckland − someone like 
an extra not involved in the industry said ‘Everything you do …it’s so 
natural, you know what to do, you don’t even have to try hard.’ And I  
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Filmmakers of the Future, 
Paparangi, Wellington, 1966. 

From camera left: Geoffrey Murphy, Pat Robins holding Linus Murphy, Paul Murphy, Thad 
Lawrence, Robin Murphy holding Melissa Lawrence, Veronique Lawrence, Matthew 

Murphy. Photograph: Helen Whiteford. 
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remember thinking at that moment – they’re right. I just get up in the 
morning and go to set and do what I do. It’s quite effortless. And I 
think that’s what growing up in a film environment does. It makes 
film work comfortable. 

 
 So what brought about this gradual acquisition of the behavioural 
norms of filmmaking? An obvious factor was the childrens’ early exposure to 
the culture and practices around filmmaking. Making movies was the raison 
d’être of the commune, and this was the ‘field’ in which the children grew 
up.  Encouragement from and role modelling by the significant adults were 
also factors. In addition to this was a push factor, for the finance around film 
making at that time was limited and free family labour was essential to film 
production. In turn, learning young on the job normalised the protocols and 
procedures around film production. This familiarity with the conventions 
around filmmaking plus family connections helped prepare the way for 
careers in the field of film and in turn helped to establish family legacies in 
film.  

 

Kinship and Creativity as Natural Companions  
A recent exhibition at the Otago University Library, entitled ‘Keeping It In 
The Family, British and Irish Literary Generations, 1770−1930’ showcased 
family networks among nineteenth and early twentieth-century literary and 
artistic families, and offered examples of the family as an essential if 
overlooked element of creative production (Knezevich and McLean, 2017). 
For example, Dante Rossetti created lavish illustrations to accompany his 
sister Christina’s volumes of poems; William Wordsworth drew on his sister 
Dorothy’s diaries to create his nature poems, including the famed Daffodils; 
and Erasmus Darwin wrote about the lovelife of plants long before his 
grandson Charles Darwin studied the fertilisation of orchids (ibid). 
Significantly for my study, the main message of this exhibition was that 
kinship and creativity are natural companions and that not only can there be 
creative symbiosis in families, but also a goodwill dynamic of pitching in to 
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get the job done, to lend a hand to advance a project. Examples of creative 
symbiosis in film families go right back to the family members of pioneers 
like Henry Gore, Rudall Hayward and John O’Shea. More recently, Gaylene 
Preston has directed and produced films for which her sister Jan Preston 
composed the scores. Jonathon Crayford and his father Terry have 
collaborated on film scores. Miranda Harcourt and her husband Peter have 
co-directed films starring their children. Husband and wife documentary 
teams and producer/director teams are also common: Fran Walsh and Peter 
Jackson for example. The Murphy siblings and their extended families 
frequently crew one another’s films. This kind of creative partnership in film 
was affirmed by interviewees when I asked if they worked with family 
members and if so, why. They talked about trust, verbal shorthand, 
innovation and intuitive symbiosis as some of the personal benefits of 
working with family members. Matthew Murphy said he enjoyed working 
with family and liked the way they pitched in to work towards a common 
goal, sharing the passion: 
 

Generally it’s a shorthand, and a trust. One of the things that appealed 
to me at an early age is that it's a collection of people coming together 
to achieve a common goal and everyone’s so committed to that and 
the energy of that so appealed to me. I know that my family has 
grown up with that same sort of sentiment and passion for film, so 
that part of it is fun to work with. 
 

Bindy Crayford appreciated the ease of communication between those who 
share long histories and described the creative symbiosis which may occur 
between family members who share  similar work interests. 
 

I love working with my family. There's an ease of communication. I 
love watching Jo and Jack and Jimmy work together and I've gaffered 
short films and had my two sons working with me. I've done short 
films with Bonny. I've worked with Jonathon when he's been directing 
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and I was firsting and he'd say - I want to do this! And I'd say - No 
you can't! coming on as a big sister. And I've worked a lot with 
Gaylene, loved working with Gaylene. Working with family is 
fantastic. Heartily recommend it.  
 

All my interviewees expressed enthusiasm for working with family. Bonny 
Crayford said, “I love the feeling of being surrounded by family every time I 
go to work.” Gilly Lawrence observed that “You can rely on each other in 
ways you might not with someone else.” Robin Murphy described her ease 
around working with family members but added that there was no room on 
a shoot for anyone who did not pull their weight, regardless of who they 
were related to: 
 

You already know each other and you understand how each other 
works and you can play to their strengths and weaknesses. There’s a 
language that’s already established in terms of communication. 
Obviously, it would work against you if a family member wasn’t up 
to scratch, but I wouldn’t hire anybody who wasn’t up to scratch quite 
honestly. 

 
 Rewa Harre is a second-generation member of a three-generation film 
family and discussed the practicalities of involving family in filmwork:  
 

Well even if no-one else turns up to work, it seems like there's enough 
Harres there to carry us through. Yes, Harres and a few other inter-
related clans. Of course, there are  people who think getting a job on a 
film because you're related, isn't a good idea. But I always thought it 
was a very good idea. How else are you going to get a job? I mean 
you're going to help the person closest to you on any one day, nothing 
wrong with that. A film shoot is like a family. 
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Conclusion  
The most significant factor affecting the acquisition of the behavioural norms 
of film production by these second and third generations was enculturation, 
or an early exposure to the culture and practice of filmmaking. This process 
occurred in the pressure-cooker environment of 1970s Snoring Waters and in 
other filmmaking families with similar habitus. Encouragement from, and 
role modelling by significant enthusiastic adults were contributing factors. In 
addition to this was the push factor of limited finance where free family 
labour was essential to film production. In turn, learning young on the job 
normalised the protocols and procedures around film production. 
Familiarity with the conventions around filmmaking plus family connections 
helped prepare the way for careers in the field of film. Although a variety of 
influences is likely to determine an ultimate career choice, the combined 
influence of the values, work ethic and gender stereotyping as modelled by 
the parents was found to have the greatest influence on a child’s choice of 
career. This influence was also evident in the links between kinship and 
creativity in families. 
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 Three generations of Harré family filmworkers. In front from left: Rewa Harré (director of 
photography), Te Aorangi Harré (costume standby assist), Miro Harré (production 

designer). In back from left: Dave Harré (writer/director/producer), Manu Harré (costume 
assistant), Solomon Harré (locations assist), Emma Harré (costume standby), Elsie Harré 

(actor). Photo  Oscar Harré, 2019. 
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Cousins, nanas, mums, dads, aunts, uncles, grandchildren and friends on the Cousins Crew, 
Wellington, 2019. Clockwise from top left, Michael Robins, Bindy Crayford, Jimmy Bollinger, 
Elizabeth Crayford, Chelsie Preston Crayford, Hamish MacIntyre, Veronique Lawrence, Ray 

Edwards, Olive Crayford Edwards, Sol Bollinger, Blair Ihaka.  Photo: Libby Hakaraia.
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Mothers and Children on Cousins, Wellington 2019. From left: Ainsley Gardiner, director, 
Mary Davis Gardiner, production assistant, Bindy Crayford, gaffer, Jimmy Bollinger 2nd 

assistant camera, Miriama Grace Smith, art director, Briar Grace Smith, writer/director. 
Photo: Georgina Condor 

 
Three generations on the set of the Potluck series, Wellington 2019. L. Robin Murphy, 

producer; Pat Robins, script supervisor; Charley Samau, unit manager. Photo: Tracey Sexton  
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Chapter 5 
Change and Continuity: Towards a more inclusive film industry culture 

 

Introduction 
In the previous chapters I discussed three specific dimensions of  
filmmaking culture in Aotearoa over the last fifty years: its project-based 
character, the importance of networks (understood through Actor Network 
Theory) and the handing on of family legacies (interpreted through 
Bourdieu’s theory of social capital and habitus). My chapters have focused 
largely although not exclusively on a group of extended families and their 
networks, who have been key players in the development of independent 
filmmaking and whose professional lives have shaped and been shaped over 
time, by those aspects of film culture discussed in previous chapters.  
 In this chapter I return to an historical approach, this time with a 
specific focus on questions of inclusion and exclusion on the basis of gender, 
sexuality and ethnicity. First I will show how there has been a shift from the 
dominance of Pākehā men to greater degrees of diversity, and the various 
ways this has been effected. I will then go on to discuss how my interviewees 
have participated in these processes and how these changes have intersected 
with the themes considered in earlier chapters. Over time the characteristics 
of their work practices and circumstances have worked sometimes in favour 
of exclusion and at other times in favour of greater inclusion.  
  Interviewees spoke about a steady transformation of film culture 
brought about by trends including increasing professionalisation, 
globalisation, the digital revolution, feminism, gay rights, decolonisation and 
the Māori/Pasifika renaissance. As these various processes alter the fields, so 
do the rules of engagement within those fields, in other words the habitus 
and objectified and cultural capital of the status quo change. In turn, to use 
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the terminology of ANT, the actants themselves alter, and continue to be 

altered in a constant rearranging of social networks - those factors that affect 
and change, are themselves affected and changed.  
 Director Robert Sarkies commented on the professionalization when 
he observed that people are now eager to see New Zealand movies, whereas 
in the past going to a locally-made film was “akin to attending the Special 
Olympics”.  
 

Today, New Zealanders seem proud of local films and the 
achievements of their filmmakers. Our industry has an internationally 
respected body of work that has created an environment where 
everybody under the age of twenty-five wants to be a filmmaker. And 
it has created that rare thing in the world of film distribution: a 
hunger for national product (cited in Petrie & Stuart, 2008: 241) 

 
 Although the objectified capital, or the tools of filmmaking and the 
access to those tools, has altered, human creativity and communication are 
still fundamental to making movies and are at the heart of the social 
networks of the freelance film world. Matthew Murphy observed: 
 

Lots of things have changed; technology has changed, budgets have 
changed, markets have changed, there's more exposure to global stuff. 
But what happens on a film set − the core capturing of a story − those 
ingredients, the mechanics, personalities and energies required to 
achieve that, haven't changed as far as I can see. The creative process 
still needs to happen at that basic human level. That much hasn't 
changed, but the bells and whistles have for sure. 
 

 The timeframe of this study, from 1970 to 2020, corresponds with the 
development and consolidation of our industry and its changing power 
relations. As Annabel Cooper observed: 
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Only very recently has the control of the story or the camera  passed 
out of the hands of Pākehā men to any degree. Cultural authority and 
narrative authority were long the preserve of the white male in neat 
alignment with seniority in the screen industries and access to 
funding (Cooper, 2018:280). 

 
 Filmmaking has now however, expanded to encompass groups who 
were previously marginalised including Maori, Pasifika, women and 
LGBTQ. 
 In order to give an overview of the paradigm shift and the continuities 
in film culture during our timeframe, here I discuss the making of two 
feature films shot thirty-eight years apart: Goodbye Pork Pie (GBPP) (Geoff 
Murphy 1979) and Pork Pie (PP) (Matt Murphy, 2017). These two productions 
embody and mark changes in technology, budgets, global markets, and 
importantly for this chapter, ethnic and gender inclusiveness and gender 
politics. Analysis of these two films also gives an indication of when change 
occurred. In addition, these two movies, directed in turn by father and son, 
exemplify a continuity of family legacy in that the same family networks 
played a large part in the creation and crewing of both productions.  
 Geoff Murphy’s second feature film Goodbye Pork Pie was New 
Zealand’s first large-scale national hit. It was a small-budget production even 
for its time, of around $500,000 including distribution. Analogue technology 
was used, there were no cellphones or radio telephones and safety was 
casual. In the script female and Māori characters were peripheral to the plot. 
Mostly family and friends made up the small crew of twenty-five with many 
budding professionals among them. Robin Murphy worked singlehandedly 
in wardrobe on her father’s movie and later worked as location manager on 
her brother Matt’s 2017 version. Matt Murphy’s Pork Pie was up-market with 
a larger, more professional crew of mainly family and friends. It had a 
budget of around $5,000,000 including distribution. As a child of 1970s 
Snoring Waters, Matt Murphy had been exposed to strong female role 
models through his social and cultural networks and times had moved on. 
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Although his leading female character still did not drive the plot of the 
movie or the car, she was written as a more dynamic character than the 
female lead in Geoffrey Murphy’s version. One of the central characters, also 
half of the love interest, was played by a Māori actor. As locations manager 
responsible for compliance of access and health and safety, Robin Murphy 
observed that Pork Pie could not have got away with the casual arrangements 
on the 1979 original Goodbye Pork Pie: 
 

On the original GBPP we just went down the road and filmed. We 
didn’t even have r/ts [radio telephones]. We had someone positioned 
down the doing a hand signal to tell the car was coming so roll the 
camera. GBPP was very much a back yard movie and PP was a slick 
commercial production with health and safety rules. We couldn’t have 
done there what we did back on the original GBPP – not legally.  
 

 Robin illuminated attitudinal change around homophobic and sexist 
attitudes when she described a meeting with key stakeholders including 
Wellington City Council, Police, Transport agencies and KiwiRail. Producer 
Tom Hern warmed up the meeting by screening a trailer of the original 
GBPP. Robin described it as an “Oh my god!” moment: 

 
There were definitely some very cringey moments in that trailer, like 
“Get yer tits out!” And Jerry yells out “Yer faggots” or “Yer poofters” 
or something like that. And I’m going oh my god. Anyway it was 
quite interesting that in this day and age many people would find that 
hard to take. But it would have seemed normal back then. 
 

 Even so, there were instances of sexism in the original GBPP which to 
some were as offensive then as they are now. Robin Murphy explained her 
reaction to certain dialogue when she viewed the original movie for the first 
time: 
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But even at the time I rankled at the “Betchya I’ll be hanging out of 
her before we get to Wanganui.” Whatever the era − that language 
was timelessly sexist.  

 
 Comparison between these two films illuminates changes in work 
practices, technology, budgets and on questions of inclusion and exclusion 
on the basis of gender and ethnicity. Assuming that social change and 
moviemaking continue, what will the hypothetical next Pork Pie directed by a 
Murphy, due in 2057 be like? It is highly probable that the continuities would 
still be there in zeitgeist, in a moderate budget and a cast and crew of family 
networks. I speculate that the plot might concern an epic underwater electric 
car journey from Bluff to Cape Reinga starring a Muslim/Māori/All Black 
pansexual love triangle on a mission to save Aotearoa from a massed 
invasion of offshore millionaires with Armageddon on their minds. For now, 
however, I will turn to clarify the changes and continuities of fifty years, 
according to the literature and according to how my participants explained 
them. 
 

The Nature of Project-based Filmwork and Gender Disparity  
Despite the impact of feminism and the liberal-minded counterculture, up 
until the mid-eighties in New Zealand women rarely worked in positions of 
power at the coalface of film. There were some early exceptions including 
television director Dierdre McCartin; Ramai Hayward who operated camera 
on some of Rudall Hayward’s films and directed documentaries; Lorraine 
North and Margaret Moth who shot film for television; Helen Whiteford 
who shot some of the early Acme Sausage Company films; and National 
Film Unit editors like Dell King and Judy Rymer and NFU director Helen 
Thomson. The ongoing rarity of female participation at director level 
however is demonstrated by a tally of Film Commission statistics which 
shows that of the 594 feature and documentary films with government 
funding shot between 1939 and 2017, 89 were directed by women. At this 
time women were sometimes present as producers and production managers 
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on films directed by their husbands: Robyn Laing, Yvonne MacKay and Pat 
Robins for example. In 1983 Yvonne MacKay was the first woman in New 
Zealand to direct a feature film, The Silent One.  
 Recently much has changed in terms of expectations, training and 
possibilities for women, Māori, Tagata Pasifika and LGBTQ, who now have 
fairer access to the tools of filmmaking. To elaborate on the breadth of the 
changes is beyond my scope here, but we are in the midst of a substantial 
period of transformation, especially for indigenous cinema. But as the 
literature continues to report, it is still common in creative industries all over 
the world that women are under-represented in positions of creative control 
and in key technical positions. The field of filmmaking is no different 
(Shepard: 1996, Pointon: 2012, WIFT newsletters, NZFC Gender Policy 2018). 
For example, the heavy-metal lighting and grip departments are still male-
dominated, although since the 1980s there has always been a small but 
steady uptake of these jobs among women. Crew credits across all 
productions show that wardrobe, makeup, hair, production and script 
supervising are still female-dominated, although gay and heterosexual men 
sometimes choose this work. There is currently one male script supervisor in 
New Zealand and there are four female grips. A survey of New Zealand 
gender crew splits on narrative feature films made with NZFC funding from 
2005 to 2015 showed women featured in roles as follows: 16% of directors 
were women, 21%of writers were women, executive producers 22%, 
producers 36%, editors 16%, cinematographers 7%, production designers 
18%, composers 19%, sound designers 0%, supervising sound editor 8%, 
sound recordist 2%, gaffer 3%, key grip 3%, 1st A.D. 33%, SPFX supervisor 
0%, VFX 8%, casting 73%, costume 80%, and women were 100% of makeup 
(Sisley, NZTecho, 2015: 9). The reasons this gender disparity persists are 
complex and are compounded by a combination of factors including gender-
biased hiring practices and reproduced gendered work practices stemming 
mainly from the harsh and dirty physicality of the work, underpinned by 
traditional attitudes around work roles. Also, women simply do choose 
certain roles over others. Historically, a lack of confidence and training 
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among women has been a reason for their lack of advancement - another is 
the very nature of project-based freelance filmwork, the innate 
unpredictability of which is deeply at odds with the requirements of families 
and children (Sisley, NZTecho, 2016: 8). Childcare, therefore, is a deciding 
factor in the careers of filmworkers who are parents, especially women. This 
theme was mentioned by many of my female interviewees. 
 During the 1970s the networks of family and communal living 
discussed in Chapter 3 enabled some mothers to work in film. These 
networks were underpinned by the co-operative ethos common amongst 
freelance workers. Pat Robins, mother of five children, helped produce many 
of her [then] husband Geoffrey Murphy’s early films from the late ‘60s to the 
early ‘80s. Pat commented on how the communal networks of Snoring 
Waters enabled her to draw on other adults for childcare, “We couldn't have 
done it without the community − the other mums would look after the kids”. 
 When Asosco went on the road to shoot Goodbye Pork Pie in 1979, 
Bindy Crayford was hired to look after the children remaining at 
Waimarama. Later on, as a young mother of two, she in turn juggled her own 
film career around available child care. Because of her Waimarama 
connections some of the children Bindy had cared for in the 1970s became 
her own baby sitters in the 1980s.  

 
Thank god for nannies, and nannies who all had a connection to 
family or the wider family network. Childcare was my first concern. 
On a film shoot you never know where you're going to be, for how 
long or what time. Finding childcare was the hardest part. I would 
have liked to work as a DoP. But I think being a woman, and I was a 
technician which was unusual, but to have kids and be a hands-on 
mum, and push your career − it was really hard to do it all. 
 

 The unpredictable nature of freelance work affected fathers too. Alun 
Bollinger pointed out that he avoided committing to film jobs that ran 
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through the summer school holidays so he could spend time at home with 
his children.  

 

 
Baby on set, Mainland Cheese tvc for Home Street Studios, September 1987. From camera 

left: Chris Graves, 1st a.d; Ian Paul dop, unknown focus puller, Joe Bleakley, art director, 
Gaylene Preston director holding Chelsie Preston Crayford. Photographer: unknown. 

 
 

Still and all there have been positive changes in recent years that suggest 
industry gender paradigms are changing in Aotearoa. In an industry press 
release WIFT Executive Director Patricia Watson said, “This is a great time to 
be a female in the industry” (Watson, 2018). 
 I turn now to look at how the participants in my study experienced 
the changes in film culture. I asked them questions about gender and racial 
exclusion and inclusion and many of them commented on the changes and 
continuities they had seen over their working lives. All interviewees of the 
first and second generation of freelancers agreed that although gender is 
now less of an issue, their experiences correlated with the literature that 
‘official’ gender bias was as rife in the film industry until recently as it was in 
other work sites and throughout the wider society.  I stress ‘official’ here 
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because interview data analysis indicates that the majority of rank and file 
filmworkers were happy to accommodate unconventional people (like 
themselves) in unconventional work roles. Bindy Crayford elaborated on 
this:  

The film industry attracts fairly tolerant people. Enlightened. And 
they are often people who don't fit in anywhere else and therefore 
appreciate others like themselves. 

 
 According to my analysis of the interview data, instances of active 
gender and sexual orientation bias witnessed on the job stemmed from three 
main sources: the television bureaucracy, from the odd freelance misogynist 
and from filmworkers from overseas who were unused to the diversity 
already present in NZ filmcrews during the 1980s. I address this separately 
from the systemic gender discrimination previously discussed.  
 Many of the first generation of freelancers began their training at 
television and the National Film Unit, including Chris Pickard. He related 
that the discrimination he experienced as a gay male at TVNZ in the 1980s 
mostly came from technicians who treated him “like he did not exist.” He 
found this kind of treatment was not present when he went over to film 
work where he found that rather than gender or sexual orientation, 
performance was the main yardstick:  
 
 It was interesting at Avalon [NZBC Studios, Lower Hutt] when I first 
 went there as a gay male − there was an awful lot of discrimination. 
 Subsequently I've discovered that a lot of the people there were gay − 
 they just weren't 'out'. And I'd never been 'in.' So that was rather 
 interesting. I was also only the second male to be in the costume dept 
 there.  
 
 It is worth noting again that the Homosexual Law Reform Bill (1986) 
decriminalised sex between consenting adult males. Before this it is 
understandable that closeted gay people kept their heads down, especially 
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those in government departments. Chris Pickard stressed that the cold 
shoulder treatment from the technicians could have been exacerbated by the 
fact that he was ’arty’ and they were ‘techos’. Regardless, he said that by the 
time he left television they were on good terms. In the 1970s theatre and 
television work was a safe option for gay men. Gerard Smyth began with 
Christchurch regional television in 1968 and remembers it as a flamboyantly 
gay world: "It was all fur coats and coloured nail polish. As a young Catholic 
boy I was pretty uncomfortable for the first couple of years." 
 

Networks: Everyone Hires Their Mates 
One early filmmaking practice that worked against diversity was that of 
hiring mates. This was originally a continuation of the early system of 
mutual favours and obligation that enabled films to be made with little or no 
funding, and it is still used as a leg-up for marginalised or would-be 
filmmakers. During the 1970s the filmmakers were mostly Pākehā males who 
tended to hire people like themselves, therefore excluding by omission those 
outside their networks. Geoffrey Murphy acknowledged the complexity of 
this issue when he talked about the widespread custom of enlisting people 
one was familiar with, hiring people with similar social and cultural capital. 
He acknowledged that hiring practices have become more inclusive since 
then. 
 

 Partly it was a mates’ game. You’d hire your mates. If the director 
was a bloke he’s going to get a male cameraman and he’s going to hire 
a male crew: less so these days, but in those days it was just automatic, 
everyone hired their mates and if your mates weren’t Māori, Māori 
didn’t get hired. 

 Like Pākehā men, Māori, women, LGBTQ and Pasifika filmmakers 
often choose to work with people like themselves: they hire their family and 
their mates. The rationale for this includes networking reciprocity as 
mentioned, but also positive discrimination or to complement the aesthetics 
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of a script. For example when I asked Matt Murphy if he had witnessed any 
discrimination on a film set he said he had, but that it was fitting for the 
script in question: "In terms of an inverse thing, I've worked on a gig once 
where a number of the participants had to be Maori because that was the 
construct of the project. But I don't see that as discriminatory”. 

 Elizabeth McRae worked on the television series Shortland Street 
during the 1990s and described instances of unconscious racial bias she’d 
observed:  

I shared a dressing-room with Nancy Brunning. She went on set and 
they gave her a kete. She came back to the dressing room saying, They 
don't have to give me a blimmin kete! I am a Maori, I look like a 
Maori, they don't have to give me a kete to be a Maori. I also had a 
room with Lynette Forday who's Chinese. She said to me, I get a racial 
comment every day of my life. I said, that's terrible! But sure enough, 
someone came along with a whole lot of goldfish, and the man came 
up to her and said, You lot like these don't you? She turned to me and 
said - See?! 

 

 Young  trainees were often taken under the wing of more experienced 
members on set. Because most of the people in senior roles were white men, 
they would pick people like themselves − young white men, to train up. 
Ginny Loane commented on this off-shoot of social capital and habitus that 
reproduced patterns of inclusion and exclusion:  
 
 You think of a cinematographer, and you don't think of a woman, or 
 you don't think of a Pacific Island woman with six kids (Loane cited in 
 Jones,  2017). 
 
 It is significant that only three years since Ginny Loane made this 
comment, the image of a cinematographer “as a Pacific Island woman with 
six kids” is now less extraordinary to us, especially since the making of Waru 
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in 2017 and Vai in 2018. Heperi Mita’s feature documentary about his 
mother’s film career – Merata: How Mum Decolonised the Screen has also done 
much to deconstruct the stereotype. The doxa or taken-for-granted norms of 
film culture have changed rapidly over the last ten years.  
 With some notable exceptions,  it is generally accepted that a gender 
balance among any kind of crew helps for a more civilised work culture. 
Alun Bollinger gave an account of championing positive discrimination 
involving gender and ethnicity. This was based on his understanding that a 
good gender balance created a better atmosphere on set and that a Māori 
story like the one he was shooting needed a Māori presence around the 
camera (What Becomes of the Broken-hearted, Mune: 1999). As camera operator 
he had the status to influence the habitus and social capital in that particular 
field: 
 

I suggested Sharron Hawke, who is a Māori woman, as focus puller. 
And I got a bit of pushback because I guess she wasn't the most 
experienced focus puller we could have asked. But here was  [Ian] 
Mune, Al Guilford and myself at the pointy end around the camera; 
three white-haired middle-aged male honkies − so I thought Sharron 
Hawke was a good person to get in there. And I thought she had the 
right attitude and the right skills for the job. So we did get her on and 
she was the right person for the job. As an additional bonus she 
brought on an all-female camera crew. If you get a good gender 
balance especially in the camera crew, I think it helps the tone of the 
shoot because shoots can become very blokey around the camera.  

 
 Larry Parr (Ngāti Raukawa, Ruaupoko), was one of the most 
prominent producers working the 1980s. He said he had not witnessed any 
discrimination on set but spoke about his own bias towards Māori and 
women. He used his role of producer to promote and nurture Kiwi talent on 
some offshore co-productions coming here:  
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 Probably if you go back and have a look at my involvement in film 
 you'd find a bit of racial bias towards Māori. Shaker Run [1985] was the 
 first of those American co-productions that we did with a wholly New 
 Zealand crew. So yeah, little things like that I take a little bit of 
 satisfaction out of.  
  
 Parr went on to produce a series of television dramas on a range of 
Māori experiences in a Pākehā world − E Tipu e Rea (1989). He enlisted the 
work of notable Māori artists including Hone Tuwhare, Joanna Paul, Rena 
Owen, Riwia Brown, Ramai Hayward, Patricia Grace, Temuera Morrison 
and Don Selwyn. Through these creative networks Larry Parr nurtured a 
number of budding Māori freelancers into new roles: 
 
  I was careful with crewing and I think we saw the benefits because 
 you have a look at the crew who worked on that - Melissa Wikairi, 
 Fred Renata, Ruth Kopua - they all stayed on in the industry. I gave 
 them a break and they stayed on in their roles.  
 
Larry Parr also nurtured emerging talent among female film workers: 
 
 Yeah well you have a look at the producers I feel I've mentored. 
 Finola Dwyer, when she was an editor I suggested she consider 
 being a producer. Her first gig as a producer was associate producer 
 on Queen City Rocker, I think [1986]. Then she co-produced StarLight 
 Hotel with me [1987], then A Soldiers Tale [1990]. She’s Academy 
 Award nominated. Ainslee Gardner worked for me for eight years 
 and she's the  producer of Boy [2010]. So I think I was reasonably even-
 handed or probably a little bit biased towards Māori and women to 
 some extent, in terms of the breaks.  
 
 Reverse sexism or racism is more often seen as affirmative action. For 
example, being hired on the basis of being female certainly helped women to 
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become more experienced film workers during the 1980s. Bindy Crayford 
commented on the reverse sexism/affirmative action on a spate of films 
made during the 1980s and ‘90s with predominantly female crews: 
 
 There were instances where I got a job because I was female, like in 
 the 1980s when they were crewing all women films like Trial Run, that 
 sort of thing [1984]. And you don't really know how many jobs you 
 got because of your abilities or your gender or availability − or all 
 mixed in. There were certainly some raging dykes for example who 
 only wanted women around them. There were certainly short films 
 like that in the late 80s now that I think about it. 
 

Changing Attitudes about Gender and Work  
When asked in 2017, if gender made a difference when applying for a 
freelance film job, all interviewees emphasised that performance on the job 
rather than gender was the main criterion for getting freelance film work. In 
the kind of intense teamwork that characterises film work, ‘performance’ 
includes tolerance and lateral thinking as described here by Chris Pickard:  
 

With film there's not that delineation that there was at television. With 
films I never experienced any of that sex discrimination. What I'm 
saying is that you meet with a crew when you first assemble and 
every one is employed to do a particular job and you are totally 
accepted. The only time you are not accepted is when you don't do the 
job you're employed for. Gender doesn't come into it in my view. Nor 
does sexual orientation. I've worked with straight and gay men and 
women, trans-genders, all of that makes no difference providing you 
do your work. If you stuff it up by incompetency − that's different. See 
you later. No! We won't see you later.  

 
 As well as homophobic undercurrents, television had restrictive 
policies around the employment of women in technical areas. Pat Robins 
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recalled that Helen Whiteford who shot early films with the Acme Sausage 
Company, applied for a job in the early 1970s with the Camera Department 
at television, but was rejected.  
 
 Remember Helen Whiteford? She had all those photographic skills 
 and got involved with Geoff and AlBol in the early films and she 
 applied to the camera department at television. I would have thought 
 with all those skills she would have got in but they just said nah. That 
 would have been late 60s early 70s I think. 
 
 Robin Murphy told of applying for a technical job with TVNZ during 
the late 1970s. Robin had a film background having been brought up at 
Snoring Waters and had already made a short film, Dear Belinda (1978). But 
in the field of television her cultural capital was eclipsed by her gender. The 
management assumed she was a male because of the spelling of her name 
and invited her for an interview. 
 
 I applied to TVNZ for a trainee position in camera and sound. So I 
 went to Wellington and called them up and the guy said Oh! You’re a 
 girl! I said yes, I’m a girl and I want that interview. Anyway, as soon 
 as I walked into the room I knew they would never let me near any of 
 their equipment because this was 1979 and girls did not play with 
 cameras at that stage and gender roles were clearly defined back then, 
 especially in  television. Anyway one said − can you sew? I said yes, 
 he said − right we’ve got an opening in costume − will that do? 
 
 Alun Bollinger talked about discouraging a woman from taking up 
camera work back in the days of working with heavy analogue equipment 
and described how his own preconceptions about gender roles changed over 
time:  

I have an embarrassing story to tell about this. I recently met up with 
a young woman who'd been keen to get into camera. She reminded 
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me, to my chagrin that I'd once said to her – Oh no. This isn't the kind 
of work a woman could do − Too much heavy lifting. I don't know 
what my line was but I discouraged her. I feel ashamed of that. 

 
 Gerard Smyth observed that women have always been physically 
capable of working with film equipment especially cameras, but were not 
encouraged by “the male bastion around cameras”. When I asked if he 
thought digitisation of the gear has made it easier for women to use it Gerard 
gave a recent example of a woman shooting a feature film on a small digital 
camera:  
 
  I think they always could, but I think there’s an old bastion of 
 maleness around camera operators. Gaylene Barne’s just made a 
 feature film with a little black magic pocket camera this big with 
 imported Russian lenses. I don’t know of any men that’ve done that.  
 
 Second-generation freelancer Gilly Lawrence described some of the still 
prevalent role divisions on a film crew:  
 

I don’t really know what is more of a man’s job or a woman’s job on a 
film set to be honest. At the risk of sounding harsh, lighting and 
gripping tend to be more laboursome jobs and some women are ok 
with that, some aren’t. At the risk of sounding sexist, why would 
women want to go there? But men tend to gravitate to those areas. 

 
 The belief that women are not physically strong enough to work with 
heavy film equipment is changing as a result of digitisation of equipment 
and with women’s own altered expectations. Pat Robins commented on how 
in the beginning, certain jobs were perceived as female occupations within 
the film business. When asked if she thought gender had a bearing on getting 
work her response alluded to ongoing underlying assumptions: 
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Well it doesn't of course if you're a script supervisor because  everyone 
perceives it as a female occupation. And I don't think its 
discriminatory against male script supervisors, they just don't seem 
interested in that job. I  think there's one male script supervisor in NZ. 

 
 At the other end of the spectrum is the grip department which is 
almost entirely male. The responsibility of a grip is to build and maintain all 
the equipment that supports the camera which requires a high level of 
experience to operate and move. There were four female grips working in 
Aotearoa from the 1980s and there is the same number of women doing that 
job in 2019. It is much the same in the USA where an analysis of the crewing 
of the most lucrative films from 2016-2018 found that just four of the key 
grips working on those 276 films were women (Buckley, 2019). Pat Robins 
said gender had carried more importance in the past and elaborated on  how 
thirty years ago an experienced female grip was passed over for a job by a 
production manager from the UK. The movie was a British-American co-
production with principal photography in New Zealand and employed 
many Kiwi crew (The Rescue, Fairfax, 1988): 
 
 I was working on one of those overseas things down south where Jeff 
 Jameson was the grip and they needed another grip and he tried to get 
 down Annie Frear from Auckland and the production manager just 
 laughed. The concept of a female grip was completely beyond his 
 comprehension. Admittedly that production manager was a Pom. 
 
 On the other hand during the 1980s, the odd woman working in a 
male dominated department like gripping or lighting found that their gender 
gave them notoriety and acceptance, as long as they were competent. New 
Zealand film networks were small and tight and most crewmembers knew or 
knew of one another.  When asked if she had experienced any sexism on a 
film job Bindy Crayford said it had never come from those who knew her: 
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 In the early days during the very politically correct ‘80s it was 
 definitely in my favour to be female to be working in a generally 
 male-dominated area. It gave me a level of notoriety: people had 
 heard there was this girl doing lighting. I think 'gender' worked in my 
 favour in order to get a start. But after that, if you can't do the job you 
 don't get any work. But getting in there was the thing.  
 
 It is useful to note the essence of a film crew is collectivity − where 
teamwork can solve many problems including moving heavy equipment. 
Some film equipment is now designed from lighter materials and there is 
more efficient on-set transport available like load-carriers, for example. 
However, most departments still do a lot of lifting and carrying which 
requires high levels of co-operation, strength and fitness, regardless of 
gender. As noted in Chapter 2, New Zealand freelance crews are not 
unionised and there are no rules about what they should and shouldn’t 
carry. Although there are hierarchies and different departmental 
responsibilies for equipment, these can become fluid in times of need when it 
becomes all hands to the pump. As explained earlier, local crews are notable 
for their ability to work collectively and across hierarchies. Bindy Crayford 
said that it had never occurred to her that lighting was a male preserve. She 
said that on the job she was completely accepted and that anyone who knew 
her never questioned her ability to do the work:  
 

Apart from the blokes who didn't know me saying Oh let me lift that 
for you - oh fuck off mate I'll lift you as well − that sort of thing. But 
once people knew me no-one ever questioned my ability. And I never 
thought that I couldn't do it. There was never any question that it was 
physically beyond me, or that it wasn't a job girls did - it never 
occurred to me.   
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Feminising a Male-dominated Role 
Some formerly male-dominated positions have been actively feminised over 
the period of study. One example is the assistant director team made up of 
first, second and third ADs. The role of the AD team includes aligning all the 
variables contributing to a production − preparing schedules and call sheets, 
disseminating information, wrangling talent and running the shoot. First 
ADs literally call the shots and the early version of an AD was frequently 
that of a bellowing bully. Jo Bollinger commented on the essentialist thinking 
underpinning the male ‘voice of authority’: 
 

So we had ADs with deep booming voices, which everybody heard 
and felt reassured by and thought they had power − that they were in 
control. We think we're logical straight-thinking creatures but a lot of 
our behaviour is becalmed in the primal swamp − brain-stem stuff. 

 
Bollinger agreed that some men “can't handle being told what to do by a 
girl.” He speculated on whether it was the softness and pitch of women’s 
voices that made men not hear them, or whether it was the fact they were 
women:  
 

But yeah, I think it comes back to an animalistic, basic thing where 
men don't ‘hear’ women’s voices. For example I've heard about 
women being on boards where they may say their great idea but the 
men won't hear them. So they have to go into the meeting saying 
"Which man will I get to repeat my ideas today?" Is it the pitch of the 
voice or the mere fact that they're women that they are not heard?  

 
 But for all that, over the fifty-year time-frame of this study, the A.D. 
role has changed radically. Today in Aotearoa this job is a more respectful, 
collaborative process. Robin Murphy saw the potential of the AD role as “ a 
fun and powerful position” and described how there was resistance mostly 
from men when she tried to get into AD work. She said, ‘One chap said “ No 
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one will ever listen to a woman!”’ However, Robin had strong social and 
cultural networks and she was eventually accepted and thrived as an AD. 
Along with other women Robin has been instumental in not only working in 
what was once a wholly male area but in transforming the role itself. Robin 
commented on how she perceived the AD role: 
 
 Now there are mostly women ADs. In fact women are considered 
 better at it because they’re better at multi-tasking for a start. And also 
 the idea prevalent back in those days was that 1st ADs were like 
 sergeant majors who had to yell at people and whip them into shape 
 whereas you’re much more effective if you’re a team player, respectful 
 to your crew. It’s all about information and communication, not about 
 yelling at people. So the idea of what the job means has evolved as 
 well. 
 

Being Told What to Do by a Woman 
A distinct problem stemming from women breaking into what were 
traditionally male roles was the resistance of some males to taking orders 
from a woman. While working as gaffer Bindy Crayford said she’d had 
difficulties with certain males who didn’t like being told what to do by a 
woman, “mostly the older grumpy electricians”. However, natural attrition 
has resulted in the numbers of these ‘certain males’ declining and taking 
their places is a more enlightened generation. Kathy McRae observed that 
there are ‘certain people’ among actors and crew who are not used to women 
being bosses and that their bias is unconscious to the point of Freudian 
reaction: 
 
  It's something to do with Mum Told Me Off and I Don't Want that 
 Woman There Telling Me What To Do... It's very boring, but we get 
 that pushback and suddenly we're their mums.  
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Kathy also commented on the difficulty of working with men who are used 
to perceiving women primarily as sexual possibilities rather than as neutral 
workmates.  
 
 An actor on Shortland Street has been quoted as saying a) that 
 bossy women really probably just want to sleep with him and b) why 
 can't they just be a little more charming, a bit more humorous? And 
 here's me coming along, and other female directors saying - Oh, could 
 you just move a bit more to your left? Do I really need to flirt with him 
 to get that or do I talk with him like a normal person?  
 

The Recent Rise of Alternative Voices   
Kathy McRae was one of many who was hugely relieved to welcome the 
world-wide screen industry discussion identifying sexism as a universal 
systemic problem. She said she had found it hard to pinpoint the sexism she 
experienced while working in television between 2004 and 2014 as an actor 
and later as a director on Shortland Street, and had tended to blame herself. 
The 2015 NZFC Gender Policy recognised systemic sexism within the film 
and television industries and instigated measures to counteract this by 
publishing official gender information and statistics and targeting a 50% 
participation rate in talent development, including internships (NZFC, 2017). 
On-the-Job Development includes internships, attachments and mentorships 
on productions for writers, directors and producers, and professional 
placements with companies for emerging and mid-career filmmakers to gain 
experience that will help progress their careers. The NZ Cinematographers 
Society fund a mentorship programme for women (see photograph p. 143). 
Kathy has already noted positive changes in the industry: 
 

This discussion was a long time coming. Ah so it wasn't just me! So I 
wasn’t imagining it, it's a systemic problem, and it's not your fault, 
and Yes, you were hitting your head against a glass ceiling − and Yes, 
it was difficult for you Kathy. It's a blessed relief to realise this. I feel 
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it's going to get better for the next generation and looking at my 
daughters [two of whom work in film], I see that it is already a 
helluva lot better. 
 
 

 
Cinematographer Tammy Williams is the NZ Cinematographers’ Society’s third recipient of 
their Gender Diversity Placement. This is a six-week attachment to a cinematographer in 

production. Photographer unknown. 
 
 

 A global issue which has helped fast-track local reform is the 2017 
#MeToo debate which spotlit the issue of entrenched sexism in the 
international entertainment industry with an avalanche of personal 
testimonies of sexual harassment in the work-place, mainly from women. In 
early 2018 the NZ Screen Women’s Action Group (SWAG), was formed to 
address the need for some coordinated, specific and effective action on 
sexual harassment in the New Zealand screen industry. First, SWAG did a 
simple survey monkey snapshot of the industry to ascertain whether sexual 
harassment was a problem. This was open to all genders. The survey results 
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suggested that we have both an historic and a current culture problem in 
which low-level sexual harassment is accepted as the norm:  

 
We also have some existing predators with entrenched and harmful 
patterns of offending at the criminal (assault) level who have been 
able to operate in our industry with impunity. There are some cases 
currently with the police, and there are other reported patterns of 
offending at the criminal (assault) level that have not to date been 
taken forward. Is there a problem with sexual harassment in the New 
Zealand screen industry? In a word, yes. Is it as bad as Hollywood – 
probably not (SWAG Consultation document, 2018:1). 

 
To follow up their survey, SWAG led forums to formulate industry-wide 
sexual safety initiatives to be incorporated into practice under existing 
Health and Safety legislation and the Screensafe guidelines. 
Director/Producer Dame Gaylene Preston acknowledged the adversities and 
summed up the position of New Zealand women filmmakers: 
 

Yeah we have sexism, yes we have racism, yeah we don't have enough 
money to make our work, yeah in many ways we're sort of 
marginalised, but we're doing it. And there's plenty of countries 
where that's not the case (Preston cited in Jones, 2017). 

  

Post Millenium LGBTQ Films   
For a couple of decades now, homosexuality has been part of the diversity of 
mainstream New Zealand life that we see represented on our screens. Queer 
Nation screened from 1996 to 2004 and is the world’s longest running free-to-
air television programme made for the LGBTQ community (Livingston 
Productions). Documentaries have been made for television and cinema 
about celebrated local LGBTQ people who include Douglas Wright, Carmen 
aka Trevor Rupe, Georgina Beyer, Allie Eagle, Hudson and Halls, Lew 
Pryme and Michael Parmenter. Takatapui was the world’s first indigenous 
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gay, lesbian and transgender television series. It had a Māori queer focus and 
screened on Māori television between 2004-2008 (Front of Box Productions). 
A Death in the Family was Peter Wells and Stuart Main’s ground-breaking 
short drama about HIV/Aids (1986). Many LGTBQ-related short films and 
documentaries have been made and a few feature films with NZFC funding.  
 Robin Murphy produces a lesbian comedy webseries Potluck with 
NZoA funding. She is also producing a film Sparrow, with educationalist and 
artist Dr Welby Ings, one of whose many interests is queer language and 
theory. Robin stressed that as a producer, a driving force in her work is to 
nurture stories told from a woman’s perspective from script to screen, but 
that any worthy project regardless of the sexual orientation of the instigator 
is one that interests her:   
 
 I’m working with a male director who happens to be gay so we’re 
 doing a gay coming-of-age movie that we hope to get up next year. 
 But I’m probably focusing on women’s projects even more. I’m 
 working with a lesbian filmmaker as well, making a lesbian webseries 
 – Pot Luck. If it’s something interesting and beautifully crafted which 
 is what Welby Ings is doing, well, that’s something I’m definitely 
 interested in. 
 

Indigenous Filmmaking Looks to Aotearoa 
Today, some of Aotearoa’s most successful writers, directors and actors 
identify as Māori: Lee Tamahori, Tainui Stevens, Patricia Grace, Witi 
Ihimaera, Cliff Curtis, Jemaine Clement, Temuera Morrison, Taika Waititi, 
James Rolleston, Keisha Castle-Hughes, Rena Owen, Michael Bennet, Toa 
Fraser, Briar Grace Smith, Libby Hakaraia, Ainsley Gardiner, Heperi Mita 
– all are acclaimed, some internationally, and some have been nominated for 
Oscars, with the world of indigenous filmmaking looking to New Zealand. 
There are also many experienced Māori technicians and senior crew working 
in the field who entered the film and television business during the 1980s. 
They share the networks of the filmmaking field as well as their own tribal 
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and iwi networks. To encourage connection and collaboration there is a 
global indigenous film festival network as well as mainstream global and 
local festivals. These include annual events like Toronto’s ImagineNative 
Film and Media Arts Festival, Woman at Sundance, New Zealand Asia 
Pacific Film Festival and Otaki’s Māoriland Film Festival. The advent of 
Māori television in 2004 has had a radical impact on the national culture as 
well as on Māori. Although the station’s mission is to revitalise Māori 
language and culture through its programming, it also informs, educates, 
and entertains a broad viewing audience. Te Reo TV, (the station's second 
channel) was launched in 2008. It stands out from the main channel in that it 
is free of advertising and is broadcast completely in Te Reo without subtitles. 
 Libby Hakaraia talked about the legacy of those trail blazers of Māori 
filmmaking who were discussed at the beginning of this chapter: 
 

Our society's maturing, and because of all the good work that some of 
our filmmaking mentors have done for us, people who wouldn't be 
pushed around or shut down. They left a set of principles behind: you 
have a right to tell your story, so tell your story and don't whinge 
about not having that access, just get out there and do it. (Hakaraia 
cited in Yates, 2016). 

 
 One of the trailblazers, Barry Barclay wrote about indigenous 
filmmaking being a ‘Fourth Cinema.’ This was a semi-tongue-in-cheek 
response to Fernando Solanas and Octavio Getino's conception of a First 
Cinema (American cinema), a Second Cinema (auteur cinema) and a Third 
Cinema (post-colonial/Third World cinema). There was little room in that 
framework for indigenous filmmakers to define their own films 
(Gnanalingam, 2018). Although some filmmakers resist the indigenous label 
as a ‘cultural coffin’ Libby Hakaraia pointed out that a sense of indigeneity is 
very similar globally as all colonised people have challenges and share 
realities not reflected in Hollywood. Taking the positive approach, a label 
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can only affect or undermine if one lets it and there is cause for celebration in 
the global rise of indigenous film (Hakaraia cited in Martin, 2018) 
 Tainui Stevens suggested that there are three common threads that 
run through all indigenous work which are relationships with the 
environment, relationships with each other, and relationships with the total 
span of time (Stevens, 2018:17). David Harré elaborated on this aspect of 
Māori filmmaking: 
 
 I think Māori often have an attitude which allows for more humanity. 
 British empiricism, it seeps into every part of our lives. It’s based on 
 science as an absolute and it’s Pākehā indoctrination. Māori seem to 
 be able to escape that, which is a huge benefit especially in film, in 
 story-telling. They deal in other realms. Totally accepting, for 
 example, that the ancestors have an influence. 
  

 There  are many different views of what exactly a ‘Māori film’ is. 
Tainui Stephens’ view is that Māori film represents the cinema of survival, 
where many of the big screen stories scrutinize difficult social conditions that 
speak to the place of Māori in society (Stephens in NZ Techo, 2018:15). Waru 
(2017) is a recent example of this and other examples are Lee Tamahori’s 
Once Were Warriors (1994), Taika Waititi’s Boy (2010), and The Dark Horse 
(James Napier Robertson, 2014). The twelve New Zealand short films 
screened as part of the 2019 International Film Festival included eight by 
Māori directors concerning Māori themes. This is an indication of change in 
local screen culture as well as the reversal of the stereotype of senior Pākehā 
males monopolizing the narratives and the means of production.  
 A recent and major example of these changes is the feature film 
Cousins which is itself about tradition and change. As well as being a flagship 
for the evolution of film culture in this country this production and its crew 
embody the continuity of many of the themes of my study: family legacy, 
film networks, project-based work, enculturation and inclusiveness.  
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Pasifika Filmmaking Comes into Its Own 
The small field of Pasifika theatre and film is notable for its creative 
collaborations and kinship links across generations, much the same as for the 
rest of the New Zealand screen and theatre scene, as discussed in Chapter 3. 
For example the Urale family includes two film directors Sima and Makerita, 
Maila a publicist, an artist mother, a television-producer brother and a 
musician brother King Kapisi − all of whom have collaborated on one 
another’s projects. The professional networks of Pasifika filmmakers include 
the networks of the larger field of film and television. The examples are 
many: actor/director Nathaniel Lees, the Bro’Town television satires of the 
Naked Samoans, the shorts, documentary and feature films of Toa Fraser, 
Sima Urale and Tusi Tamasese, the iconoclastic dance of Neil Ieremia and 
Black Grace. The subversive comedy of Madeleine Sami and the Laughing 
Samoans exemplify the traditional function of the Samoan ‘fale aitu’or the 
sacred satirical clown (ibid:14).  
 Pasifika filmmaking is coming into its own. Tusi Tamasese’s The 
Orator (2011) was the first Samoan feature shot entirely in Samoa, in Samoan 
language with a Samoan cast and story, and was written by Tamasese 
himself. The 2019 International Film Festival featured three short dramas 
with Pasifika themes, filmed by Pasifika artists. Also screening at the festival 
is For My Father’s Kingdom, a feature-length documentary that examines the 
intertwining role of church and state in Tongan society. It was co-directed by 
Vea Mafile’o who is of Tongan, Māori and Scottish descent, and her Samoan 
partner Jeremiah Tauamiti (Schultz: 2019). Tusi Tamasese’s 2017 feature film 
One Thousand Ropes is another compelling example of a recent multi-cultural 
shoot. It was also a bi-lingual shoot. Tamasese’s brother was the on-set 
Samoan language interpreter because half the film’s dialogue was in Samoan. 
Script pages were separated down the middle into Samoan and English. 
Most of the crew were Pākehā, with some Māori. About fifty percent were 
women because of the nature of the story. Chris Pickard worked as on-set 
wardrobe and described how he felt about being part of that shoot: 
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As a whitey I felt hugely privileged to be part of that new cultural 
impetus. It was all about massaging pregnant women in the Samoan 
way: everybody from the runner to the focus puller had to be sensitive 
and I think the crew was handpicked for that quality. The Samoan 
director knew that everyone on the crew was there to tell his story. He 
thanked us all every day. Sometimes we got a hug too. 

 
Altered Doxa 
Pierre Bourdieu used the term ‘doxa’ to denote what is taken for granted in 
any particular society. In his view doxa is the experience by which the 
natural and social world appears as self-evident. The doxa in the small field 
of New Zealand film has undergone alterations as it interacted with various 
new actants. An illustration of this is the way Māori and Pasifika take 
traditional values into mainstream filmmaking. On most New Zealand 
shoots today, karakia are said at the beginning and sometimes the end of 
each day’s shoot, offering crew members a sense of cohesion because many 
come from different backgrounds. Some co-operative aspects of Māori and 
Pasifika culture have been adapted into shared roles on film productions, 
namely that of the nine directors on Waru and the sister film Vai, as well as 
the shared director, producer and gaffer roles on Cousins. As a fitting end to 
this chapter on cultural transition and change in the screen industry, a major 
global summit, The Power of Inclusion, took place in Auckland in October 
2019. Its purpose was to discuss representation, inclusion and belonging in 
today’s fields of screen, entertainment and technology. NZFC Chief 
Executive Annabelle Sheehan said the summit demonstrated New Zealand’s 
international leadership in women’s rights and reinforced New Zealand’s 
commitment to equality in the screen industry.  
 

 
Conclusion 
In Chapter 5 I returned to a broad historical view of the New Zealand film 
industry to focus on questions of inclusion and exclusion on the basis of 
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gender, sexuality and ethnicity. Over the nearly fifty year timeframe of this 
study there has been a steady transformation of film culture brought about 
by a number of processes which include professionalisation, globalisation, 
the digital revolution, feminism, gay rights, decolonisation and the 
Māori/Pasifika renaissance. Change was incremental during the 1960s and 
‘70s, stepped up in the 1980s and accelerated from the millennium. A global 
issue that helped fast-track local reform was the #MeToo debate which began 
in 2017 and spot-lit the issue of entrenched sexism in the international 
entertainment industry.  
 The dominance of Pākehā men in the industry has shifted to include a 
diversity of talent from among those previously marginalised: women, 
LGBTQ, Māori, Pasifika and other minority ethnic groups. Our local screen 
industry is currently in the midst of a substantial period of transformation, 
especially indigenous cinema. Two engaging ideas came out of this section of 
my research: the first was the collaboration which often occurs between 
artists whose marginalisation intersects, and the second was that film can not 
only depict political action but also provoke it. Women, LGBTQ, Māori and 
Pasifika filmmakers are taking their cultural and social capital into 
mainstream moviemaking, thus altering the doxa or accepted practice of that 
field. Within crews, inter-generational whanau networks are valued. Māori 
and Pasifika theatre and film’s creative collaborations and kinship links 
across generations enhance these same practices in the rest of the industry. 
Although there have been changes in technology, budgets, global markets, 
ethnic and gender inclusiveness and gender politics, there remains a 
continuity in the human elements involved in the creative processes of 
making films.  
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Conclusion 
 
I began this thesis with a set of questions about multi-generational film 
families in New Zealand. I have pursued an inquiry into how new 
generations are encultured into the world of filmwork; about the culture and 
economics of filmmaking in New Zealand that has fostered these families; 
and the relationships between social and cultural capital in these creative 
families and in the economic conditions of filmmaking over time. I have 
asked whether the organization of gender-specific work is changing through 
the generations, and whether filmmaking is expanding to include a more 
diverse talent base, especially those from Māori, Pasifika and LGBTQ 
communities. I found that there has been radical change in some areas but 
that certain practices that developed in the very beginning continue to 
characterise Kiwi filmmaking today. Although there have been changes in 
technology, budgets, global markets, ethnic and gender inclusiveness and 
gender politics, there remains a continuity in the human elements involved 
in the creative processes of making films.  
 The innovative, co-operative and improvisational qualities of early 
filmmaking continue as a legacy. These were shaped by a number of factors 
− by Aotearoa’s small population, distance from the rest of the world and a 
co-operative spirit. They were a response to the economic conditions of 
filmmaking up until 1978 when the NZFC was established. These defining 
initiatives include networks of mutual aid and free labour, family-based 
filmmaking, filmmaking co-operatives, a filmmaking commune, and the 
celebrations, ceremonies, guilds, societies and associations which continue to 
strengthen and sustain links within the industry. The guilds and unions 
responsible for crew protection and advocacy grew out of the casual 
networks of the past and hippie filmmaking co-operatives of the 1970s and 
80s were forerunners of the formal and informal networks that have evolved 
to unite, protect and sustain screen industry workers. 
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The role of the state was an enduring element. It provided creative and 
technical training before there was an independent industry, and it was 
crucial to the formation of the NZFC in 1978, enabling the employment of 
independents. Since its inception there has been conflict between the NZFC 
and freelancers. There is still a certain amount of happenchance attracting 
workers to the field of film but now film courses in polytechnics, universities 
and film schools abound. Even so, learning on the job is still a viable option. 
 Filmworkers along with other itinerant workers like shearers were 
pioneers of the Gig Economy. Economic insecurity has always been a normal 
part of life for freelancers and maintaining a balance between freedom and 
insecurity is an enduring element in the careers of my interviewees. 
However, freelance work is now part of a larger trend where contractors in 
other fields do not necessarily gain the once-experienced freedoms. The 
nature of employment arrangements is still constructed around notions of 
standard employment and a number of interviewees saw this as problematic 
because government agencies and banks were not wholly oriented to 
supporting those on irregular incomes. Consequently, the steady and 
marked  productivity of the industry suggests that in the light of the 
idiosyncratic nature of freelance filmwork, certain policy reviews are 
overdue.  
 The combined evidence of the literature and primary data indicated 
that filmwork is a lifestyle choice and that the positive aspects of working as 
a freelancer in the creative industries outweighed the negative aspects. The 
identified benefits included all kinds of capital, with cultural cachet being the 
most important for some. Intellectual and creative stimulation, self-identity, 
the bonding with workmates, the pay packet, the travel, the freedom to 
choose to work or not and the finite nature of the contract, were all seen as 
advantages which mitigated the structured insecurities of contract-based 
work.  
 The fifty-year timeframe of this study neatly encompasses the three 
generations studied. The most significant factor affecting the acquisition of 
the behavioural norms of film production by second and third generations 
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was enculturation, or an early exposure to the culture and practice of 
filmmaking.  
 Encouragement from, and role modelling by significant enthusiastic 
adults were contributing factors. In addition to this was the push factor of 
limited finance where free family labour was essential to film production. In 
turn, learning young on the job normalised the protocols and procedures 
around film production. Familiarity with the conventions around 
filmmaking plus family connections helped prepare the way for careers in 
the field of film. This influence was also evident in the links between kinship 
and creativity in families. However, with the increasing professionalization 
of film, it remains to be seen whether subsequent generations will be 
encultured into a family legacy occupation.  
 Over fifty years there has been a steady transformation of film culture 
brought about by a number of processes that include professionalisation, 
globalisation, the digital revolution, feminism, gay rights, decolonisation and 
the Māori/Pasifika renaissance. Change was incremental during the 1960s 
and ‘70s, stepped up in the 1980s and accelerated from the millennium. A 
global issue that helped fast-track local reform was the #MeToo debate 
which began in 2017 and spotlit the issue of entrenched sexism in the 
international entertainment industry. The dominance of Pākehā men in the 
industry has shifted to include a diversity of talent from among those 
previously marginalised: women, LGBTQ, Māori, Pasifika and other 
minority ethnic groups. Our local screen industry is currently in the midst of 
a substantial period of transformation, especially indigenous cinema. The 
scale and variety of films made in Aotearoa now encompasses a wide range 
of productions from low-budget local-content web series to huge-budget 
international co-productions. The distinctive collaborative work ethic of Kiwi 
crews, however, remains. 
 
 
 
 
 
  



 

 154 

 
 
 

Bibliography 

 
Books and Book Chapters 
 
Annan, Noel. 1999. The Dons: Mentors, Eccentrics and Geniuses. Chicago: University 

of Chicago Press. 
 
Bollinger, Nick. 2016. Goneville: A Memoir. Wellington: Awa Press. 
 
Bourdieu, Pierre, 1977. Outline of a Theory of Practice. Cambridge, UK: Cambridge 

University Press. 
 
Booth, Roger 1999, The Bruno Lawrence Story. Christchurch: University of 

Canterbury Press. 
 
Bourke, Chris. 2011. Blue Smoke: The Lost Dawn of New Zealand Popular Music 1918-

1964. Auckland: Auckland University Press. 
 
Braun, Virginia, and Victoria Clarke. 2014. Successful Qualitative Research: A Practical 

Guide for Beginners. London: Sage. 
 
Cairns, Barbara and Helen Martin. 1994. Shadows on the Wall: A Study of Seven New 

Zealand Feature Films. Auckland: Longman Paul. 
 
Carlyon, Jenny, and Diana Morrow. 2014. Changing Times: New Zealand Since 1945. 

Auckland: Auckland University Press. 
 
Churchman G.B Ed. 1997. Celluloid Dreams: A Century of Film in New Zealand. 

Wellington: I.P.L. Books. 
 
Clews, Colin. 2017. Gay in the 80s: From Fighting Our Rights to Fighting For Our Lives. 

Leicester: Troubador. 
 
Cooper, Annabel. 2018. Filming the Colonial Past: The New Zealand Wars on Screen. 

Dunedin: Otago University Press. 
 
Czarniawska, Barbara and Tor Hernes eds. 2005. Actor Network Theory and 

Organising. Copenhagen, Copenhagen Business School Press. 
 
  



 

 155 

Dennis, Jonathon and Jan Beiringer. 1996. Film in Aotearoa New Zealand, Wellington: 
Victoria University Press. 

 
Dix, John 1988. Stranded in Paradise: New Zealand Rock’n’Roll 1955-1988. Auckland: 

Paradise Productions. 
 
Dunleavy, Trisha, and Hester Joyce. 2011. New Zealand Film and Television: 

Institution, Industry and Cultural Change. Bristol, UK: Intellect. 
 
Florida, Richard. 2012. The Rise of the Creative Class and How It’s Transforming Work, 

Leisure, Community and Everyday Life. New York: Basic Books. 
 
Fox, Alastair, Barry Keith Grant, and Hilary Radner. Eds. 2011. New Zealand Cinema: 

Interpreting the Past. Bristol, UK: Intellect, University of Chicago Press. 
 
Guile, David. 2011. “Workplace Learning in the Knowledge Economy: The 

Development of Vocational Practice and Social Capital.” The SAGE Handbook 
of Workplace Learning. Los Angeles: Sage. 385-394. 

 
Hardy, Ann. 2019. “Migrant and Diasporic Film and Film-making in NZ.” In 

Looking Inward, Looking Back: Tusi Tamasese and Samoan Cultural Production in 
NZ, ed. Arizou Zalipour: Springer. link-springer-com.ezproxy.otago.ac.nz 
(accessed 26.07.2019). 

 
Hokowhitu, Brendan, and Vijay Devadas. 2013. The Fourth Eye: Maori Media in 

Aotearoa New Zealand. Minneapolis: University of Minnesota Press. 
 
Hoorn, Jeanette, and Michelle Smith. 2011. “Rudall Hayward’s Democratic Cinema 

and the Civilising Mission in the Land of the Wrong White Crowd”. New 
Zealand Cinema, Fox, Alastair, Barry Keith Grant and Hilary Radner eds. 
Bristol, UK: Intellect. 65-81. 

 
Horrocks, Roger. 1996. “The Tradition of the New: Experimental Filmmaking in 

New Zealand.” In Film in Aotearoa, New Zealand, Dennis and Beiringer eds. 
Wellington: Victoria University Press: 57-88 

 
Hjort, Mette and Duncan Petrie, eds. 2007. The Cinema of Small Nations. Edinburgh. 

Edinburgh University Press. 
 
Hutching, Megan. 1993. Talking History: A Short Guide to Oral History. Wellington: 

Brigid Williams and History Branch Internal Affairs. 
 
Jacobsen, M.H. 1999. Hand-Me-Down Dreams: How Families Influence Our Career Paths 

and How We Can Reclaim Them. New York: Harmony Books. 
 



 

 156 

Jenkins, Richard. 2002. Pierre Bourdieu. London: Taylor and Francis. 
https://doi.org/10.4324/9781315015583  

 
Jones, Candace. 1996. “Careers in Project Networks: The Case of the Film Industry.” 

In The Boundaryless Career: New Employment Principle for a New Organisational 
Era. D.Rousseau, ed. Edinburgh: Oxford University Press. 58-75.  

 
King, Michael. 2003. The Penguin History of New Zealand. Auckland: Penguin. 
 
Kottak, Phillip Conrad. 2015. Mirror for Humanity: A Concise Introduction to Cultural 

Anthropology. New York, McGraw-Hill. 
 
Little, Paul. 2009. Temuera Morrison: From Haka to Hollywood. Auckland: Penguin. 
 
Margolis, Harriet, Alexis Krasilovski, and Julia Stein. 2015. Shooting Women: Behind 

the Camera, Around the World. Bristol, UK: Intellect. 
 
Mette, Hjort and Duncan Petrie, eds 2007. The Cinema of Small Nations. Edinburgh: 

Edinburgh University Press. 
 
Mita, Merata “The Soul and the Image”. In Film in Aotearoa New Zealand, Dennis 

Beiringer, eds. Wellington: Victoria University Press: 36-54. 
 
Mune, Ian, 2010, Mune: An Autobiography, Nelson: Potton and Burton. 
 
Murphy, Geoffrey. 2015. Geoff Murphy: A Life On Film. Wellington: Harper Collins. 
 
O’Shea, John. 1999. Don’t Let It Get You: Memories, Documents . Wellington: Victoria 

University Press. 
 
Limbrick, Peter. 2010. Making Settler Cinemas: Film and Colonial Encounters in the 

United States, Australia and New Zealand. New York: Palgrave McMillan. 
 
Petrie, Duncan. 2007. The Art and Craft of the Kiwi Cinematographer. Auckland: 

Random House. 
 
Petrie, Duncan, and Duncan Stuart. 2008. A Coming of Age: Thirty Years of New 

Zealand Film. Auckland: Random House. 
 
Price, Simon. 1996. New Zealand’s First Talkies: Early Film-making in Otago and 

Southland, 1896-1939. Dunedin: Otago Heritage Books. 
 
Pugsley, Christopher. 2017. The Camera in the Crowd : Filming New Zealand in Peace 

and War, 1895-1920. Auckland: Oratia Books. 
 



 

 157 

Reid, John. 2018. Whatever It Takes: Pacific Films and John O’Shea 1948-2000. 
Wellington: Victoria University Press. 

 
Shelton, Lindsay. 2008. The Selling of New Zealand Movies. Wellington: Awa 
Press. 
 
Shepard, Deborah. 2000. Reframing Women: A History of New Zealand Film. Auckland: 

Harper Collins. 
 
Thompson, Kristin. 2007. The Frodo Franchise: How The Lord of the Rings became a 

Hollywood Blockbuster and Put New Zealand on the Map. Auckland: Penguin. 
 
Tolich, Martin, and Carl Davidson. 1999. Starting Fieldwork: An introduction to 

qualitative research in New Zealand. Auckland: Oxford University Press. 
 
Turner, Stephen. 2013. “Reflections on Barry Barclay and Fourth Cinema.” In The 

Fourth Eye: Maori Media in Aotearoa New Zealand. Minneapolis: University of 
Minnesota Press. 162-178. 

 
Walker, Ranginui. 2004. Ka Whawhai Tonu Matou: Struggle Without End. Auckland: 

Penguin. 
 
Warrington, Lisa and O’Donald David. 2011. Floating Islanders: Pasifika Theatre in 

Aotearoa. Dunedin: Otago University Press. 
 
Wells, Peter. 1996. “Glamour on the Slopes or The Films We Wanted to Live” In 

Film in Aotearoa, New Zealand, Dennis, Jonathon and Jan Beiringer, eds. 
Wellington: Victoria University Press:. 173-182. 

 
Zalipour, Arezou ed. 2019. Migrant and Diasporic Film and Filmmaking in New 

Zealand. Singapore: Springer. 
 
 
 
Journal Articles 
 
Allen, Brenda 2011. “The Man Alone, the Black Sheep and the Bad Apple: Squeaky 

Wheels of NZ Cinema.”  MediaNZ 12 (2). doi: 
http://dx.doi.org/10.11157/medianz-vol12iss2id41. 

 
Anheier, Helmut, Jurgen Gerhards and Frank Romo.1995.“Forms of Capital and 

Social Structure in Cultural Fields: Examining Bourdieu's social topography.”  
American Journal of Sociology 100 (4): 859-903. 

 



 

 158 

Barclay, Barry. 2003. “Celebrating Fourth Cinema”. Illusions 35: 7-11. 
 
Blair, Helen, Susan Grey, and Keith Randle. 2001.”Working in Film: Employment in 

a Project-based Industry.” Personnel Review 30 (2): 170-185. 
Brickell, Chris. 2012. ”Men Alone, Men Entwined: Reconsidering Colonial 

Masculinity.”  Journal of New Zealand Studies NS13 (2012), 11-33.  
 
Blustein, D. 2004. ”Moving from the Inside Out: Further Explorations of the Family 

of Origin/Career Development Linkage. ” The Counseling Psychologist, 32(4): 
603-611. 

 
De Bruin, A. 2005. “Multi-level Entrepreneurship in the Creative industries: New 

Zealand's Screen Production Industry.”  The International Journal of 
Entrepreneurship and Innovation 6 (3): 143-150. 

 
Cupples L., and L. Thompson. 2010. “Heterotextuality and Digital Foreplay: 

Cell Phones and the Culture of Teenage Romance”. Feminist Media 
Studies 10 (1): 1-17. 

 
De Bruin, A. and Lewis, K. 2004. “Toward enriching united career theory: Familial 

entrepreneurship and copreneurship”. Career Development International, 9(7): 
638-646. 

 
Hennekam, Sophie, and Dawn Bennett. 2017. “Creative Industries Work across 

Multiple Contexts: Common Themes and Challenges.” Personnel Review, 
46(1): 68-85. 

 
Kitching, John. 2015. “Tracking UK Freelance Workforce Trends 1992 - 2014.” The 

Handbook of Research on Freelancing and Self-Employment. 2: 15-28. Dublin: 
Senate Hall Academic Publishing 

 
Moi, Toril. 1991. “Appropriating Bourdieu: Feminist Theory and Pierre Bourdieu’s 

Sociology of Culture.”  Papers from the Commonwealth Centre for Literary and 
Cultural Change 22 (4): 1017-1049. 

 
Navarro, Z. 2006. “In Search of Cultural Interpretation of Power.” Institute of 

Development Studies Bulletin,  37):11-22. 
 
North, Louise. 2014. “The Gender of “Soft” and “Hard” News.”  Journalism Studies 

doi: 10.(1080/146167OX.2014.987551). 
 
Nash, Roy. 1990. “Bourdieu on Education and Social and Cultural Reproduction. 

“ British  Journal of Sociology of Education. 11 (4): 431-447.  
 
  



 

 159 

Robinson, Andrew, and Clive Smallman. 2006. “The Contemporary British 
Workplace: A Safer and Healthier Place ?” Work, Employment and Society Vol 
20,1. London: Sage. 87-108. 

 
Rowlands, Lorraine and Jocelyn Handy. 2012. “An Addictive Environment: 

New Zealand Film Production Workers’ Subjective Experiences of 
Project-based Labour.” Human Relations 65 (5): 657-680.  

 
Schneider, Daniel and Kristin Harknett. 2019. “Consequences of Routine Work-

Schedule Instability for Worker Health and Well-being.” American Sociological 
Review, 84 (1): 82-114. Accessed 2 July 2020. 
https://doi.org/10.1177/0003122418823184  

 
Siebert, Sabina, and Fiona Wilson. 2013. “All Work and No Pay: Consequences of 

Unpaid Work in the Creative Industries.” Work, Employment and Society, 27  
 
Spoonley, P. 2004. “Is Non-standard Work becoming Standard? Trends and Issues.”  

NZ Journal of Industrial Relations, 29 (3): 3-24. 
 
Townley, Barbara, Alan McKinlay, and Gail Fairhurst. 2009. “Managing in the 

creative industries: Managing the motley crew.”  Human Relations 62 (7): 939-
962. 

 
Tyson, A.F. 2011. “A Synopsis of the Hobbit Dispute”. NZ Journal of Employment 

Relations, 36(3): 5-13. . 
 
Walker, Bernard. 2011. “How does Non-standard Employment Affect Workers? A 

Consideration of the Evidence.”  NZ Journal of Employment Relations 36 (3): 14-
29. 

 
 
 
Newspaper and Magazine Articles 
 
Anon. 1971. “Interview With Rudall Hayward.” New Zealand Women’s Weekly, 

February 15. 
 
Bollinger, Helen. 2016. “Roll on the Third Generation.” NZ Techo, October, 6-9. 
 
Britos, Peter. 2003. “A Conversation with Merata Mita. Oceana in the Age of Global 

Media.”  Spectator 23:1, 53-62. 
 
Burney, Kate 2019. “Pasifika Filmmakers Work Moves from Maoriland Festival Into 

Nationwide Cinemas. “ Dominion Post, 28 March 2019). 



 

 160 

 
Forster, Tony. 2017. “It was Thirty Years Ago Today; Tony Forster Celebrates Thirty 

Years of the Guild.”  NZ Techo, Spring, 8-14. 
 
Gardner, Lyn. 2016. “Theatres Must Act Now About Gender Inequality.” The 

Guardian, May 18. https://www.theguardian.com/stage/2016/may/18/gender-is-a-
journey-not-a-destination-neil-bartle. 

 
Jones, Bridget. 2017. “Sexism in Kiwi Movies.” New Zealand Sunday Star 

Times,October 8. 
 
Kirchgaessner, Stephanie. 2016. “Italian Judge Breaks up Families to Save Children 

of Mafia.” The Guardian, February 23. 
https://www.theguardian.com/world/2016/feb/23/mafia-italy-ndrangheta-judge-
breaks-familes-save-children-reggio-calabria. 

 
Martin, Helen. 2015. “BSS 2015: Exploring Indigenous Networks.” SCREENZ. 

http://www.screenz.co.nz/bss2015-exploring-indigenous-networks/ 
 
Parnham, Peter. 2019. “Changing the Rules: The Devil in the Detail.” NZ Techo, July, 

16-17. 
 
Schultz, Chris. 2019. “The Almighty Dollar.” New Zealand Listener, August 2. 
 
Yates, Siena. 2016. “Hautoa Ma Examines the Rise of Maori Film.” Stuff, February 4. 

https://www.stuff.co.nz/entertainment/film/76562550/new-documentary-
hautoa-ma-examines-the-rise-of-maori-film 

 
Stephens, Tainui. 2018. “What Makes a Maori Film?”  NZ Techo Autumn, 14-17. 
 
 
 
Online Sources 
 
Allen, Brenda. 2011. “The Man Alone, The Black Sheep and the Bad Apple: Squeaky 

Wheels of New Zealand Cinema”. MediaANZ, 12: 2. 
 DOI: https://doi.org/10.11157/medianz-vol12iss2id41 
 
Dankert, Ritski . 2011. Using Actor Network Theory. https://ritskedankert.nl/using-actor-

network-theory-ant-doing-research/  
 
Follows, Steven, Alexis Kreager, and Eleanor Gomes. 2016. “Cut Out of The Picture, 

A study of gender inequality among film directors in the UK film industry”. 
online: https://www.directors.uk.com/about-directors-uk. Accessed 
26.10.2018: Directors UK. 



 

 161 

 
Martin,  Helen Feature film Te Ara - the Encyclopedia of New Zealand, 
 http://www.TeAra.govt. Helen Martin, 'Feature film', Te Ara - the 
Encyclopedia of New Zealand, http://www.TeAra.govt.nz/en/feature-
film/print (accessed 5 October 2020) 

Watson, P. 2018. Gender Policy Announced. 
http://www.nzfilm.co.nz/news/additions-to-the-nzfc%E2%80%99s-gender-
policy-announced. 

 
 
 
Reports and Working Papers 
 
Jackson, Porscha. 1999. Bankers Raising Bankers: A look into a family career legacy. 

Working Paper. Texas A & M University.  
 
Ministry of Economic Development. 2012. Growth and Dynamics of the NZ 
Screen Industry. Statistics NZ, Wellington. 
https://www.mbie.govt.nz/assets/1dbbe5482a/economic-study-of-the-new-zealand-
film-i 
 
Department of Statistics. 2015. Screen Industry Survey. Wellington: NZ Government 

Printer. https://www.nzfilm.co.nz/news/screen-industry-survey-released-0 
 
New Zealand Film Commission. 2016. Feature Films Made in NZ 2013 - May 2017.  
https://en.wikipedia.org/wiki/List_of_New_Zealand_films 
 
New Zealand Film Commission. 2016. Feature Films Made in NZ 1939 - 2013. 
https://www.nzfilm.co.nz/resources/feature-films-made-new-zealand-1939-2013 
 
New Zealand Film Commission. 2017. Feature Film Development Funding Information 

on Gender 2011 - 2016. 
www.nzfilm.co.nz/sites/nzfc/filesDevelopment_funding_gender_statistics_2016pdf. 

 
New Zealand Film Commission, Women in Film, 2017. https://www.nzfilm.co.nz/new-

zealand/about-us/what-we-do/diverse-voices/women-film 
 
New Zealand on Air. 2017. New Zealand on Air Diversity Report. 

https://www.nzonair.govt.nz/research/diversity-report-2017/ 
 



 

 162 

Screen Women’s Action Group. 2018. #MeToo Screen Women’s Action Group Survey.  
Women in Film and Television NZ. 
https://www.wiftnz.org.nz/news/2018/5/23/swag-needs-your-feedback-to-help-tackle-
sex 

 
Women in Film and Television. 2018. WIFT Consultant Document. 

https://www.wiftnz.org.nz/resources/documents.aspx 
 
Unpublished Sources 
 
Blomkamp, Emma. 2009. “Framing Short Film: Cultural Nationalism and Economic 

Rationalism in New Zealand Film Policy”. M.A. thesis, Film, TV and Media 
Studies, University of Auckland. 

 
Jungen, Kristen Anne. 2008. “Parental Influence and Career Choice: How parents 

affect the career aspirations of the children. “ M.A. thesis, University of 
Wisconsin-Stout. 1:36. 

 http://www2.uwstout.edu/content/lib/thesis/2008junenkk.pdf 
 
Knezevich, Ruth, and Thomas McLean. 2017. [Exhibition catalogue] “Keeping it in 

the Family, British and Irish Literary Generations, 1770-1930. “ University of 
Otago Library. 

 
Kunin, Rebecca C M. 2004. “Trouble In Paradise: An analysis of Indian Film 

Production in New Zealand (1993 - 2003).” M.A. thesis, Film, Television and 
Media Studies, University of Auckland. 

 
Pointon, Susy. 2006. “Risky Business, The Creation of a New Zealand Film 

Industry.” PhD thesis, Film and Media Studies, University of Auckland. 
 
 
Film and Television 
 
Hakaraia, Libby, and Tainui Stevens (dirs.). 2016. Hautoa Ma! The Rise of Maori 

Cinema. Maori TV. 
 
Mita, Heperi (dir). 2018. Merata: How Mum Decolonised the Screen. Cliff Curtis 

Productions. 
 
Koha. 1980-89 New Zealand on Air. 
 
Smyth, Gerard (dir.). 2009. Barefoot Cinema: the Life and Art of Cinematographer Alun 

Bollinger. Frank Films. 
  



 

 163 

Appendices 
 

 
Appendix I: Interviews 

 
 
Recorded Interviews  
 
Alun Bollinger, cinematographer/director. OMNZ, NZ Arts Laureate, NZCS. 
Interview with author, 2.07.2017. 
 
Jimmy Bollinger, lighting assist/1st assistant camera. Interview with author,  
2.07.2017. 
 
Jo Bollinger, gaffer. Interview with author, 25.08.2017. 
 
Sally Bollinger, writer/director, Candlewasters. Interview with author, 
2.09.2017. 
 
Bindy Crayford, gaffer/ 1st assistant director. Interview with author, 
25.08.2017. 
 
Bonny Crayford, art department co-ordinator/ 1st assistant director.  
Interview with author, 10.12.2017. 
 
David Harre, documentary director. Interview with author, 1.12.2017. 
 
Rewa Harre, cinematographer. Interview with author, 5.12.2017. 
 
Gilly Lawrence, gaffer. Interview with author, 28.06.2017. 
 
Veronica Lawrence, production manager. Interview with author, 28.06.2017. 
 
Elizabeth McRae, actor. NZOM. Interview with author, 7.12.2017.  
 
Katherine McRae, director, actor. Interview with author, 2.09.2017. 
 
Geoffrey Murphy, writer/director, ONZM, NZ Arts Icon, Hon Doc. Lit 
(Massey University). 12. 10. 1938 - 3. 12. 2018. Interview with author, 
2.07.2017. 
 
Matthew Murphy, director. Interview with author, 28.06.2017. 
 
Robin Murphy, producer/ 1st assistant director. Interview with author, 
28.06.2017. 
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Larry Parr, producer/director/CEO Te Mangai Paho, OMNZ. Interview 
with author, 1.09.2017. 
 
Sonny Parr/ Julian Arahanga, director/producer, Awa Films. Interview with 
author, 16.05.2018. 
 
Chris Pickard, costumier. Interview with author, 22.08.2017. 
 
Patricia Robins, director/ script editor. Interview with author, 28.06.2017. 
 
Gerard Smyth, documentary director. Interview with author, 14.08.2017. 
 
 
Telephone Interview 
 
Waka Attewell, cinematographer, 26.05.2016. 
 
Solomon Bollinger, lighting crew, 8.06.2017. 
 
Tom Burstyn, cinematographer/director, 1.08.2019. 
 
Mairi Gunn, cinematographer, 7.08.2018. 

 
Paul Murphy, director/grip, 30.04.2020. 
 
Dame Gaylene Preston, producer/director, NZ Arts Laureate, ONZM, 
16.05.2019. 
 
 
Personal Communication 
 
Christina Asher, casting director, 17.05.2017. 
 
Peter Janes, cinematographer, 11.05.2018. 
 
Derek Morton, cinematographer, 6.02.2020. 
 
Andy Rennie, gaffer, 22/05.2017. 
 
Karla Rodgers, production manager, 17.05.2018. 
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Appendix II: Interview Questions 
 
 
History 1970 - 2020 
 
Describe your role in NZ film industry. 
 
When did you first arrive on a film set? Paid/ unpaid? 
 
What did you know before you got there? Who taught you this or how did 
you learn it? 
 
What kinds of things did you learn at home to prepare you for filmwork? 
  
Have you noticed any changes in filmwork practice over time? 
 
How would you describe your milieu during the 1970s. Who were your 
friends and workmates?  
 
How do you see yourself now? 
 
Looking back, would you do it all over again? What would you happily 
keep, and what would you happily give up?  
 
 
Project-based Work 
 
Are you in project-based work? Why/not ? 
 
Are you in a permanent job ? Why/not ? 
 
What do you like about being freelance?  
 
How do you get work? 
 
Is there a downside to being freelance? 
 
How do you manage when there were no jobs on the horizon? 
 
Do you get paid work from other spheres? 
 
Would you encourage your children to go freelance? 
 
Do you see yourself as a creative? 
 
Are you in film for the money, the creative satisfaction or both? 
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Family Career Legacies 
 
Is/was anyone else in your family in the film business? 
 
Did you recruit /were you recruited by - family members or through a 
network ? 
 
Can you describe your networks?   
 
Do you work with family members?  
 
Any drawbacks/ benefits? 
 
How do you think family filmwork networks evolve? 
 
 
Gender/Ethnicity 
 
How important is gender/ethnicity in getting filmwork ? 
 
How often have you worked with women in jobs usually held by men? 
Or vice versa? 
 
Are there any jobs which seem hard for women/Maori to get into? Or men? 
Why do you think that is? 
 
Do you think change is happening? What and why? 
 
Do you think it’s important to tell stories from a woman’s/Maori/Pasifika 
perspective?  
 
What do you think might need to change? 
 
Have you ever witnessed or heard of an instance of sexual discrimination in 
the NZ industry? 
 
What about racial discrimination?   
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Appendix III: Networks Linking Interviewees 
 
 
 
 
 

 
  

Key	

Free-lance	film	work:	 	
Family:	  
Waimarama	commune:	  
Generation:					 													1,	2,	3	  
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Appendix IV: Information Sheet and Consent Form 
 

[Reference Number: 17/069 as allocated upon approval by the Human Ethics 
Committee] 

 [19/05/2017] 

 
     ‘New Zealand Film Families’ 
 

INFORMATION SHEET FOR PARTICIPANTS  
 

Thank you for showing an interest in this project. Please read this information sheet 
carefully before deciding whether or not to participate. If you decide to participate 
we thank you.  If you decide not to take part there will be no disadvantage to you and 
we thank you for considering our request.   
 
What is the Aim of the Project? 
The aim of this project is to look at the phenomenon of three-generational screen 
industry workers and the way in which many aspects of free-lance film-work have 
changed from the 1970s to the present day. 
The project is being undertaken as part of the requirements for Helen Bollinger’s 
Master of Arts in Gender Studies. 
 
What Type of Participants are being sought? 
I am seeking members of three-generation, free-lance, film-worker families. I hope 
to interview up to thirty persons.  Two-generation members of free-lance film-
worker families are also sought. 
Participants will have access to a transcript of their interview if desired. 
 
What will Participants be Asked to Do? 
Should you agree to take part in this project, you will be asked to take part in an 
audio-taped and/or video-taped interview lasting one hour. Release forms are 
attached.  
This project involves an open-questioning technique. The general line of questioning 
includes:  Please describe how and when you got into free-lance film work. 
      What do you like/dislike about the work? 
      Describe any changes in film-work culture you’ve experienced over the  
  years?  
  The precise nature of the questions which will be asked have not been determined 
in advance, but will depend on the way in which the interview develops.  
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Consequently, although the University of Otago Human Ethics Committee is aware 
of the general areas to be explored in the interview, the Committee has not been able 
to review the precise questions to be used. 
 Please be aware that you may decide not to take part in the project without any 
disadvantage to yourself of any kind. 
 
What Data or Information will be Collected and What Use will be Made of it? 
The information I collect from you will contribute to building a written, aural and/or 
visual snap-shot of occupation, time and place. With your permission, oral archives 
will ultimately be lodged in the National Archives for the purpose of research. You 
have control of who can access this, and when. Your consent to a video interview 
could lead to the making of a documentary film, further down the track.  
Anonymity or Disclosure  
Due to the nature of the research and the smallness of the N.Z. film industry it will not 
be possible for your anonymity to be preserved in the completed research.  

 
Can Participants Change their Mind and Withdraw from the Project? 

Yes, if this is done before data-gathering is completed at the end of 2017. 
 

What if Participants have any Questions? 
If you have any questions about our project, either now or in the future, please feel 
free to contact either:- 
Helen Bollinger and Assoc. Professor Annabel 
Cooper  
 Dept. Sociology,                                           Dept. Sociology,                                           
Gender Studies and  
Social Work.                                         
 
   Gender Studies and  
   Social Work.                                                                                            
   University Telephone Number: 
   03 479 8939 
 022 044 2467   Email Address  … 
   annabel.cooper@otago.ac.nz 
Email Address 
bolhe@student.otago.ac.nz 
This study has been approved by the University of Otago Human Ethics Committee. 
If you have any concerns about the ethical conduct of the research you may contact 
the Committee through the Human Ethics Committee Administrator (ph +643 479 
8256 or email gary.witte@otago.ac.nz). Any issues you raise will be treated in 
confidence and investigated and you will be informed of the outcome. 
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 ‘NEW ZEALAND FILM FAMILIES’  

CONSENT FORM FOR PARTICIPANTS 
 

I have read the Information Sheet concerning this project and understand what it is 
about.  All my questions have been answered to my satisfaction.  I understand that I 
am free to request further information at any stage. 
I know that: 
1.    My participation in the project is entirely voluntary; 
 
2. I am free to withdraw from the project at any time without any disadvantage; 
 
3. While the thesis is under construction, all data will be stored electronically. This 

includes voice recordings and still and video images. They will ultimately be 
stored as a body of research at National Oral Archives. If a documentary film 
results, it will be lodged at Nga Taonga Sound and Vision, Wellington. 

 
4 This project involves an open-questioning technique. The general line of  
 questioning includes those about your experiences as a free-lance film-
worker.  The precise nature of the questions which will be asked have not been 
 determined in advance, but will depend on the way in which the interview 
 develops.  In the event that the line of questioning develops in such a way 
that  I feel hesitant or uncomfortable I may decline to answer any particular 
 question(s) and/or may withdraw from the project without any disadvantage 
of  any kind. 
 
I agree to take part in this project. 
 
 
.............................................................................    
       (Signature of participant)     (Date) 
 
 
............................................................................. 
       (Printed Name) 
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Helen Bollinger………………………………………………….. 
 
This study has been approved by the University of Otago Human Ethics Committee. 
If you have any concerns about the ethical conduct of the research you may contact 
the Committee through the Human Ethics Committee Administrator (ph +643 479 
8256 or email gary.witte@otago.ac.nz). Any issues you raise will be treated in 
confidence and investigated and you will be informed of the outcome. 
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Appendix V. Film Generations 
 
 

Robins/Murphy/Mita Family 
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McCrae/Bollinger/Crayford/Preston Family 
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O'Shea, Harre and Parr/Arahanga Families 
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Geoffrey Murphy with son Heperi Mita on his shoulders, talking with First A.D. Chris Graves 
on the set of Never Say Die, 1987. Photo: Ngā Taonga Sound and Vision. 
 


