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Inspired by flights of the Millennium Falcon he’d just 
seen in Star Wars in 1977 (before it ever grew its A 
New Hope subtitle), Kevin H. Martin hand-crafted 
a crude parody of the film using pieces of food as 
spacecraft. But Food Wars (like its organic vessels) 
ultimately would fall prey to spoilage. Meanwhile, 
Matt Hurwitz was waiting in line with the rest of 
the universe, far, far away, at the K-B Cinema in 
Washington, for the original film’s sequel, The Empire 
Strikes Back. Thirty-five years later, Hurwitz queries 
ILM senior visual effects supervisor Roger Guyett 
with a hearty, Yoda-like “Visual effects you have 
used here, hmm?”

Kevin Martin & Matt Hurwitz       
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“Ericson Core said that taking such a lean crew to 
shoot certain extreme-sports sequences meant that 
he was not only director and DP, but also the medic, 
on the Alps mountain shoot. That’s what you call an 
all-rounder.”
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“This is my sixth year covering the next generation 
of ICG cinematographers,” the North Carolina-
based writer notes. “Everyone has an interesting 
origin story. And every year I discover a new film 
or two!”
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Local 600 DP/director Ericson Core leads a band of merry warriors 
for the extreme action adventure remake of Point Break

by SOPHIA STUART / photos courtesy of ALCON ENTERTAINMENT & WARNER BROS. PICTURES

IN GOD’S 
HANDS
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IN HIS RE-IMAGINING OF THE CLASSIC 

SURF ACTION BUDDY MOVIE, POINT BREAK 

(DIRECTED BY KATHRYN BIGELOW IN 1991), 

LONGTIME LOCAL 600 DP AND DIRECTOR 

ERICSON CORE HAS GONE BIG AND 

BOLD, DELIVERING SEAT-OF-YOUR-PANTS 

ACTION AND DARING THRILLS FOR A NEW 

GENERATION OF FILMGOERS ACCUSTOMED 

TO EXPERIENTIAL VISUALS THAT PUT THE 

VIEWER DEEP INSIDE THE ACTION.

THIS IS NOT YOUR 90’S GREEN SCREEN MOVIE 

SHOT ON A BURBANK SOUNDSTAGE. THIS 

IS AS REAL AS ACTION FILMMAKING GETS. 

NO SETS, ELEVEN COUNTRIES, MULTIPLE 

CREWS, INTERNATIONAL CAST. IT’S GLOBAL 

IN SCALE AND SENSIBILITY, DRAWING ON 

CONTEMPORARY ECO-WARRIOR YOUTH 

CULTURE AND SHADES OF OCCUPY PROTESTS 

TO TELL A MODERN TALE.
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movies, and a rollercoaster ride. But it just didn’t have the 
depth I sought.”

The studio backing the remake, Warner Bros., was 
willing to listen to Core’s ideas. He’d been a DP on both 
The Fast and the Furious (2001) and Daredevil (2003), and 
director/DP on Disney’s Invincible (2006), starring Mark 
Wahlberg. He also had solid youth fare credentials, starting 
out as a cinematographer on music videos (Goo Goo 
Dolls, Run D.M.C., Rolling Stones: Voodoo Lounge) and 
commercials (Nike). 

“I said, rather than shooting a feature film and 
manipulating reality using green screen,” Core added, 
“I want to go to truly awe-inspiring places, which were 
beautiful to photograph, and engage the world’s greatest 
athletes, all while telling a global story that resonates with 
the themes of today.”

Point Break, circa 2015, has all the elements of 
Core’s pitch to WB, and a top-notch (albeit eclectic) cast 
to boot. Édgar Ramírez (The Bourne Ultimatum) stars as 
Bodhi (played by Patrick Swayze in the original) and Luke 
Bracey (GI Joe: Retaliation) as Johnny Utah (the iconic role 
created by Keanu Reeves in 1991 with the still-oft-quoted 
line, “The correct term is babes, sir”), while Ray Winstone 
re-creates Gary Busey’s role, but with his own inimitable 
East End London gangster drawl.

The plot takes its inspiration from Bigelow’s original: 
A young FBI agent (Bracey) is tasked with taking down a 
bunch of criminals by infiltrating their ranks. But this time, 
they are extreme athletes with a more modern agenda of 
putting the world to rights.

Core was not sure if he or a European cinematographer 
would shoot the film. But when producer David Valdes 
went location scouting with Core and saw the extreme 
circumstances in which the film would be shot, he 
persuaded (the studio) to let Core shoot and direct. 

ore’s plan for action 
filmmaking was simple: 

gather the world’s best extreme sports athletes and capture 
their daring feats on camera. They scaled mountains, free-
dove from ocean cliff faces, jumped from helicopters, 
surfed 70-foot Hawaiian waves, and traveled to distant 
lands in dugout canoes.

The cinematography, primarily handheld and 
beautifully lit despite the worst European rainfall in 
history, was mostly shot with ALEXA XTs and Ultra 
Prime lenses. Core didn’t slow himself down with video 
village or dailies – just crew, cameras, athletes and actors, in 
a risky enterprise that produced breathtaking results.

I met with Core during a break from Point Break’s DI 
in Venice, California. Wearing his customary bandana and 
holding his (eco-friendly) bicycle helmet, he explained why 
shooting and directing Point Break was a fulfillment of a 
lifelong dream.  

“When I was at USC Film School, I was influenced 
by documentary filmmaking and [documentary] still 
photographers like Galen Rowell and Steve McCurry,” 
Core shared. “In fact, there was a point in my career where 
I strongly felt I’d become a National Geographic-type 
photographer. My minor at USC was in Cultural and Visual 
Anthropology. I shot and directed a documentary on rock 
climbers who lived in cars and who were hermits in Joshua 
Tree. I’m a trained mountaineer and a Wilderness First 
Responder [WFR], so I was always the guy at film school 
who could climb with a camera.”

Core explained that the Point Break script floating 
around Hollywood a few years ago was more like the 1991 
cult surf movie, which didn’t leap off the page for him. 
“The original film was based here in Venice, about guys 
who robbed banks in order to surf endless summers,” 
he continued. “The expectation was the remake would 
be a tent-pole project – huge action, like the comic book 

C
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jumper Jeb Corliss.
“Extreme athletes have a different way of seeing life,” 

Core observed. “They are very grounded individuals, and 
it was important to show that authenticity. Many of the 
locations were chosen in partnership with the athletes, as 
they know where the most epic and extraordinary places 
are to shoot for their sports. For example, we ended up at 
Angel Falls in Venezuela because of Chris Sharma.” 

This is the first film Core has shot digitally. Spanning 
eleven countries, with multiple crews and footage 
mostly captured handheld, head-mounted, on drones, in 
underwater casings or strapped to helicopters, he insisted 
the ARRI ALEXA XT was the way to go.

“The quality of the image, staying in 2.39:1 aspect 
ratio, with frame rates varying from 24 frames per second 
for dialog, up to 60 to capture detail for action sequences, 
meant we needed the Alexas,” Core explained. “For lenses, 
I stuck mainly with the Ultra Primes, which have been my 

Working with Kurt Wimmer (and about six other credited 
writers), Core knew the story needed something strong to 
resonate with Next Gen audiences.

“We created a movement we called The Ozaki Eight, 
based on a fictional character, a Japanese extreme eco-
warrior who wanted to honor the energies and powers 
of the earth,” he described. “Bodhi becomes a devotee 
of Ozaki, wanting to give back to the environment, to 
regular people, to stop gold mining and deforestation, all 
to rebalance the world.”

To help tell this modern-day action fable, Core 
recruited some of the most renowned extreme athletes in 
the world. Surfers and expert watermen Laird Hamilton, 
Ian Walsh, Makua Rothman, Brian Keaulana and Ahanu 
Tson-dru came on board, together with snowboarders 
Xavier De Le Rue, motorcyclists Riley Harper and Oakley 
Lehman, wingsuit stunt pilots Jon Devore, Julian Boulle, 
and Noah Bahnson, free climber Chris Sharma and BASE 

It was the first time Core had used drones and he calls them “the biggest tech advance” on the film. “Helicopter visibility disappears when it 
gets wet, where as drones are able to go up, come down, and get cleaned up, even at high altitudes,” Core describes.
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paintbrush since Fast and Furious – they have a great look.”
Janosch Voss was Core’s main gaffer. “He’s a 

wonderful collaborator,” Core said. “I saw his work on 
The Book Thief, which was stunning. Janosch prefers book 
bounces, balloon lights, and Kino Flos, but together we 
found a great dance between architectural lighting with soft 
light and then hard light for dramatic impact and three-
quarter back light, which I happen to love.”

Another forward-looking aspect of Point Break 
was the film’s clever use of drones, particularly vital to 
cope with the persistent rain. “This was my first time using 
drones for a feature film,” Core revealed. “Drones are 
probably the biggest advance as a tool that we used on 
this film. The guys out of Digicopter, in Hanover, did a 
beautiful job. As soon as it gets wet, helicopter visibility 
disappears immediately, whereas drones are able to go up, 
come down, and get cleaned up, even at high altitudes. 
The Digicopters came with us everywhere, because they 
were so good.”

Noted underwater cinematographer Pete Zuccarini 
shot 2nd Unit in Tahiti for a moonlight scene with world 

champion freediver Marina Kazankova and award-
winning spear fisherman and freediver Mark Healey. “The 
extreme athletes with whom we were working pushed 
us to the max,” Zuccarini described, “and we wanted to 
be completely real to match their intensity. They were 
freediving at breakneck speeds, near sharp coral jagged 
surfaces, so we were really on the edge of danger the entire 
time. My crew was amazing. I had Tony Nagy as my top 
side focus puller and Peter Manno as underwater assistant 
camera operator, managing all the cables so I didn’t get 
twisted up in them as we plunged down to get the shot.”

For these underwater scenes, Zuccarini used a special 
casing for the RED Dragon with Ultra Primes he developed 
in partnership with Watershot.

“The Red worked because you need a light camera,” he 
offered. “But also one that still gives you full color range, 
shooting at 5K, even though you’re in the water and the 
laws of hydrodynamics come into place with volume/
meter displacement issues.”

The other sequence that heavily relied on REDs was 
during the head-mounted sequence for the wingsuit free-
diving scenes. “Jhonathan Florez [who tragically passed 

Director/DP Ericson Core
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away while wingsuiting, but not during the film production], 
Jon Devore, and Jeb Corliss are three of the best flyers 
on the planet,” Core told me. “So we strapped on twelve-
pound cameras [Florez was our camera operator], jumped 
off a cliff, and flew at 150 miles per hour through a narrow 
gorge with five other people in tight formation low enough 
to drag their feet through the grass.”

Steve Koster, aerial director of photography, joined 
Point Break for both the Hawaii and Angel Falls locations. 
He said with Core’s “you are there” mandate, he needed 
to get creative with his equipment, even going back to the 
manufacturer to push the hardware and software beyond 
its limits. 

“We used two Bell helicopters, a 407 and a 206L, 
which predicated the use of the Shotover F1 camera 
system mounted on the nose,” Koster recounted. “The 
caveat of using the lightweight Shotover is reduced look-up 
angle, prompting us to have a special wedge added to the 
mounting brackets to help tip the camera up to get the 
falls shot Ericson was after. We also got a software update 
from the manufacturer to maximize our tilt-up angle while 
looking at the falls. On the day Rick Shuster, our helicopter 

pilot, took us straight toward Angel Falls, we pitched up 
as steeply as possible, and then the nose would suddenly 
drop down as we plunged – a spectacular hammer-head 
shot that truly communicated the amazing extreme of 
being there.”

Second-unit camera operator Derek Hoffmann, 
who was in Maui for the surfing scenes, echoed the 
rush Koster described. “You can’t green-screen Jaws,” 
Hoffmann laughed. “So you have to be ready for those 
70-foot Hawaiian waves, the biggest in a decade. I was up 
on the cliff, shooting with an Alexa XT Plus. From my 
viewpoint I could see the surfers dropping into the waves, 
and then Mike Trisler repelling out of the helicopter. Brian 
Keaulana was coordinating all the stunts, and [Local 600 
cinematographer] Sonny Miller [who passed away in July 
– Waterman, May 5, 2015 - ICGmagazine.com - “www.
icgmagazine.com/web/water-man/” ] was shooting 
handheld off the back of a Jet Ski. Sonny was such a 
legend, and he got some amazingly epic shots.”

Guild water cinematographer Don King adds his 
recollections of the scenes done in Tahiti. “The hardest 

“I’m a trained mountaineer and a Wilderness First 
Responder [WFR] – I was always the guy at film 

school who could climb with a camera.”
{ DIRECTOR/DP ERICSON CORE }
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thing about shooting surfing is getting good waves. It 
helps that we went to Teahupo’o Tahiti, probably the 
most dramatic waves in the world, and that we had the 
best camera team and talent possible, led by Phil Boston. 

“But it also took good surf forecasting and some 
luck to be there when the biggest swell of the year rolled 
through. The surfers often rode two on a wave, both 
getting in the tube together, which is really hard to do,” 
King adds. “They even hand-held a Red camera while 
surfing behind another surfer. My favorite [sequence] was 
shooting the wipeout sequence in Tahiti’s crystal-clear 
water. Swimming with a Red Epic camera, in a small surf 
housing, I would position myself and stunt double Mark 
Healey in the impact zone. When a big wave came in, we 
would both go underwater and wait for the explosion. 
Huge expanding pillows of foam engulfed Mark and then 
the camera. With a big wave it feels like a bomb going 
off. The energy is very intense and visceral, and hopefully 
that comes across in the images.” 

Why, with all of the IATSE expertise on the crew, did 
Core opt for an international cast?

“Édgar was someone I admired very much and 
wanted for the film,” Core said. “And John Papsidera, a 
wonderful casting director, brought Luke to my attention, 
and he stood out with an incredible presence.”

At the end of the day, Core’s major emphasis was to 
keep the action in-camera, in real surroundings, to tell the 
story he wanted. “We used a small, very experienced crew 
for much of the movie,” he concluded, “and that was 
wonderful for the actors. At times, there were no more 
than four crewmembers between them and the story. No 
green screen. No tennis ball at eye level and me saying, 
‘This is your dead father coming at you.’ This was all 
of us on a mountaintop and me saying, ‘We have about 
twenty minutes before that storm comes in; let’s shoot.’ 
And we did.”
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