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The Long Shot
With John Asher

Making Hollywood History:
By Derin Richardson, 
HFJ Contributor

fulfilling”.

Although his mother did not make an appearance in 
his most recent endeavor, both she and Asher’s 
father, the late director William Asher (pioneer of 
the multi-camera setup for sitcoms with I Love 
Lucy), were obviously there in spirit as Asher 
challenged conventional methods of filmmaking 
with overwhelming success. 

With his most recent film, tentatively titled 
Somebody Marry Me, Asher boldly goes where no 
American director has successfully gone before: the 
first ever one shot feature.  One continuous, 98-
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From The Mentalist to Beverly 
Hills 90210, John Mallory 
A s h e r c e r t a i n l y h a s a 
decorated history of fine acting 
under his belt, but don't call 
him just an actor - - his 
fi l m s c a p e i s m u ch m o r e 
versatile these days. As a 
director, cinematographer, 
writer and producer, his 
e x t e n s i v e l i s t o f 
accomplishments continues to 
grow.

Many of you may know him as 
Greg Wallace in the successful 
tv series adaptation of the film 
Weird Science.

“It was awesome, I couldn’t 

think of a better experience.” Asher said. “It took 
three  months of casting before they decided on me 
and Michael Manasseri to play the characters and 
then they told me they were looking for a mom and I 
said ‘What about my mom? She was an actor, she 
was on Mary Tyler Moore, she’s talented.’ She came 
in and and they didn’t make her read, they just gave 
her the part.” 

Asher loved seeing his mother on set and working 
with her on camera.  Since then, he has included in 
several other projects, and continues to find roles 
for his mother which he says he finds “incredibly 
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minute shot.  A single take that showcases not only 
Asher’s skill as a director, but also his faith in his 
actors and the dedication of his entire crew.  This 
endeavor has given Asher the opportunity to 
dramatically effect the entertainment industry and 
revolutionize filmmaking.    

“I went to the producers and told them ‘look, what if 
we can make a movie for 1/10th of the budget?’ then 
I pitched them an idea from the top of my head 
‘what if there was a guy who was going to lose of his 

father’s inheritance unless he gets married, within 
the hour his father has left to live’. They said ‘great, 
let’s do it.’ and my first thought, What? Really?”

When the bottom fell of a previously scheduled 
project, and rent was about due, it was either go big 
or go home.  Nerves were on edge, time was short 
and excitement was through the roof.  

Excitement tur ned into panic , but panic 
subsequently turned into success. 
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“I would write scenes for the actors that were 
coming in to read and their agents would call and 
say ‘hey where’s the script?’ I simply told them that 
it was coming and I finally completed the script the 
day before the table read.” 

The idea for the film started a year ago when Asher 
began considering the unique filming style. Inspired 

by the film The Russian Ark, Asher set out to 
become the first director in the United States to 
successfully complete a film in one shot.

“To make things even more complicated, I wanted to 
make it a comedy, which is insane.  Comedies 
requires a ton of timing.”

To date, there are no other single take comedies 
anywhere in the world, which that makes this an 
even greater achievement.

“The whole process is incredibly captivating 
because the camera never blinks. You are wrapped 
up in the moment no matter what. You’ll be like 
“wait a minute, I’ve been on this journey and these 
actors have gone from A to B without stopping. It’s 
really impressive to see.”

Be on the look out for 
"Somebody Marry Me" 

in theaters soon!
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‘Somebody Marry Me’ 
Cinematography Notes 

by Graham Futerfas 
Shoot Dates December 13-16, 2012

Director John Asher approached me about 6 weeks 
before the shoot to see if I’d be interested in helping 
him shoot a movie in one shot. He’d only written the 
first 30 pages but sent them to me and I was really 
impressed with the quality of the script, but thought 
it was absolutely insane to shoot a movie in all in 
one camera shot. John and I had done a few smaller 
productions together that had turned out really well 
and had already established a fun working 
relationship, so of course I said Yes. What made the 
project even more interesting and unexpected for 
me was that it was a comedy -- not a genre you 
might expect from a movie done in one shot. Similar 
attempts at long takes such as Rope, Touch of Evil, 
Russian Ark, Snake Eyes, and Goodfellas were 
typically dramas with visual flair, although The 
Player stands out as a comedy with a long tracking 
shot.

Plot: In order to stay in his wealthy father’s will, 
David “The Bagel King” Rosenberg must get married 
before the end of the day. Comedy ensues when he 
places an ad online to find someone, anyone, who 
will marry him. In the process, he learns a lesson 
about love and money.

The decision to shoot in one shot: Part novelty, it 
keeps the audience engaged with a movie that 
literally unfolds in real-time. The ‘Ticking Clock’ 
that keeps tension in the script is enhanced -- David 
has to get married before the end of the day in order 
to reinstate his inheritance from his father. Doing 
the whole thing in one shot keeps the sense of 
urgency and immediacy in the story. Asher was 
adamant about doing everything in one continuous 
shot with no hidden cuts or wipes, but he was open 
to digital stabilization and airbrushing as needed. 
He liked the use of the camera as a theater 
proscenium and let the action unfold, so we moved 
from scene to scene but then settled in to let the

actors captivate the audience. At the same time, we 
didn’t want to be voyeuristic but instead tried to 
create well-composed widescreen frames that 
allowed the actors to occupy them and move 
through the left, right, center, and depth of the 
screen.

1Camera Technical Details:

We chose to shoot on the RED Epic instead of other 
digital cinema cameras for many reasons. It’s light 
weight, high resolution (which enabled later digital 
stabilization), RAW recording, large media cards, 
and low power consumption were the primary 
deciding factors.

Settings: 2.40:1 widescreen, shot on RED Epic, Build 
3.3.14, 5K HD, RedCode 8:1 Compression, 23.976 
fps, 180 degree shutter, HDR off 

*Frame Guides set for 85% of recorded area 
(essentially a 4K 2.40:1 frame inside of a 5K 16x9 
frame) so that there was a 15% look- around that 
could be used for digital image stabilization, 
additional width on the lens, headroom and 
rotational adjustments. The high resolution of the 
Epic was a real advantage over an HD camera in 
this regard.

*RAW recording allowed for later adjustment of ISO 
exposure and White Balance, so we selected a 
middle-of-the-road setting of 500 ISO and 5600K 
color temperature. *Lens was an Angenieux Optimo 
Rouge 16-42mm T2.8 zoom with a Microforce 
controller on the right handheld handle. I put a lot 
of thought into which lens to use for this project, 
and also considered a Canon-mount zoom such as a 
16-35mm and also prime lenses. Ultimately, the 
Optimo offered a wide field of view, generally light 
weight at 4.4 lb.., and the ability to use a Microforce 
for smooth, subtle zooms, as well as an accurate and 
expanded focus scale. 

*We used an HDMI transmitter\receiver made by 
Paralynx that had great quality and range for a 
handheld director’s monitor

*We had to solve the issue of getting the camera to 
record for 100 minutes. This was accomplished by 
putting a dual-battery hot swap plate on the camera 
and loading it up with two Dionic HCX batteries 
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(rated at 120 watt-hour a piece) plus a RedVolt 
battery in the hand grip. The batteries could keep 
the camera running for over 4 hours, even when 
recording, so the Epic’s low power consumption was 
another reason we chose that camera. We were able 
to find two RED 512-GB SSD cards that had just 
come out, and this enabled us to use much less 
compression (I originally tested a 256GB card and it 
would have forced us to use Redcode 11:1 or 12:1 to 
get over 100 minutes on there)

*I wore an Easy-Rig to help with the weight of the 
camera while handheld and it was essential to being 
able to do the shot, but it also presented challenges 
when getting into and out of the Bagel Van because 
of the extra height. *I have to credit Cliff Hsui (ASC 
associate member?) at Alternative Rentals for 
helping me solve a bunch of technical hurdles and 
for finding the perfect camera gear to accomplish 
this feat. He spent a lot of time advising me on 
battery life, handheld accessories, lenses, and video 
assist options. I also have to credit my 1st AC Bob 
Fredricks for keeping the camera running and 
keeping me comfortable during a LOT of handheld 
work.

The Locations: 

There are two main locations in the story -- the 
Father’s mansion and David’s house. Also, he drives 
a Bagel Van (his start-up business is the Bagel King) 
that he drives between the locations. He also gets 
pulled over by an over-zealous cop during the drive.
The Bagel Van was the original big challenge 
because I couldn’t figure out an easy way to rig the 
camera to the side of it and get on and off, especially 
since we needed a second passenger to accompany 
us on the way back to the mansion.After a few days 
of thinking on this obstacle, it struck me we could 
use a ‘Step Van’ and turn it into a Bagel Truck. Then 
I found a pink ice-cream truck that I thought would 
be funny and practical, so I sent the picture to Asher 
and he loved it. It gave me a way to step into the van 
and shoot from the passenger side. It even had a 
place just inside the dash board area that I could sit 
down and get a great angle on David driving. The 
only downside was the Easy Rig was just high 
enough to hit the top of the door jam when I got in, 
so I had to be really careful getting in and out of the 
van.

Because of how fast we had to pull this whole thing 
together and the fact that we lost a key location less 
than two weeks before Production started, Asher, 
Producer Kimberly Stuckwisch and I scouted about 
for a Mansion location just days before the 
production. The most difficult part was that the 
locations had to be a short distance away so David 
can drive between them while acting on the phone 
and getting pulled over by a cop. And we had to have 
the locations early enough so that Kimberly could 
pull the permits and make all the arrangements for 
equipment. We literally just knocked on doors of 
random apartments and houses close to the 
mansion we liked to see if they would be open to 
being in a film.

Lighting:

Both locations had to be lit simultaneously and of 
course we saw the front of both houses. Hiding lights 
was tricky and had to be very carefully thought out. 
We also didn’t have a huge budget for lighting so it 
had to be done economically. We lit the mansion 
with about 10 1200watt HMI PARs through 
windows and into bounces above the staircase, and 
had an Arri M18 that provided a nice sunlight effect 
through one window near the father’s office. We also 
used a Jo-Leko (Joker HMI with a Source 4 Lens) 
with a window- pattern gobo to throw a window-
looking shape onto the stairs as well and keep it 
from looking too flat. We used 5 1x1 Lite Panels with 
batteries for various fills, accents, and in the Bagel 
Van.

Finally, we replaced many of the recessed lighting 
fixtures at the Mansion and the house with Daylight 
balanced Compact Fluorescents -- we bought 50 or 
so of them and they kept burning out because 
they’re not happy in recessed fixtures. They did last 
long enough for our shoot and the ones we got had 
decent enough color that the yellow\green in them 
wasn’t noticeable. We had to replace many of the 
dimmable switches with regular ones so they’d work 
on those circuits. These brought the levels up in the 
Mansion and house significantly and were built-in, 
which meant we could see them on camera without 
a problem.

Of course, we had to have the sun as a source as 
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a source as well, though I think we lucked out with 
the cloudiness. When we rehearsed in full sun it was 
quite harsh, created flares (I didn’t want to use a 
matte box), and was throwing shadows that I had to 
avoid. The clouds provided a nice light (but the rain 
that came with them was a major problem!)
My gaffer Brandon Alperin was so instrumental in 
taking my initial notes and diagrams and building 
upon them. Almost all of my energy was directed 
toward the camera and blocking the scenes and 
hitting my marks that I couldn’t focus too much on 
lighting after production started. Brandon added so 
many nice touches and saved me numerous times. 
He also had to add a few lights during the take at
one location while we were gone to the other 
location because while they’d have been in shot for 
earlier scenes, the lights were needed for later ones.
The Production: We had four days to pull this off. 
Asher and his ensemble cast had spent the previous 
two weeks rehearsing scenes in a small theater 
space at a Magic shop. The first two days of 
production were spent blocking and lighting. We 
blocked at the mansion for a day and then did the 
driving scenes and David’s house on the second day. 
I preferred to block with the real camera on my 
shoulder and a handheld monitor for Asher and the 
AD because it gave an accurate depiction of what 
could be accomplished and I got used to hitting my 
marks and memorizing the movements, focus pulls 
and iris adjustments.

I did all of the lens controls myself because I was 
afraid of having a failure point and the need to have 
an AC next to me the whole time. So I pulled my own 
focus mainly based on distance estimation -- we 
labeled the follow focus dial with the distance marks 
and I went with that. I’m actually surprised at how 
well it worked out because I constantly had to pay 
attention to the focus. We put a second FF4 Follow 
Focus unit attached to the aperture ring and so I 
had focus on the left side and iris on the right. As we 
went out of the doors from interior to exterior, I 
adjusted the stop knowing that I could later fine 
tune by going back to the RAW files and adjusting 
the ISO in post. I just had to be close. I also had a 
Microforce controller on the handheld handle that 
let me add a few subtle zoom-ins for added drama. 
We wanted to avoid snap zooms and docu-style 
camera work though... we wanted it to feel as 
cinematic as possible.

I worked closely with Production Designer Elvis 
Strange to create environments that were 
conducive to shooting 360 degrees and also to 
remove reflective objects or mask them with matted 
contact paper so I wouldn’t see myself and the 
camera. He replaced glass-covered paintings, 
matted windows, and did an excellent job making 
the sets look great on camera.

Everyone had a job to do: There were 17 cast 
members in the movie that all had to hit their 
marks and deliver great performances. Ray 
Abruzzo played David, the lead character, and he 
joked that I was his Ginger Rogers to his Fred 
Astaire -- I did everything he did but backwards and 
in high heels (well, with a 20 lb. camera on my 
shoulder and a bunch of blind spots). He really did 
drive a lot of the camera movements though and I 
relied on him to help cue me and keep us on pace.

Aside from the cast, there were lots of people 
working behind the scenes during the take. The 
director and 1st AD Joe Suarez hid behind walls and 
just out of frame with a walkie-talkie to cue when 
actors needed to come in and move around out of 
frame. There were retired cops on motor bikes 
keeping our motorcade safe during the driving 
s c e n e s . T h e p r o d u c e r w a s i n c o n s t a n t 
communication with the team at the mansion and 
the house as they prepped ahead of us for upcoming 
scenes. Lights were set and moved during the take. 
My Ninja Key Grip moved fluidly with me and I 
hardly knew he was there until I would sit down 
right onto the apple box he’d set for me. PA’s had to 
wipe our rain-wet footprints from the floors behind 
us after we entered the mansion so we could exit 
again. It was especially rewarding to work as a team 
to accomplish this task, and everyone was 
important to the execution, from the director down 
to the electricians and PA’s.

The third day of production was a dress rehearsal 
but we kept the location mats and protection down 
and we made tweaks and adjustments at this point. 
We felt very good about accomplishing the shoot at 
this point.

My Key Grip, Jason Webster, was dubbed my ‘Ninja’. 
Always dressed in black, he never left my side for 
four days. He carried an apple box the whole time 
and when I hit a mark that needed a lower angle, 
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he’d put it under my butt and it got to the point that 
I would just sit anywhere I needed to and knew he’d 
keep me from hitting the ground even though I 
couldn’t see what was under me. He also manned 
the door to the Van and kept me from bumping into 
tables and walls when I had to move backwards. He 
also rigged the van for us and armed lights out 
above the big staircase and did all the usual grip 
trimmings and menace arms.

A Few Notes about Operating the Camera: 
Physically, it was certainly tiring to have the 
camera on my shoulder 5-6 hours a day through the 
blocking, rehearsals, and shoot, but the Easy Rig 
helped tremendously. I work out a bit and practiced 
some yoga and mobility routines during the 
production in order to keep from being too sore or 
cramped, but definitely felt worn out at the end of 
the day.

One thing I consciously tried to avoid was bring 
over-rehearsed when operating the shots. I didn’t 
want it to feel like we were just hitting marks that 
we’d hit a bunch and didn’t have the element of 
discovery or surprise, so I can think of several 
instances in the shot where I had to be patient and 
let the characters guide me to a camera move 
without looking like I knew it was coming. For 
instance, there’s a gag where David is at the front 
door having a funny argument with his neighbor, 
then the neighbor goes inside and David has one 
final line of dialogue through the mail slot which 
required me to pan the camera down with him. I was 
conscious about waiting for David to lead me to the 
tilt-down instead of anticipating it, which I think 
makes it more surprising to the audience and thus 
funnier. The hard part was knowing that we were 
coming to the end of a scene where I might have to 
stand up, so I’d get my feet positioned for standing 
and could see the camera bobble a bit as I did it. I 
didn’t want the audience to feel I was getting ready 
to move the camera until David led me to it.

The fourth and final day, our moment of truth, and 
Murphy’s law struck. First, it was raining. Drizzling 
really, but it didn’t let up and this was creating 
water spots on the lens that couldn’t be wiped off 
during the take. Key Grip Jason Webster carried a 
piece of cardboard that he held over the top of the 
lens to keep the drops off.

We also had some trouble with an actor who couldn’t 
remember his lines. This was creating panic, and we 
had to restart a few times. Mainly, the first few false 
starts, I could feel everyone was nervous (especially 
me -- it was one thing to do these camera moves in 
rehearsal, but once we pushed record and that red 
dot was in the upper left corner of the frame, I could 
feel a lot of pressure and tensed up). Eventually we 
relaxed a bit.

Then our wireless Paralynx transmitter failed on us. 
After messing with it for 45 minutes or so, I asked 
Asher if he could do all of their cueing and shooting 
without a monitor because it was a Sunday and the 
rental house was closed and it would take hours to 
replace it. The wireless had worked flawlessly for 
three days but suddenly we couldn’t get it to work.
So we started a take and got really far into it -- 68 
minutes and on our way back to the mansion -- and 
the camera stopped recording and I got the ‘Media 
Full’ warning. Damn! We figured out that we had 
somehow accidentally enabled the HDR mode of the 
camera, possibly while messing with the downed 
video transmitter, and that doubles the data rate. 
Later, I was curious to find out if perhaps being in 
the HDR mode somehow screwed with the HDMI 
signal and made it so the transmitter was unhappy 
with it -- maybe we’d accidentally enabled HDR and 
this was also the cause of the transmitter failure?

We broke for lunch feeling miserable. The producers 
came around asking if we were available the next 
day in case we had to add a day to the schedule. 
Because the budget was so low and this was 
privately financed, this would be a great hit to our 
EP and many of my crew was leaving town for 
Christmas. It didn’t seem doable.

Picking up the pieces and trying to rally from our 
despair, we reset everything and made one final 
attempt before the sun would be gone. The take was 
magic. The actors all gave excellent performances. 
The camera worked flawlessly (still no video assist 
for the director and AD to work off of). Soon enough 
I realized we were on the next to last scene and I 
had been smiling and enjoying the scenes unfold in 
front of my camera. Holy cow, we were going to 
make it! Last scene, the lovers kiss, the director 
calls ‘Cut!’ and everyone started hugging each other 
with tears in their eyes. We got it but I couldn’t stop 
rolling the camera. For a few more seconds, I shot 
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the team hugging each other, giving each other high 
fives and celebrating our victory. It was a highly 
emotional day full of ups and downs and we are all  
proud of the accomplishment of shooting an entire 
movie in one shot.

At the end of the day, Asher (jokingly?) told me has 

was glad he only had one complete take and didn’t 
have to decide which version to use out of two or 
three of them. It’s truly one of a kind. I’ll fondly
Somebody Marry Me - Cinematography Notes 8
remember my time working on this production and 
am fortunate to have had the opportunity to shoot a 
movie in one shot.


