Cinematic Storytelling
-in order to master the craft of filmmaking, one had to understand the relationship between idea and the full complement of film tools

-when we tell a story in cinema, we should resort to dialog only when it’s impossible to do otherwise

-rely more on the visual than on the dialog

-editing is a method that controls the “psychological guidance’ of the spectator

-there are hundreds of way of conveying ideas in movies; dialog is but one.  This book has assembled 100 non-dialog techniques, creating a kind of encyclopedia of cinematic storytelling

-cinematic storytelling manipulates our emotions, revealing character and plot without our immediate knowledge

-a script is a blueprint of a cinematic story: one told with sound and picture

-there are two requirements of a great script: one is to have a great story, the other is to render the story cinematically

-film introduces technical elements that the screenwriter is expected to exploit

-a successful script needs to be a blueprint of a movie, which includes conveying to the reader what they will see and hear on the screen

-movies start and end with story 
-a shot isn’t considered unless it advances plot or character

-the first part of the director’s job is knowing what the audience should be feeling, and when.  The second part is harnessing the tools to get them there

SPACE: 2-D & 3-D SCREEN DIRECTION

-film space refers to the special dynamics inherent in the film frame.  A film frame is both a static snapshot and part of a moving picture

-the composition of the frame continuously changes.  This added characteristic affords two important story elements – that of screen direction and comparison

-Screen Direction refers to the direction a character or object is traveling
-X-axis refers to the line that cuts the frame horizontally

-Y-axis refers to the line that cuts the frame vertically

-Z-axis refers to the axis that runs from the foreground-to-the-background or background-to-the-foreground in the frame.  The Z-axis is what gives the audience its sense of 3-D space or depth-of-field

-X-axis: the eye moves comfortably from left to right as this mimics reading.  The eye is less experienced to move the opposite direction and is therefore less comfortable

-Y-axis: moving an object down the screen appears easy as it is aided by our sense of gravity.  Moving an object up the screen will appear difficult because it is assumed it will be resisted by gravity

X-AXIS (HORIZONTAL)
-the protagonist (“good guy”) will enter screen left every time.  When he moves left-to-right our eyes move comfortably.  Subconsciously, we begin to make positive inferences

-the antagonist (“bad guy”) usually enters from the right.  The antagonist’s entrance makes us uncomfortable by transferring our learned discomfort to the character

-when these two forces are aimed at each other, we naturally anticipate some kind of collision

-by using screen direction to graphically suggest a pending collision, the film has set up conflict and character, and piqued our fears

Y-AXIS (VERTICAL)
-when an object runs along an axis in a straight line, and moves at a fixed speed, we automatically assume that the “good” destination is somewhere along the trajectory.  Staying on track is a deep-felt virtue.  Detouring or being sidetracked has negative connotations

-by using the Y-axis to set up a linear established route, one that represents safety and normalcy, Hitchcock could also establish its opposite the dangerous detour

XY – AXES (DIAGONAL)

-gravity aids the motion of descending diagonals.  The descent seems very easy, possibly inevitable.  Gravity works against the ascending diagonals.  It is easier to fall downward, then move upwards

-because gravity aids the descent, we know that nothing but a major intervention could stop the course of events

Z-AXIS (DEPTH-OF-FIELD)

-the Z-axis is the line that runs from foreground <--> background.  It’s what carries the illusion of depth-of-field refers to the distance along the Z-axis that is in focus, or focal length.  The wider the lens, the longer the focal length.  A deep-of-field is achieved by two things: a wide angle lens and lighting that will generate a higher f-stop

-depth-of-field can:   a) change a character’ size as they move within the frame and b) represent a character’s size 




relative to other characters within the frame

Z-AXIS (PLANES OF ACTION)
-painters divide the static frame into three planes.  These are foreground, middle ground, and background.  For the filmmaker these zones can be used to stage different story elements

-by exploiting the three planes of action, the past and the present can play alongside each other.  Staging can help further externalize the subtext of the script

Z-AXIS (RACK FOCUS)

-a Rack Focus shot, also called a Pull Focus, requires a shallow depth-of-field.  This means that only a narrow plane of the Z-axis can be in focus at one time.  When the camera operator “pulls focus” he/she shifts the focus from one focal plane to another.  In so doing, the audience’s attention shifts from objects situated on one plane to objects on another.  By creating a shallow depth-of-field, the in-camera effect can selectively redirect the audience’s attention anytime during the scene

-Rack Focus allows you to redirect the audience’s attention from one object to another.  It is often used to affect surprise through a sudden reveal, usually an important plot point.  Since it heavily underscores the reveal, it should be used sparingly

FRAME

-brightness, color, size, shape, motion, speed, and direction.  Through careful manipulation, these elements can guide the audience’s attention and emotional response

DIRECTING THE EYE

-light and dark function as visual signposts.  What’s important is lit, what’s unimportant is left in darkness

-by de-emphasizing the visuals, the audience is also subconsciously directed to pay closer attention to the dialog

-from the directive of the visual signposts (light and dark), the audience knows what to focus on

IMBALANCE

-a balanced frame is one in which there is an intentional symmetry.  Mass, color, size, shape, and complexity, and implied direction are manipulated to create this effect

-both problem and solution can be externalized by this clever use of graphics

-by using balance and imbalance, the writer and director have established the initial conflict in the script.  Later it is the symbolic relationship that at first appeared as a solution that becomes the central conflict in the film
BALANCE

-ideas can be conveyed largely by graphic principles

-by coding characters early in a film, their symbols can be recalled later on

ORIENTATION

-when the basic rules of viewer orientation are broken, they draw attention to themselves.  Consequently when they are used, they need to mean something – or they’ll be rejected

-a disorienting shot intentionally disorients.  If done carefully, it can externalize a characters inner world.  Disorientation is effective because we expect to see the world from a familiar perspective; any detour from that view will dramatically underscore a scene

SIZE

-a character’s relative strength and weakness can be established by the use of size

-Lang uses size to contrast the power of the “upper world” with the “world beneath”

SHAPE WITHIN THE FRAME

-depending on use and context, shapes can be used to suggest ideas and a range of emotions.  Traditionally we accept that there are three fundamental shapes:  The Circle, The Square, The Triangle

-visual theorists often link shapes with specific emotions or ideas

 Rounded Shapes


-indirect, passive, romantic, pertaining to nature, soft organic, childlike, safe and flexible

 Square Shapes


-direct, industrial, ordered, linear, unnatural, adult, and rigid

 Triangles


-aggressive and dynamic

-a writer or director can use shape to create a dynamic location within a scene.  Characters can also be given competing signature shapes creating a visual conflict.  Conversely, they can be given like shapes suggesting similarity

-once characters are “coded,” their change can be mapped by the audience over time

CIRCULAR

-whenever a symbol like light is used, it is far more effective when it’s contrasted with its opposite.  Similarly, the use of the circular is greatly augmented when it’s opposite, the linear, plays alongside

-circular imagery can inherently suggest confusion, repetition, and time, but it can also generate less obvious shadings when used with contrasting elements
-characters can be given conflicting graphic symbols, in this case an outer and inner symbol.  Once established they open up the story to “picture-telling.”  The audience can then actively participate in decoding the images, making the interpretation their own.  Less reliance on dialog is necessary

LINEAR
-linear simply refers to the use of lines.  Lines can externalize any number of abstract ideas.  When made physical, they offer another way of communicating ideas

-symbolic use of graphics can externalize ideas and character choice.  If set up properly they can also help us measure a character’s decision-making over time

TRIANGULAR
-a triangular element can be created by many devices such as lighting, furnishings, exterior graphics, character positioning, or movement.  A triangle might refer to the harmony of the family as in father, mother, and child

-the opposite can be inferred – that of disharmony – the unwanted third wheel in a friendship, or the conflict implied by a lover’s triangle.  The meaning of the symbol depends on rendering

-when new shapes appear, we know that a change has occurred

RECTANGULAR
-the rectangular is used to represent a portal to another world.  It symbolizes the character’s conflict and helps to externalize his choices

ORGANIC VS. GEOMETRIC
-in general, organic shapes are associated with nature, geometric shapes with man and his technology

EDITING

-editing is the construction of scenes through the assembly of shots

-five editing principles that remain the foundation of modern day cutting: 1) Contrast 2) Parallelism 3) Symbolism 4) Simultaneity 5) Leitmotif

-the purposeful use of editing could guide the audience’s emotional responses

-the writer’s and editors single most important job is the “psychological guidance” of the spectator

MONTAGE
-a Montage is created through an assembly of quick cuts, disconnected in time or place that combines to form a larger idea.  A montage is frequently used to convey passage of time, coming of age, or emotional transition

-it is a specific narrative construction – a series of shots usually without dialog

-the montage suggests the passage of time and character progression

ASSEMBLY

-assembly means the creative construction of a scene through the assembly of separate pieces of film.  The resulting scene being a kind of mosaic of shots producing a larger idea (shower scene in Psycho)

-editing can guide the emotional response of the viewer by choosing how to parcel out the event in shots over time

MISE-EN-SCENE

-today, mise-en-scene refers to a scene in which the action plays out in front of a continually running camera.  New compositions are created through blocking, lens zooms and camera movement instead of cutting.  The scene is shot in real time as one interrupted take that will stand on its own without the aid of editing

INTERCUTTING
-Intercutting (also called cross-cutting) occurs when two scenes are shot in sequence, but presented by cutting back and forth between them.  This creates a sense of two actions occurring simultaneously in two different locations

-frequently Intercutting is used leading up to the climax of scene in Act Three

SPLIT SCREEN

-a split screen runs two shots side-by-side within a single frame.  Like Intercutting, a split screen creates the idea of simultaneous action

-split screen can show two or more images on the screen at one time

DISSOLVES

-Dissolves blend one shot into another.  This is achieved optically by fading out the first shot while the second shot fades up.  A dissolve softens a cut.  Dissolves can be brief or extended depending on how “soft” the filmmaker wants the effect to be

-a dissolve links two ideas together by blending one image into another.  Dissolves can offer endless dramatic possibilities.  They are often used to show the passage of time

SMASH CUT

-the purpose of the Smash Cut is to jar the audience with a sudden and unexpected change in image or sound

-a smash cut can also be produced by cutting a wide shot against a huge close-up.  The effect is like a loud visual bang.  It jolts the audience by sabotaging their visual expectations

-another method is to splice a fast moving shot against a static shot.  The audience feels like they are on a speeding train that just hit a cement wall

-used sparingly, it can be effective.  If, however, the audience learns to expect it, it will feel hackneyed

TIME

-a film is a dramatic representation of life.  It is made up of scenes ordered to represent the passage of film time through the assembly of edited shots.  Film time is rarely paced as we would experience it.  With the exception of mise-en-scene, most edited sequences manipulate real time.  As soon as we cut from one shot to another we have the opportunity of altering the experience of real time.  We can speed it up, slow it down, freeze it, or disrupt it.  We can also move backwards or forward

-the reason filmmakers alter time is because they are creating a dramatic story.  Only those moments that contribute to its advancement are included, all else is left out

-while a single flashback or flashforward is rarely a problem, the continual interweaving of different time periods throughout a movie is a lot more difficult

EXPANDING TIME THROUGH PACING

-as audiences we expect time to spool out as we experience it.  Disrupting the audience’s expectation provides a creative opportunity

-in this example, pacing is used to slow down time and externalize the protagonist’s anxiety about his new environment

-changing pacing within a scene serves to separate a scene into distinct parts and/or characters into distinct worlds

CONTRAST OF TIME (PACING AND INTERCUTTING)

-intercutting can also be used to quicken the pace and heighten suspense
-the dramatic value of Intercutting is used here to step-up the suspense.  The suspense is also augmented by other techniques like contrast in movement, length of shots, and camera angles

EXPANDING TIME – OVERALL ACTION
-movies have rhythms made up of a number of variables, one of which is film time.  Expanding film time by overlapping action can add great dramatic value to a scene.  It can shine a light on a particular moment or an entire scene.

-it is often used to underscore important plot twists, climatic scenes, and pivotal emotional revelations.  Expanding film time is conventionally used to evoke suspense

-expand film time by overlapping the action.  For this to work they need to design the scene with enough cutaways and reactions shots to cut to.  In this way, time can be stopped by extending the time it takes for the moment to play out on screen.  This is done by showing the audience the same moment from different camera angles and points of view

SLO-MOTION
-Slo-Motion is usually created in-camera by running the film through the gate faster than the standard 24 frames per second used to represent real time

-one of the hallmark characteristics of slo-motion is that it can visually suggest two states of consciousness by contrasting it to real time

-slowing down reality is often used to show how a character sees the world when in the midst of a traumatic event.  This draws our attention to the scene.  When slo-motion is coupled with a POV shot it can greatly increase audience sympathy

FAST-MOTION (TIME COMPRESSION)
-Fast-motion compresses reality by having the film pass through the gate at a slower rate than the standard 24 frames per second.  Fast-motion is reserved for those moments that need to be especially highlighted.  

-often used in comedy, but can also be effective in drama

-fast-motion both compresses time and separates the fast-motion scene from the rest of the film.  For this reason it is used when emphasis is intended

FLASHBACK

-a Flashback is a staple technique in novels and plays.  In movies it is used more sparingly as it risks taking us out of the forward-moving plot.  The purpose of the flashback is to fill the audience in on important backstory

-backstory is a very difficult problem for filmmakers.  Flashbacks are one way to solve the problem

-the key to whether a flashback works is whether the flashback moves the plot forward

FLASHFORWARD

-a flashforward is a cut to the future.  We can start in the past and flashforward to the present, or start in the present and flashforward to the future, real or imagined.  A flashforward is typically assisted with a slow dissolve to prepare the audience for the time change

-the flashforward not only tells us that time has passed, but also characterizes the passage of time for the audience

FREEZE-FRAME

-a Freeze-frame is created when a single frame appears “frozen” on the screen.  In separating one image from the rest of the moving images, and having the audience view the frame like a photograph, the image takes on an iconic air

-by halting the image, the freeze-frame suspends a character or action in time.  Though we may suspect what will happen next, we won’t ever know.  The event will never unfold, and the characters will never grow, change, or die
-when placed at the end of the movie, it gives the audience a final visual picture, a kind of emblematic summary to take away with them

VISUAL FORESHADOWING

-Visual foreshadowing is when a visual symbol, planted early, suggests an action that will take place later in the film

-foreshadowing sets up expectations in the audience

SOUND EFFECTS

-outside of the musical score, movies rely on three kinds of sound to tell their stories 1) Dialog 2) Voiceover 

3) Sound Effects

-sound effects are as much the purview of the writer as are visual symbols.  Sound effects can also suggest an extended aural metaphor.  They can add layers of meaning to a film that are hard to achieve in other ways

-sound effects can be obvious or quite subtle.  They can intentionally draw attention to themselves, or manipulate with stealth.  They can expose, disguise, suggest, establish or reveal.  They can be tagged to specific events or characters

-we can divide sound effects into four categories:
Realistic

-this is any sound effect that one could naturally expect to hear if situated in the filmed scene.  Adding the most common sound effects can greatly change the feeling of a scene

Expressive

-an expressive sound effect is one that is realistic, but has been altered.  The sound comes from the scene but has been manipulated for effect

Surreal

-sound effects are often enlisted to externalize a character’s inner thoughts, nightmares, hallucinations, dreams, or wishes.  This effect is often called meta-diegetic

External

-this is a sound effect that clearly does not come from the scene.  It is an effect that is not or heard or responded to by the characters
-the purpose of the sound effects is to signal the audience to the meaning of the scene.  This kind of effect is known as non-diegetic

-some ideas to consider when thinking about the use of sound effects


-they can be used as an important “prop” or plot point


-sound and picture don’t have to match


-realistic sound can be altered to behave expressively


-sound effects can be used to express internal thoughts of characters


-they can be used as a character’s signature, or remind us of an event


-they can be entirely external to the scene


-two sound effects, like a match cut in picture, can be placed side by side and generate an entirely new third 


Idea

REALISTIC SOUND (DIGETIC) (EMOTIONAL RESPONSE)

-different sounds evoke different emotional responses

-by giving the antagonists a sound tag, the audience can judge how close they are to their victim, whether they are closing in or losing ground, regardless if they appear on screen or not.  This forces the audience to participate, mimicking the action of the victim, in carefully listening to sound cues so they can quantify what distance lies between the antagonist and the hero.  In this way sound can encourage a heightened level of audience participation as well as raising suspense

SURREAL SOUND (META-DIEGETIC) (INNER WORLD)
-Meta-diegetic is any sound that represents a character’s inner world, such as nightmares, dreams, hallucinations, wishes, etc

-once you cross the threshold and accept that sound does not need to be rooted in reality, that sound can be pulled from anywhere in expressing a character’s thoughts, a huge creative door opens

MUSIC

LYRICS AS NARRATOR

-the lyrics of a song can act as the voice of a character.  They can reveal the inner thoughts in a way that can be more interesting than a simple “talking heads” scene.  Lyrics can also be used as the voice of the narrator

-lyrics add another delivery system with which to parcel out character and thematic information

-as lyrics are a poetry, they can set up any idea.  As thematic songs are sparingly used, the audience will expect the lyrics to be significant.  This is especially true when they are placed at the beginning of a film

SYMBOLIC USE OF MUSIC
(Shawshank Opera Scene)

MUSIC AS A MOVEABLE PROP

-music can be used as story element

-once the symbol is set up, each subsequent reference can suggest change

SCENE TRANSITIONS

-the moment between the end of one scene and the beginning of another is called a transition.  Each transition presents the writer and director the opportunity to convey story information by virtue of how the scenes are cut together.  The scenes can simply be cut with no intentional reference or constructed to add a story element
-a matching transition is one way to exploit this opportunity and can be achieved in an infinite number of ways.  Essentially, a matching transition “matches” the outgoing shot with the incoming shot.  This can also be done with sound

-a match-cut generally refers to picture.  Two images can be match-cut based on similarity of content, graphics, shape, motion, size, graphics, or color.  Match-cuts are used to move the story along, creating a new idea based on the juxtaposition of two images.  Dissolves between images, instead of a hard cut, can also be used

-“matching audio segue” is an audio effect analogous to a visual match cut.  It occurs when two similar or matching sounds are heard, one after another, creating an unexpected inference.  The outgoing sound will be laid over the incoming sound.  The outgoing sound will fade out as the incoming sound takes over, the effect is much like a matching visual dissolve

-an audio bridge works in a completely different manner.  Here you have an outgoing sound from one scene that continues over a new image or shot.  An audio bridge is when one sound is used to connect two shots or two scenes together aurally

MATCHING AUDIO SEGUE

-a matching audio segue occurs when one source of audio fades out, while another matching audio source fades in

-in both films sound is used to mask an important event

AUDIO BRIDGE (DIALOG)

-an Audio Bridge is when two scenes are connected by a single audio source

-can be useful in compression of time

AUDIO BRIDGE (SOUND EFFECTS)

-rather than tell us on the dialog track, the audience is asked to participate in the scene by figuring out what the sound effects mean.  This makes the scene more dramatic, challenging, and memorable for the viewer

VISUAL MATCH-CUT (GRAPHIC SIMILARITY)

-a Visual match-cut is achieved when the image at the end of one scene “matches” the incoming image of the next scene.  The edit can be a “cut” or a “dissolve”

-a visual match-cut can suggest similarity or contrast
VISUAL MATCH-CUT (PATTERN AND COLOR)

-match-cutting on color can smooth out a cut.  A great match-cut can work both on a story level and aesthetically

VISUAL MATCH-CUT (ACTION)

-a match-cut on action means that the visuals of one scene are matched with the visuals in the next through similarity of action (2001)

VISUAL MATCH-CUT (IDEA)

-a cut on idea is when two shots are cut together and, by their juxtaposition, a third idea is suggested.  This new idea is the sum of the first two

-the audience forms their own idea through the juxtaposition of shots.  Rather than learn Harold’s view through dialog.  Harold’s answer comes in the form of a visual metaphor

EXTENDED MATCH DISSOLVE (TIME TRANSITION)
-a visual match can be joined with a cut or dissolve.  A dissolve fades out on one image as the next image fades in.  This gives the transition a certain smoothness

DISRUPTED MATCH-CUT

-a Disrupted match-cut occurs when two matched images are separated by a single shot.  Interestingly, little associative power is lost by the middle shot.  When the images of the outer shots visually rhyme, the audience will continue to forge a link between the two

CAMERA LENSES
WIDE-ANGLE

-one of the qualities of a wide-angle lens is its ability to deliver a great depth-of-field to an image.  This means that objects in the foreground, middleground, and background can be in focus simultaneously.  This enables action to be staged in-depth

-by exploiting the depth-of-field of the lens, each character can inhabit their own horizontal plane.  In this way characters can be staged in-depth.  This allows the audience to see each character reacting to one event simultaneously and in real time

WIDE-ANGLE (VISTAS AND ESTABLISHING SHOTS)

-the wide-angle lens is also naturally suited for exterior establishing shots.  Its ability to record wide vista shots makes it invaluable in establishing exterior locations

-by coding the distance between two characters, and its opposite, proximity, the wide-angle lens can suggest emotional changes pictorially

TELEPHOTO

-a Telephoto lens has attributes opposite to those of the wide-angle lens.  The telephoto brings distant objects closer to the viewer.  It compresses space, making objects appear to be on the same horizontal plane

-its shallow depth-of-field throws objects, both in front of and behind the focal, out of focus

-a wide-angle lens will make any movement toward or away from the camera seem exaggerated.  A person running toward the camera will arrive more quickly than expected.  This is opposite of the telephoto, where the person will appear to be running on the spot

-when a character runs along the Z-axis toward the audience their motion will appear slowed down when shot with a telephoto, and speeded up when shot with a wide-angle.  The telephoto lens compresses the focal length, thereby making objects that are separated in reality appear on the same horizontal plane

FISHEYE

-the shorter the focal length, the more the linear distortion.  As a fisheye lens is an extreme wide-angle, it creates an exaggerated linear distortion

-its effect is like looking into a mirrored glass ball

 -there are ways to include more than one “lens” in a shot.  This is by placing reflective objects, with curvatures different than the shooting lens, in the scene.  We might think of these objects as “prop lenses,” props that change the photographic quality within a limited section of the frame
OBJECTS
-when a camera shoots through objects like stained glass, water or plastic, it alters the photographic properties of the image.  Great creative opportunities have evolved from this

CAMERA POSITION

CLOSE-UP (CU)

-a standard Close-up includes the head and shoulders of the subject.  An “extreme close-up” or ECU is a tighter shot filming only the eyes or lips, for example

-a close shot may refer to a person or object, where a close-up usually refers to a person

-notice how the director augments the emotion of the shot by enlisting nature’s help

-the closer we get to a character, the more sympathy we are likely to feel.  This is because the close-up gives us a physical proximity usually reserved for those allowed within a character’s intimate space.  The longer we are held in close proximity, the more sympathy we feel.  

-the close-up can also be used to evoke fear or revulsion when the audience is forced to be in close proximity to a character already established as a hated antagonist.  In this case, the audience will want to escape from the forced proximity

EXTREME CLOSE-UP (ECU)
-a close-up or close shot can be achieved in a variety of ways.  It can be achieved by any lens, wide, normal, or telephoto.  Each will bring different optical characteristics to the shot

-dramatically, a close-up draws attention to an object by making the object larger-than-life

-an extreme close-up show us objects and people differently than we see them.  It calls attention to the subjects, making them more memorable visually

TWO-SHOT

-a Two-shot is when two characters are filmed in a single shot.  The characters are usually filmed from the mid-chest up.  The two-shot can show harmony or disharmony depending on the scene

-the comparisons are what enable the character reveals

OVER-THE-SHOULDER SHOT (OTS)
-an Over-the-shoulder shot occurs when the camera is placed behind the shoulder of the character.  The character’s head and shoulders are seen in the foreground and are used as a framing device for the shot

-depending on the content established in previous scenes, the over-the-shoulder shot can be used to suggest tension, intimacy, desire, hatred, imprisonment, or conspiracy, for example.  It depends on the storyline and staging

-one of the two characters faces us, the other doesn’t.  The physical connection can be used to convey information about the relationship
POINT-OF-VIEW (POV)
-a Point-of-view shot is intended to represent the subjective view of a specific character.  The camera lens is physically placed at the eye level of the character whose point-of-view we are seeing.  In this way the audience sees what the character sees

-POV shots give audiences an exaggerated sense of intimacy with the character.  This translates to sympathy if the POV belongs to the protagonist, and often fear, if it belongs to the antagonist

-by coding the character with a unique camera shot, the Director was able to flashforward fifteen years and immediately re-establish the character’s identity without dialog or any other visual assistance

HIGH-ANGLE

-a High-angle shot occurs when the camera is placed above a subject with the lens pointing down.  This makes the subject appear small and vulnerable

LOW-ANGLE

-a low-angle shot occurs when the camera is placed below the subject and the camera is pointing up.  This causes the subject to appear larger-than-life

-it transfers power to the subject, making it appear to dominate objects beneath it

HI-LO COMBINED
CAMERA MOTION

STATIC SHOT

-a Static shot occurs when the camera is locked down on a tripod.  Though the objects within the frame might move, the view of the scene is fixed like that seen through a window or framed by a proscenium arch

-a static shot is easily compared to another similarly composed static shot.  Their stillness helps us see changes.  In this painting, the symmetry of the first shot helps us notice deviations of the second shot

PAN
-a pan usually occurs when the camera is seated on a tripod and pivots to the left or the right along a horizontal plane.  It can also be handheld.  In the process of moving the camera, new information is revealed.  It could be about the parameters of a location, an important clue, or a hidden character

-depicting the information in real time with continuous movement, the movement suggests a certain fluidity.  A POV shot is just one kind of pan

TILT-UP (CHARACTER)

-a tilt-up is when the camera moves up on a vertical axis.  It is usually used as a reveal

-a close-range tilt is like a moving close-up.  It directs the audience to details that they may not otherwise notice

TILT-DOWN

-a Tilt-down is when the camera moves down no a vertical axis.  It is usually used as a reveal

ROTATION

-a camera rotation is usually created by the camera when secured on a tripod.  A camera rotation spins the image around causing a disorienting effect

-in this case the camera rotation works to separate two parts of a recollection

TRACKING SHOT
-a Tracking shot occurs when the camera is mounted on a dolly and glides along tracks.  This allows the camera to move smoothly along a fixed path.  Much like train tracks, the camera can form a linear or curved pattern

-the term tracking shot is also used to refer to shots that effect the look of a tracking shot.  The camera may be mounted on a car, dolly, or other moving vehicle that “tracks” with the subject

-tracking is used for a variety of reasons
-in this example, the camera movement parallels the character’s outer and inner self

CIRCULAR

-circular motion is an effect that can be created with a hand-held camera, Steadicam, or tracks

-a circular shape can be linked to any number of ideas.  

-circular motion can be exploited to plant the idea of conspiracy.  Circular motion is also used to establish the idea of groups – insiders and outsiders

-the circular indicates outsider status, and the contrasting stationary camera indicates “insider” status

-in both cases the circular is used to foreshadow a conspiracy that is later revealed.  Having the camera’s motion physically externalize thematic ideas greatly deepens the audience engagement and overall power of the storytelling

PULL-OUT

-a Push-in occurs when the camera is seated on a dolly and “pushes in” toward an object.  This causes the view to narrow.  A push-in and track-in are often used interchangeably

-a pull-out occurs when the camera is seated on a dolly and pulls away from an object.  This causes the view to widen.  Pull-out, push-out, pull-back, or widen-out are often used interchangeably

-camera move: A Push-in on one object in one location, followed by a Pull-out on an identical or similar object in another location is a staple technique.  Often it is just done as an effect, to get in and out of locations

-but it can also be used with dramatic purpose – one of which is comparison.  The audience sees the same object in two environments and immediately compares them

CRANE

-a Crane shot is created by attaching the camera to the arm of a crane.  The camera can be raised or lowered.  The crane can also be stationary or moving.  A crane is often used to deliver high-angle shots that look down on a scene

HANDHELD

-a handheld shot occurs when the camera is removed from the tripod and is literally “handheld” by the camera operator.  The effect creates an unstable image.  The bumpier the shot, the more instability can be suggested

-the impact of the shot is often exaggerated by juxtaposing it with a smooth shot or one that is locked down

-a handheld shot is often used to suggest instability.  It is especially effective when contrasted to a stable image

-the handheld shot can add further dimension when used as a POV shot as well

STEADICAM

-the Steadicam takes the camera off the fixed tripod and gives it the freedom of a handheld shot.  The Steadicam’s stabilization device smoothes out the bumpiness of the handheld shot making Steadicam shots appear to float

-the Steadicam’s ability to move in and out of places, then suddenly spin around to a wide shot has also been exploited in horror films.  On the other hand its fluid quality has also been used to suggest dreams and fantasies
AERIAL
-an Aerial shot is taken form an elevated site, such as a plane, helicopter, or mountain top.  In delivering the image from a bird’s eye point-of-view, the shot’s graphics more easily lend themselves to symbolic use

LIGHTING
REMBRANDT LIGHTING (LIGHT VERSUS DARK)
-Rembrandt lighting is lighting that intentionally creates contrast of light and dark.  High contrast lighting also known as chiaroscuro

-the lighting often appears to come from spotlights shining on the action while other areas disappear into unlit shadows.  The technique is said to achieve a heightened dramatization or greater truth-to-life.  It is often reserved for pivotal scenes expressing key philosophical questions of good and evil, life and death

TV LIGHTING

-TV lighting, especially sitcom lighting, is conventionally bright, flat, and shadowless

CANDLELIGHT

-candlelight has a number of important properties.  It flatters the face, smoothes the skin, and adds a warm tone

-it suggests romance, festivities, and harmony

MOTIVATED LIGHT

-Motivated lighting refers to any light that would naturally exist in the world depicted in the frame.  The source of light might be a lamp post that shines light on a couple, but is not itself depicted in the scene.  Or it could be a lamp that appears on screen
UNMOTIVATED LIGHT

-light is traditionally used as a symbol representing moral goodness, darkness as evil

MOTION

-a moving light can be created in a number of ways

-a moving light evokes fear.  When a light source is carried, it has an unpredictable quality.  In this way it can imply anything from chaos to madness.  Our fear can also be progressively heightened as a moving light can suggest the closing of the gap between antagonist and protagonist

-a flashlight and oil lamp can rescue, and an electric light can silence out fear of the dark.  Each of these moving lights can equally represent safety.

-when light moves chaotically, we naturally fear it

COLOR

CODING CHARACTER

-a repetitive color scheme can be used to “code” a character.  A change in the pattern is a way to externalize a characters growth or progression

PROPS

PROPS (EXTERNALIZING CHARACTER)

Props provide a dramatic way to express a character’s inner world.  Props speak visually, are mobile, and can be returned to throughout the movie

-purposely selecting and exploiting props can give a scene an added layer of meaning

-here a prop is used to graphically illustrate a character’s changing mental state.  As the prop is organic to the scene, it is able to add to the other layers of story, such as dialog and action, without calling attention to itself

REPURPOSING PROPS

-props, like wardrobe, live alongside the characters in a movie

-Repurposing props is when the meaning of a prop changes over the course of the movie.  For example, a prop might mean “hope” in Act One, “imprisonment” in Act Two, and “hope” again in Act Three

-props provide the writer and director with another way of indicating ideas on screen.  Creating a progression of meaning can add subtext and depth to the more obvious outer story

-by returning to iconic props already used, change can be shown.  In this way we can measure where we are in a film.  Adding new props along the way is relatively easy.  Mining props from earlier scenes is tougher and far more powerful

CONTRAST

-like wardrobe or hand props, vehicles can be an important tool to differentiate characters.  How to externalize ideas is always determined by story value

WARDROBE

WARDROBE

-the decision to include a wardrobe element in a script depends on whether it adds sufficient dramatic value

REPURPOSING WARDROBE

-for most writers and directors externalizing a character’s change is a problem, especially if they don’t want to rely on dialog.  The use of an iconic wardrobe element can be very useful in showing change over time

-the key is to set up the wardrobe element in Act One, then revisit it over the course of a movie

CONTRAST OF WARDROBE

-contrast of wardrobe can be used to differentiate lead characters

-wardrobe can be subtle or more obvious.  It can show similarity, contrast, irony, discomfort, poverty, or wealth

LOCATIONS

DEFINING CHARACTER

-location is especially important to learn how to exploit, as it’s available in every shot

LOCATION AS UNIFYING ELEMENT

-as film is a visual medium, location offers a huge storytelling potential.  It can heighten drama, suggest parallels and contrast, and help define character.  It can also take us to places where we have never seen before.   And it can do it wordlessly

LOCATION AS THEME

-a well-crafted film uses everything to contribute to story.  There are no throwaways, and location is not exception

MOVING LOCATIONS

-road trip movies are especially adept at using the changing landscape to externalize conflict and character (Dead Man)

NATURAL ENVIRONMENT
-nature offers endless storytelling options for dramatists.  Movies are designed to exploit sound and motion, and natural elements very easily provide these

-natural environment may be divided into four groups: 1) things that move 2) things that make sounds 3) things that add peril 4) things that can serve as metaphor

-nature provides visually spectacular moving elements that can physically dramatize a scene.  Snow, wind, and lighting can all “comment” on a scene

-nature can be seen as sanctuary or a source of destruction.  The reason nature can supply an endless trove of plotlines is simple.  It can give life or take it away with ease

-what makes nature so potent a source for metaphor is its power and unpredictability.  As fire can represent the family hearth in one scene, it can bring death in the next.  Like water, it can provide or destroy.  Natural metaphors also carry a sort of timeless authority

CLIMATE

-natural elements can raise the volume in a scene.  They can amplify a character’s action by creating a physical after effect

-the physical world is a great tool to exploit, and climate is but one of the options.  It can be organic to the scene or used more theatrically depending on genre

-ghost movies, like all genre films, have to guard against predictability.  Bringing new conventions to a well-developed form is difficult

SEASONS AND THE PASSAGE OF TIME

-depicting the change in seasons is a way to efficiently show a passage in time

PHYSICAL PHENOMENA

-when thunder strikes at the beginning of a character’s journey it is like signaling that peril lies ahead.  In this way nature can comment on a story as it unfolds

