Shot by Shot
-in film schools the primary method of teaching is the study of the film technique of classic films and the styles of famous directors.  But in order to learn, filmmaking skills must come from direct experience

-my personal view is that, the visualizations of shots and sequences is very much a single craft called shot flow

-this book is about shot flow, principally in narrative film, with the goal of exploring the practical relationship between the three-dimensional reality of space in front of the camera and the two-dimensional representation on film and on the screen

-these are the two mediums in which the filmmaker must work: the set or location, which is a medium in the sense that it is a consciously manipulated space, and the exposed film, which resembles traditional materials in the graphic arts

-the storyboard is one of the least understood or documented aspects of film production

-a useful technique for filmmakers who can describe in pictures what the screenplay does in words

-“vision is the art of seeing things invisible” Jonathan Swift

Visualization

-Andre Bazin used the term presence to describe the moviegoer’s sense that he is within the same spatial/temporal continuum as the picture on the screen
-when we view a painting or photgraph we are always aware of the surface of the picture.  Something very different happens when we are viewing a film.  Instead of seeing the picture surface we are included in the pictorial space projected on the screen as if it were real three-dimensional space

-my expectation is that a filmmaker who learns the various framing and staging ideas of the continuity style will gain a heightened awareness of composition, editing patterns and three-dimensional design.  Even if he chooses to reject every specific strategy that is outlined in this book, he will be better prepared to strike out on his own
-the artist rarely has a specific goal in mind when he begins work, so that the process of visualization is actually the search for a goal rather than the attainment of one
-visualization isn’t a strictly cerebral process, but rather the merging of the physical act of making or doing with several different mental processes that together we call imagination.  It isn’t until our visions emerge in a raw state while we are at work, that our creative energy is fully engaged in the process of visualization

-the imagination does not guide the hand, but it is led by the hand when we have forgotten ourselves in the application of some craft.  Once each stage of invention is committed to some substantial form, it is like the mirror revealing the imagination to itself.  Suddenly things we did not see before become clear, or new possibilities emerge, and there is new material to work with.  This twofold experience of imagination through craft, and the revelation at what has been created, is my understanding of visualization
-the two most important aspects of visualization, the physical connection with the medium and the opportunity to review and refine work as it is created, are hard to implement because of the complexity of film production

-in practical terms, visualization is the interaction of two types of activities: immediacy and reflection.  In film, immediacy means devising the content of the shots and their order in a sequence in a single, uninterrupted process.  The goal is to evaluate the materials moment to moment as they are shaped, trying many combinations of ideas and comparing them instantly

-reflection is really nothing more than a good night’s sleep between drafts of a screenplay, versions of a storyboard or rehearsals with cast.  Reflection is the process that restores balance to the intense and myopic relationship to the materials that immediacy produces.  Visualization must include hands-on picture making in some tangible medium.  Making ideas visible before they are put in front of the camera is a necessity

-each stage of the process, which requires dedication and a sense of fun, is most active when we are open to new ideas.  Most often these appear as fragmentary, illusory images or incomplete thoughts that must be discovered

-this ability to remember the past is an aid to envisioning in the present.  After alertness comes exploration.  The first line in the panel of a storyboard should be made with a sense of freedom.  There is no such thing as a mistake in visualization, only alternative ideas.  And exploration ultimately leads to discovery
-these are all stages of thought, each one leading to the next.  The process is only completed when the filmmaker has created something he can use.  Knowing when to stop working on an idea is as much a part visualization as devising dozens of shots for a sequence
-visualization is only step in the filmmaking process

-storyboards or any other visualization tool will change when the shooting begins

-it may help you find the dramatic center of the scene, or it may reveal a dishonest line of dialogue. Surprisingly, the individual compositions in a storyboard are not necessarily the main benefit of visualization 

-from the moment a script exists and work commences, the director should strive to make every shot and every sequence count

Production Design
-the development and implementation of the visual plan is the responsibility of the production designer and his staff

-art directors discovered that the graphic illusions they were expected to provide were dependent on the camera.  They learned to use partial sets to exploit the camera’s limited view, and matte shots and models to replace scenic backdrops

-in addition to designing the overall style of the sets, props and costumes, he is also intimately involved with the shot flow and dynamic elements of film design as well

-Concept and Final Design Illustrations: These are used to describe individual elements for a production, including sets, props, costumes, makeup and special effects.  These are individual illustrations intended to establish a style and visual direction and do not necessarily depict a shot or sequence in the film

-Plans, Elevations, and Projections: These are the highly technical descriptions that give the exact specifications needed to manufacture or fabricate whatever is depicted more evocatively in the design illustrations

-Continuity Sketches and Storyboards: These are the sequential panels that describe the individual compositions of each shot and their order in each scene of a film
-many production illustrations are no more than quick sketches, thumbnails or roughs – whatever is necessary to get an idea across quickly during the early stages of production

-their purpose is to indicate the mood and feeling of a set, location, costume or makeup.  Therefore, color, lighting and style are more important than a technically exact physical description

-there are four basic types of architectural illustrations used in production design: the plan, the elevation, the section and the projection.  The first three types of drawings are related views.  Taken together they provide all the information the building crew needs to understand the construction of an object, building or set

-a Plan is a top view of an object, looking down at a cross-section as though a knife had cut across the entire building and the uppermost half had been removed

-a Section View usually refers to a profile (side view) of an object or building as though one end had been sliced off to reveal a cross section

-Elevations are front and side views of an object

-unlike a concept sketch in which receding surfaces converge at the horizon to indicate perspective, plans, sections and elevations are drawn using orthographic projection.  This means that the surfaces parallel in the object are also drawn parallel to the drawing

-it is possible to use the plan and elevation for a set as a basis for a perspective drawing illustrating how the finished set will appear to the camera for any combination of lens and camera options.  This type of drawing is called camera angle projection.
-had the production designer used camera angle projections, the director would have seen all the problems on paper before the set was built

-camera angle projection is particularly useful for effects shots such as glass paintings or matte shots, miniatures or forced perspective sets

-the production designer, director and cameraman would know precisely how the set would look to the camera for the lens specified in the drawing.  A change in lens or camera position would require a different projection drawing

-scaled models are another visualization tool borrowed from the field of architecture.  Models are used to visualize the three-dimensional space that the camera records rather than the two dimensional space that the audience will see on the screen.  They are an excellent visual aid for determining staging and camera setups

-models are built in many materials.  Cardboard, foamcore, balsa wood and modeling clay are the most common, but toy soldiers, cars and model railroad accessories are an excellent resource for ready-made buildings and foliage in a variety of scales

-of the several types of production illustration, the storyboard is the one most useful tool the filmmaker has for visualizing his ideas and the one most directly related to his responsibilities.  
-Huebner draws the entire scene of the action and frame the subject afterward as a cinematographer might.  This is particularly useful in indicating panning shots and camera movement

StoryBoards
-the storyboard has been referred to as the “diary of film.”  If so, the diary is written about future events
-the storyboard is the private record of the visualization process, one of the reasons so few of them survive intact
-for directors without a strong visual sense the storyboard illustrator is the shot-flow designer, essential to the structuring, staging and composition of shots and sequences

-Hitchcock, who is probably associated with storyboarding more than any other director, used elaborate boards to refine his vision and control the filmmaking process, ensuring that his original intention was translated to screen
-without storyboards, Spielberg’s complex staging and kinetic effects would not have the lapidary polish that has become the hallmark of his work and the goal of many young filmmakers

-storyboards are merely a tool and need not reflect any style or content besides that which the individual filmmaker cares to show

-storyboards serve two purposes: first, they allow a filmmaker to previsualize his ideas and refine them in the same way a writer develops ideas through successive drafts,; secondly, they serve as the clearest language to communicate ideas to the entire production team

-even small, dramatic films can benefit from storyboards, helping the director to refine mood and dialogue

-every film is a unique blend of talents and personalities, and the responsibility for the look of a film is shared in varying degrees by the production designer, director, cinematographer and editor

-while it is hard to pin down an average schedule, the thorough storyboarding of an entire film, as opposed to select action sequences, usually requires a minimum of 3-4 months

-a production illustrator must understand staging, editing, and composition and be thoroughly familiar with the use of lenses in cinematography

-in the later stages of design, the sketch artist will base his illustrations or photographs of the actual location, or he may visit the location in person and photograph his own reference shots

-descriptions below each panel describe the basic action of the scene, transitions and camera movement

-the economical use of line can convey all the information the cinematographer needs to understand the framing continuity of a scene

-most storyboards today are rendered with a fast, easily controlled medium such as pencil, ink and charcoal dust or dry markers for color work

-the pencil’s virtue is its erasability.  It is the word processor for the artist

-the most obvious limitation of the storyboard is its inability to show motion – not merely action within the frame, but more importantly, the movement of the camera

-the most obvious solution is to use captions and schematic drawings to describe what cannot be drawn.  There are also several techniques used by animators to show camera movement and extended space that can be adapted to live-action subjects

-the first element we need to consider is the border of the storyboard frame.  Its purpose is to indicate a viewpoint, selected from the whole of space.  Therefore it is permissible (and frequently valuable) to allow the drawing to extend beyond the edges of the frame

-a frame within the frame indicated the composition of the shot as the camera will see the action

-in animation, it’s possible to draw a large panel and then frame smaller portions of the whole picture to obtain medium shots, close-ups (CUs) and extreme close-ups.  This is called a field cut in animation and is used to get the maximum number of shots from a single piece of artwork by photographing it in several frame sizes.  A field cut is indicated as a frame within a frame, and the iconography is also used for live action storyboards to indicate a dolly or zoom

-there are several different ways to display storyboards.  The average size is approximately 4 by 6 inches

-storyboards are usually made available to several of the production departments during preproduction

-the advantage of the notebook-flip pad presentation is that each panel is seen individually as a page is turned into view

-animators use the space between frames to show transitions between shots

-storyboards basically convey two kinds of information: a description of the physical environment of the sequence (set design/location) and a description of the spatial quality of a sequence (staging, camera angle, lens and the movement of any elements in the shot).

-two types of schematic drawings are possible.  First is the aerial plan that clearly shows the camera placement and the direction of action.  The second pair of frames are elevated schematics that show the height of the camera. Schematics are helpful in planning the order in which shots are photographed on the location, since many logistical 

problems are revealed

-while schematics describe camera placement exactly, they give little indication of shot size or the emotional or kinetic quality of a shot

-one alternative is to use stick figures that convey figure placement and the direction of action

-these panels can be drawn in less than a minute, and yet they tell us a great deal about how each pair of frames would cut together.  A director could greatly refine the shot size for a sequence using drawings no more complex than these. With a little extra work arrows drawn in perspective can tell a great deal about the angle of view the director would like to see

-arrows are a versatile sign and easily mastered.  They can be used to illustrate the motion of the camera or the subject of a shot or both.  Arrows can show the complex path of a runaway car or can be used in schematic drawings to show the path of the camera in a sequence shot

-the frame itself can be used as an arrow to show the path of the camera over a scene.  Overlapped frames can serve the same purpose.  If the lines between overlapped frames are left in, this may mean that the camera stopped during the movement and moved on again

-showing perspective with stick figures, one way is to enclose them in simple three-dimensional boxes to describe the camera angle

-even in these simple drawings, the box technique helps tell us where the camera is placed

-by adding form and volume to simple figures we get a better sense of spatial relationships

-after large portions of the script are boarded, the director is able to see the dramatic flow of the story in a way that the screenplay fails to reveal.  The process of visualizing on paper is a technique for generating ideas, not just establishing the plan for the production team to follow on the set

-no matter how crude the drawings, the thought process and state of mind required to compose shots on paper is invaluable

-it is possible to convey one thought that is particularly valuable to storyboard artists: It’s what you leave out that counts.    
-for a storyboard artist simplicity is more than a matter of taste.  It is also a matter of necessity

-above all, the storyboard conveys the shot flow of the scene, which is the combination of dramatic and graphic design.  The use of viewpoint, lens perspective and narrative motion are paramount

-all storyboards are adaptations, since they are transposed form a screenplay.  A screenplay is conceived as an intermediary form, a blueprint for the actual medium in which the narrative will appear

-in theory, the storyboard artist merely pictorializes the ideas in the screenplay, but in practice the storyboard may come very close to being another draft of the screenplay if only to polish some of the ideas
-some storyboard artists suggest literary ideas, restructure scenes, add story elements and contribute dialogue

The Production Cycle

-at this point, the director must rely on visualization to determine the production decisions that will be increasingly difficult to change as shooting approaches
-by developing ideas and planning their execution before shooting, the filmmaker is able to free his time and attention so that he can respond to the unexpected opportunities that arise throughout production from the first days of writing to the final cut

-in general, the director is responsible for the visual decisions that determine staging and camera setup.  The theatrical environment of the film, including set, costume and prop design, is the responsibility of the production designer guided by the director’s overall conceptual and thematic plan

-most importantly, a filmmaker should devise his own method of working to implement his particular skills and strengths

-visualization works in two ways: first, as a process of inclusion in which the subject of a film is explored and ideas are collected and stored away, and secondly, as a process of simplification as the vision is honed, leaving only the best and most pertinent ideas

-these two types of visualization can be adapted to the five phases of preproduction: scriptwriting, production design, script analysis, cinematography, and rehearsal

-the filmmaker who writes his own scripts can keep a file or scrapbook of images for each scene during composition.  This material can be used as reference to specific locations or, in a more general sense, to evoke memories and feelings

-the pictures do not have to represent shots the filmmaker expects to use in a film, but can be used to communicate the spirit and tone of a scene to the production designer or cinematographer
-by creating fully rounded characters with pasts, writers can create the present more easily, predicting in a sense the behavior of characters whose history they know
-one tried and true method of organizing the structure of a script is the index card layout.  Rows of cards, each representing a scene in a story, are displayed on a bulletin board.  This permits the writer to see the overall structure all at one time.  A similar layout can be made using images to go along with each scene.  The images you find can be any kind of picture that sets the tone and spirit of the scene

-a similar technique uses images that represent the idea of a scene from your script, but not the specific look of the scene itself

-a picture of photograph can be an equally evocative way of describing the tone and atmosphere of a scene

-visualization isn’t just images; sound and music are also part of the process because they elicit images.  Many filmmakers I know write to music.  This helps them visualize the mood and tempo of a scene

-music is also an excellent way of communicating the rhythm and pace of a scene to the production designer or editor. This works even if you do not anticipate using music in the scene

- filmmaking is a commitment to discovering how experience can be transformed into images
-apart from any practical value they may have, image sketches are an end in themselves, documents of your way of seeing and, most importantly, of the things seen

-while scriptwriting answers many of the “what” questions of the story, production design answers the “where” and “how” questions of execution

-all the unconnected pictures and sounds that the filmmaker accumulated in his sketchbooks can now help to establish the mood and atmospheric details of the actual film

-films are usually shot out of continuity to save money.  This is the logic that determines the breakdown: use any actor, set, location, or other resource as much as possible on any given day

-there are really two types of visual design that a filmmaker must consider: pictorial and sequential.  Pictorial considerations include set design, costumes, props, makeup and any element that is layered on top of a location and must be built, manufactured or otherwise obtained.  Pictorial design is the film’s environment.  It has a great deal in common with theatrical and architectural design and is usually the specific responsibility of the art director

-continuity design includes the composition of individual shots, the staging of action, the choice of lenses and the order of the shots in the finished film.  My personal view is that these decisions are the responsibility of the director
-during preproduction, a filmmaker spends a great deal of time driving around with his  producer and production designer looking at shooting sites preselected by location scouts for final approval.

-he can shoot stills at this point, testing angles, compositions and different lenses.  The filmmaker may want to invest in a director’s viewfinder for testing angles

-another worthwhile addition to your director’s kit is a compass, which can help you determine the movement of the sun for lighting

-I think it’s very important that the filmmaker develop an overview of the film.  One way to do this is to place photographs and/or concept sketches in the script to depict the overall look of each scene.  Because preproduction is made up of a tremendous amount of detail, directors tend to lose sight of pacing, mood, and the visual arc of the story as it relates to locations.  The “illustrated script” is one way to help the filmmaker gain a sense of the visual continuity of the entire film

-there are many ways of turning the script into sequences, and your way of working may vary with the project

-creating a shooting plan means describing the staging of the action, the size of the shot, the choice of lens and the camera angle
-the director, however, is ultimately interested in how the photographic qualities of a shot determine the narrative effect of the scene

-in the four categories listed below graphic qualities are matched with equivalent narrative qualities, posed as questions:

1) Graphic   – Where is the camera stationed?

    Narrative – Whose point of view is being expressed?

2) Graphic   – What is the sixe of the shot?

    Narrative – What distance are we from the subject of the scene?

3) Graphic   - What is our angle of view?

    Narrative - What is our relationship to the subject?

4) Graphic   - Are we cutting or moving the camera?

    Narrative – Are we comparing points of view?

-the frame is a three-dimensional box with the camera at one end.  While we see the four sides of the frame we feel the distance of the subject.  Because the camera is our point of view, the size of the frame tells us how close we are to the action of subject.  In narrative film, physical distance translates to emotional distance. When we speak of shot size we are really talking about our emotional relationship with the action on screen

-finally, the director comes to the question of editing (cutting vs. camera movement) and whether or not the point of view should change

-the shot plan the director just prepared is fairly precise.  Now he’s ready to turn this into a storyboard.  One way to begin is to write out the shot plan in the storyboard boxes but without drawings.  This forces the director to think in sequence.  For some reason, even a shot list seems to be more cinematic – closer to what will be seen on the screen, if each shot description appears within the borders of the frame
-the cinematographer’s major responsibilities are lighting, exposing the film and executing the frame and camera movement determined by the production designer, the director and cinematographer himself.  It seems strange to many people that the cinematographer does not have absolute control of the shot flow, but it is ultimately the director’s call
-communication between the director and the cinematrographer is crucial.  Some filmmakers show their cinematographers photographs, paintings, other films or any other visual source as a way of illustrating what they’re after stylistically.  Often an evocative description is all that’s needed to give the director of photography the direction he needs.  Naturally, this will provoke discussion and controversy out of which solutions and new ideas are forged

-in the final weeks before shooting, the director should have a precise understanding of the environment of his story, including sets, locations, major props, costumes and makeup
-it is the director’s job to create an environment in which the actor can connect with his adventurous impulses and find the unexpected and unpredictable in their work together.  It is this, more than anything else, that contributes to creative staging.  Once the actor locates within himself the quirkiness of the everyday and makes it is own through action, the director has only to compose it within the frame

-in addition to previewing dramatic elements, the specifics of camera angles and staging can also be refined
-an actor is motivated by the detail of a place.  Any prop that can be easily included to give the rehearsal space reality is a plus

-much of the time things will be shot according to a definite plan, and the director and crew will have the storyboard on set to refer to

Composing Shots: Spatial Connections

-the universal units of composition are the long shot, the medium shot, and the close-up.  These shots are a development of the continuity system in so far as they are overlapping portions of a single space and only make sense in relation to one another.  That is, they are used together to create a consistent spatial/temporal order

-the move from wide shot to close-up was considered too radical a jump for audiences during the first five decades of motion pictures unless a medium shot was used in between

-today, after several decades of familiarity with Hollywood conventions, audiences easily accept extreme changes in scale

-visual recognition between shots, however, is only half the strategy of the continuity style.  Most of the relationships between shots is one of implication or inference

-narrative logic and the visual connection between shots cooperate to create a sense of continuous space.  This pair of ideas, cause and effect and spatial recognition, provide the organizational basis of the continuity style

-long shots, medium shots, and close-ups can describe any subject or location but are most often used to describe the human figure.  The terms take on special meaning in this connection.  Here the change in scale between shots is not belated by logic or visual recognition alone.  Instead, framing is determined by conventions of post-Renaissance art or what are generally considered pleasing and balanced compositions

-television has greatly increased the use of the close-up.  To compensate for the small size of the screen, the close-up is used to bring us into closer contact with the action.  For dialogue sequences the shoulder-and-head shot has become the predominant framing

-the preference for close-up has been carried over to feature films as more and more film directors graduate from television to the big screen

-in film the eyes have it.  Godard once said that the most natural cut is the cut on the look.  The powerful suggestiveness of this gesture helps explain film’s love affair with winks, glances, stares, tears, squints, glares, and the whole range of language that the eyes command
-the eyes are perhaps the most expressive feature of the human face, communicating silently what the mouth must do largely with words and sounds

-a look can tell us that an object out of frame is of interest, and it can tell us in which direction the object is located.  In the same way that the focal length of the lens and the angle of the camera can place the viewer in a definite relationship with the subjects on the screen, the eyeline of a subject clearly determines spatial relations in the scene space.  Viewers are particularly sensitive to incongruities in the sight lines between subjects who are looking at each other and in most situations can easily detect when the eye match is slightly off

- the close-up can bring us into a more intimate relationship with the subjects on the screen than we would normally have with anyone but our closet friends or family.  Sometimes this capacity for inspection can be overdone, and the close-up becomes a violation of privacy by forcing a degree of intimacy that should only be shared by consent

-not only can the close-up reveal the intimate, it can make us feel as if we are intruding on moments of privacy or sharing a moment of vulnerability – as if the person on the screen has opened himself to us.  We can be made to feel detachment or an emotional involvement with events and subjects on the screen largely through the manipulation of space with the lens of the camera
-the balance or imbalance of any frame is dependent on the shots that come before and after it
-compositions are not judged individually but by how they combine in a sequence

-conventions in western art favor portraits that position the human face slightly off-off center to avoid disturbing symmetrical compositions.  The customary solution is to leave extra space on the side of the screen the subject is looking at and more space at the bottom of the frame than at the top.  In film, the use of off-center compositions becomes more common as the screen widens.  There is no reason for filmmakers to accept these limitations if they do not suit their sense of design
-the eyes, mouth and ears are frequently given extreme close-ups of their own, usually to advance some specific part of the narrative

-unconventional viewpoints, framing and shot size can be used to explore portraiture through texture, light and the infinite varieties of form.  This does not mean that you have to give up traditional methods.  They are by no means exhausted and can be as communicative, startling and moving s more experimental techniques

-before television began emphasizing the use of the close-up and extreme close-up, the medium shot was the workhorse for dialogue scenes throughout the sound period

-like the full shot, the medium shot captures an actor’s gestures and body language, but is still tight enough to include subtle variations in facial expression
-the medium shot is also the general range in which group shots are composed for dialogue scenes.  The two-shot, three-shot, four-shot or five-shot are the typical groupings

-the full shot as an alternative to the medium or close-up has fallen into disuse in the last twenty years, relegated to the function of an establishing shot when it is necessary to connect a character and a location in a single shot

-filmmakers seem reluctant to play a scene wide if a close-up or medium shot can be substituted.  One of the reasons the full shot is underused is that it requires dialogue scenes to be played in long takes

-if the long shot I used with closer framings, the editing pattern invariably moves in close and does not return to the full shot.  While the medium and long shots can encompass the action in a scene without resorting to other shots to fulfill the narrative, a close-up generally must be accompanied by other close-ups, medium or full shots to fulfill the narrative requirements of a scene

-one of the full shot’s most attractive qualities is that it allows the actor to use his body language.  This type of physical expression has all but disappeared from the movies since the silent period
-compositionally, the long shot of a single figure offers many of the same opportunities for asymmetrical framings as the close-up.  The vertical line of the standing figure easily fits into designs that stress graphic patterns particularly in the wider formats

-the most basic rule of camera placement that the continuity system observes: the line of action

-the purpose of the line of action is quite simple: It organizes camera angles to preserve consistent screen direction and space
-because the set has to be relit every time the camera is moved to a new angle, it makes sense to gang shots sharing a similar angle of view together, so that they can be shot at one time.  This avoids having to light any camera position more than once
-we can think of the line of action as an imaginary partition running through the space in front of the camera.  The line of action is also called the “180 degree rule” or “axis of action.”  

-to maintain consistent screen direction of the two people seated at the table, the continuity system proposes that an imaginary line of action can be drawn between them.  The direction of the line can be anywhere the filmmaker chooses, but is usually the line of sight between subjects featured in a scene.  Once the line is determined, a working space of 180 degrees is established.  For any scene or sequence, only camera positions within the established semicircle are permitted.  The result is that the screen direction of any shots obtained from one side of the line will be consistent with each other

-camera positions that are outside the gray working space are said to be across the line or over the line
-when the line of action is in use, another convention, the triangle system of camera placement, is a shorthand way of describing camera positions on one side of a line.  The system proposes that all the basic shots possible for any subject can be taken from three points within the 180 degree working space

-connecting the three points, we have a triangle of variable shape and size depending on the placement of the cameras.  Any shot can be joined to any other shot in the triangle system of setups.  The system includes all the basic shot sizes and camera angles used for dialogue scenes in the continuity style.  The triangle system is employed for all types of situations, including single subjects and action sequences

-the triangle system lends itself to the multiple camera setup as long as extensive staging or camera movement is not required.  There are five basic camera setups that can be obtained within the triangle: Angular singles (medium shots or close-ups), master two-shots, over-the-shoulder shots, point of view shots (medium shots or close-ups) and profile shots
-the only time the camera is permitted to cross the line of action is when a new line is established

-the establishment of a new line is usually set up with a shot of a person who turns his attention to a new area or person within the frame.  The pivot shot joins the two lines of action

-once the new line of action has been set up, the camera can move across the old line of action anywhere within the new working space as long as the sight line remains with a original person and a new person
-the next time the other original person is seen in a shot, the camera will be located according to the old line of action.  This is called a reestablishing shot.  Conventional wisdom advocates reusing lines of action and the corresponding camera setups so that a consistent sense of space is reinforced through repetition.  Once the basic editing pattern (and shot geography) has been established, a return to an old line of action does not have to be motivated by a the pivot shot since the viewer has a general sense of the spatial relationships between actors

-the business of changing lines is considerably less complicated in practice.  The shooting plan is arranged so that all the shots from a given angel are consolidated even if dialogue is shot out of order

-on screen, the changing line of action may appear to follow a far more complex scheme than was actually the case

-a second method of establishing a new line is to have one of the players in a scene cross his own line of action

-the only requirement for this strategy is that the actor’s relocation must be seen clearly in a shot that permits the viewer to reorient himself
-either choice is permissible as long as the new space agrees with the pivot shot taken from the previous line 

-as a rule, the working area chosen for each new line of action keeps the camera in the center of the group when shooting dialogue situations at a table or in a confined space

-not only can a player cross the line and establish a new one, but the camera can pan, dolly, or make a crane move to a new space and a new line of action.  This is easily accomplished as long as the camera movement is uninterrupted

-another way to cross the line to another part of the scene is to interrupt the geography of a sequence with a shot that is clearly related to the action, but not the geography of the scene
-this cutaway serves the same purpose as the pivot shot.  When we return to the main action, the camera can be moved over the line and a new quick line can be established.  This solution is generally used as a quick fix in the editing process when problems of continuity arise

-in my opinion, the line of action is most useful when used to organize the photography of multiple player dialogue sequences

-continuity editing is not the only way of organizing film images: Other methods, such as kinetic or analytical editing, may be in conflict with strict continuity and yet provide better solutions to creative problems.  For another, today’s viewers are so visually sophisticated that they are able to “read” unconventional editing patterns with relative ease.  Be aware that more dynamic results may be obtained in some sequences if the line is crossed and screen direction is reversed

-in action sequences there is frequently no line of sight to establish the line of action.  In this case, the line of action follows the dominant motion of the subject of the shot.  If one car is pursuing another, the line is the path of the cars

-if the two cars are along side each other, an additional line of action can be established between the cars.  I call this the implied sight line because even when the drivers of the cars are not prominent in the shot, the cars become the symbols of the drivers and their line of sight.  This situation is peculiar to cars, boats, planes, or any other conveyance that has a driver

-the strategies for “properly” crossing the line in non-dialogue situations are essentially the same as those illustrated for dialogue scenes.  The only difference is that the principal line of motion is substituted for the sight line.  To recap, there are three basic ways to establish a new line of action

1) a subject  can cross the line establishing a new one by the direction of his new line of motion 2) the camera can cross the line either following a subject to a new scene space or merely travelling for graphic variety to a new viewpoint 3) a new subject can enter the frame and become the dominant line of motion n contrast to the first

-the closer the camera is to the line of action, the more difficult it is to detect when the camera has crossed the line

-my basic belief is that if the filmmaker has a solid understanding of cinematic geography, has a good overview of the scene, has kept thorough notes on what he is going to shoot and has already shot, then he will probably not encounter any major difficulties with continuity

-the 180 degrees rule is only a rule if you accept it without question.  My own feeling is that many of its assumptions are overstated.  Audiences have turned out to be far more astute in understanding the spatial relationships in films than they are generally given credit for

-no style of filmmaking is superior to any other.  If you feel that a particular style, or combination of styles, is appropriate to your work, there is no reason not to experiment.  If anything is true of the arts, it is that there are no rules

Editing – Temporal Connections

-the meaning of shots in sequence can be created entirely through editing

-each shot, together with the accompanying soundtrack, contains narrative and graphic information that predetermines  key editing decisions such as the length and order of the shots.  This view of editing emphasizes the director’s and the writer’s roles in shaping the storytelling logic that provides the basis of any decision the editor makes
-when we speak of storytelling logic, we are actually referring to the structure of the shots, sequences, and scenes  -structure controls the order in which the story information is given to the viewer.  It is as important to the storytelling process as the actual information being presented.  Since structure in films can be presented in a storyboard in ways that a screenplay cannot convey, the visualization process can be considered part of the writing, and ultimately, the editing process

--in the course of any story this cause and effect relationship is the underlying scheme that involves the reader.  It does this by asking the reader to become involved in making the logical connections between events

-in fiction, cause and effect is frequently set up as a question and answer scheme that encourages the reader’s participation

-stories that use a question and answer strategy may be set up in many ways.  A question may be answered through the accumulation of detail over several dozen pages or it might be answered succinctly shortly after it has been posed.  In fact, the question and answer presentation of information usually occurs on every page of a story operating on several levels simultaneously

-continuity editing is based on these types of question and answer strategies, though we usually speak of them as connections.  Listed below are the three most basic types of connections found in continuity editing


Temporal Connections: we cut from a man dropping his drinking glass in one shot and the glass breaking on the floor in the second shot


Spatial Connections: we cut from a wide shot of the white house to a recognizable detail of the white house in a closer shot – for example, the portico and front door


Logical Connections: We cut from a wide shot of the white house to a shot of the President seated in an office.  No temporal or spatial connection is necessary in this combination.  If we recognize the white house and we recognize the president, then we make the logical connection that he’s seated in an office in the white house
-as you can see, these types of connections create the illusion of a real, physical world.  We can probably think of them as background connection that establish the environment of a film, but they also can be used to shape the plot and the dramatic content as well

-to advance the narrative it is necessary not only to ask questions but to set up expectations
-nearly all editing strategies in narrative film are devised to set up a framework of expectations in a series of shots.  The result is a narrative motion

-this way of arranging shots is fundamental in film editing.  Even dialectical montage, which former Soviet Sergei Eisenstein felt was an alternative to cause and effect editing, exploited narrative motion by setting up expectations and asking questions.  In Eisenstein’s dialectical shot patter of thesis-antithesis-synthesis, the first two shots ask the question “What is the connection between these ideas?” The answer, supplied by Eisenstein in shot three, is synthesis.  In this analysis, Soviet montage and Hollywood continuity cutting are not polar opposites but variations of the same principle of question and answer strategies

-the simplest question and answer editing pattern requires only two shots.  Patterns are not limited by length and may require dozens of shots to complete a question and answer cycle.  Or, the patterns can be varied by changing the order of the shots
-the meaning of any given Q and A pattern can be further extended or modified by changing the context that frames it

-for me, the main concern for the visualizer is not the pictorial elements of a shot or sequence, but the structure of the sequence, - or to put it another way, what the viewer knows and when.  As it turns out, interesting compositional ideas are usually the result of narrative invention rather than daring pictorial experimentation

-the editing pattern places an answer before the question, thereby creating suspense.  We can do this by changing the order of the shots and adjusting the context
-Hitchcock frequently sets up a scene this way by placing the audience in a privileged (and uncomfortable) position by providing them with information that the protagonist desperately needs but cannot obtain
-in addition, to the narrative context created by the filmmaker, the audience brings certain assumptions to their understanding of any scene that the filmmaker uses.  These assumptions might include popularly held notions of morality or familiarity with storytelling conventions.  The filmmaker can play with these assumptions by supporting or subverting them

-editing patterns and the narrative context do not necessarily lay the events of a story out in simple chronological order

-in addition to altering the order of question and answer patterns, the rhythm and timing of the patterns can be varied by withholding some or all of expected narrative information for a few shots or for several scenes.  It is also possible to have more than one question or answer raised within a single shot or combined within a shot

-an answer can be given in a shot and the question raised later

-a question can be raised and elaborated on in a series of shots before being answered in a single shot or in a series of shots

-there can be more than one question raised in a shot or shots.  Consequently, more than one answer can be given in a shot or shots

-this is an exaggeration of Q and A patterns, but the subtle use of these same strategies was exploited by Bergman, Kurosawa, Dreyer and many other filmmakers to shape psychological fiction and implicate the viewer in the moral dilemmas they presented

-each is connected to the next by some cause and effect relationship.  Some shots are more prominent narratively than others, while some shots remain in the background without answering questions or raising new ones, simply supporting existing information with additional detail
-because question and answer storytelling techniques frequently relate information in a roundabout way, this indirectness may appear confusing to the uninitiated when described in a screenplay, shot list or storyboard

-this familiar pattern merely shows us what we already expect and does little to raise expectations or contribute to narrative motion

-the overall notion is that storytelling should engage the viewer at every point

-as narrative editing patterns become more complex and syncopated, it is increasingly difficult to execute them without considerable planning.  As we have seen, challenging patterns often mean that questions and answers overlap from shot to shot.  This precise interrelationship between shots tends to limit the cutting options to a carefully designed plan.  On the other hand, the cutting options that are eliminated are nearly always stock solutions.  In a sense, business-as-usual editing strategies are easily interchangeable precisely because they lack the connective relationships of complex question and answer strategies

-while coverage is an extremely safe way to shoot, it is also uninspired, because visual strategies designed for the specific needs of a scene are discouraged unless all the coverage shots have been obtained first.  Unfortunately, there is often only enough time within the shooting schedule for the coverage with the result that many interesting visual approaches are never attempted

-one of the more useful aspects of coverage is that action is played out in full for most setups even if the director expects to use only a small portion of a particular take.  This is most useful when filming dialogue

-part of learning your craft as a visualizer is having a good sense of what will work before the camera rolls.  All directors leave a margin for error and cover themselves, but knowing what works in advance translates into a high average of usable shots.  The payoff is not the money saved by shooting fewer setups, but the extra time that can be used to take greater artistic chances with more ambitious staging, shots and performances

-edit points are “placed” in the shot or at least anticipated by the director in the staging of action.  There are three ways in which an edit can be made to preserve the continuity of action when two or more views of a subject are being combined

-cutting on the action is found in virtually all types of sequences whether the subject of the shot is lifting a drink to his lips or merely turning his head or moving his eyes.  Filmmakers mindful of this essential editing strategy will stage action so that it will overlap an anticipated edit point between camera angles

-when the subject of a shot moves into or out of a frame it is common practice to make the cut while the subject is still partially within the frame

-‘clearing the frame’ - this is an alternative strategy to cutting on movement when joining different angles of the same subject.  Instead of cutting while the subject is within the frame, the subject is allowed to exit the frame before the cut to a new shot is made.  It is customary in this strategy to hold on to the empty frame of the outgoing shot for a moment

-there are several options for cutting the incoming shot after clearing the frame, depending on how long the clear frame is held in the outgoing shot.  One option is for the incoming shot (A) to open without the subject in the frame.  This opening can vary in length depending on the action in the shot before the main subject arrives

-a second option is for the incoming shot (B) to open with the subject already in the frame.  This is not a common practice in continuity style since it is somewhat abrupt.  A third alternative would be to cut on the subject partially in the frame

-clearing the frame can be looked at in two ways. First, it is a method for joining shots of the same subject in different backgrounds.  In this case it serves a function similar to that of the dissolve and indicates a passage of time.  The second use of clearing the frame is as a substitute for the cut on action so that in ingoing shot and outgoing shot represent continuous time

-in general, clearing the frame is an easy way out for directors who are timid about preserving the continuity, since it is almost impossible to make a continuity mistake with this technique.  In fact, it is such a flexible cut that it can be used to join shots on opposite sides of the line of action

-staging, in particular, is made easier by an awareness of the type of movement that provide opportunities for cutting.  In any given scene, the filmmaker will visualize how long certain actions should be viewed before moving to another shot.  He will then try to plan action at the point so that editing is motivated visually

-the value of understanding editing practices is that it enables the director to visualize an overview of required camera setups for an entire sequences, allowing him to turn his attention to the dramatic needs of the scene

The Basics Applied
-shot flow is the name given to the kinetic effect of a sequence of shots
-a sequence of shots is often comprised of complex rhythmic and dynamic continuity relationships that, like a river, merge into a single, unified structure.  But no matter how intricate the relationships between the shots, there are two sequential ingredients that are fundamental to our understanding of visualization: shot size and camera angle

-there are also many other compositional elements familiar to artists from photography and painting that contribute to a sequence, but camera angle and shot size are the dominant physical changes that determine shot flow

-the basic relationship between wide, medium, and close-up shots and angle of view becomes clear if we construct a sequence that establishes a subject within a location
-testing your ability to judge the effect of graphic variation in a sequence will help you to sharpen your perception of mood, point of view, rhythm, tempo, emotional distance and dramatic intent in narrative ways

-developing an intuitive sense of the overall perceptual effect of a sequence is one of the skills necessary for visualization

-composing a location from details from which the viewer will construct the whole.  This relies on a more iconographic, abstract use of images
-filmmakers develop the ability to imagine a story in whole sequences by improving visual memory and the awareness of the many graphic elements that comprise any shot and sequence

Staging Dialogue Sequences

-when staging dialogue scenes for the camera, the director must fulfill two goals: the honest expression of human relationships and the presentation of these relationships to the viewer.  The first goal is determined by the script and the actor’s performance.  The second goal is determined by staging, cinematography, and editing

-the visual challenge of staging is essentially a spatial problem – the ability to predict in three-dimensional space what will work on a two-dimensional screen
-in the arts, technique is largely a matter of improved perception.  In film it means learning to see more precisely.  Specifically, cinematic “vision” relies on spatial memory and recognition, skills that can be learned and refined

-by knowing the basic ways in which people position themselves in conversation and the accompanying camera setups used to record them, you will have a secure base from which to improvise, break rules and take creative risks, while fulfilling your basic responsibility to the actors, the script and your personal vision

-this spatial approach is made up of five basic areas: 1) staging stationary actors 2) staging moving actors 3) using the depth of the frame 4) staging camera movement 5) staging camera movement and actor movement together

-once the staging patterns for the two subjects are established, we can apply these same general principles to three and four subject situations 

-this is a basic convention of Western Art.  Frontality is just a way of saying that the subjects of a picture tend to face the viewer, or, in the case of film the camera.  Many staging arrangements in the movies are basically frontal, meaning that the subjects in conversation tend to face the camera rather than each other

-a scene that stages actors in a frontal position can be recorded in a single master shot.  If, however, one of the actors is turned away from the camera (partially or completely) more than one camera angle is necessary to see both actor’s faces.  This represents the two major editing approaches to staging: one in which the actors face a single camera setup and the other in which multiple camera viewpoints are edited together

-the master shot is the one shot that is wide enough to include all the actors in the scene and that runs for the entire length of the action

-normally, the camera remains motionless in the master shot, particularly if cutting to other camera angles is anticipated.  If the master is a moving shot, the camera is fluidly repositioned with a dolly throughout the course of the scene, essentially combining several camera angles that in a edited sequence would be obtained by individual shots.  This approach to staging is also called the sequence shot and usually employs movement of the actors along with the travelling camera
-generally speaking, the sequence shot respects frontality more than an edited sequence.  This is because editing permits, and routinely links, shots that are opposed by as much as 180 degrees.  The equivalent change in a sequence shot is very nearly impossible to do quickly, let alone repeatedly.  Therefore, the moving camera in a dialogue sequence shot tends to maintain a general viewing direction

-personally, I like the distance and objectivity that two-shot and full figure shots afford.  The body can be wonderfully expressive, and people often use body language to indicate their relationship to others

-the way a person moves can be as distinctive as his or her voice, and most of us can identify a friend at a distance by some characteristic gesture long before we see his or her face.  Expressive body movement falls within the range of the full shot and the medium shot.  Entire scenes can be staged effectively at this distance without ever resorting to a close-up

-when players are seen in alternating close-ups, the shot, reverse shot pattern is one of the most useful solutions.  Not cutting strategy better represents the Hollywood style than this one.  The popularity of this setup is that it offers the widest range of cutting options and includes two important advantages that the two-shot lacks.  The first advantage is that we get to see a subject’s isolated reaction to dialogue; the second is that the point of view changes within the scene.  In addition, the eye-line match between one character and another helps to establish a sense of spatial unity

-in any shot of one actor the closer the sight line is to the camera the more intimate our contact with the actor will be.  In the most extreme case the actor can look directly into the lens and make eye contact with the viewer.  This very confrontational relationship can be quite startling

-the most frequent use of direct eye contact is in subjective camera sequences in which the audience is made to see things through the eyes of one of the characters.  This is relatively infrequent in narrative film and most of the time dialogue scenes are shot with the sight lines of the actors slightly to the left or right of the camera

-in this case, it is common practice to maintain the same distance from the camera for sight lines in alternating close-ups of two or more actors 

-once you have acquired some feel for the psychological and dramatic implications of sight lines and eye contact, you will be able to make subtle shifts within a sequence for dramatic emphasis

-the staging system we will be using from this point on identifies two categories of actor placement: pattern and position

-pattern: there are three basic patterns of figure development in a frame.  We will call them the “A,” “I” and “L” patterns.  These are the letters that grouped players resemble when viewed from above

-the significance of the patterns is that they are the simplest arrangement of actors according to the line of action. Therefore, staging patterns relate to camera placement

-the only arrangement for two subjects is the I pattern

-position: this refers to the direction the subjects are facing within a pattern.  For any given pattern there can be many positions

-most importantly, position relates to the composition of the frame.  This means that once the camera has been placed for a given pattern, the more subtle arrangement of the actors (the direction they face in the frame) is determined by their positions.  An experienced director will consider pattern and position simultaneously, but in the beginning they are more easily understood as separate concepts

-the I pattern for two players is the basic building block in our system.  This is because the line of action can be established between only two people at a time.  When there are more than two people in a conversation, the line of action moves in the traditional way already explained.  This is good news since we will only have to learn the positions for two subjects in order to apply them to larger groups.  From the cameraman’s point of view, the I pattern is found in the A and L patterns whenever a series of close-ups and singles are required

Position One 

-Face to Face-the most basic positioning of two people in conversation is facing each other with their shoulders parallel

-Over the Shoulder – this next series shows the classic shot, reverse shot-pattern in over-the-shoulder framings.  These might be the logical follow-up shots to the profile stagings in the previous example

-though OTS shots are usually shot as matched pairs maintaining consistent lens and framing choices, mixed pairs can be edited together.  In a continuous exchange of dialogue, however, matched pairs are more common place

-in tight framings there are two major strategies for the OTS shots.  They can include the foreground’s subject’s entire head in the frame.  Or virtually one third to one half of the frame is blocked off by a smaller portion of the head, strongly isolating the player facing us

-Long Lens OTS – in this next series of shots, the focal length of the lens begins at 120mm and increases up to 200mm.  Notice that for the first time the framing device of the face is a true over-the-shoulder shot since we see the shoulder and neck of the framing subject.  This combination of lens and tight framing produces a more intimate feeling than would be obtained with a wider lens

-Low-Angle Reverse Shots – another version of the shot, reverse-shot pattern can be described as over-the-hip shots.  These are dynamic, low-angle positions that tend to put the subjects in an adversarial relationship

Position Two
-Shoulder-to-Shoulder – this basic frontal positioning offers more options than most others because players can be seen full face or in profile in the same shot

-the camera would be moved in for the CUs, but it would still be directed along the same angle of view as for the open two-shot

Position Three

-this basic staging deploys the figures at an angle of 90 degrees.  This is a compromise between the parallel shoulder arrangement of Position One and the shoulder-to-shoulder arrangement of Position Two

-it is a more casual pose, not one you would expect to see if the couple were arguing or having an intimate conversation.  The looser relationship allows the couple to look away from one another and very their head position

-in the angular two-shot shown in frame 1 and 2 the player facing the camera is in the favored position.  This type of setup is similar to the OTS shots, and we expect to see a reverse of the player in the secondary position

-the head-on two-shot  puts the players on a equal basis, so it is the logical choice for a master shot if no close-ups or reverses are used.  The alternative is to have the player in the secondary position turn towards the camera to obtain the equivalent of a reverse shot

-one way of maintaining the angular positioning is by composing the two-shot very tightly and closing the space between the subjects

Position Four
-beginning with position four, we will look at stagings that create tension.  In all cases this is due to the absence of eye contact between the players.  This type of framing puts the viewer in a privileged position because we can see what the man cannot: the woman’s reactions to his words

-staging in depth in this way clearly places us in a closer relationship with one of the players.  This is a definite choice of point of view that depends on the basic frontality of the scene

-if a more neutral relationship with the players is desired, there are other, probably better, stagings that can be used.  As you can see, I have not used any reverse shots with this staging, which is inherently frontal

Position Five

-this is another staging that tends toward separation and tension.  The body language of the woman’s folded arms and the man’s hands in his pockets or on his hips contributes to the interpretation of the scene.  This depiction puts physical space between the couple and has the woman turning her back to the man
-we begin with a high angle in frame 1.  This view usually serves to create tension and isolation.  The open surroundings contribute to this feeling  

Position Six

-this dramatic staging withholds eye contact for much of its effect (traditional stacking shot).  The value of this staging is clarity, related in a sense to the shoulder-to-shoulder two-shot.  The difference is that in-depth staging encourages us to identify with the foreground player.  My feeling about this type of setup is that overcutting destroys the unity of the scene
Position Seven

-a man is staged in depth with a woman in the foreground.  

-because both players are looking offscreen in different directions, the viewer’s attention is divided between the background and the foreground players.  This produces an offhanded, relaxed dramatic situation.  Notice that the background player is looking past the foreground player.  This directs the viewer’s attention to the foreground player and unifies the shot
-reading a story board is a matter of editing with your eyes

Position Eight

-this next staging is a variation on the previous staging.  As before, the players are in a right-angle relationship, but this time the background player is looking away from the other player

-as a general rule the players whose eyes are most clearly seen will dominate the shot

Position Nine

-this series features a staging that has the players so completely opposed it looks like musical theatre (staged in depth, back to back)  Though could also be used when characters are unexpectedly linked together, without being aware of each other’s presence (or if one is trying to sneakily follow the other)

Position Ten

-the following three sequences record a staging in which the players are positioned at different heights.  This usually means that tight two-shots are framed as up or down angles, though in wider framings this is not necessary

-developing the skill to predict relationships between shots in a sequence will help you in composing individual shots
-the point is not to memorize every conceivable arrangement of player or camera, but rather to sharpen your awareness of the relationship of the elements from which the dramatic qualities of a shot are composed

Dialogue Staging With Three Subjects
-the I pattern is the simplest building block. It is found in the A and L patterns.  

-patterns determine the placement of players in the frame based on the basic staging pattern

-position determines the placement of players in the frame based on the basic staging pattern

-because actors are not always arranged in precise A or L alignment, it is not always easy to decide which pattern to apply.  In this case camera placement is the determining factor.

-when lining up players for a three-shot you may find that two players are facing the third player.  If the third player is framed between the other two, then the staging arrangement is the A pattern.  If the third player is lined up out-side the other two players, then the arrangement is the L pattern.  This aspect of staging is called opposition
-by adding the additional player we have increased the number of pattern and position combinations enormously.  We do not need to look all of them since we know that any combination can be reduced to the 10 positions in the I pattern that we have already seen
-after the establishing shot, an entire conversation can be comfortably handed in OTS and an occasional three-shot or two-shot to vary the rhythm
-this “A” pattern staging is a direct positioning of opposed figures as might be expected in an interview or meeting in which the parties are on a formal basis.  Again this is a very common staging position whether the players are standing or sitting

-frame 10 in the top row is an OTS shot and includes some of the man from the previous shot.  This is what is meant by overlapping space.  The reverse CU in shot 11 does not include space from the previous shot and is therefore discontinuous.  Overlapping ties together the scene space

-manipulating scene space with the lens is a powerful technique, but if used carelessly it can cause special inconsistencies

-this is an interesting strategy for opening a scene – deliberately withholding the full context of the scene.  The two-shot is typical because the L pattern generally groups the two players on the long top of the L together.  Almost always, the L seating or standing arrangement occurs when a single player is addressing two others

-once again we can see that the options for cutting toward shot, reverse-shot patterns.  But quite often OTS shots, two-shots and close-ups are the best way to frame the action

Four or More Players Dialogue Stagings

-staging dialogue scenes with four or more subjects utilizes the same A, I, and L patterns that we used for three-player dialogue scenes.  However, as the number of subjects grows, so do the possibilities for individual shots or group shots

-photographing groupings with more than three subjects is a matter of consolidation and simplification

-dramatic structure in fiction does this for us by representing a generalized view of the human situation through the actions of individuals.  In practical terms this is found in any scene involving large numbers of people when we focus on the key experiences of the main characters within a compressed time frame

-when filming a large group where several players speak, close-ups are often used in favor of three and four-player group shots, since this helps differentiate the players

-the key to camera positioning is identifying which players are the central players in the scene
-even the A pattern is ultimately reduced to the two-subject I position when determining the line of action.  The players who do not have dialogue may be included in the shot, but the camera position is restricted to the 180-degree working area on one side of the line of action

-if you are establishing more than four sightlines to move around space in a large group, you are creating unnecessary problems

-but no matter how complex the staging becomes, the camera geography of any scene is easily determined by keeping the line of action in mind

-the line and the patterns based on the line should be thought of as a system of organization, not as an aesthetic choice
-in midsized groups where each subject is dramatically significant, master shot stagings are often desirable

-in a group master shot in which the action is staged for one viewpoint, the screen too easily becomes the theatrical proscenium.  Rather than have a scene staged across the frame, players can be staged along the lens axis

-another option is using an in-depth composition with a foreground player close to the camera
-when staging groups, filmmakers are sometimes fearful that their players are not seen clearly within the frame.  The result of overcomposed figures is staginess, and the only cure is a disregard for ordered framing.  

-in the following examples, figures are overlapped or cut off by the frame, and this freedom permits many more options for staging action.  This style of composition is known as open framing

-there are two basic approaches to shooting dialogue in or around a crowd: The camera is either in the crowd looking out or outside the crowd looking in.  The execution of each approach is largely dependent on the focal length of the lens that you use.  Shots framed within the action are normally taken with a wide or normal lens, while shots taken from outside the action are shot with telephoto lenses
-it is possible to simulate large masses of people with a limited number of extras strategically placed in depth for the telephoto lens.  Due to the shallow depth of field, the telephoto lens can isolate principal subjects from foreground and background elements whether the crowd is staged or real

-the use of the telephoto requires keeping the camera outside the action.   Telephoto shots of subjects within a crowd must be carefully staged so that just the right number of people move between the camera and players

-staging action for the wide angle lens is far more difficult. Generally, the camera is in the action, close to the subject of the shot

-the positioning of figures is much more critical, and a slight variation of any element can wreck the shot

-it is usually necessary to stage physical action with the wider lenses, while dialogue stagings can be shot with a telephoto
Mobile Staging

-the two basic methods of staging mobile action; move the camera or move the subject

-the camera moved around players who remained in a fixed position.  There is an alternative to this way of staging action: directing the viewer’s attention from one subject to another by having the subjects move within the space framed by the camera.  In practice, both approaches are frequently combined to present a varied and fluid dramatic sequence.  In addition to cutting multiple viewpoints together and moving the subject in the frame, we can also move the camera in a tracking or crane shot.  These three methods of photographing action in sequence represent the entire range of camera and subject staging techniques

-the only criterion the actor’s movement should meet is whether it is motivated or not.  This type of staging falls under the category of “stage business.”  
-you should never really have to invent artificial business just to add action to a scene.  If the story, actors and the directing process are working together, ideas will emerge form this collaboration that are accurate observations of human behavior

-working out choreographed movement with the actors is merely a matter of connecting different patterns and positions so that all the separate views of a scene are linked together in a single shot

-this particular move, in which a subject moves in the opposite direction of the camera, is called a counter move
-we used several different techniques to get the maximum use of a 15ft piece of track.  This included staging in depth to vary the framing, panning from a stationary position to reframe, retracking over the same space by reversing the direction of the camera, following one subject (the boy) and then another (the girl) and pushing in towards a subject and then backing away

-particularly important is the camera operator: the speed and timing of a camera move and the transfer of attention from one actor to another are ultimately his responsibilities

-there are only two types of shots in a conversation, the action and the reaction.  Filmmakers are frequently over-concerned about the action.  The truth is, we learn as much from the reaction as we do from the action.  Knowing this will loosen up your staging because it means the person speaking need not be the center of attention
-the reaction doesn’t have to be a CU of the man’s face.  It could also be a CU of his hands as he nervously fingers his car keys or a shot of his foot tapping impatiently, or any other visual or physical index to the person’s feelings.  If the person who is reacting is looking into a fireplace we might see the flames for an extended period or just a shot of ashes.  Sharing his point of view can help shape our understanding of his reaction

-the camera following a subject who is the center of interest can move around other players so that the subject directs us to the reactions of the other players.  The subject who is the center of interest need not be emotionally dominant but may have special knowledge that is of interest to the other players.  From a practical standpoint the advantage of this staging is that one player moves while the other players are stationary
-not every story point and line of dialogue in a scene needs to be emphasized.  Film is such a direct medium that holding back its expressive power from time to time is a way of establishing all the other moments. In staging actors and choosing camera setups this could mean relegating some action to the background even if it is central to the narrative

-similarly, the notion that an important line of dialogue requires a close-up is simply not true.  People are often most attentive to the person who speaks softly.  What this means for the filmmaker is that he or she is freed from trying to compose every dramatic point full screen.  Sometimes the smallest gesture is the most telling
Depth of the Frame
-no matter what you are shooting, the space before the camera has limits within which the action of the scene is confined.  As a way of organizing the scene space, we will divide this action area into three segments using the traditional terms for depth in the graphic arts: the foreground immediately in front of the lens, the middleground at the farthest reaches of the location, the background

-simply put, the dramatic circle of action for any scene is determined by the size and shape of the space that the action covers

-there are only two ways of looking at the action: from the outside looking in as a spectator, or from the inside looking out at the action surrounding you as a player on the field
-there are two basic ways that the camera can record action and space.  The variable here is the “shape” of the action
-the filmmaker’s job is to evaluate what portion of the whole event he wants to feature and from what vantage point to view the action.  In most cases, the physical action of a scene has dramatic high points that are more significant than others.  By deciding where and how the significant action should be staged for the camera, the filmmaker controls the point of view, level of viewer identification and emotional direction of any scene

-when there is more than one player in a scene, the circle of dramatic action is determined by the placement of the players.  If the actors remain in the A, I, or L pattern without movement, the circle of dramatic action is drawn tightly around them

-like the A, I, and L patterns, the circle of action is a way of looking at staging situations to discover familiar arrangements of camera and subject

-learn to watch television and movie sequences in terms of space rather than shots. This means visualizing the geography of the location and the placement of the camera within that space.  One good exercise is to keep track of where the camera is stationed for any scene staged in an interior location.  Pay particular attention to how each new scene is introduced in the opening shots.  You will soon begin to recognize basic strategies for establishing scene space and learn how each approach affects the narrative
-in setting up a camera in a room, there are only three places to put the camera: the foreground, the middleground or the background
-once we have established the location with one of the three basic camera positions, the staging of actors is the next decision

-placing the camera outside the action and locating a cluster of actors in some part of a room is the most common staging technique.  Cutting is usually required for differentiation, since all the players are approximately the same distance from the camera and are therefore seen in similar shot sizes

-deep staging permits the use of a single setup so that cutting, if used at all, is kept to a minimum

-for any given pattern the camera can be inside or outside the action

-using extensive depth in staging of shots serves two purposes: One, it can eliminate cutting by allowing the filmmaker to compose subjects within a single shot, and two, it enables the director to selectively emphasize dramatic elements
-graphically staging in depth depends on the use of scale.  This creates oppositions within the frame that can be substituted for the differentiation between players that is normally established by editing

-though it may seem axiomatic that near players are stronger in the frame than far players, attention can be shifted to the far player by the use of lighting, depth of field and narrative context.  Mobile staging can further extend the range of emphasis so that near and far players can exchange positions or meet in the middleground on equal terms

-Welles’ space is used for separating his characters; Renoir uses space so that his characters will interact
-another more conceptual use of the depth of the frame is the linking of ideas through space.  There is no reason to limit the frame to only two levels of meaning, and the depth of the frame can be divided into as many distinct areas as can be clearly defined by the filmmaker

-there are times when staging in depth permits the foreground or background to be slightly out of focus for pictorial reasons, or attention may be shifted by moving the area of focus from a far to a near subject

-but since there are still limitations to the available depth of field in any lens, special techniques for deep-focus photography have been developed

-there are several alternatives to wide-angle lenses for deep-focus photography

-by eliminating depth in the frame telephoto lenses emphasize the width of the scene space.  Differentiation between staging patters becomes more difficult unless the separation of players is lateral.  This is particularly true when subjects overlap in the frame.  Mobile staging is equally problematic with telephoto lenses since only lateral movement effectively emphasizes key moments in a scene.  Subjects repositioning themselves in depth will appear to move without arriving at a new space.  For the same reason camera movement in depth will appear to be negligible

-conversely, lateral camera movement with a telephoto lens will exaggerate planes of depth

-this trend towards the use of longer lenses in narrative film continues.  Much of the telephoto’s appeal is graphic, but it is also popular because it eliminates many of the continuity challenges of staging action

Camera Angles

-in narrative film there are many reasons for varying the viewing angle: You may want to change the angle in order to follow the subject, reveal or withhold story information, change point of view, provide graphic variety, establish a location of develop mood
-all of these, following the subject is the goal that many filmmakers consider primary.  This approach tends to 

overlook the importance of the space in which the action takes place, when in fact it supplies the context that defines the subject

-the truth is that they subject is never separate from the location in either the narrative or the pictorial sense.  The subject of a shot is often the subject and the location taken together, each informing the other and creatively inseparable.  Together they can contribute to the mood and atmosphere, shape psychological and dramatic elements and interact to produce new meaning in any shot.  To a large extent the spatial relationship of subject and environment is determined by the camera angle

-by themselves camera angles have no meaning.  The value of a shot really depends on the narrative
-in film the viewer identifies with the camera.  When the camera moves either in a tracking shot or through cutting, the viewer experiences the sensation of movement as well and frequently finds the images on the screen more real than the space in the movie theater.  Psychologists call this illusion transference.  One reason for varying the viewing angle is for the physical excitement of transference, a viewing experience common in film

-since transference implicates the viewer in any camera movement or change of angles in an edited sequence, the viewer becomes part of the choreography.  Complex sequences may very well provide an experience as rhythmically and spatially inventive as a dance, dependent to a great extent on the arrangement of camera angles and perspective
-every storyboard artist and production designer has a solid grasp of the principles of perspective and uses them frequently to visualize sets and camera angles.  When composing a storyboard, a knowledge of perspective frees the artist to imagine different viewpoints in a real location or to create a location that is entirely imaginary.  This type of representation is called linear perspective
-but when a filmmaker places two shots side by side the interaction between the images produces an entirely new type of spatial experience that can best be described as sequential perspective.  This is how he creates the type of cinematic choreography that includes the viewer in the space on the screen, a major factor in the design of show flow

-shot flow is a rhythmic variation of angles.  In the continuity style this means establishing the volume of a given space by moving through that space

-eye-level views tend to be stable and can serve as a contrast to dynamic compositions
-notice that these three shots proceed in a generally smooth movement.  This creates a sense of forward motion.  This type of shot flow is progressive

-this next series is nonprogressive.  This means that the angular view in one frame conflicts with the view in the following frame
-one way of looking at camera angles and how they depict the scene space is to create the storyboard without the subject and just concentrate on the background

-without the removable walls and ceilings of a studio set, wide-angle lenses must be used in the often cramped quarters of a real interior so that full-figure shots can be framed

-if you find yourself in an interior where the perspective of the wide-angle shot is determined by the size of the room rather than by design, try using a longer lens.  Shooting through doorways and windows and past foreground objects instead of trying to find a clear frame in a room are some of the ways of utilizing a longer lens

Open and Closed Framings
-the terms open and closed compositions are used to describe the types of framing techniques and strategies devised to include or exclude the viewer from the picture space

-in film, open framings are compositions of the type usually found in documentaries, where many of the elements in the frame are beyond the filmmaker’s control.  In such stagings, several subjects may be partially cut off by the edge of the frame or partially obscured by foreground elements
-closed framings are compositions with subjects carefully positioned for maximum clarity and graphic balance.  This way of composing pictures is likely to be found when the camera is placed outside the circle of action

-open forms seem more realistic, while closed forms seem staged

-the truth, of course, is that all compositions are arranged by the photographer to some degree whether it is obvious to the viewer or not

-it’s probably best to think of open and closed framing as general descriptions, remembering that techniques derive their significance from the contexts in which they are placed

-for the narrative filmmaker, the most interesting aspect of open and closed framings is the way in which they are used to offer the viewer degrees of involvement and intimacy with the subjects on the screen.  How the filmmaker uses this relationship raises the issue of aesthetic distances

-aesthetic distance is a phrase used to describe the degree to which a work of art manipulates the viewer.  All communications are in some way manipulative, but some works allow the viewer greater opportunity for reflection and participation at the moment of viewing than others
-in filmmaking, aesthetic distance is aptly named, because unlike the novelist or poet, a filmmaker actually creates the illusion of physical depth and distance in the frame and, ultimately, in the movie theater.  The size of a shot, from an extreme close-up to a long shot, places the audience in a physical relationship with the subject that has psychological and, ultimately, moral implications

-the ways that framing, choice of camera angle and lens affect the degree of involvement the viewer has with the scene space and the individuals in the scene

-the options of each shot choice, strongly affect the dramatic emphasis of a scene

-the open framing creates a context in which we share the man’s psychological point of view through the use of framing and story elements.  If the filmmaker had wanted to allow the viewer to watch the scene from a neutral perspective, he might have created the scene using closed framings

-this distancing is not absolute but, like open-framed strategies, can be created in varying degrees.  It is rare to find a film that open or closed framings exclusively

-closed framing permits the viewer to watch the scene unfold with less physical and emotional involvement

-Frame 1 is symmetrical with little dynamic tension to motivate the next shot.  This permits the viewer to access the frame and the action without the pull of shot flow.  The action is so far away, however, that the move to a closer shot is required if more detail is to be seen.  The filmmaker may opt to hold this throughout the scene and move the action towards the camera by having the couple leave the bed rather than change viewpoints through cutting

-Frame 2 permits a better view of the couple and limits the degree of intimacy the viewer feels by placing the couple in a viewpoint that is not on the human scale.  In this case, we are not only outside the circle of dramatic action, we are high above it
-Frame 3 is the least closed shot, but it still maintains a neutral and distanced stance.  Notice the angularity tends to make the shot less closed

-the filmmaker decides that if he is not going to use CUs or medium shots of the couple he can maintain emotional distance while cutting from the appropriate side of the bed when we hear the thoughts of the man or the woman.  This entire approach is highly stylized and avoids the psychological identification with character that is fundamental to the continuity style

-ultimately, the viewer is manipulated no matter what technique is employed, and a film can have no more integrity than the intentions and perspicacity of the filmmaker permit, regardless of technique

-open framings utilize foreground elements to enclose a subject for emphasis or as a way of placing a subject within a new context or including the viewer in the scene space.  Framing devices are also used for purely compositional reasons to increase the sense of depth in the frame

-in this example, doors become frames within frame, distancing us from the action.  We are placed in the position of eavesdropping on a conversation

-in this case architecture is used to frame the action
-telephoto lenses, because they compress action in depth, crowd many foreground elements (that may actually be very far away) in front of the camera.  This use of framing devices tends to withhold information by revealing only portions of the principal subject.  This is the opposite effect of a window or doorway frame, which directs our attention more emphatically to the subject within the square

-mirrors have always fascinated filmmakers and can become a way of combining the “shot, reverse shot” cutting pattern in a single shot

Point of View

-open and closed framings are ways in which graphic and editorial techniques determine the level of involvement the viewer has with the characters on the screen
-Point of View, on the other hand, determines who the viewer identifies with.  The two concepts are closely related and nearly always work together in any sequence

-each shot in a film expresses a point of view, and in narrative film the point of view changes often, sometimes with each new shot.  For the most part, point of view – what is often called narrative stance – is largely invisible to the audience, though the accumulated effect of the changes profoundly affects the way the audience interprets any scene

-this probably accounts for the fact that point of view, which may be the most important aspect of a director’s contribution, is handled indifferently in so many films.  Frequently, narrative stance is the accidental result of

technical and pictorial concerns, or worse, relentless manipulation

-let’s begin by looking at three types of narration used in films, borrowing the terminology used to denote point of view in literature
-first-person narratives are exemplified by the subjective techniques of Hitchcock in which we see events through the eyes of a character – the “I” of the story.  Extensive use of the subjective viewpoint has always been awkward in narrative film largely because we are only given the visual point of view of a character and are deprived of seeing his or her reactions through facial or other gestures

-third-person restricted, which presents the action as seen by an ideal observer, is the style of narrative most common in Hollywood movies, but rarely is it used as the sole viewpoint.  Most of the time it is combined with limited use of omniscient and subjective passages

-for film to present the omniscient point of view we have to know what the characters are thinking.  This requires some type of narration, voice-over or graphics.  Overt narration is thought by many to be uncinematic and is rarely used.  Actually, narration has been explored only tentatively, and so far no mainstream narrative director has evolved a style that combines words and images in a particularly inventive way.  The field is open for new ideas

-in a novel or short story there is no question whose point of view we are reading at any moment.  In film, the point of view can be less definite, and in some instances a shot can convey a narrative stance somewhere between a third-person and a fully subjective shot
-in editing, the most powerful cutting device is the sight line of an actor in CU

-there are degrees of subjectivity, or to put it more accurately, degrees of identification for any shot

-for this reason, OTS and two-shots can favor the point of view of one of the players in a scene depending on the line of sight of the actors and the narrative context.  Generally speaking, the closer the sight line of a player in CU is to the camera, the greater the degree of viewer identification

-there are two ways to determine viewer identification: by graphic control or by narrative control.  Graphic control elicits our identification with a player using composition and staging.  The modified subjective shot we considered on the previous page is an example of graphic control determined by how a player is composed in the frame

-narrative control directs our identification using several strategies, but these are largely dependent on editing
-there are no hard and fast rules for the graphic and narrative control of point of view.  Both factors are dependent on one another for their full meaning.  One of the most important skills a filmmaker develops with experience is a greater awareness, largely intuitive, of the predominant point of view in any shot and sequence

-this first series of photoboards stages a subjective sequence using the cut on the look to set up shots

-the filmmaker decides to open the scene in a traditional POV editing pattern beginning with the ECU of the eye.  This is followed by the obligatory reverse of the POIV shot and an OTS two-shot
-if the footage was photographed with a stationary camera you could easily change the order of the shots.  If, however, the shots involved zoom movement or camera movement, your options would be reduced, assuming you followed traditional continuity practice

-this time the filmmaker will devise an aural/subjective sequence.  The viewer will see and hear things from the man’s point of view
-we see a CU of the man, very nearly a CU of his ear.  This is the aural equivalent to a cut on the look beginning with a shot of the eyes

-interestingly, while the action is seen from the position of a third person, the staging encourages us to identify with her.  On a visual level, the subject of the shot is the woman looking at the man.  This, however, is merely a way of provoking our interest in knowing her reaction to what she sees.  The secondary subject of the shot is the woman’s thoughts since her reaction is not externalized in dialogue or other behavior

-this first sequence uses the classic subjective setup.  In frame 1, a woman looks at something offscreen; in frame 2 we see the object of her attention.  In frame 3 the geographical relationship is established in a two-shot
-in this sequence we identify with the woman for two reasons: first, she is the person who escorts us, the viewers into the scene.  Second, in frame 3 the two-shot favors her line of sight

-the narrative context of the sequence beginning with the woman, shapes the way we read the following shots

-identification usually will side with the subject given the most screen time

-part of the strategy that sets this up is the right-angle shot of the man, which is in contrast to the woman’s line of sight.  This introduces another factor in determining point of view related to the eye-line.  Any aspect of a shot that suggests thought on the part of a subject sets up conditions that are favorable to identification.  Shots of the eyes, and CUs in general, fall into this category

-the type of shot and the cooperation between shots is more important in developing a consistent point of view than the number of shots given to a particular character.  Finally, it is important that the subject we identify with be seen consistently.  In this last series, two shots of the woman from the same angle build identification more strongly than the three shots of the man, each from a different angle
The Pan
-generally speaking, a moving shot is more difficult and time consuming to execute than a static shot, but it also offers graphic and dramatic opportunities unique to film.  Camera movement replaces a series of edited shots used to follow a subject, to make connections between ideas, to create graphic and rhythmic variation or to stimulate the movement of a subject in a subjective sequence
-of the three types of camera movement, panning, tracking and craning, only panning is accomplished without moving the camera from one position to another.  When the camera moves through space on a crane or dolly it is said to be travelling.  The different types of camera movement are frequently combined in a single shot, and a crane or dolly shot usually requires some panning to hold the subject in the frame.  In a sequence shot, a tracking shot may combine a crane move with lateral tracking movement while panning and zooming to frame choreographed action
-the pan is the simplest of moving shots, comparatively easy to execute with modest equipment.  Like all moving shots it provides multiple views within a single shot as an alternative to editing

-the pan shot is extremely versatile and is one of the easiest moves to execute

-the camera also can be angled up or down in a vertical pan or tilt.  What distinguishes the pan from other types of camera movement is that the camera rotates on an axis in one location rather than actually being displaced.  Consequently the pan shot does not offer the dramatic shift in perspective that tracking, crane and hand-held shots do.  In this respect it is similar to the static shot.  At the same time, the pan can cover space faster than tracking and crane shots, in which the camera must be physically moved over the ground

-a pan can be used to: a) include space greater than can be viewed through a fixed frame b) follow action as it moves c) connect two or more points of interest graphically d) connect or imply a logical connection between two or more subjects

-the most familiar use of the pan is a slow mover over a landscape.  The scenic pan is usually used as an establishing shot.  Typical uses are the vertical pan up or down a skyscraper to convey a feeling of height and the horizontal pan to convey the immensity of a location like a desert or ocean that spreads well beyond the borders of a fixed frame

-the least noticeable use of the pan is to follow action as it moves within a restricted area or over a much greater field of view than that of the frame.  In the first instance the pan is used to reframe a subject so it remains in a desired portion of the frame
-the moving camera simulates the human inclination to move our head and eyes to keep areas of interest centered in our cone of vision

-the choice of reframing or locking the camera in position depends on the dramatic intent of the scene

-when we the field of view is great and the camera movement necessary to follow the action is extensive, the pan can cover wide spaces more quickly than any other type of camera movement

-camera placement is the key to panning with the action.  As with any staging consideration the type of panning required depends on whether or not the camera is in or out of the dramatic circle of action.  

-accentuating the sense of motion and space usually is done by placing the camera within the action.  If the subject is moving, the camera will be forced to pan more extensively than if the camera is viewing the action from a distance

-the sense of motion and space of a shot is not entirely dependent on the range of the panning move.  In any given situation the perception of motion and space can also be manipulated by the choice of lens.  Longer focal lengths lenses, for example, increase the perceived speed of objects moving across the field of view.  Because the longer lens frames only a small part of the background compared with a wide-angle lens, a panning movement over a short lateral distance can be made to seem longer than that achieved with a wide-angle lens

-when making a panning move, a long lens can also be used to create a greater sense of motion

-the small depth of field apparent with the telephoto lens is used to isolate the subject as well as increase the sense of motion when the camera moves

-the pan is highly manipulative and easily leads the eye from one point to another

-a passing car or the motion of leaves blowing along the ground can motivate a pan to an area of narrative significance. The car or leaves may have no specific relationship to the action of the story, but the pan is such a
compelling move that we usually do not question the effect, accepting it as a pictorial device

-a slightly more complex version of this technique is the cross pan, in which a moving subject leads to another moving subject.  This requires that the two subjects cross paths.  Cross pans of this type have a choreographic quality: Attention skips from subject to subject motivated by kinetic force
-in fact, the direction of the pan can change completely, going first in one direction and then in the opposite direction without pause

-though the pan generally moves our attention horizontally or vertically across the frame it can also be used to lead our attention to near and far elements staged in depth

-in addition to its use in following action, the pan also can serve as a device to connect the elements in the frame, automatically suggesting a logical relationship.  When the pan moves from one point of interest to another it poses the question “What is the connection between these two objects?”  Depending on the narrative strategy the connection may be immediately clear or the filmmaker might create narrative motion by withholding the answer until later.  Either way, the pan juxtaposes elements in a way that clearly makes the connection worthy of our interest
-many contemporary filmmakers prefer the cut as a way to connect space and story elements so that they will have greater freedom when editing.  As a result their use of space is restricted and may have a choppy look
The Crane Shot
-the crane shot is usually thought of as a strictly vertical movement, but actually the crane is capable of moves in many directions, though the distinguishing factor is its vertical capability.  Used in this way the crane shot is perhaps the least naturalistic move in the moving camera repertoire.  It is not analogous to any perception in normal experience

-crane shots are inherently majestic and hold our interest regardless of the subject because of the sheer physical pleasure of the move: the Power of the exotic viewing angle and the seductive change of perspective draw us in.  Used at the beginning of a sequence the crane shot emphasizes the sense of presence and establishes the geography of an environment at the same time

-the crane move that enters a location is a “once upon a time” shot directing our attention from the general to the specific.  Where the establishing pan shot moves across a wide expanse of space surveying a fictional world, the crane shot permits us to “feel” the dimensions of that world by penetrating space, further endorsing its reality through the illusion of depth

-the crane’s range of motion depends on the type of crane, but generally the camera can move up and down in an arc around its base.  Included as a member of the crane family are jib arms and booms which are added as accessories for many dollies.  Because the dolly can move laterally during a shot, the range of motion is greatly increased by adding the vertical capability of the boom
-when the base is in motion the crane can continue to move vertically, thereby greatly increasing the area covered.  A crane or boom arm can be attached to a camera car or any other stable moving platform to allow for vertical movement alongside a moving subject

-the crane can also be an inquisitive observer.  Not only can it rise to get the overview of a scene, but it can go from the overview to the details of a scene and then return to the wide shot.  A crane can move over an obstacle like a fence or a wall

-a crane move can reinforce the subjective feel of a shot by imitating the general path of a subject.  As the subject goes up a hill to look over the crest, the camera follows from behind.  Since information is revealed to us as it is revealed to the subject, we see these things from his general viewpoint

-following a subject’s line of sight doesn’t have to cover a great distance.  A boom arm on a dolly, which is still essentially a crane shot, can imitate a person dropping to a crouching position.  The camera would frame the crouching subject, using him as a framing device, or continue to move past him toward the object of interest
-as with the remote-control system, motion control operates all the functions of the camera normally controlled manually, focus, aperture, vertical and horizontal displacement, pan, tilt, and roll – and stores the commands in a computer.  Once it is captured in memory the most difficult movement can be infinitely repeated for multiple exposure of the film for special effects

-executing a crane move eats up time on the set.  Therefore, careful planning and preparation is vital

-the most exciting new tools for planning crane moves or sequence shots are the various computer-aided-design programs used for visualization 

-like any skill that involves movement, the control of camera choreography improves with practice

-every move has a unique feel and a crane shot with a steep accent frames a narrative differently from crane shot that moves laterally while ascending

The Tracking Shot
-the tracking shot is used to follow a subject or explore space.  This can be a simple shot framing one subject or a complex sequence shot that connects multiple story elements varying the staging and composition in a single flowing movement

-the circle of dramatic action is almost the same for the moving camera as it is for the stationary camera

-the difference between the stationary and the travelling camera is that the travelling camera can move into or out of the action within a single shot.  In story terms this means moving from the general to the view of things or vice versa.  This change between the interior and exterior of the circle of action is one of the most useful features of the moving camera; it enables the filmmaker to structure story elements visually

-in addition to entering or exiting the circle of action the camera can travel towards or away from a subject to shape our identification with that subject.  Moreover, a moving shot develops in time so that the degree of emphasis is variable within a shot

-by comparison, a stationary close-up has only one graphic value for the length of the shot, but a moving close-up shot can include a range of values from a wide close-up to an extreme close-up.  Depending on whether the move is towards or away from the subject, the general increase or decrease in intimacy (or any other effect of the framing) evolves during the shot

-regardless of whether the camera is inside or outside the circle of action, the subject-to-camera distance may increase or decrease or remain the same.  

-one of the ways a scene in a script can be broken down into shots is by asking what is the point of view of the scene and what is the appropriate emotional distance between the viewer and the subject

-if you draw a schematic of the tracking shot you can write the key moments along the path of the camera.  This could include important lines of dialogue or specific choreography for the actor.  While this type of planning can be used to organize a specific shot, thinking in terms of the dramatic circle of action is useful when trying to find a shot to record complex action

-a tracking shot can inspect a location or a subject, revealing it to us slowly by focusing on individual details of the overall location.  This can be done from inside or outside the circle of action.  In one version the camera begins in close-up, pulling back to a wide view so that we move from the specific detail to the general outline

-often a tracking shot follows a lateral path along subjects deployed over a large area.  While it may be convenient and appropriate to move along a straight path, a tracking shot is not restricted to a straight line.  The camera can also turn corners, move forward and backward, come to a halt and begin to move again, change-speeds, cross its own path, frame subjects in close-up or wide shot or move through windows or doors or any other visual scheme the filmmaker can conceive and the crew can execute

-the most familiar use of the tracking shot is to follow two or more people in conversation.  When the subject and the camera are moving at the same speed and the subject-to-camera distance does not change, the moving shot is the compositional equivalent of a static shot.  The camera can track directly ahead of or behind the subjects, it can track on a parallel path in line with the subjects or it can parallel their path from a position slightly ahead or slightly behind them

-the subjects can also be framed in full figure, medium shot or close-up, placing the camera inside or outside the action.  This same parallel tracking shot is used frequently to record conversations in cars, on horseback or boats or any other conveyance.  The shot is also useful in action sequences in which car-mounted cameras are often used to move alongside fast-moving subjects

-this is really a variation on the parallel tracking shot.  The only difference is that the camera is moving at a different speed from that of the subject. In this way the subject will approach the camera as it moves or be left behind when the camera moves faster.  This gives the filmmaker the ability to let the subject enter or exit the circle of action as the camera is moving

-in an action sequence this is a more dynamic shot than the conventional parallel tracking shot because it develops while it’s on the screen as the subject travels across the frame.  This holds our interest more than a shot in which the camera and subject move at the same speed.  Also, when the camera is moving at a different speed form that of the subject the perspective is accentuated by three planes of motion – background, subject and foreground – rather than two planes in motion, which is the case when the camera and subject move at the same speed.  Using three planes of motion increases the sense of depth
-not only can the subject and camera move at different speeds, but they can change speeds within a shot.  When 

recording conversations, the camera can keep pace with the subjects then slow down as the subjects move ahead of the camera, leaving it behind.  Another variation is to have the subjects overtake the moving camera and then move along at the same speed.  Still another version might have the camera at rest as the couple approaches, then begin to move along with them at the same speed throughout their conversation and have them leave the camera behind at the end of the scene.  All these variations have the same purpose: to create the sense that we have eavesdropped on a real conversation that continues after the subjects move on
-the camera can also move directly towards or away from a subject or object, increasing or diminishing its importance within the context of the story

-a dolly move towards a subject’s face can be used to emphasize a character’s moment of realization.  This familiar convention is often set up as a cut on the look
-a dolly shot can also deemphasize a subject by pulling back.  This tends to isolate the subject as well

-perhaps the most familiar use of the backtracking shot or pullback is as introductory shot at the beginning of a scene.  This familiar technique draws a relationship between the object at the beginning of the shot and the location in which it is set

-the camera can sound the dramatic circle of action by completing a full circle with the subject at the center

-even when the camera movement is slow, the shot is designed to draw attention away form the characters as individuals so that we will evaluate the situation as a whole

-the change from adjacent interior and exterior locations is usually handled by a cut between shots of each space.  This eliminates the problem of matching interior and exterior lighting, which may vary greatly

-the alternative is to move the camera from interior to exterior or vice versa in a continuous move

-it is also possible to move from an exterior to an interior space by allowing the subject to pass a moving camera.  In this case the camera pans with the subject to the edge of the doorway but remains outside.  The subject enters the interior, and the camera photographs the scene inside while remaining outside.  With the right choice of lens and staging, the results will appear as though the camera had entered the location

-you can also shoot through windows to combine interiors and exteriors

-the camera is placed close enough to the window glass so that the window frame is not visible and the viewer is unaware that the camera is inside the room.  As the camera pans to follow the subject entering through a doorway, the camera quickly pans past the wall and the door frame, following the subject into the house

-the selective view of the camera can make it seem as though the camera has crossed from an interior to an exterior (or the reverse) while following a subject

-tracking shots do not pose any special continuity problems except for the difficulty of executing prolonged action
-naturally, if a tracking shot is the only version of a particular action in a scene, there will be no way of altering the footage except by removing the shot – along with the action it contains

-this brings us to the one legitimate cutting problem that tracking shots pose: A static shot cannot be inserted easily into a tracking shot of the same action.  This single case has led to the exaggerated view that moving and static shots can be difficult to join smoothly

-static shots can be easily joined to travelling shots, and travelling shots can be joined to other travelling shots, or joined in an extended series of travelling shots.  In fact, in certain situations a series of travelling shots blends motion more successfully than a similar series of static shots

-a travelling shot tends to prepare the viewer for graphic complexity and change in the following shot in a sequence.  In many situations the travelling shot can smooth graphic transitions similar to the way that a dissolve smoothes temporal transitions.  For instance, a graphic jump cut (one in which the camera is moved less than 20 degrees, but in which time is continuous) is less harsh when made between travelling shots

-the travelling camera increases the effect of all other perspective cues that help us judge distance.  Since we identify camera angles by the way in which they render perspective, it stands to reason that the travelling camera will intensify our perception of space for any angle
-it was established that the three point perspective provided the greatest amount of information about the spatial relations for any of the possible views of an object in space.  Similarly, the travelling camera can move through one, two, or three planes of movement.  To move in three planes simultaneously the camera must move forward or backward while moving vertically and horizontally.  If the camera is performing this type of movement while framing an object in three-point perspective, the maximum degree of depth will be achieved for any given scene

-placement is the movement of the viewer to different viewing positions in a scene through changes in camera angle.  This was compared to choreography, because the viewer experiences a whole range of kinetic and physical effects as carefully arranged as a dance performance.  Shot-flow choreography is present in any sequence of shots,

but it is most palpable when the camera is in motion

-a moving shot may pass through several angles of view or present only one angle of view during the length of a shot.  When following a subject at a fixed distance the angle of the shot does not change.  But if the camera approaches or retreats from the subject the angle of view may change.  Directors interested in exploiting the “pull” of this type of perspective shift will learn to stage action to force the camera to move along more than one axis or move around objects to include a range of views
Tracking Shot Choreography
-the variations possible with a simple track setup can range from a stylish move alongside two players in conversation to the multicharacter sequence shot that connects several story elements and locations

-there are two staging options available with the moving camera.  First, you can move the camera around a fixed subject, or secondly, you can move the subject and the camera simultaneously

-there are also basic camera moves for staged action.  These moves are governed by two practical considerations:

1) the camera’s range of motion when moving on dolly track or other equipment and 2) the fact that it is easier to move the actors than to move the camera

-the ultimate goal of this system is to encourage and facilitate a varied use of space, camera angle, and composition, thereby stretching the limits of the frame

-there are two parts to our staging system for the travelling camera a) Tracking Choreography: this refers to the path followed by a moving subject relative to the path of the moving camera  b) Patterns and Positions: this is the same staging system for actors we used in static shots

-the basic idea in our staging system for the moving camera is that any number of individual shots can be connected to form a single, uninterrupted shot
-this approach analyzes a moving shot as represented in a storyboard.  Each frame in a storyboard represents a static staging pattern that can be connected to other frames to form a single shot using the moving camera and mobile staging

-the subject to camera distance remains the same and represents a basic unit or building block 

-in its simplest form the shot opens with the camera and subject in motion and ends without any change in subject-to-camera distance

-it’s possible to cut between any of these moving shots to vary the shot size, but a more fluid way to change the framing is to have the subject move closer to or farther away from the camera during the course of the shot.  This is usually done at the beginning or the end of the shot

-depending on the angle of approach or departure, the camera must pan to follow the subject.  This becomes an opportunity to include a great deal of the action in the vicinity of the camera even before it begins to move

-with this type of staging the camera may be motionless at the beginning of the shot while the subject approaches and then slowly begin move as the desired framing is obtained.  This framing is held for most of the shot.  As the tracking nears completion, the procedure is reversed and the camera slows down, possibly to a complete stop, as the subject moves away from the camera through the departure area

-in this case the approach is directly towards the camera.  If this were a dialogue scene, the subjects would be speaking during their approach to the track before the camera began to move.  It has become a familiar convention to allow the audience to hear the subjects’ conversation clearly even when they are very far from the camera

-this choreography combines two storyboard building blocks – a full front shot and a profile medium shot

-three shots can be combined: a full figure profile, a full frontal shot and a medium profile shot.  To combine these views the camera moves at the beginning of a shot at the same pace as the subjects, coming to rest as the subjects turn to approach the camera.  When the subjects turn a second time to walk parallel to the track the camera begins to move again.  Other variations might include staging the action so that it takes place at different heights

-almost the same as the previous S bend setup, with one important difference: the players cross the track.  Again a long or full shot is combined with a full front shot and a medium shot, but with a change in direction as shown in frame C

-the pivot point for the camera can either be on either side of the player’s path when they cross the track

-moving the action around the camera and forcing it to include the 180 degrees of space places the camera in center of the circle of action
-this setup begins with the subject in close-up.  The subject moves angularly away as more of the background is revealed.  In this case, the tracking move can be seen as combining two shots frequently paired together: the close-up shot of a subject and a cut on his look

-the subject approaches the camera for a close-up at the beginning of a scene.  We hold on his look and his reaction to surroundings that are not included in the frame.  This forces us to experience the location through the experience of the subject.  As he moves away from the camera the background is revealed slowly

-this time we begin with a wide shot showing us what the location looks like.  Instead of being introduced to the scene by studying the reaction of a particular player to his surroundings, we evaluate the location first and the player approaching us second
-when the player is finally seen in CU at the end of the shot, we are interested in finding out if he will react to the damage as we have.  This is another instance of spatial control used to determine a question and answer strategy

-we can make more complex arrangements by combining the seven tracking patterns
-in this example the camera tracks angularly through the scene in the opposite direction of the subject.  This is a countermove that begins with the subject facing the camera until it passes the center of the shot, at which point the subject is facing away from the camera.  As with any move in which the subject crosses the camera path, there is a reverse of screen direction.  Because the change is gradual, crossing the line is unobtrusive

-here the camera tracks toward the subject to the center of the shot and then reverses direction and moves back in the same general direction as the subject.  The reversal of the camera is usually a distracting maneuver unless the camera comes to a stop before changing direction.  This would be justified if the subject stopped for a moment to perform some action

-the viewer will be unaware that the camera is retracking along familiar ground because the camera is pointed in a new direction

-the camera path is parallel to and in the same direction as the path of the subject in three areas.  When the subject approaches the camera directly it pauses until the subject makes the turn to the next parallel course.  This is a case where stopping the camera is necessary to keep the subject in frame

-it is that it’s always better to work with, rather than against, the location

-resourceful staging is by fare the most useful asset a director can call upon

-still it is a perfectly acceptable and graphically interesting solution to permit an obstacle to block the primary subject
-one value of the long tracking shot is its ability to link separate story elements together, moving from subject to subject within the shot.  A basic strategy is to move from one element to another.  Actually, the technique is a cross pan performed as the camera is tracking

-we can carry the previous idea even further by combining lateral tracking, cross pans, mobile blocking and in-depth framing
-the separate elements are positioned in depth and move in opposing directions that intersect in front of the camera.  The first element is a car that enters the shot in the foreground travelling to the background.  The camera follows the car in a long tracking shot that moves left to right until the car exits the frame.  The second element is three boys who enter the frame in the middleground.  The camera changes direction moving back and over the space just covered and tracking with the boys as they carry on a conversation.  The third element is a girl who enters the shot in the background.  She moves past the boys toward the camera and the camera picks her up, following her to the foreground.  At this point one of the boys runs over to speak to her

-a tracking shot can also be motivated subjectively as either a full POV shot or a modified subjective shot that includes the subject in the frame
-the tracking shot would normally be set up in a previous shot of the man looking at the women as he walks toward them

-the camera moves toward the subject and the man watching them.  This is a situation where the man’s “look” is implied.  Even though we do not see his eyes he is clearly watching the women.  As the camera moves towards the man it goes from an objective to a subjective mood.  By the time the camera uses the man’s arm as a framing device our close proximity to him encourages identification 

-in this last version we find an interesting situation in which the man enters his own subjective shot.  The camera tracks alongside the man as he approaches the women on the beach.  Again, the camera’s closeness to the man elicits our identification with him.  As the man continues past the edge of the beach the camera stops moving.  Now the man climbs down the slope and joins the women and the shot returns to the objective mode
Transitions

-the connections between shots are as important as the shots themselves and usually signify changes in time and place in narrative films.  Today, segues of almost every type are used, with the greatest type of experimentation going on in commercials and music videos
-in all, there are only seven ways of putting two pieces of film together.  They are:

1) the cut 2) the dissolve 3) the wipe 4) the fade out 5) the fade in 6) the white-in 7) the white-out (or any color)

-habit and convention have established that the dissolve indicates a passage of time, while the cut is a present-tense segue

-the cut has undergone the greatest change and is used in much wider application in connecting different periods of time.  Television has popularized techniques that speed up the plot, and the cut has become the connection of choice.  One use that has become a favored technique in television (now in features, too) is the montage sequence, connected by cuts.  Typically the montage sequence covers hours rather than days or weeks

-the dissolve, once approaching the status of a cliché, has begun to look fresh again having been replaced by the cut for many of its uses in recent years.  Regardless, it’s best if the filmmaker disregards fashion and employs whatever technique does the best job in a given situation

-because the dissolve can form a bridge between disparate times and places, however shaky the logic of the connection, it has always been though of as a kind of Band-Aid for badly structured films
-while the practice in the continuity style is to hide the cut, the dissolve is intended to be seen or at least experienced.  Dissolves can be any length but usually last anywhere from approximately .5 seconds (10-12 frames) to extremely expressive lengths of over a minute

-the shortest dissolve possible, one rarely seen today, is the so-called soft-cut, a dissolve lasting only 1 to 10 frames.  The soft-cut was used in situations where a transition needed smoothing

-usually the soft-cut is undetectable and even most filmmakers cannot tell the difference. Its effect is subliminal
-in a focus-in/out, the tail of one shot loses focus until the image is completely blurred and is dissolved to the next shot, which begins with a new blurred image that is then focused in

-technically, it’s a dissolve, but one that is concealed by another effect.  Properly executed, the dissolve is invisible because the two unfocused shots are joined at a point where the images are too blurred to be indentified.  The loss of focus is usually gradual, and the dissolve blends the two shots together as if they were one

-the effect has often been used as a POV shot, indicating loss of consciousness. One version you’ve probably seen many times is the patient-in-operating-room shot.  We share the patient’s viewpoint as he is anesthetized and the operating room becomes a blur.  Slowly the picture returns to sharpness, and we are in a recovery room hours later

-match shots are two adjacent shots that share a graphic element that is registered identically in each.  Though described in many screenplays as a match cut, most often a dissolve links the shots.  The dissolve helps to smooth out any imperfections in registration and lets the viewer enjoy the change more thoroughly

-a traditional wipe is rarely seen today.  In its most familiar form the wipe is the cross-frame movement of a new shot over an old one and resembles a curtain being drawn

-wipes can move in any direction, vertically, horizontally or diagonally across the frame.  Circles, squares, and spirals – any conceivable shape can be used to remove one shot and introduce a new one

-another variation of the wipe, the push-off or push-over, has the incoming shot “pushing” the outgoing shot from the frame so that it appears to be moving intact across the frame.  This differs from the traditional wipe in which the new shot appears to move over the one it is replacing

-a wipe can also be combined with an element in the shot moving in the same direction and at the same rate

-the action wipe lies somewhere between an optical wipe and a match cut and is made in the camera or, to be more specific, in the editing room.  The action wipe connects two shots in a scene rather than linking two scenes in different locations

-in almost every case, this effect is used to move from a wide shot to a medium or close shot, making the cut smoother by what amounts to an “invisible” cut on action.  What distinguishes this cut from a normal cut on action is that the action is not of the principal subject.  Instead, some design element within the frame that moves between the camera and the principle subject provides the action.  The element can be any object positioned close enough to the camera  to completely block the lens while moving through the shot.  Typically, the action would be shot twice with the movement the same in each shot and the angle of view identical, but with a change in frame size.  Later the two shots would be connected at the point where the subject is blocked from our view.  In recent years the action wipes have also been used to connect shots taken from different viewing angles and even different periods of time
-as with the match shot, which is similar to the action wipe, a cut or dissolve can connect the shots in an action wipe. Usually a dissolve is used to make the effect as seamless as possible
-in special cases the transformation of the principal subject in a shot can be considered a transition.  Strictly speaking, the transformation is not the joining of two separate shots – the definition of a transition – but there is a complete change of subject

-computer graphics are now able to execute far more complex transformations between photographic images

-at the moment, these effects are designed for maximum impact to hold viewer attention.  This is very nearly the opposite goal of transitions in the continuity style, but computer graphics are capable of any sort of image configuration if the time and energy is spent to execute it

-the fade to black and the fade up from black has the effect of setting episodes off from one another like chapter headings.  In this respect, the purpose of the fade is fundamentally different from the dissolve or cut.  The fade separates scenes, while the dissolve and cut connect scenes.  Going to black and then coming out of black to picture is a complete departure from the narrative, though if it is done rapidly the pause is minimal

-a fade can employ pictorial elements in the scene.  A typical use of this idea would be a scene in a room that ends with lights being turned off.  While still in black, the cut is made to the next scene, which could begin with a train coming out of the darkness of a tunnel

-fades can be made to and from any color or made to white.  A white-in can be motivated by any bright element in the new shot like a bright sky or lamp.  The white-out has a particularly ethereal quality, though there is no real convention attached to the mood it produces, unlike the dissolve, which tends toward the lyrical and elegiac
-the freeze frame differs from the other types of visual punctuation we’ve looked at in that it is usually employed as a period rather than a transition between scenes
-montage is a problematic term.  To the Europeans all editing is montage; to the early Soviet filmmakers, it meant their special brand of associative editing.  In the U.S, montage has its own special meaning: a brief sequence of linking devices, usually dissolves, used to convey the passage of time or a series of locations.  It is this transitional use that is of interest to us here

-actually, montage of this type is not so much a linking device as a condensed narrative, a form of visual shorthand that uses actual transitions (dissolves, cuts, fade-ins/outs) in rapid succession to link ideas.  Montage frequently uses symbolic images to represent change – for instance, piles of coins and dollars that grow larger dissolved against images of the stock exchange and industry to show the financial rise of a character
-the montage is not used much today.  When a long period of time is condensed to a short sequence, cuts are preferred to dissolves.  Montage that conveys an idea or concept, is rarer still, leaving an opportunity to experiment with old techniques in new ways

-actually the split-screen is not exactly a transitional effect, though it is used to join images that would otherwise be separate shots

