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FOREWORD TO THE PRESENT EDITION

The hardcover edition of this book has enjoyed a successful life during the past
fifteen years under the imprint of Focal Press. It saw severa reprints in English
and tranglations were published in Japanese, French, Serbo-Croate, and Spanish.
love had the pleasure of seeing it used as a textbook in several film and
television schools around the world. That kind of reception to my work has made
my modest contribution to the understanding of the visual grammar of the
moving image aworthwhile effort.

Now, Silman-James Press grants my work an extended life in this paperback
edition. | hope that their effort will benefit all those interested in pursuing a
career in the communication wonder of this age: the moving image in all its
diffuse variantsg film, tape, disk, and whatever may come in the future.

The true and tested rules of visual language outlined in this book will remain
constant for a long time to come. You can be sure of that. As | said in the
hardcover edition, the greatest movies of our age are still unmade. Let us try to
be the ones who will make them. There is an expanding audience al over the
world waiting for these stories.

Daniel Arijon Montevideo, Uruguay April, 1991



INTRODUCTION

There are so many books on film making, that one is tempted to ask why there
should be yet another. And why this one? The author feels, and this conviction
stems from his own case histories, that for the last twenty years there has not
been a book on the market that chronicles the developments in the narrative
techniques of the cinemain a practical way.

A young person not lucky enough to be associated with good film makers,
usually seeks the information he needs in books. He will find many books that
discuss various theories about film, or contain criticism and interviews or essays.
A highly complicated endeavour such as film making, requires the effort of
many specialists, some of whom have written good technical books. But one
sector of the subject has been neglected in recent yearsg which may be termed
the organizing of images for their projection on a screen. Existing books on the
subject are outdated or incomplete. And few of them have any tangible practical
information that the budding film maker can assimilate and apply in his own
work. The aim of this book is to fill the gap that has opened since those works
were originally written.

The cinema has evolved at a wondrous pace, especialy in its narrative forms.
With new lightweight cameras, portable recorders and other technical
developments on the one hand, and economic hire charges for good equipment,
cheap raw stock and processing on the other, the possibility of making a
professional full length low-budget film is almost within the reach o f everyone.
| f the dream of the former generation was to write the great novel of their time,
the aim of the younger generation seems to be the making of very good films. To
them, and the many other persons who are increasingly turning to film as a
medium of expression, this book is mainly dedicated. It is designed to shorten
the years of apprenticeship and avoid the uncertain task of collecting scraps of
information here and there and to assemble the basic rules of film narration. Y ou
will not find theories here, but facts, tested and proven over a long period by
diverse film makers al over the world, which can be readily applied to any film
project you might be considering.

Work on this book has taken up nearly twelve years alongside with my own
career in film making. | hope that my humble effort will also help anyone who,
like the author, began their career or is about to begin it in countries or areas



where an industry that absorbs new blood does not exist.

Age, nationality or background does not matter. What is important is that you
have something to say that can, and must, be expressed through the film medium
in your own way and in your own terms. The greatest movies of our age are still
unmade. Let ustry to be the ones who will make them.

Daniel Arijon
Montevideo, Uruguay, 1975
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FILM LANGUAGE ASA SYSTEM OF
VISUAL COMMUNICATION

Across the open door of my office, | can see the editing equipment we have been
using for several weeks in putting together our last film. From my desk | can
partially see the small screen of the editing machine. Now it is only a white
rectangular spotg lifeless, just a piece of coated glass. On a sudden impulse |
rise and walk into that room. | stop at the door and survey it in away | have
never done before. The objects are familiarg the cans of film, the bins full of
strips of celuloid, the scissors, the splicing machine. On small hooks hang
numerous strips of film, some of only a few frames length, other of countless
feet unreeling loosely into the bins.

| select one of the strips of film at random and thread it into the moviola. |
pull some switches and the strip of film starts to move. On the small screen
suddenly an image appears. We are inside a church, large, modern, ascetic. A
girl, young and innocent, walks towards us. We follow her until another figure
appears on the screen. It is an actor dressed in a dark spacesuit and wearing a
strange and brilliant helmet. We only catch a glimpse of the lone glass eye on the
projecting front of his helmet and there the shot ends. The small screen becomes
blank again with only aflickering light shining beneath the glass.

What | have seen is just a fragment of a photographed reality. A reality that
was carefully arranged and rehearsed in front of a movie camera. A similar
process was registered on the other strips of film. Here, reality is broken down
into little frames and here in the cutting room | stand, thinking about this aspect
of my craft.

Those pieces of film were selected by me, recorded on film by a
photographer, immersed in chemicals in a laboratory until the images were
clearly visible and fixed on the celluloid base. And they are destined to be
shadows, ungraspable, ever-changing patterns of light when projected on a
screen in the moviola, the cinema theatre or a million television sets across a
nation.

What had we been doing in that room for the last few weeks? We played with



fragments o f recorded time, arranged shadows and sounds to convey a story,
pursued some moments of truth, tried to communicate some feelings and reached
for the clues that would grant those images the power to grasp the attention and
emotions of an audience that will always remain anonymousto us.

And how did we attempt to do it? The answers would be multiple and all
interdependent. But they rest on a common base, which is both solid and yet
shifting¢ the knowledge of our craft. Film editing, montage, schnitt are the
words used to describe it. And in its most ssimple sense they also define asimple
operation: the joining together of two strips of celluloid. That is the final step in
a long process. Good film editing starts with the writing of the script intended
for representation in front of aregistering mechanism, the movie camera. Where
do we learn the process? How hasit evolved? What are its tangible rules?

Beginnings of film language

Film language was born when film makers became aware of the difference
between the loose joining together of small images in various states of motion,
and the idea that these series of images could be related to one another. They
discovered that when two different symbols were combined, they were
transmitted into a new meaning and provided a new way of communicating a
feeling, an idea, a fact¢ one plus one equalled threeg as in other systems of
communication. Theorists began to experiment. There were no signposts to
guide them towards the language they needed. Many of the concepts evolved
were so cerebral, so abstract, that they bore no relation to reality. In spite of all
their mistakes, delusions and false discoveries, those film makers were a
painstaking lot. If any value is to be found in their rules, it is that they are the
product of experimentation, an accumulation of solutions found by everyday
practice of the craft. Those rules really worked for them and their epoch. The
drawback was their limited use and the impossibility of being transformed into
constant principles. Few film makers have the ability to rationalize their creative
mental processes in the form of written, analytical theory.

All languages are types of accepted convention. A society agrees or is taught
to interpret some symbols with uniform meanings for everyone belonging to that
group. Storytellers, men of ideas, have first to learn the symbols and the rules of
combination. But these are always in a state of flux. Artists or philosophers can
influence the group by introducing new symbols or rules and discarding ancient
ones. The cinemais not alien to this process.



The history of the progress of the cinema as a medium of visual
communication, is directly related to the ability of film language to grasp reality.
But reality is an ever-changing concept, an ever-changing form of perception.
Film editing is the reflex of the sensitivity of its user, of his attunement to the
current moods of the medium.

Types of film maker

The difference between the creator and the artisan lies in the fact that the first
has the courage to innovate, experiment and invent. He is not afraid of his
mistakes and is therefore always advancing, whereas the artisan uses the best
pieces of knowledge gained by the creators and avoids the experimentation
stage, incorporating the new advances into his repertory only when they have
been accepted by the mass.

Both types of film maker are necessary to the craft. Films made between 1910
and 1940 were rich culture pods on which were tried different visual and audio
experiments in an industry producing an enormous output of films for popular
consumption. Perhaps this factor contributed most to the evolution of film
language. The steady work of the artisans provided the means for the industry to
function and then, as now, a healthy industry continued to give opportunities to
the creators to go on experimenting.

A good film is not the product of total improvisation, but the result of
knowledge, not only of the life and the world that it portrays, but of the
techniques that render the ideas more expressive.

Forms of film expression

All forms of film language are artistically licit, except perhaps the use of the
medium as an empty play of forms. The contemporary film goer registers a
natural repugnance for the abstract and abstruse use of film narration. He seeks a
representation of reality, whether external, internal or imagined, that is less
loaded with clues, charades and unintelligible symbols.

Film as a medium has limitations, you must understand its strong points and
its shortcomings. Conflict and movement are close to its soul. But peace, hope
and great truths are all of a static nature and can be but poorly served by the film
medium. Thoughts and ideas, especially abstract ideas, cannot be expressed on
film as clearly as by the written word; they must be shown as acting upon the



behaviour of the characters, animals or things recorded by the camera. Film
portrays only the external result¢ the actions and reactions created by
motivations, thoughts or desires. Robert Flaherty remarked once: (Y ou cang say
as much as you can in writing, but you can say what you say with great
conviction.qHe was right.

Defining our aims

The purpose of the notes that follow is very simple, and perhaps very ambitious
too. All the rules of film grammar have been on the screen for along time. They
are used by film makers as far apart geographically and in style as Kurosawa in
Japan, Bergman in Sweden, Fellini in Italy and Ray in India. For them, and
countless others this common set of rules is used to solve specific problems
presented by the visual narration of a story. This book sets out to record
systematically the contemporary solutions to those specific problems. We are
dealing with a craft that is constantly subject to change; the practices compiled
here have proved to be stable for a very long time and hopefully they will
continue to be for along time yet.

Richard S. Kahlenberg, of the American Film Institute, has pointed out that
never before has the aspiring film maker had such awide opportunity of learning
his craft as today. Films used to be made to be shown for a few weeks and then
they were shelved. Now, thanks to TV they are replayed at our homes, as by a
nostalgic time machine, enabling film buffs to see the works of past masters.
Televison @oolsg the images and technique can be readily appreciated.
Kahlenberg pointed out that many film makers have learned their craft studying
these old films. Peter Bogdanovich is awell known example of that approach.

Like any written work on a practical subject this is not, of course, without
limitations. Y ou will not learn film language by example, or by analyzing other
peoplecs work only. Not until the film is running through your fingers will you
complete your education. The knowledge of others and personal experience are
both essential to acquire film sense. Sadly we can only offer the first half of the
job. We hope it will encourage you to undertake the other half. In this context it
iswell to remember the following comment, that Anthony Harvey, a film editor
and director, made in an interview for the British magazine Sght and Sound &

AWy greatest fear has always been that of becoming too technical. Sitting at a
moviola day after day, year after year, one is in danger of becoming obsessed
with the mechanics so that they take over everything else. You can lose the



whole point of a scene that way. Of course, you have to know all the technical
possibilities, but you need to know them so well that they become second nature,
not so that you use them to distort the material yougve got.q

Wise film makers stick to their visions. That should be their prime concern.
The complexity of the in between processes involved in the trandation of a
vision from the brain of its author to a strip of celluloid, must not blind the
creator and distract him from his own, personal, unique conception of the theme
that motivated his desire to use film as his system of communication.

1 Sght and Sound Spring 1966 Vol. 35 No. 2. YPutting the Magic in Ity by Roger Hudson.



THE IMPORTANCE OF PARALLEL
FILM EDITING

The movie camera, in spite of its complexities as an instrument and the
specialized knowledge needed to operate it, must be for the film maker only a
registering mechanism, such as the pen or the typewriter are to a writer. To
handle a camera, only an efficient crew is needed. Far more important to a film
maker isthe ability to handle ideas and concepts.

Once these ideas have materialized on strips of film they must be assembled.
For that he relies heavily on an editing principle: the alternation of two or more
centres of interest. This @parallel film editingqis one of the most frequently used
forms of film language. It serves to present clearly conflicting or related story
lines by moving aternately from one centre of interest to the other. The
technique is so common that audiences take it for granted in every film. A film
which avoids use of the technique irritates the viewer even though if pressed to
supply areason for his discomfort he would not be able to give the right answer.

Two basic types

To clarify what parallel film editing is, here is an exampleg arough description
of the first sequence of awell known film.

1 Elio Petricg film The Tenth Victim, begins with Ursula Andress being pursued
on a New York street by a hunter (George Wang). The hunter is momentarily
detained by a policeman who checks the validity of his djcenceto killg

2 A man seen in close up, begins to explain what the Great Hunt is. In the not
so distant future citizens exercise dicences to killg in government sponsored
duels to the death.

3 The film returns to Ursula Andress being chased around the scenic sites of
New Y ork by the hunter, who keeps firing his gun, and misses every time.

4 Again the unknown man is presented in close up, and gives more information
about the Great Hunt.

5 Miss Andress teases the hunter to keep on firing, until he runs out of bullets.



6 Once more the unknown man appears in close up and details the advantages o
f succeeding, in ten consecutive chases, aternating as hunter and victim.

7 Ursula Andress, followed at a short distance by her pursuer, steps on a carcg
hood, jJumps over a net fence and runs into the QWlasoch Clubq

8 Her pursuer arrives and, after a pause, aso enters the club. He moves in the
futuristic interior, walking among the seated patrons.

9 A master of ceremonies on the stage (the man we had previously seenin close
up explaining the mechanism of the Great Hunt) introduces a dancer. She
emerges, wearing a mask and a costume of blue and silver sequins, and starts to
dance.

10 The hunter sits down and watches her

11 She moves among the clubcg patrons who remove pieces o f her dress, until
only two small garments remain.

12 The hunter watches her.

Two types of parallel film editing are to be found in the sequence described.
Firstly, two different situations are alternately presented to the audience:

the chase on the streets of New Y ork, and

the explanation of what the Great Hunt is.

Each story line develops separately, contributing more information on each
successive appearance. On the external views of the chase (the first story line)
we become aware that something unusual is happening. Then we see how the
victim is controlling the hunter at will. Later we see how she leads him to a site
she has pre-selected (paragraphs 1, 3, 5 and 7). The close ups of the clubcg
master of ceremonies (the second story line) explain what the Great Hunt is, then
what its mechanism is, and later what are the advantages of surviving in ten
consecutive chases (paragraphs 2, 4 and 6):

Second, two related situations in a common site are alternated:

the dancer, and

the hunter.

Once inside the club, the parallel film pattern changes, and concentrates on the
relationship between the dancer (as shown in paragraphs 9 and 11), who isreally
the victim in disguise, and the confused hunter (shown in paragraphs 8, 10 and
12).

The task of relating two story lines, or two characters, or two different events,
or a larger number of story lines, characters and events, is assigned to parallel
film editing. These types of parallel editing could be defined as follows:

1 Thelines of interaction are close together, in the same space.



2 The lines of interaction are far apart, in different places, and only a common
motivation provides the link.

The first type of parallel film editing is exemplified by the confrontation of
the dancer and the hunter. A dialogue between two persons, where both are
separately observed by the camera, fallsin the same category.

The chase on the streets of New Y ork alternating with the explanations of the
master of ceremonies, exemplifies the second type of parallel film editing. Their
interrelation can be immediate (as in a race where two opponents are moving
towards a common goal), or delayed to the end, such as in the example quoted,
where the identity of the man who speaks (he is the master of ceremonies) is
carefully hidden from the audience at the beginning of the story. This man is the
link between both story lines.

Interrelating two story lines in a paralel pattern gives them a mutual
dependence, since the average film viewer has been conditioned to expect such a
response from this combination.

Comparative behaviours can be presented on the screen with this method. The
documentary film form is very apt to obtain remarkable image associations by
the conscious editing of several eventsin parallel patterns, i.e. various athletes in
different sports prepare to compete, the competition begins and some of the
participants fail. By observing the same athletes in the three stages of behaviour
and seeing them alternately at each stage, a space-time relationship unique to the
cinema.is obtai ned.

Action and reaction

When we are told a story we unconsciously want to know two things:

what action is going on, and

how the people involved are reacting to that action.

If the storyteller forgets to keep track of those two things his audience will be
confused or unsufficiently informed. If you were telling the story personaly,
your audience would ask you about the missing facts, which you would then
supply.

But telling a story on the screen is an impersonal act because you seldom see
your audience or hear their reactions. The film is already printed, the story
inmutable and if you forget something you cannot stop the film and supply the
missing information. Most film takes contain action and reaction within the
length of the shot. Witness this example where two shots are used:



Shot 1: a hunter moves hisrifle from side to side and fires.

Shot 2: aflying bird is suddenly hit and falls.

Shot 1 shows the hunter aiming (an action) and then he fires (a reaction).Shot
2 shows the bird flying (an action) and its flight is suddenly interrupted (a
reaction).

But if we showed Shots | and 2 without grouping the actions and reactions,
our understanding of what is going on would not be as effective as if we grouped
them asfollows:

(Action)

Shot 1: the hunter moves hisrifle from side to side, aiming off screen.

Shot 2: abird isflying in the sky.

(Reaction)

Shot 1: the hunter fires hisrifle.

Shot 2: the bird is hit and falls.

In this way we have grouped first the informative parts of the shots, enabling us
to show the outcome more comprehensibly. That alternation of shots. Shot 1-
Shot 2-Shot 1-Shot 2, is known as paralel film editing, and is only one of its
forms. In this example we were dealing with two lines of action, but the number
of lines involved might be increased for a different situation.

This grouping of action and reaction permeates the whole structure of afilm:
from the union of two shots, to the juxtaposition of two or more sequences, and
to agreater extent the construction of the whole story itself.

Peak moments and the understanding

The process of manipulating action just described forces a selectivity processin
working out a film story. Only the peak moments of a story are shown on a
screen, and al the events or actions that delay or do not add new, significant
material, are deleted from the narrative.

Selection of peak moments implies the control of time and movement. An
expert film maker is always compressing or expanding time and yet he gives the
illusion of supplying us with the entire real time of the event: movement may be
fragmented and controlled according to a dynamic criterion. Film editing
demolishes the old dramatic unities of place and time. The audience is moved
from here to there, from the present to the past, without warning. And the viewer
accepts al this quite naturally.

This process originates from when man invented his first written language.



Written thoughts force the reader to analyze and assimilate each graphic symbol
individually to obtain meaning, and that developed capacity for instant analysis
and comparison differenciates us from primitive man, who lived in a true unity
with his environment, always conscious of the whole and unable to conceive an
abstraction. T o properly understand the visual language of film, the viewer
needs to have passed through the experience of learning a written language made
of conventional signs particular to his community. With this same ability he can
assimilate a conventional way of linkage between the moving images on a
screen.

As long as a succession of actions and reactions is maintained the
interpretation of that visual language does not demand of the viewer an
understanding of its physical construction. But for the film maker this action-
reaction pattern dictates all the formulas for camera placement and sequence
construction and the needs of editing.

How parallel editing is obtained

Parallel film editing to cover a story point, can be achieved using two
approaches:

single shots of short duration and/or

long master shots.

If short single shots are used, the two or more related actions involved are
covered individually by using diverse and multiple camera set ups.

These shots are edited in such a way that they shift the viewpoint alternately
from one action to the other, thus piecing together the whole event or scene.
Each shot used, each piece of film, is a peak moment in the series of actions and
reactions that all story lines contain.

With this method, the whole event can be appreciated only when all the shots
have been cut together. That is the main difference between the single shot and
the master shot approach. As the name implies, a master shot is a single camera
position from which the event is recorded in its entirety. In practice two or three
camera positions may be used simultaneously to provide several such master
shots. If fragments of those master shots are selected, and edited in parallel, the
total event recorded can be reconstructed using the best or most significant
segments of each master take, presenting a fragmented view similar to the short
single shot process. A good film maker uses either method. Both are quite
dynamic and offer definite pictorial advantages over a single shot recording of a



scene.

A wider perspective

Parallel editing covers greater possibilities in the interaction of two narrative
lines. Where the degree o f knowledge shared between the characters of the
story, or between the film and its audience is variable the aternatives can be
seen as those in which:

1 Both story lines support each other, and the data that both contribute
(alternately) builds up the story.

2 Inoneline, the movement or intention is kept the same, while on the other the
reactions to that steady repetition are varied.

3 The characters involved in both narrative lines are unaware of what the other
group is doing, and only the audience has all the facts.

4 The information given in both narrative lines is incomplete, so that the
characters have all the facts, but the audience is purposely kept in the dark, to
stimulate its interest.

Which one of these approaches is to be used must be decided by the story writer
and the film maker concerned. But one fact remains, parallel film editing will
always provide the best way of conveying the desired information to the
audience. The two basic elements, action and reaction, will help complete the
presentation.



DEFINING THE BASIC TOOLS

Films made with a camera almost always tell a story. Usually in these movies,
real persons and objects are recorded on film and reproduced on the screen at the
same film cadence: 24 frames per second. But on some occasions that procedure
Is altered and man-made drawings, patterns, objects, animals, and persons
projected at 24 frames per second, may have been recorded at speeds that go up
to hundreds of frames per second, or down to frame by frame photography with
variable time lapses between each exposure.

In the first group, we can place the following film forms:

newsreel

documentary, and

fiction.
In the second category we can include al the films that require aradical change
in recording techniques. This second category would cover:

animated cartoons,

animated puppets,

time lapse photography of objects, plants, animals or human beings.
We are particularly concerned here with film techniques applicable to the first
three.

Newsred

Newsreels attempt to cover an unrepeatable act or event. The film maker has
minimal control over the incident he records. He is a spectator with a visua
recording mechanism. In its crudest form this coverage produces a series of
disconnected shots that register portions of the total event but when projected on
the screen present total chaos. Many things are missing but a narrator can give
some unity to the ensemble. A middle stage is reached if these shots are bridged
by others where spectators are seen reacting. This creates a sort of action-
reaction relationship, which the audience accepts though still conscious that they
are seeing an incompl ete occurrence.

The most complete film record is obtained by using one or more motor driven



cameras synchronized with a tape recorder registering all the events, interesting
or dull, asin some Weritey films.

But on film, there is no such thing as the ideal camera position to cover a
situation fully and impartially. Camera operators have to choose their sites,
heights, lenses, lights. All this leads to a compromiseg an unavoidable selection.
And even then, few people would cover a situation in exactly the same way.

Documentary

The documentary film form offers further variants. To start with, most
documentary films deal not with one, but with a succession of occurrences that
take place under a common motivation. When presenting this material on the
screen, changes are introduced in the real order in which the situations occurred.
Many motives may be involved, such as the following:

a Severa dSituations that respond to a common stimulus are grouped into a
sequence. As the nature of the stimulus is changed, the subjects are
grouped in new sequences. Each individual subject was perhaps filmed
reacting consecutively to the chain of stimuli, but now his actions are
fragmented and put together in patterns of behaviour, thus disrupting the
temporal continuity to achieve an idea progression.

b The linear recording of an event is interrupted to introduce an explicative
visual variant different in nature, i.e.: animated drawings to show a process
that cannot be photographed using the real elements.

c The series of events are repeated in different patterns or order of
presentation, to explore diverse approaches and solutions.

Thelist can be longer. But the fact remains that manipulation is necessaryg facts
have to be arranged to be shown at their best and an event is often repeated to be
filmed several times. Repetition means staging.

We are manipulating the occurrence, selecting with a technique that cloaks

our tampering with reality. The result borders on the realm of fiction.

Fiction film

Many of the best documentaries have profited from a dual approach that blends
unadulterated reality with carefully recomposed fiction. This statement leads us
to the ultimate film form¢ total fiction. Here the events are also real, but can be
repeated at will as many times as necessary, until the exact nuance of behaviour



or acting is captured on film from one, two or several angles. Each situation is
carefully planned and enacted for the benefit of the cameras. The end result
strived for is an imitation of redlity. In fact, what we see is a richer version of
reality. Thereisnot asingle viewpoint, but a plurality of them, such as no human
being is able to obtain in real life. Reconstructed reality is the most popular of
film forms.

Film stories may be planned or unplanned. The techniques to be discussed
here mostly concern the planned approach where events are selected, arranged
and staged for a series of related actions. Unplanned events must be treated in a
way that permits them to blend with planned scenes.

Three types of scene

Film stories usually have a structure that progresses scene by scene from the
statement of a situation, through a development of the conflict, to a dgnoument
that closes the play. All scenes fall within these three categories:

1 dialogues without action

2 dialogues with action

3 actions without dialogue

These are of course simplified categories. Actors may not move while they talk,
but the vehicle on which they are placed can, and the camera aso can be in
motion. When actors move during their exchange of dialogue the camera can be
fixed, or move with them. And in the third instance the voice of a narrator or the
internal thoughts of the characters may accompany the pure movement framed
on the screen. Furthermore, all three techniques can be used together within a
single sequence. But this classification is essential to the study of grammatical
rules.

Elements of film grammar

To trandlate scenes from script to picture any rules must have atwofold effect:

1 We must shoot film that can later be joined in continuity.

2 We need solutions for the editorial problems that will arise in different
situations.

To achieve this we must control two things:

1 The distances from which we record the event.

2 The motions of the subjects performing that event.



By selecting the distance, we control what the audience sees and the number of
performers and objects shown in the different shots. Points or moments of
emphasis in a story, can be governed by approaching or moving away from our
main subjects.

With the second device, without hampering the free movement of our
performers we impose a measure of control on the recording process of that
motion.

The shot

Now, let us define which are the grammatical tools of the film language. First of
al we have the shot.

The length of the shot or take is limited only by the amount of film that can
be exposed in the camera without reloadingg say, four, ten or thirty three
minutes. The shot can be used in its entirety in an uninterrupted flow, or broken
up into smaller strips of film to be intercut with other shots. A staged event can
be shot repeatedly, in whole or part from the same or different positions.
Generally, when the scene does not play too well the repeat shots are taken from
the same position. Changes of camera position are used more concioudy, to
allow the film editor to cross-cut.

Movement

During a shot the camera can remain fixed, or it can pan (sweep horizontally on
its axis), or it can tilt (pivoting either up or down) or it can travel at different
speeds attached to a moving vehicle.

It can record simple or complex events. It can move supporting the action that
it records.

It can do all that from different distances. Those distances can be obtained
either physically or optically.

Distances

The gradation of distances between the camera and the recorded subject can be
infinite. Actual practice has taught that there are five basic definable distances.
They are known as:

close up, or big close up close shot,



medium shot,

full shot, and

long shot.
However, these denominations do not imply a fixed measurable distance in each
case. The terminology is quite elastic, and deals mainly with concepts. It is
obvious that the distance between camera and subject is different between a
close shot of a house and close shot of a man.

Figs. 3.1to 3.5illustrate the areas that each camera position covers.

i -
FIGURE 3.1 Close up. FIGURE 3.2 Close shot.

Through actual practice it has been discovered that the human figure has
utting heightsg from which pleasing compositions can be obtained, whether
one or more bodies are shown on the screen.

These cutting heights are: under the arm pits,

under the chest,

under the waist,

under the crotch, and under the knees.



FIGURE 3.3 Medium shot. FIGURE 3.4 Full shot.

m

FIGURE 3.5 Long shot.

If afull shot of the human figure is framed, the feet of the subject must be
included. Cutting above the ankles will not give a pleasant composition. Figure
3.6 illustrates the diverse cutting heights.



Types of editing

There are three main ways in which a scene can be edited:

1 A master shot registers the whole scene. To avoid monotony, there are several
techniques for editing Quithin the film, frame or @n cameragq

2 A master shot is intercut with other shorter takes. These other takes cover
fragments of the scene from a different distance or introduce subjects in another
place, and are intercut into the master shot to provide emphasis on key passages
of the scene.

3 Two or more master shots are blended together in parallel. Our point of view
aternates from one master shot to the other. By using any or all of the three
methods we can cover a sequence. A sequence envelopes a scene or a series of
related scenes that have a time and space continuity. Usually a sequence has a
beginning, a middle and a conclusion. This conclusion ends either on a high
point or alow point or alow moment of intensity of the story.



FIGURE 3.6 Types of shot

Visual punctuation

Sequences are joined together by two types of punctuation:

1 A straight cut.

2 Anoptical.

In astraight cut the transition is visually abrupt. The severa ways of achieving it
will be discussed later on. In the case of an optical, a fade out, fade in, dissolve
or wipe, can be employed to obtain a smooth visual transition.

Scene matching

In matching scenes the following three requirements must be satisfied. It is



necessary to match:

1 The position.

2 The movement.

3 Thelook.

The movie screen is afixed area. If a performer is shown on the left side of the
screen in a full shot, he must be on that side if there is a cut to a close shot
placed on the same visual axis. If this rule for matching the position is not
respected, awkward visual jumps on the screen will result, so that the audience
has to switch attention from one sector to another to locate the main character
whose adventures they are following. Thisis both annoying and distracting. The
spectator must be given a comfortable eye scan of the shots with a constant
orientation that allows him to concentrate on the story (Fig. 3.7).

I

FIGURE 3.7 The central subject of the scene should, in normal cases, be kept in the same frame
position, as in the first example, when making a cut from one shot to another.



For this purpose the screen is usually divided in two or three vertical parts, in
which the main performers are placed. All position matching is done in any or
all of these areas.

Matching the movement has a similar logical base. Direction of movement
should be the same in two consecutive shots that record the continuous motion
of a performer otherwise the audience will be confused about the supposed
direction of movement (Fig. 3.8).
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FIGURE 3.8 Movement is of a similar kind and in the same direction in the first example lllustrated.
The audience follows the motion of the subject easily. But if the direction of movement is suddenly
reversed in the second shot, there will be confusion as to where the subject is going.

Matching the look is the third requirement to be taken into account when
assembling shots where players appear individually or in groups. Matched looks
on the screen are always opposed. Two subjects who exchange looks, do so in
conflicting directions, as shown in Fig. 3.9.



FIGURE 3.9 When two people face each other, their glances are in opposed directions.

If the actors are framed in separate shots, this opposition in directions must be
maintained for a proper visual continuity.

FIGURE 3.10 If both players are featured in separate shots, their glances should still be in opposed
directions.
If both players were looking in the same direction in both shots, they would
logically be looking at a third person or object, and not at themselves, as
demonstrated in Fig. 3.11.
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FIGURE 3.11 When both players look in the same direction, they are not looking at each other, but
at something or at somebody else.
Without this opposition of glances, scenes become weak and sometimes
meaningless.

Opposed glances

Establishing and maintaining a constant opposition in the direction of a look
exchanged between two players, can be achieved very simply. The only requisite
Is that their heads face each other. The physical distance between them is
unimportant. If a player moves to a position where he now has his back to his
fellow player, the opposition of looks is maintained as he periodically glances at
the other person over his shoulder, or if after a moment, he turns to face his
interlocutor again. In a group of three, one of them is the arbiter of attention.
When one of the actors speaks, the other two look at him. As the interest shifts,
one of the players looks to the new centre of attention, making an effective and
clear change for the audience to follow. See Fig. 3.12.



FIGURE 3.12 Player B acts as the arbiter of attention, shifting the interest from A to c. He achieves
this change by moving his head from one player to the other.

In the first example in Fig. 3.12 attention is centred on player A, and in the
second illustration the interest is on performer C. We must see the arbiter of
attention, subject B in this case, move his head from one side to the other, to
guide the audience in following the displacement of the point of interest from A
to C.

This also happens if we frame each player in separate shots. Interest in a
scene can be destroyed by allowing the players to look at the wrong places, in
two or more directions. We must guide the audience, not confuse them (Fig.
3.13).
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FIGURE 3.13 In the first example two players concentrate on the person in the foreground, who
thus becomes the dominant one. In the second case, B looks in another direction, drawing away
the attention of the audience, who are forced to choose and are unable to. Either player C is
Important or something off screen is really upstaging her. The audience cannot know.

Centre o f interest alternates

When large groups have to be presented, two possibilities arise:

1 All players focus their attention on a central character, changing in unison to
a second centre of attention as the point of interest in the scene shifts.

2 Severa groups are present in the scene. Each group has two basic centres of
interest. A predominant group is chosen.

In the first case two subjects are the centre of interest in the group. The
attention of the audience (and that of the remaining players on the screen) moves
from one to the other, and back again. The silent performers are the arbiters of
attention. They look in unison at the actor holding the interest, and shift their
looks to the other performer as the centre of attention is transferred. Sometimes a
third centre of interest is introduced to break the monotony of continualy



shifting between two points, especially in lengthy scenes from a single camera
position.

FIGURE 3.14 Here a large group la seen throwing attention first on to A and then on G. These two
players are the centre of attention in the group, and the silent performers decide with the direction
of their glances, cast in unison, which of the two is dominant at any one time.
In the second situation stated above two approaches can be applied. In both
the dominant group is nearly always placed near the camera.
In the first approach we have two, three or more static groups framed on the
screen. The one that interests us is located near the camera.
The other groups are in the background. All of them present closed circles of
interest, being independent from each other.
Logically, the group closest to us demands immediate attention, while we are
just conscious of the existence of the others and would miss them only if



suddenly removed.

To stress the foreground situation dramatically the other groups could at a
certain moment break the closed circles of attention and turn to look at the
forward group.
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FIGURE 3.15 With several groups of people in the scene, the group closest to the camera is the

dominant.

The second approach offers a variant: the foreground group remains static,
but the subordinate groups in the background are given movement across the
screen. Such can be the activity of traffic in astreet, or of dancers in a ballroom.

These movements must be inconspicuous, or they interfere with the
foreground action.



THE TRIANGLE PRINCIPLE

Basic body positions

All dialogued scenes have two central players. These two dominant playersin a
film scene can be deployed in apair of linear arrangements:

astraight line composition, and

aright anglerelation.
Figure 4.1 illustrates the concept.

Within those arrangements four body rapports can be assumed during a
conversation between the players.
1 The actors face each other,
2 the actors are placed side by side,
3 one player has his back to the other.
4 They are placed back to back.

A human body can assume one of the following positions:
1 lying down (either face up or down or lying on his side)
2 kneeling (either the torso straight up, or sitting on the heels, or bent forward
with the elbows on the ground)
3 ditting (from a sguatting position to any height afforded by the instrument
used to support the body)
4 reclining (either backwards on a supporting surface or forwards by using the
elbows as support)
5 standing (either up or leaning sideways using a hand for support)

These body positions might be assumed simultaneously by both players or
different body attitudes could be chosen for each. In the later case various
combinations are afforded: different linear compositions, body rapports and
body positions, provide in toto a wide range of visual presentations, for
dramatically underlining the dialogue of exchange between two static characters.

It can be said that between two talking partners a line of interest flows. This
line has a straight path.



FIGURE 4.1 Two players can be deployed in the linear arrangements depicted in these illustrations,
either as straight line or a right angle.

Line of interest

The line of interest between two central players in a scene is based on the
direction of the looks exchanged between them. A line of interest can be
observed from three extreme positions, without crossing to the other side of the
line. These three extreme positions form a triangular figure with its base parallel
to theline of interest (Fig. 4.3).



FIGURE 4.2 The four basic body rapports that can be assumed by two players engaged in a
conversation.



FIGURE 4.3 Basic positions into the triangular method of covering two players located on a
common line of Interest.

Camera viewpoints for master shots, are on the angles of this figure. The
main advantage is that each performer is framed on the same side of the screen
in each shot with player A on the left side and player B on the right.

Two triangular camera formations can be set, one on each side of a line of
interest (Fig 4.5).

But we cannot successfully cut from a camera position in one pattern to
another on the other triangular arrangement. If we do that, we will only confuse
our audience, because using two camera positions located on different triangular
formations will not present a steady emplacement of the players on the same
areas of the screen, as mentioned in the previous chapter when discussing
matched shots.

A cardinal rule for the triangular camera principle then, is to select one side of



the line of interest and stick to it. Thisis one of the most respected rules in film
language. It can be broken of course. The proper way to do that is discussed

|ater.
P.1
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P.2
FIGURE 4.4 Constant screen position for both players is assured by using the triangle principle for
camera coverage of a dialogued scene between two static players. Notice how the girl A is always
on the left side of the screen in the three shots. The young man B also remains framed on his own
side, the right sector of the screen.

When two performers are standing face to face, or sitting facing each other, it is
guite smple to draw the line of interest flowing between them. But when the
actors are lying down with their bodies parallel or extended in opposite
directions, it seems more difficult. Yet it is quite simple if we remember only
that the central points of two persons talking to each other are their heads.



i Y .

FIGURE 4.5 Two triangular formations can be employed one on each aide of the line interest. One
of them has to be chosen, excluding the position on the other.



FIGURE 4.6 The two incompatible right angle positions relative to the line of interest, position 2
and position 5.

They attract our attention immediately, regardless of the positions of the
bodies, because the head is the source of human speech and the eyes the most
powerful direction pointers that a human being has to attract or direct interest.
The positions of the bodies therefore do not really count, it is the heads that
matter. Even in situations where one actor has his back to the other, or they are
back to back, aline of interest passes between their heads. In al film scenes, the
line of interest must flow between the heads of the two central performers,

Five basic variations of the triangle principle

A straight line composition can be covered visually by using three different
arrangements of the triangular camera principle, with the playersin aright angle
relation only two triangular figures can be applied for visual coverage of the
scene. Let us examine each one of these five variants separately.

EXTERNAL REVERSE ANGLES. The two sites on the base of the triangular
camera locations (parallel to the line of interest of the scene), provide the three



variations with which a linear disposition of the players can be covered. The
cameras placed on those two viewpoints can be pivoted on their axis, obtaining
three well differentiated positions. Each one of those positions is applied in
pairs. We mean by this that both camera angles on the base of the geometric
figure assume identical positioning in their relation to the players covered.

In the first case, both camera positions on the base of the triangle are behind
the backs of the two central players, angled in, close to the line of interest
between the performers and covering them both.

\ e

FIGURE 4.7 External reverse angles. The cameras in the two positions parallel to the line of Interest
are directed inward towards the players. Note that the symbol represents a human figurej the flat
side Indicates the front of the figure.

INTERNAL REVERSE ANGLES. In the second variant, the cameras are
between the two players, pivoted outwards from the triangular figure, and close
to the line of interest though not representing the viewpoints of the performers.
In either case the rapport is not that of a head-on confrontation, though quite
closeto it in effect.
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FIGURE 4.8 Internal reverse angles. In this variant the two camera positions parallel to the line of
interest point outwards, covering each player individually.

With the cameras back to back anywhere on the base of the triangle the effect
represents the subjective viewpoint of the player excluded from the shot.
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FIGURE 4.9 Subjective camera angles. If the camera positions are back to back on the line of
Interest itself, they each become the subjective point of view of the player excluded from the shot.

PARALLEL POSITIONS. With the third variant the camera sites are on the
base of the triangular figure close to the line of interest, deployed with their
visual axesin parale, (Fig. 4.10) and cover the performersindividualy.
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FIGURE 4.10 Parallel camera positions. When both camera positions have their visual axes in
parallel, they cover each player individually giving us a profile view.

The three situations outlined above can be combined to multiply the camera
placements. Fig. 4.11 shows how the combination looks. Seven camera
viewpoints contained within atriangular figure. All positions can be combined in
pairs to cover both players, except for the internal and parallel sites that cover
each of the subjectsindividually.
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FIGURE 4.11 The three basic variants outlined in the previous figures can be combined into a
major triangular deployment. Thus, varied and ample camera coverage is obtained for two static
players during their exchange of dialogue.

RIGHT ANGLE POSITIONS. When the actors are placed side by sidein an dL.c
formation, the camera viewpoints on the base of the imaginary triangle acquire a
right angle relationship, close to the line of interest passing between the players.
In this case with the camerain front of the performers.

FIGURE 4.12 When the players are placed side by side in an L formation, a right angle camera
relationship is assumed by the two sites located on the base of the triangular figure for camera
placement.

The same arrangement can be placed behind the players, with which a new
variant for dialogue coverage is achieved, shown in Fig. 4.13.



FIGURE 4.13 The right angle camera positions cannot only be in front of the actors, but behind.

COMMON VISUAL AXIS. To cover only one of the players in a master shot
while framing both players on the other, the camerain one of the two viewpoints
on the triangle base, must be advanced on its visual axis.

Advancing on either of the two viewpoints (optically or physically) we obtain
a closer shot of the selected performer, thus emphasizing him over his partner.
Fig. 4.14 shows the arrangement.
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FIGURE 4.14 Advance on a camera common visual axis. To obtain coverage of a single player in

the group, one of the cameras is moved forward on the visual axis line of either of the two
positions on the base of the triangle.
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The above mentioned five basic variations are used not only to cover static
conversations of a group of players, but also the movement of those players on
the screen.

Emphasis by composition

When two speaking performers face each other, the strongest camera positions to
record their dialogue, are located on the base of the triangle, parallel to the line
of interest. Positions | and 3 of the external reverse camera arrangement, have
two immediate advantages over the camera site situated on the apex of the
triangle. They give composition in depth, because from their viewpoints, the
actors are placed on two different planes. one close to the camera and the other
further back.

The second advantage is that one of the actors faces the camera, getting our
full attention, while the other has his back to us. In theatrical terms, the second
actor has an open body position (face to the audience), while the first has a



closed body position (his back to the audience). Therefore the performer facing
the camerais the dominant one.

On the screen this is accentuated further by the distribution of screen spacein
the composition of the shot, as shown in Fig. 4.15.
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FIGURE 4.15 Emphasis by composition on the two external reverse master shots can be achieved
by giving two-thirds of the screen space to the player who faces the camera, and the remaining
third to the one with his back to the camera.
On normal screen sizes (3 x 4 ratio) the actor who speaks is given two-thirds
of the screen space, while hisinterlocutor has only one-third.
If the latter is slightly out of focus, the emphasis on the speaking performer
will be strengthened.
The second position in the triangular arrangement is the weakest of the three.
It views the actors from the side (a half-open body position), and pictures them
on the same plane and with equal screen space. It is reserved for the opening or
closing of a conversation sequence. It is also used to introduce a pause in the
cutting rhythm of the sequence or to precede a change in editorial pattern.
The one-third, two-thirds, space of relationship just described works also
wide screen frames, as Fig. 4.16 shows.
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FIGURE 4.16 The one-third-two-thirds space distribution principle is maintained for visual
compositions on the wide screen.

But a dialogue between two persons seen in close shots on such a screen
becomes too jarring from a visua standpoint, due to the great volumes of screen
image being shifted from take to take. A solution can be found however. The
screen is divided in three equal parts for compositional purposes. The player
featured in each reverse shot is aways put in the central sector of the screen.
This means, that player B is in the centre of the screen from Position 1, and
performer A is in the middle of the picture from Position 3. In Fig. 4.17 the
pictorial composition in the foreground rests heavily on the left and on the right
respectively. The remaining third of the screen space may be filled only by a
background object or busy detail to balance the foreground composition.

Audience attention is thus focused on the centre of the screen at all times,
without breaking the triangle principle for the placement of the camera. This
visual solution can be used with a normal screen size composition too, but not
with such spectacular results as a large screen affords, especialy in close and
medium shots.



Types of visual emphasis

Now that the wide screen is in general use many film makers take advantage of
the long rectangular shape to practise adventurous compositional contrasts in
their use of what | have called external reverse shots.

The player in the foreground blocks half of the screen with his body. Usually,
he is sparsely illuminated, his figure totally in silhouette. The actor facing the
camera in the background is brilliantly lit, so that the lighter areas shift from left
to right, and back again, as each alternate reverse shot isused (Fig. 4.18).

The next recourse is to increase the area of the screen given to the player in
the foreground, who has his back to the audience and is minimally lit. Most of
the screen space is alocated to this foreground player and a small sector of the
screen is left free for you to see the dominant actor in the background (Fig.
4.19).

FIGURE 4.17 By dividing the screen Into three equal sectors, the dominant player in each master
shot can be placed in the centre of the screen without breaking the triangle principle for camera
deployment. Thus attention is always retained in the centre of the screen.



FIGURE 4.18 A half area of the screen is blocked by the body of the player in the foreground,
whose back is minimally lit, to emphasize the lighter figure in the background.

The device is particularly emphatic, because our attention is centred on a
small (usually upper, occasionally lower) area of the screen. Right and left top
angles of the screen are contrasted from shot to shot, as the two extreme external
reverse camera positions are edited in parall€l.

When an internal and an external reverse camera position are combined, some
film makers place the performers off-centre in both shots, close to one of the
lateral sides. The empty two-thirds of the screen are filled with colour, or inert
shapes that do not interfere with the players. Fig. 4.21 illustrates the concept.

On other occasions a dark area that blocks the same two-thirds of the screen
in both shots is employed to obtain the same effect, as seen in Fig. 4.22.
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FIGURE 4.19 Here a very small upper area of the screen is used to frame the dominant player in
each reverse master shot.



FIGURE 4.20 In this example a small lower area of the screen is used to compose the key figure in
each of the reverse master shots.



FIGURE 4.21 An Internal reverse angle and an external reverse camera position use pictorial
compositions that concentrate the player in the same lateral area of the screen.
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FIGURE 4.22 The centre of Interest in both master shots is retained on the left side of the picture.
The rest of the screen is darkened to stress the key, well-lit area. Director Sidney J. Furte uses
many compositions of this type in his films, especially in Thelpcress File, The Apaloosa and The Naked
Runner.

This technique is also extended to internal reverse camera positions. These
camera sites cover each of the two central figures individually. Both players
occupy the same screen areain each reverse shots.

Two-thirds of the screen in both pictorial compositions are kept empty (Fig.
4.23).
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FIGURE 4.23 Two Internal reverse shots are used for this example, and the same area of the screen
is employed to frame the players. Note the opposed glances that relate the players to one another
visually.

The usual rapport for two internal reverse shots is to fill two thirds of the
screen area with the figure of the player featured in the shot, leaving the third
area in front of him free, so that the composition has breathing space in front.
(Fig. 4.24).

J. G. Albicocco in the film Le Rat DgAmgrique used the wide screen to
compose unusual pairs of external reverse shots. Fig. 4.25 shows how he framed
the players on opposed sides of the screen from shot to shot.

He applied the same compositional concept to the juxtaposition of internal
reverse shots, as depicted in Fig. 4.26.



FIGURE 4.24 Two-thirds of the screen area are used in each master shot to compose the lone
player, leaving Riirfin front of him to achieve a pleasing pictorial composition.



FIGURE 4.25 Bizarre way of framing two players for a pair of reverse master shots. Its shock effect
can often help to obtain an alienated mood in the scene.



FIGURE 4.26 Here, the playerss face is placed close to one side of the screen frame, leaving half the
screen empty behind. This unusual way of composing two related Internal reverse master shots
brings a special visual enhancement to the scene.

Those types of composition quickly grasp attention and tend to distract from
the mood of the scene. And yet, to certain types of situations such as intimate
love scenes, they bring a strange imbalance that can enhance the situation.
External reverse angles from different heights located on the line of interest itself
can be applied if you put one player low in the frame and the other in the upper

half. You can interchange their locations on the screen in the reverse shot (Fig.
4.27).

FIGURE 4.27 Here, both external reverse camera positions are directly behind the players, on the



line of Interest Itself. Only high angles permit this alignment.

FIGURE 4.28 From the three points of the triangular camera placement figure stem axis lines on
which the camera can be placed at any distance to cover the two central players in a scene.

These principles do not apply only to close ups. From the three points of the
triangular figure, stem axis lines on which the camera can be placed to obtain
close ups, close shots, medium shots and full shots (Fig. 4.28).

We will now see this principle applied to dialogue scenes involving two or
more persons. Each camera position in the triangular layout will be used to
produce a master shot. The scene will be covered in full from each set-up and
from at least two camera viewpoints. The intention is to edit these master shots
to give full visual coverage.

Before going on to these formulas let us examine how the triangle principle
appliesto the coverage of asingle player.

Triangle principle: One person

In afilm, asinlife, one person can monologue or dialogue with himself. But in a
film the internal thoughts can be made audible.
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FIGURE 4.29 The direction in which the lone player la looking governs the placement of the camera

within the triangular figure, as illustrated above.

The device is used in literature, theatre, and radio transmitted to the present,
past, or future tense. But with film the capturing of our inner self is most direct,
whether the internal or external voice of the player speaks, or whether they
conduct a dialogue with one another. When the internal voice is heard, the
performer has his lips closed. He may react facially but there is no lip
synchronization. The internal voice can be replaced by the remembered or
Imagined voices of the protagonist.

At all times the direction of his gaze dominates the visual presentation of the
lone player. A line of interest extends between his eyes and the object gazed
upon. Once this line of interest has been established, the triangular camera
placement principle can be applied. Even if we are not shown the object he is
looking at, or he stares into space. The subject need not remain staticg he can



write, paint, or be engaged in a manual activity, all without moving from afixed
place. The direction of his gaze becomes our line of interest, even when his head
isturned sideways (Fig. 4.29).

If the lone player is looking straight ahead, our line of interest runs northg
south to his body. With his head on one side, it extends along an east-west axis.

If the player looks straight ahead, an east-west axis cannot be used to position
the camera The sense of direction is broken if ether reverse shot is used
consecutively. Examine Fig. 4.30.
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FIGURE 4.30 When the lone figure is looking straight ahead (north-south) the triangular camera
placements cannot be in an east-west direction. The external reverse angles will present
conflicting directions of gaze, which is incorrect.

Likewise, if the camera is on a north-south axis when our lone player is
looking sideways it will not work. The direction of his gaze must be adhered to
astheline of interest, with the triangular camera deployment set parallel.
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FIGURE 4.31 When the lone player turns his head in a half circle this is covered by east-west
camera position. With a right angle turn a north-south camera placement will suffice.

The direction of the line of interest will shift when the lone player moves his
head from one side to the other and two coverages are possible:

1 ahead turn of amost 180®is covered by the camera using an east-west axis:
2 ahead turn of 90®is covered by the camera using a north-south axis.

Fig. 4.31 illustrates both cases, for which the triangular camera coverage must be
shifted.



DIALOGUE BETWEEN TWO
PLAYERS

Visual formulae to cover dialogue are few in number-though variations can be
achieved through dress, background, lighting, etc.

The two strong camera positions parallel to the line of interest are those from
which master shots are made to cover the static dialogue. The scene is first
covered partialy or in full from one camera position, and then repeated from the
other to be edited in parallel later.

Working from the two dominant camera positions, the following analysis uses
as a basis the five triangular variations for camera deployment examined in the
preceding chapter.

Face to face

The most simple approach with face to face dialogue is to use a set of external
reverse angles. With the performer appearing in foreground (with his back to us)
in external reverse shots the tip of the nose should not extend beyond the line of
his cheek-we do not see his nose at all from such an angle. The one third/two-
thirds screen space distribution is basic, although the variants already discussed
in the examination of the triangle principle can be used if desired.

Fig. 5.1 shows the classic arrangement, which is the one more widely
favoured by film makers all over the world.

An internal reverse angle can be combined with an external reverse camera
position. The performer singled out is the more prominent. Two solutions are
available (Fig. 5.2).



FIGURE 5.1 Dialogue belween two players. This is the most common framing for external reverse
master shots of two players who face one another.
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FIGURE 5.2 Two combinations of an external reverse angle and an Internal camera position are
possible.

The next possibility is to cover both subjects individually by using internal
reverse shots. Only one of the actorsis shown in each master shot (Fig. 5.3).



FIGURE 5.3 Two Internal reverse master shots cover the players individually.

Number contrast

The combination of an external reverse and an internal reverse position creates
number contrast on the screen. External reverse shots include both players,
while internal reverse shots feature only one actor.

Thus we have the following three positions:

2 performersto 2¢ both master shots are external reverse camera position;
2 performersto 1¢ one master shot is external, and the other isinternal;
1 performer to 1¢ both master shots are internal reverse angles.

Performers side by side

Two players placed side-by-side on a linear arrangement, have a common sense
of directiong both look forward. Yet, this is not the direction of our line of
interestg that runs across the heads of the performers-the direction of their gaze
when they look at each other, and of psychological rapport between them. Even
if they do not look at each other at all during the whole scene, if they are in a



withdrawn mood, their heads lowered, eyes shut perhaps, with their voices
occasionally breaking a long silenceg even then, it is no deterrent to the
subjacent link between them.

One possibility iswith external reverse angles (Fig. 5.4).

FIGURE 5.4 External shots applied to a linear arrangement for the actors, where both are looking in
the same direction.

Another might employ internal reverse angles as seenin Fig. 5.5.



FIGURE 5.5 Internal reverse shots applied to a couple of performers sitting on the front seat of a
A third possibility is the use of parallel camera positions for a frontal
coverage as Fig. 5.6 shows.
When two persons are shown in the front seat of a vehicle moving along a
road, those three side-by-side coverage formulae find an immediate and natural
application.



FIGURE 5.6 Parallel camera positions covering two players placed frontally to the cameras.

Several variants can be obtained with side-by-side positions where both
players adopt a right angle body rapport. The first is the most simple, see Fig.
5.7.



FIGURE 5.7 Right angle camera arrangement to cover two actors who assume an L formation.

The next variant is achieved by advancing along one of the camera axes, so
that only one of the playersis featured. Two solutions are available, seen in Fig.
5.8.

In the foregoing examples, the playersq bodies face the inside of the angle
formed by their figures. Positioned to face outwards, the three previous solutions
would appear asin Fig. 5.9.

In al these right angle, side-by-side examples, the players are covered from
the front. A rear camera coverage is aso possible. Fig. 5.10 shows three
approaches.
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FIGURE 5.8 Two possibilities for an advancement along one of the camera axes; a close shot of
one of the players is obtained.

Players behind one another

This situation occurs only in very specia circumstances. two persons ride the
same horse, or bicycle, amotor scooter or a canoe, and they are conversing from
that forced position. The person in front usually turns his head to look at the
other from the comer of his eye. The most used cinematic variations, employed
to record dialogues in such scenes, are the external triangular camera
deployment and the parallel camera positioning.
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FIGURE 5.9 The players look outside their angular formation. The three approaches shown all have

aright angle relationship.



FIGURE 5.10 With a similar arrangement of players as that depicted In Fig. 5.9 the camera coverage
la now from behind.

The situations covered involve the use of a moving vehicle. This complicates
the scene because we must theoretically put the camera on another vehicle
moving at the same speed. Establishing shots (the number 2 position in the apex
of the triangle principle) are usualy from a moving camera platform. But closer
shots of the performers riding in the moving vehicle, are more difficult to obtain
with precision and safety for those involved. So, for close shots at speed a static
vehicle is filmed in the studio, with either back projection or travelling matte, to
provide a moving background. Some obstructions rotated in front of the actors
complete the illusion. By resorting to this visual seight of hand, the shots are
obtained under controlled conditions. The vehicle is placed upon a base that can
be rotated in front of the projection screen or blue-backing employed for
travelling matte, so that by pointing the players towards or away from the



camera, Positions 1 and 3 of the triangle camera coverage can be achieved.
Positions 1 and 3 as seen in Fig. 5.11 cover external reverse positions.

R

FIGURE 5.11 External camera coverage for two players aligned one behind the other.

The second approach is a parallel camera coverage. Positions 1 and 3
individually cover each one of the players, while Position 2 frames both players
on the screen (Fig. 5.12).

An advance on a common visual axis can be applied by using positions 1 and
2 or 3 and 2 of the parallel camera arrangement. By cutting from shot to shot,
not only is there number contrast, but one of the playersis emphasized as well.

On other occasions this type of dialogued scene is covered in a single shot
from a single camera position, and this position is usually the number 2 (apex) in
the triangular camera arrangement.



FIGURE 5.12 A parallel camera deployment to cover two players placed one behind the other.

Word of caution

When filming individual shots of two or more players, mistakes may occur.
When the camera is repositioned on the set, and lens and lights changed and
adjusted, frequently the direction in which the player was looking is forgotten,
especially if the new shot is a head-on close shot.

An actor who was previously looking to the left, may now unconciously
deliver hislineslooking to the right, thus ruining the sequence.

When making individual shots of a player engaged in conversation, it is a
good idea to keep the second actor in his former place, but out of camera range,
for two reasons:

1 it will ensure that the camera is not placed on the other side of the line of
interest;

2 the acting of the player on camera will be more natural, since he has someone
to whom his lines can be delivered, instead of addressing them into empty space.

If for any reason, the second player is not available when the single shots are
recorded on film, a reference point beside the camera hood (sun-shade) must be
given to the performer.

Either a technician stands there substituting the missing player, or an object is



selected for that purpose. Some technicians prefer to put their clenched fist
against the hood as a reference point. Fig. 5.13 shows the situation.
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FIGURE 5.13 The omitted player la kept out of camera range to ensure proper placement of the
camera position. The actor or substitute B is positioned out of shot to provide the correct
reference point for actress A whose attention la supposed to be fixed on a definite object or person
who might have been seen In the previous shot.

Performers must avoid looking into the camera lens. It violates the direction
of the line of interest and the audience feels that the player is looking at them
directly and not at the other players. In afiction film players may look into the
cameralens only for a special purpose.

1 The performer monologues with the audience, as Laurence Olivier did in his
film Richard Ill. It is a recourse derived from the theatre, where players break
the flow of the scene and address the audience to give their own personal view
of the events. It is an accepted convention but can destroy the flow of a staged
event.

2 A more legitimate use is when the player addresses the audience as aradio or



TV announcer.

In the first case, the player relates directly with the audience. We suddenly
become participants and not spectators ofa staged story. It shocks our feeling of
security in the darkness of the movie theatre, while in the second instance the
performer relates with another player (shown or not in the preceding or
following shots). That is why in the second case the audience accepts the actor
looking straight into the camera lens as more natural. These scenes must be used
sparingly, and with strong dramatic motivating. The player need not continually
look into the camera lens. He may look elsewhere, with a detached gaze not
particularly fixed on a given point, and suddenly turn to the camera and look into
it as he delivers the important lines of his monologue, thus stressing that

passage.

Camera distance

Looking back at the examples given for the coverage of conversations between
two playersin afilm scene, we notice three limitations:

1 All the takes were close shots;

2 Thetwo players had the same body level;

3 The camera had the same level in both shots.

Further variations are available. The three points of the triangle principle
generate axis lines on which the camera can be moved. Different camera
distances can emphasize a dialogue visualy, and afford a livelier presentation of
the scene. In an example involving externa reverse angles, Position 3 can be a
medium shot, while Position 1 is a close shot. Fig. 5.14 illustrates such a case.



FIGURE 5.14 Different camera to subject distances on a set of external reverse camera positions.

Likewise, when covering two actors placed wide apart, this difference in
distancesis useful to concentrate attention on the most important of the two.

Let us say for example, that in a bare prison cell a lawyer questions a
prisoner, and the lawyer dominates the scene. His questions and the way he
waits for the answers are vital to the story, but the prisonercg attitude is passively
uncooperative.

Changes of camerato subject distance would stress this situation by alloting a
close shot to the lawyer, and afull shot to the prisoner (Fig. 5.15).



FIGURE 5.15 Different camera to subject distances on a set of Internal reverse camera positions.

These distances should be exploited in pairs. No more than four different
distances (two pairs) are needed to obtain good results.

For example, half the dialogue scene can be covered with a medium shot
from Position 1, and a close shot from Position 3. The other half of the scene is
then covered with a close shot from Position 1, and a medium shot from Position
3. By reversing the play of distances in the second pair of master shots, an
effective and simple though dynamic presentation is obtained.

Camera and actor height

Camera height influences presentation. In conversation, the lensis usually at the
same height as the actors, sitting or standing.
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FIGURE 5.18 Both camera positions are on a level with the players they cover.
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If an actor stands and the other is sitting, the camera height can vary for the
reverse shot (Fig. 5.17).
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FIGURE 5.17 Suitable heights must be selected for each camera position to accommodate the
differing heights of the players themselves.

The previous examples used external reverse angles. If interna reverse
positions are used to cover the same situation (one actor stands, the other sits)
for single shots of each player the camerais alternately high and low, asif seeing
the scene from each playercs viewpoint (Fig. 5.18).
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FIGURE 5.18 Different camera heights are applied to a pair of Internal reverse shots.
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If the cameratilt is too acute the effect will be unreal, since we normally do
not look at other people from such extreme low or high viewpoints. Such angles
should be reserved as shockers to stress important story points or special events.
On other occasions when both players are standing, we can obtain a contrast in
heights by merely placing the camera low in both external reverse master shots
(Fig. 5.19).

One player can be stressed with a different camera height on the externa
reverse shot coverage of two players who are standing up (Fig. 5.20).

A line of interest is not necessarily horizontal. When one player liesfiat while
the other stands or kneels, and using the triangular camera disposition, Positions
1 and 3 (those close to the line of interest) are near the heads of the performers,
and therefore have different heights. A vertical line of interest is also possible
(Fig. 5.21).

The head of each player is covered by vertical camera positions shown in the
diagram.
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FIGURE 5.19 When both camera positions are low they create an Interplay of heights between the
players.
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FIGURE 5.20 This combination of a high and a low camera position serves to throw emphasis on to
one of the players.

If the line of interest runs horizontaly, obliquely or verticaly, the triangle
principle for camera coverage can be adapted to it.
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FIGURE 5.21 A vertical line of Interest is covered by a triangular camera deployment.

Subjects lying side by side

Two players lying on the ground, face to face, or both on their backs, can be
covered by a right angle placement to feature each actor aternately on the
screen.

The cameraislevel with the actors on the ground, or framing the players from
above, either from a slanted angle or from a vertical position (Fig. 5.22).

The players heads are kept in the same sectors of the screen. There is, perhaps,
an aternation in heights within the screen. Fig. 5.22 shows (in the illustration
corresponding to Position 1 of the camera) the head of the man on the left placed
low on the screen, while camera Position 2 his head is high on the left. The same
happens to the woman on the right, who without abandoning her area of the
frame, shifts up and down from shot to shot. The higher position in each shot is



occupied by the dominant player. With one camera placed lower than the
performercg position, there is areverse play of master shots. For this purpose the
players must be placed in such away that the camera has full scope for changing
position above or below the level of the artists where the ground slopes away
sharply below and in front of them. In a studio set up this is quite easily
arranged, but even on location if the shot is vital the performers can lie on a
platform or over a hole dug in the ground so that the camera can be placed
comfortably below their level for one of the reverse shots, especialy if an
immovable background object isto be included (Fig. 5.23).
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FIGURE 5.22 A right angle camera deployment used to cover two players lying side by side.

Many film makers prefer to shoot such establishing shots on location with
surroundings and closer shots under studio conditions subject, of course, to
budget.



FIGURE 5.23 An external reverse camera set-up to cover two players lying side by side: a platform
may be used to aid the shooting of one by a low level shot.

Telephone conversations

Two players talking to each other on the phone, are seen in single takes, and
edited aternately to cover the length of their conversation. But to obtain the
feeling of a normal conversation the actors should look in opposite directions
especially with split screen sequences.

For the performers are filmed separately and combined in printing with
mattes (Fig. 5.24).



FIGURE 5.24 Opposed glances are usually maintained between shotl of two people talking on the
phone.

Opposed diagonals

When peopletalk to each other they do not necessarily keep their bodies erect.

Sometimes the head is unconscioudly tilted to a side to express a mood of
ease or intimacy-an opportunity for interplay of opposed diagonalsin composing
close shots (Fig. 5.25).

This can be achieved with any one of the triangular camera setups already
discussed. Wide screen compositions can also benefit from this treatment. Fig.
5.26 gives an example.

People have particular ways of standing when facing each other and in a
conversation. Their bodies are seldom perfectly aligned. Standing a little to one
side of the other is psychologically a more comfortable position. So, from the
two external reverse camera positions the players may be aligned or there might
be asmall or large lateral gap between them.

If the players are perfectly aligned the reverse camera positions must be close
to the axis line formed by their line of interest, not parallel to the line itself



which would give a muddled view of the dominant player. A good result will
register a diagonal composition of both bodies on the screen. The tip of the
nearby actorgs nose should remain within the profile. When one small lateral gap
exists between both players, the externa reverse camera positions assume the
relationship shown in Fig. 5.27.
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FIGURE 5.25 An Interplay of opposed diagonals In the composition of the shots can be obtained
with any one of the triangular camera set-ups.



FIGURE 5.26 Wide screen compositions can also benefit from diagonal pictorial arrangements.



FIGURE 5.27 External reverse angles featuring a small gap in the alignment of the players.

In one of the shots the diagonal composition is maintained, but in the other
the camera shoots over the shoulder of the player with his back to the camera.

If the lateral gap between them is wider (such cases occur when an object or
piece of furniture is placed between the players), the external reverse camera
positions assume aright angle relationship as seen in Fig. 5.28.
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FIGURE 5.28 Right angle camera deployments applied to a wide gap between the players.
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FIGURE 5.29 Three examples where the positioning of the actorfs bodies or their direction of travel
appears to violate the triangular camera placement principle. Yet all these examples are correct
because they adhere to the line of Interest.

Often, the opposition of an internal and external reverse shot violates the
sense of direction of one of the players portrayed. Nevertheless their use is
correct, since the line of interest is always dominant (Fig. 5.29).

In these cases the camera remains on the same side of the line of interest. It is
the direction in which the bodies point from shot to shot that makes it appear as a
blunt reverse. In the first example for instance, the legs of one player extend to
the left on the external reverse shot, and to the right on the internal reverse. But
bodies do not count, only the line of interest flowing between both heads



matters, and all these examples adhere to this rule. | f both reverse takes are
tracking shots, such as in the third example, the directions of travel appear
opposed on the screen.

Translucent density masks

The Japanese director Kihachi Okamoto in his film Ankokugai no Taiketsu (The
Last Gunfight), starring Toshiro Mifune, successfully employed this daring
technique. The process is not new. Directors of photography have repeatedly
employed filters that fade gradually from dark to clear, using them to mask out
clear skies as seen in exterior long shots to give them a night effect. In colour
films sometimes a blue, green or red filter of that type is used for the same
purpose. But the masks used by Kihachi Okamoto and photographer Kazuo
Y amada on Agfacolor film and Tohoscope screen size, were translucent density
masks of a consistent shade, with a definite edge to them that photographed in a
blurr due to the out of focus position of the mask. These masks were placed
obliguely on the screen and seldom placed vertically or horizontaly, they were
used singly or in pairs. The success of the technique was based on the wise
criterion with which it was applied. Basically they were used to enhance sombre
compositions in gun fight scenes. The director seldom used these masks on
scenes shot under broad daylight or where the lighting was bright. He kept
masks of different sizes, changing from place to place on the screen as shot
followed shot, without diverting from the usual patterns of master shot editing.
The masks were changed on an opposition principle similar to those portrayed in
Figs. 5.25 and 5.26. In several instances he kept the same mask for two shotsin a
row, before shifting to another mask position. Unmasked shots were intercut into
the sequence along with the masked shots. He even panned the camera keeping
the mask on, and did forward tracking shots to which the mask conferred arare
method of isolation as darkness crept around the main subject as it was
approached.



FIGURE 5.30 A simple case of areverse shot where one of the players 11 reflected In a mirror.

Players reflected on mirrors

Mirrors have always fascinated film makers. One, two or more mirrors have
been employed in a surprising gallery of effects designed to be used with two
master shots edited in parallel.

The most favoured effects use only one mirror, in one of three key positions
in relation to the two players involved: behind, between, or sideways to the
performers. For example, if the mirror is behind the players, in the first shot one
of the performers is placed in the foreground, his back to the mirror, while the
second player isreflected in its surface, but is out of shot (Fig. 5.30).



THREE-PLAYER DIALOGUE

Several different visual approaches have been evolved for covering three-player
dialogue in afilm. There are three basic linear dispositions:

1 astraight line,

2 aright angle or d.qshaped formation,

3 atriangle.

Each arrangement requires different solutions to bring out its best possibilities.

Regular cases

As before, for the master shots the camera is positioned close to the line of
interest. It is an easy situation if the three players are in a straight lineg each
player maintains his screen area from shot to shot (Fig. 6.1).

Here, two players are placed one behind the other, and face the third. But they
could be placed on the extremes of the line, facing in towards the central
performer (Fig. 6.2).

All the players are standing. Further variations are possible by having one or
two players seated, or at different heights on a multi-level stage. These subtle
variations, including different spacing between the figures, will help disguise the
too formal pictorial composition that a straight line arrangement on a plane
setting is apt to give. An dL.qshaped formation covered by right angle camera
positions, will also maintain the same regular order of the players in both master
shotsasin Fig. 6.3.



FIGURE 6.1 Players arranged in a straight line and covered by two external reverae camera
positions; all the players retain their screen area in both shots.

Irregular cases

When the players are arranged in atriangle, two lines of interest converge on the
dominant performer, and one line prevails. The centre of attention for the



audience, and for the group on the screen, can be shifted by any subordinate
player. He becomes the arbiter of attention. By turning his head from the
dominant performer to the other, the second person becomes the important
character in the scene. This recourse can be applied in two ways:

1 the centre of attention moves back and forth between two players. The third
has only a passive role, deciding with the movement of his head which of his
two companions predominates.

2 the centre of attention moves in a full circle around the triangle of players,
each successively becoming the centre of attention.



FIGURE 6.2 The three players standing in a C formation are covered by two external reverse
camera positions. They all maintain the same screen area in both shots.
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FIGURE 6.3 An L shaped arrangement of actors, covered by two external reverse camera positions,
where all the players keep their screen area in both shots.

There are three basic formulas for external reverse camera shots. They provide
irregular variants because this geometric arrangement of players does not give
each player a steady screen area.

The camera sites for these formulas are obtained by selecting two of the six
positions depicted in Fig. 6.3A. In the illustration each player, acting as the apex
of their triangular arrangement, is given two external reverse camera shots.
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FIGURE 6.3a Players arranged in a triangle with six poaalble external camera sites.

Formula A

The dominant player, in the centre of the group, remains in his place in both
master shots, while the players at either side exchange positions from shot to
shot.

In this formula the three players (placed on a neutral line of interest) are
located precisely between both reverse camera points, which give alternately a
rear and afrontal view (Fig. 6.4.)

This solution is best applied to closely knit groups, where the intimacy or
bluntness of the situation requires scrutiny of the action and reaction of the



players, divided into two sections and featured alternately.

FIGURE 6.4 Formula A



Formula B

Here the performer acting as arbiter of attention (as a silent spectator) is placed
at one side of the screen. In the next shot she appears on the opposite side.
The other two players, conversing (along a diagonal line of interest) maintain
their relative positions and occupy the screen area shown in Fig. 6.5.
Combinations of seated and standing players and different shooting distances
add variety.

Formula C

The dominant player, placed on one side of the screen, stays in that areain both
shots, while the other two performers exchange their positions from take to take.

In Formula B, the dominant line of attention flowed diagonally to the
background, and the arbiting actor was close to the side of the screen.

In Formula C the dominant line flows horizontally between the two playersin
the foreground, and the arbiting actor is placed beyond (Fig. 6.6.).

Notice that in all three figs. the order of players (shown above) remains A, B,
C.

The shift in order (shown below) demonstrates the effect of the different
formulas.

External/internal reverse camera positions

Opposing external/internal reverse camera positions provide what one might call
Ghumber contrastgon the screen, because the external position covers the whole
group, while the internal placement frames only a segment. This can provide
variety in presentation.

Two approaches are possible. Fig. 6.7 shows a 3 to 1 number contrast.

The .second variation, a 3 to 2 number relationship from shot to shot, is
illustrated in Fig. 6.8.
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FIGURE 6.7 A 3 to 1 number contrast obtained by Juxtaposing an external reverse shot with an
Internal one.

FIGURE 6.8 A 3 to 2 number contrast obtained by Juxtaposing an external reverse shot with an
Internal one.

Once more we stress the fact that all players need not stand in the scene. One
or two of them can be seated, reclining or lying down. This will add variety to



the pictorial compositions chosen for the scene.

Internal reverse camera positions

With a group of three human figures divided in two, the 2 to 1 number contrast
is added to the range of possibilities for covering atrio of players (Fig. 6.9).

FIGURE 6.9 A 2 to 1 number contrast obtained by using two internal reverse shots.

Three internal reverse shots can be used to cover, individually three players
arranged in a roughly triangular form. An external camera position frames the
whole group and might serve as an establishing shot-and could be re-inserted
from time to time to remind the audience of the group as a whole. Observe Fig.
6.10.

It is important to retain the correct interplay of directions of interest between
the actors where one holds the attention of the other two.

Parallel camera positions

If agroup o f three, seen from dominant parallel camera positions, is divided into
two units, the players present profiles to the camera positions.
There is no arbiter of attention, since two players face the third who



dominates. Number contrast is obtained by this method (Fig. 6.11).
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FIGURE 6.10 Individual internal reverse camera positions cover each of the players in the group
separately; an establishing shot reminds the audience of the ensemble of the whole group.

An establishing shot encompasses the whole group, and is traditionally used
at the beginning, middle or end of the scene.

If the central player acts as an arbiter of attention, the group can be divided
into three-those at the extremes of the group are in profile and the centre player
faces the camera (Fig. 6.12).

Cameras on a common visual axis show the whole group from the first
position and only the dominant actor in a closer view. He may be at the centre or
side of the group (Fig. 6.13).



Placing actors at different levels and distances apart, as in the other
approaches, provides new screen compositions.

Pivoting point

Three players can be shown in a filmed scene by including only two in each
master shot. The person appearing in both can occupy the same place on the
screen for both shots or he can be shifted from one side of the screen frame to
the other as the shot is changed.
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FIGURE 6.11 Parallel camera poslllons applied to a group of three persons, Number contrast, 2 to
1, is obtained in this way.



FIGURE 6.12 Individual coverage of each player in a group of three performers achieved by using
parallel camera positions.

FIGURE 6.13 Two camera sites on a common visual line cover a triangular group of three
performers. One of the shots emphasises the central player in the scene.

The first possibility applies when covering an approximately triangular



arrangement of actors, the other is useful where actors are placed more or lessin
a straight line. In both cases one actor provides a pivoting point for the two
dominant camera positions.

Fig. 6.14 shows atriangular composition where the centre actor acts as pivot.

In the example examined, the scene is established at position 1. Positions 2
and 3 are master shots. As in this case, the establishing shot is sometimes
positioned on one of the axis lines stemming from the two strong camera
positions of the triangle principle.

Notice that the dominant camera sites are a right angles to each other, and
both include the centre actor (B) on the same side of the screen.

In the preceding example the pivoting actor was kept in the foreground in
both master shots. A shift in distance from shot to shot (in one master take the
pivoting player is near the camera and in the reverse shot he is in the
background) will work smoothly if the pivoting performer is kept on the same
side of the screen in both takes (Fig. 6.15).
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FIGURE 6.14 One of the players in the group is used as a pivot to relate two master shots placed at



right angles. This pivoting actor is placed on the same side of the screen in both takes.

FIGURE 6.15 In this example the pivoting player shifts from foreground to background as each
master shot is edited in parallel with the other while keeping a constant screen area.
The actor used as a pivot must move his head to vary the centre of interest
that shifts from player B to player C in reverse shots.
In our next example the two camera positions are external reverse angles
around the player used as pivot in the scene (Fig. 6.16).
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FIGURE 6.16 A set of external reverse camera position around a aide player use him as a pivot to
cover the group of three players.
If three actors are in a line and two of them face the third person, the centre
pivoting player is included in both takes, but he shifts from one side of the
screen to the other, as shown in Fig.

FIGURE 6.17 Irregular coverage of a straight line arrangement of players, where the pivoting
performer shifts from one side of the screen to the other as each master shot is alternated in
parallel editing.



In the cases examined the pivoting player was dominant, as he had an
important role in the scene. But a passive stance for him is also possible. In Fig.
6.18 players A and C are dominant. Performer B in the centre may be just
listening to a heated discussion between the other two. Yet player B has been
used as a pivot for the camera sites, and is featured in both shots, on the left and
right sides of the screen respectively. His passiveness can be stressed by the
profiled position, eyes downcast, purposely to avoid throwing emphasis on either
of the others. Hisrole is aso minimized by being given only athird of the screen
area.
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FIGURE 6.18 In this example the pivoting player has a passive role. His figure shifts from one side
of the screen to the other as the master shots are alternated.

Not only can one actor be used as a pivoting point, but aso a camera position
can be employed as such. This pivoting camera position is an advance on the
same visual axis of one of the two dominant externa reverse camera sites,
providing a close shot of the player chosen as the centre of interest in the scene.

A close-up of the dominant performer B (Fig. 6.19) inserted between shots
from sites 1 and 3 masks the change in screen position of A and C when seen
from the second position.



Emphasizing the centre of interest

When a conversation between three actors develops in such a way as to stress
two and reduce the involvement of the third, this could be treated in two ways:

\

FIGURE 6.19 A closer shot of the dominant performer is used as a pivoting shot to relate two
external reverse shots of the group of three players.

1 Emphasisisapplied over asingle line of interest;

2 The line of interests in the scene shifts to a crosswise direction. In the first
approach the line of interest is unique for the three players. Emphasis can be
partial or complete: partialy, if in the first master shot the three players are
shown but in the second only the two dominant performers, totally by moving
from a 3 to 3 group relationship to a pattern of 2 to 2, showing only the two main
protagonists.

Partial emphasis



Partial emphasis is possible by using any one of the three basic linear
arrangements: a straight line, an dL.qshape or a triangle. Fig. 6.20 shows partial
emphasis being applied to a straight line arrangement of players.

A variant isshown in Fig. 6.21, where the set of external-internal camera sites
is moved to the other end of the straight line composition.

An {Lqshaped arrangement of the players can be easily treated with partial
emphasis. Fig. 6.22 gives asimple case.

FIGURE 6.20 Partial emphasis applied to a line formation of the group of three players.



FIGURE 6.21 A variation of partial emphasla applied to the group of three players in a straight line
arrangement.

FIGURE 6.22 Partial emphasis applied to an L shaped arrangement of players.

For a triangular grouping two main solutions are available. Fig. 6.23 shows
the first, where the subdued performer is placed on one side of the screen.



FIGURE 6.23 The secondary performer is placed on one side of the screen in this variant of partial
emphasis applied to a triangular composition.

The second variation is obtained by placing the secondary actor in the centre
of the screen in the master shot where al the players are shown (Fig. 6.24).



FIGURE 6.24 The secondary player is placed in the centre of this other variant of partial emphasis
applied to a triangular formation of players.

Total emphasis

Total emphasis, as we said before, can be obtained by two pairs of master shots-
featuring three, and two players respectively. All four camera positions are
external reverse coverage points of the group. Fig. 6.25 shows a simple case.
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FIGURE 6.25 Total emphasis applied to a group of three players. The editing pattern progresses
from a 3 to 3 relationship to a 2 to 2 opposition of the principal performers in the group.

An ordinary editing pattern for these four master shots would be like this:

Shots 1 —2—1—2—1—3

By using that combination one player is excluded from the scene in the
middle of the sequence, to re-appear at the end.

When you cut from three-person to two-person coverage, the cut is more
effective if the shot of the two playersis areverse of the position where the three
were shown, rather than an advance on the same visua axis line. For example:
Shot 1 covers three people. Shot 3 covers two. If you are editing shots1 and 2 in
parallel, your move to a shot featuring only two players will start with shot 3
after shot 1, because shot 3 is areverse of shot 1. Your editing pattern will ook

Shots 1 —2—1—2

Thisis visually more effective than if you moved in on a common visual axis
position as depicted in the following editing pattern:




Shots 1 —2—1—2

The return from a two-person coverage to three person shots follows the same
rule.

The three irregular formulas for external reverse coverage of a group ofthree
persons, where the three are included in each master shot, can be treated with
total emphasis, where two of their components are selected to be virtualy
stressed.

A (horth-southqto @ast-westqchange

Examples so far have dealt with emphasis applied over to asingle line of interest
extending from Gorthg to Gouthg If we emphasize the two players located
Ghorthqg the line of interest will shift to a dominant direction from @astq to
Qvestq excluding the actor placed Gouthqg

This new line of interest can be placed on either side of the two players that it
covers, as we will soon see. Camera positions must be deployed that allow a
smooth passage from one line to the other as interest is shifted and two of the
players emphasized. A set of external-internal reverse shots can be applied to
each line of interest, as depicted in Fig. 6.26.

L et us begin by simple cases and move on to those gradually more complex:

Using only four camera positions

The most elementary coverage of a crosswise change in the direction of interest,
Is obtained by using four master camera positionsg two for each direction o f the
line o f interest. All four positions are external reverse angles. The three players
are first shown in a Gporth-southq line of interest. One of the three irregular
formulas for external coverage of groups of three persons is chosen to frame the
players along this line of interest. The shift of interest when the two players
facing the third, turn toward each other is shown from a north-south camera
position. This change in direction is very ssimply achieved. Following that, two
external reverse camera positions can cover, and stress, both players on the new
line of interest, excluding the third.
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FIGURE 6.26 Two sets of external-Internal reverse shots applied to a group of three players to
cover a change in the line of the Interest, which shifts from an east-west to a north-south coverage.

Fig. 6.27 shows the four camera positions. Positions 1 and 2 are alternated by
parallel editing, until from position 1 we see the change in direction take place in
the line of interest. To emphasize the two dominant players we alternate between
positions 3 and 4 and frame only them.

If the third actor is to become involved again this can be reversed to the
north-south position framing the whole group. A ssimple editing pattern for these



four camera positions would look like this:

Shots1¢ 2¢ 1¢ 2¢ 1¢ 3¢ 4¢ 3¢ 4¢ 1¢ 2¢ 1¢ 2

Note: in the example given the shift of interest was seen from site 1. If it had
been seen from behind the players (site 2) the east-west camera sites should be
behind the players. Why?

Referring once more to Fig. 6.27, the Guorth-southq line is covered by
positions 1 and 2, the two dominant reverse angles of the triangular principle for
camera deployment whose apex is the neutral site O, the one chosen to establish
the scene.



FIGURE 6.27 A north-south line of interest changes to a dominant east-west line of interest. Four
main camera positions are used, and all are external reverse shots. Position 1 is chosen as the
camera site from which the change in the line direction is witnessed.

When the line of interest shifts to an @ast-westqdirection as seen from site |,
this camera position becomes the apex of a new triangular formation consisting
of sites 3-1-4, and angles 3 and 4 must be on the side of the new line of interest.
So, if the change is seen from site 2, positions 3 and 4 must be on the side of the



line of interest that faces the apex of that new triangular formation. Fig. 6.28
shows this.

To return to a Ghorth-southgdirection where the whole group is seen, position
2 must be used to effect the change in direction. A sequence using position 2 for
the shift in the line of interest, would look like this:

Shots1¢ 2¢ 1¢ 2¢ 3¢ 4¢ 3¢ 4¢ 2¢ 1¢ 2¢ 1

The formula just described is admittedly a bit complicated to describe, though
once grasped is simple to put into practice.

Introducing internal shots

In the cases just discussed all the positions were externa reverse shots,

By introducing an interna reverse camera site, we have a new way of
covering the group, till using four camera sites. Once more these master shots
are employed in pairs.

In such a sequence, position 1 becomes the establishing shot, position 2 and 3
the main masters, and position 4 is a reaction shot.

The conversation begins by aternating Shots 1 and 4 aong a Gporth-southc
line. In this way number contrast is obtained on the screen.

When the shift to a dominant @ast-westq line is desired, we show it
happening from position 1, and move to an external reverse coverage of the two
emphasized players. Occasionally we intercut shot 4 where performer A (as seen
in Fig. 6.29) looks on, reacting silently or occasionally speaking. An editing
order for atypical sequence using this set-up could be like this:

Shots -14-1-4-1-4-1-2-3-2

In the first part of the sequence (&g the dominant line of interest runs in a
‘Yhorth-southy direction, and players B and C talk directly to A. When players B
and C tum to each other to exchange dialogue, A becomes a silent onlooker, and
thus subordinate. The @ast-westq interest established, this section of the
sequence (@9 uses predominantly masters 2 and 3 edited in parallel. Master 4 is
intercut twice to show the silent reaction of the subordinate player. Mid-way
position 1 is introduced, (with a dominant east-west line at work) to re-establish
the whole group. Near the end (@q player A talks as seen from position 4, and
we close the sequence from camera site number 1, where the players in the



background (B and C) turn towards A, re-establishing the dominance of the
Ghorth-southqline of interest. Fig. 6.29 illustrates the case under discussion.
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FIG. 6.28 This line of Interest shifts from a north-south to an east-west direction in a similar way to
that preceding except that in this case the change is seen from the second position.



FIGURE 6.29 Four camera positions are used for this shift in the line of Interest but one of them is
an Internal reverse shot.

Eight camera sites are employed

The next development is to apply afull set of external-internal camera positions
to each direction of the line of interest. As shown in Fig. 6.26, at least eight
camera Sites are brought into play to cover the sequence.

Y ou might heighten this 3-person dialogue sequence with the sequence using
a combination of external-internal reverse shots that cover or relate the three
actors (along a @orth-southg line), and then move to a set of external-internal
reverse shots that cover only the two actors emphasized (on an @ast-westqline),
excluding the third.



FIGURE 6.30 Eight basic camera positions as described in the text.

Figure 6.30 shows the eight basic camera positions. The order of the sequence
could be something like this:



Shot 1 Players B and C in the background talk with performer A whoisin

foreground, his back to the camera

Shot 3 A replies. He looks off screen, right.

Shot 4 B and C as seen from Acg viewpoint, look to him off screen, left.

Shot 3 A till talking.

Shot 4 B and C answer A.

Shot 3 A ends talking.

Shot 2 C and B in foreground turn to look at each other. Player A in the

centre of the screen becomes unimportant.

Shot 5 Reverse. C and B talk.

Shot 6 Reverse. C and B talk.

Shot 5

Shot 6

Shot 8 B isfeatured aone.

Shot 7 C isfeatured aone.

Shot 8

Shot 7

Shot 3 A re-enters the conversation. He is facing us, looking off screen, right.

Shot 4 Band C turn their heads to usto look at A off-screen left.

Shot 3 A talks again.

Shot 1 The whole group again: A¢ B¢ C.

Fig. 6.30 shows how sites 1¢ 2¢ 3 and 4 cover the Ghorth-southq line of
interest, while positions 5-6-7 and 8 frame an @ast-westqshift.

To show the shift of the line of attention from N-S to E-W position 2 is used.
Notice that this differs from position 4 (previously used to show the players on
whom visual emphasis is now brought to bear) in that the actors exchange
positions on the screen. In position 4 the order on the screen is B-C, while from
position 2 these players are seen arranged in the foreground as C-B.

Shot 3, however, (an internal reverse position) bridges this anomaly. And it
works because shots 3 and 4 have a reverse angle relationship, while shots 3 and
2 are placed on a common visual axis. In fact, Player A is used as a pivot to
effect the bridge between those two positions.

If the direction is reversed E-W to N-S later in the sequence, this is achieved
by using the same principle. Shot 3 is once more bridged between 7 and 4 which
are covering an E-W line from each side of it. The shift from E-W to N-S
actually takes place at site 4, which starts covering a E-W line and ends as an
extreme of the N-S line that dominates again.



A sequence featuring three persons, employing a crosswise shift of the line of
interest covered by sets of externa-internal reverse camera sites, can be filmed
using fewer than the 8 positions given. Only those positions needed are brought
into play.

In the example just examined, the actor excluded by the shift of the line of
interest, was placed in the centre of the group. The same principle appliesif you
want to exclude either of the other two, placed on the base of the triangle.

The two previous approaches may seem a bit complicated to someone not
familiar with the workings of the triangular camera placement for coverage of
static dialogues. Perhaps it will help to fix the simple principles just described, in
which the line of interest shifts from north-south to east-west, if we keep in mind
that the camera positions deployed around the players assume the form of a
cross. The two emphasized players become the arms of the cross or Qqfigure,
while the lone player from whom attention is momentarily released, is positioned
at the bottom of the cross or T figure. Whether you use four camera positions (all
external reverse shots or a combination of internal-external reverses) up to the
full eight camera sites, the basic pattern assumed by the camera coverage is a
crossor T figure. Two simpler methods that cover a playersgqL configuration are
discussed next.

A simple method using three camera sites

There is a simple method by which the centre of interest in a conversation
between three persons can be emphasized using only three camera positions.
One acts as the main master shot and covers the three performers. The other two
positions cover only two different sets of actors. These subordinate masters are
edited in parallel with the main one.

In this grouping the most important actor is placed in the centre: player B (see
Fig. 6.31). When she talks with C (an E-W direction) the relationship is shot 1
and shot 2. Shot 2 isaright angle position in relation to shot 1.

When performer B turns (this tum is always seen from position 1) to talk to A
(a QN-Sqdirection) the relationship becomes shot 1 -shot 3. Shot 3 is a reverse
angle position in relation to shot 1. Number contrast is constantly opposed from
shot to shot, as we cut between from three and two-persons. Shots 2 and 3
cannot be edited together in parallel.

A typical sequence using this solution would look like this:

Shots 1 —2—1—2—1—3
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FIGURE 6.31 An east-west to north-south change of the line of interest achieved with only three
camera sites.

The marks under the numbers underline the points where the shift of direction
of the line of interest takes place.

Using a pivoting shot



A variation of the previous example would make use of a close shot of the
central performer (player C, as seen in Fig. 6.32) to serve as a pivoting shot. This
close shot replaces the establishing shot of the previous example and serves the
same purpose: it documents when the central performer throws attention from
one player to the other.

This close shot (1) is the key master position in the sequence, and is intercut
with two subordinate masters (2 and 3) to cover the dialogue.

Once again, masters 2 and 3 cannot be edited together in paralel. A simple
sequence using this procedure would be edited like this:

Shots 1 —2—1—2—1—3.

Notice how the editing order of these shots resembles the pattern in section 4.

The marks below the numbers in the editing pattern given above indicate
again where player C in master 1, moves his head from side to side shifting the
line of interest.
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FIGURE 6.32 A player is used as a pivot to achieve a change of direction for the line of Interest in
the scene.




Deliberate omission

Suppose one of the playersis to be deliberately omitted, as we cut from take to
take using reverse shot positions giving the apparent illusion that al rules are
broken.

Fig. 6.33 shows an example where advantage is taken of an obstruction in the
set decoration to hide the player located in the centre (and also in the
background) of the triangular arrangement of performers.



FIGURE 6.33 A case of deliberate omission, in which one player is hidden by an element of the
dccor.

As can be seen, actress B changes her screen position from shot to shot, while
the two actors appear and disappear at opposite sides of the screen. The actor



furthest away in any of the two reverse shots should appear in the centre of the
screen, in the background, but the set decoration (in this case the columns) hide
him.

While what we see on the screen is the following composition:

Shot 1: B¢ A

Shot 2: C¢ B
the true composition isreally:

Shot 1: B¢ C¢ A

Shot 2: C¢ A¢ B.
In the following example both reverse camera positions were moved in close to
the central character in the triangular arrangement of the performers, changing a
contrast that should be:

Shot 1: A¢ B¢ C

Shot 2: B¢ C¢ A
into atwo to two relationship, that looks like this:

Shot 1: A¢ B

Shot 2: C¢ A
In this way players C and B are alternatedly omitted, while performer A shifts
his position from one side of the screen to the other. Different camera levels are
used to add variety. (Fig. 6.34).



FIGURE 6.34 In the preceding example the pivoting player was located in the background in both
shots. Here, he is in the foreground and shifts from one side of the screen to the other as either
one of the other two players is consciously omitted from each alternate master shot.

Summing up

A brief review o f the topics covered in this chapter is now given to underline the
essential points examined in relation to dialogues among static groups of three
persons. We have seen that:

1 Three players can be deployed along three linear arrangements. a straight
line, aright angle and atriangle.

2 With three performers engaged in conversation, and where there are two
dominant centres of attention and a silent arbiter, the actors can remain in the
same screen sector by employing the triangular camera site principle.

3 A triangular arrangement of players can be covered by fifteen pairs of
external reverse angles. These sets of takes fall within three main irregular
formulas.

4 Number contrast can be obtained by combining an external and an internal



reverse shot, or by using internal reverse shots exclusively. Parallel camera sites
give the same effect.

5 A player featured in both reverse shots can be used as a pivot to relate the
takes that cover the three players.

6 A pivoting shot can be used to ease the transition between two takes where
the players exchange their screen positions.

7 Visual emphasis can be applied over a single line of interest using external
reverse shots exclusively. This emphasis can be partial or total.

8 The line of interest in a scene can be shifted to a crosswise direction. Five
different methods were outlined. In the first three a combination of external-
internal reverse shots were applied, while in the last two a pivoting player was
used.

9 One of the players can be deliberately omitted from shot to shot giving the
illusion that all Qulesq are broken in the coverage of actors arranged in a
triangular form.

Scope for covering a group of three static persons is wide enough to offer some
visual variety.



DIALOGUE INVOLVING FOUR OR
MORE PERSONS

Basic techniques for the coverage of two-or three-person static dialogues are
also valid for larger groups. Rarely is a dialogue carried on by four people
simultaneously. There is always a leader, conscious or unconscious, acting as a
moderator and shifting attention from person to person so that the dialogue
moves by zones.

In simpler cases two central speaking players are only occasionally
interrupted by the others. In such a group it is more pleasant to the eye if some
stand and some sit, perhaps in geometric patterns (triangles are common, but
also sguares and circles). If some are much closer to the camera than others it
adds to theillusion of depth.

There is a very subtle way of putting emphasis on any person within a group.
In the theatre this technique is known as occult balance. A group of sitting
people is balanced by a standing figure. Thereverseisalso true (Fig. 7.1).

The use of lighting patterns is also important when covering a group.
Conventionally, light on the main characters is stronger while al the others
receive a subdued illumination that keeps them visible but subordinate.

The variations applied to groups of two and three persons will now be shown
in a comprehensive pictorial coverage of four persons or more.

Smple cases

If both the whole group and the centre of interest must be covered visually this
presupposes at least two basic master shotsg one framing the group full view,
the other a close shot of the main actor/s. Some examples:



FIGURE 7.1 The principle of visual balance In action. A standing player can balance a group of
seated performers, and vice versa.

1. Using a common visual axis

Two shots on the same visual axis are intercut alternately. This serves to cover a
conversation in depth. When players B and D talk (see Fig. 7.2) Shot 1 is used.
But when B turnsto C, we movein to close Shot 2 and back again to Shot 1 as D
cuts into the conversation and then, turning, makes a comment to A. If players A
and D have their backs to us they throw audience attention on to performers B
and C, but if A and D turn to face us, they themselves become the centre of
attention.
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FIGURE 7.2 A group Is covered using two master shots arranged on a common visual axis. In one
of them the whole group Is framed, In the other the centre of Interest of the group la visually
emphasized.

A further variation isfor A and D to act only as witnesses to the conversation,
and then only find their facial or body reactionsto it are important. Shot 1 serves
merely as a reestablishing shot and is periodically intercut into master Shot 2 to
give colour to the dialogue by expanding the group.

2. Using aright angle camera site

Figure 7.3 shows another variant. The purpose here is similar to the previous
case. Either a dialogue between all the performers and the two central ones can
be covered, or a discussion between A and B is watched by the rest of the group.
The variation is in the use of aright angle for the camera position of the closer
second shot.



FIGURE 7.3 The right angle camera arrangement used here covers the whole group and its centre
of attention.

Groups arranged round a table

Groups of people around a table are common in film scenes. Ways have been
found to present them clearly to the audience. The triangular camera placement
principle is valuable for solving many tricky script situations in this type of
scene. Once more the two extremes of the centre of interest dominate in the
scene.

Case A

The visua axis and right angle sites outlined above can be used together to cover
two important actorsin a group by giving them individual attention (Fig. 7.4).
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FIGURE 7.4 Coverage of a group where the two central players are emphasized by individual shots.

The procedure is ssimple. Shot 1 shows the whole group. Actors A and B are
the centre of attention. Player A addresses the whole group. When he turns his
attention on B, cut to Shot 2, where A speaks his lines to B off screen. Now cut
to Shot 3, to show B replying. Then cut back to shot 2 where A repliesto B, and
again to Shot 3 where B makes his point clear.

Now we reestablish by going back to Shot 1 to show the group reacting. If A
and B speak to one another again, we may cut once more to an interplay of their
individual shots and then return to the full shot number 1 to hear the comments
of another in the group.

Case B

In Fig. 7.2, 7.3 and 7.4, the second camera was placed closer to the group, thus
excluding some actors from the shot. In Fig. 7.5, the camera distance is the same
in both positions.



Thisright angle set up creates on the screen avisual rule similar to one of the
three irregular formulas employed for covering roughly triangular groups of
three. With the second camera on the left, the first actor on that side in position 1
shifts to the right in position 2. Other actors remain in the same order:

Shot . ABCDE

Shot22.BCDEA
With the second camera on the right, the reverse occurs: the first actor on the
right in Shot 1 moves to the left in camera position 2.

Shot . ABCDE

Shot22 EABCD
Groups of four and five persons can be visually covered using these right angle
camera sites.

CaseC

A group of five persons covered by external reverse angles, although adhering to
the same rule, offers a dight variant that is simple to define. Fig. 7.6 shows two
possibilities for the same example. In one of them the line of interest flows
between players C and E, and in the other between C and A. The two actors on
the opposite side of the line of interest shift from one side of the screen to the
other and interchange positions, while the others maintain the same order. Where
players C and E dominate, the coverageis asfollows:

Shot 1: ABCDE

Shot2.CDEBA
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FIGURE 7.5 Irregular camera coverage, where a player at one extreme of the frame area shifts to
the other side as the shot is changed. The remaining group maintain the same visual order on the
screen.
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In the instance where C and A dominate, the formulais reversed:



Shot . ABCDE

Shot22 EDABC
Study Fig. 7.6 and you will see how the formula works for diagonal lines of
interest.
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FIGURE 7.6 A group with a diagonal line of interest covered by external reverse shots obeys the
visual rule shown. The two players not involved in the line of interest move to the other side of the

screen in the second shot and exchange positions. The illustration features the solutions available
for both diagonal lines of interest.

Case D

In our next case, external reverse angles are also applied to a group of persons
seated at atable, but with different results.

The important conversation is between B and C (Fig. 7.7). Our camera
positions are concentrated on one side of the line of interest generated between
the two central actors.



FIGURE 7.7 When the dominant players are placed In the centre of the screen for an Interplay of
external reverse shots, the players on the extremes of the frame change position from shot to shot.

Notice how actors A and D exchange sites on the screen in the reverse shot,
whilein the centre of the screen B and C aways remain in their sectors.



Subdividing the group

So far, we have applied external camera positions to medium sized groups.
Internal reverse camera sites, on the other hand, can divide the group, oppose its
parts and achieve a visua interplay where number contrast adds variety to the
screen image.

This division can assume three basic forms:
1 an actor isopposed to the rest of the group;
2 thegroup is split into two equal or unequal portions;
3 and the subdivision produces several groups.
In each, an establishing shot is needed (conventionaly, at least) to open the
sequence and may appear again in the middle and at the end. Fig. 7.8 shows the
first variant. With two internal reverse camera positions within the group, one
player is placed in opposition to the others.

In a short dialogue the sequence could be edited:

Shots1¢ 2¢ 3¢ 2¢ 3¢ 2¢ 3¢ 1
A longer one:

Shots1¢ 2¢ 3¢ 2¢ 3¢ 2¢ 3¢ 1¢ 2¢ 3¢ 2¢ 3¢ 1
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FIGURE 7.8 The group is subdivided, and the dominant player Is placed in opposition to the rest of
the group.
The actors may, of course, be at different heights (Fig. 7.9).
The floor plans of Figs. 7.8 and 7.9 show site 1 corresponding to the
establishing shot, and sites 2 and 3 (inside the group) asinternal reverse angles.
The next development involves subdividing the group into two smaller units.
An even number of players may appear as two sets of equal parts on the screen,
but this is not as interesting as having different numbers in each section as in



Fig. 7.10.

FIGURE 7.9 When a group Is subdivided, and the dominant player is opposed to the rest of the
group, different body levels can be assumed by the players without reducing the effectiveness of
the visual formula shown.
The editing principle is similar to the preceding one: an establishing shot can
start the sequence, we then move in to internal reverse camera positions at right
angles to that. For a while these two closer shots are intercut and finally there is



areturn to the first camera position.

The next development is combining internal and external reverse angles. Five
players deployed in a straight line can be covered by using opposed diagonals
from shot to shot, and a sector of the line stressed by means of the internal
reverse angle (Fig. 7.11).

Geometrical patterns

A group may be assembled in one of many geometrical shapesg a circle,
rectangle, square, triangle, etc., or an amorphous shape with no clear pattern at
all. But the screen composition is governed by the floor plan distribution and the
heights of the players. Both present balanced screen compositions. The floor
plan distribution determines the plane in which each player is viewed. The other
variable refers to their positiong lying, seated, reclined or standing up. The two
factors combined give composition in depth, as opposed to aflat arrangement.



FIGURE 7.10 The ensemble is subdivided into two smaller groups, and the resultant master shots
are edited in parallel.
Sometimes dominant geometrical shapes are applied only to centra
characters, allowing aloose pattern to supporting figures.
In the triangular composition for dialogue (Fig. 7.12) for example, the first of
only two camera sites views the whole group but emphasizes the apex of the



driangleq The second frames only the two players on the base of the triangle.
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FIGURE 7.11 The group, In straight line arrangement, Is covered using an external and an internal
reverse shot.



FIGURE 7.12 The group of players covered In Shot 1 has a dominant triangular formation. The
reverse shot conforms to one of the irregular rules applied to this form of arrangement, using
internal reverse shots.

Several opposed sectors

In a group distributed in three or more sectors, using establishing and internal
reverse shots, the dialogue coverage is similar to single shots of three personsin
atriangular formation except that here, from some angles, more than one person
isframed. (See Fig. 7.13 for athree-sector group covered by four camera sites.)



FIGURE 7.13 A progressive change of interest moving in a circle.

A sequence using this principle, could be edited as follows:
Shot 1 Whole group is established.

Shot 2 Performer C throws attention to the | eft.

Shot 3 Performer A and B talk to C off-screen.

Shot 2qC replies and moves his head to right.

Shot 4 Performers D and E reply to C off-screen.

Shot 2y C replies.



Shot 4qPerformers D and E reply and then move their heads, and instead of

looking to the left where C is off-screen, they now look off-screen right.

Shot 3qPerformers A and B looking off-screen left, reply to D and E.

Shot 4y D and E reply. Still looking off-screen right.

Shot 3y A and B end talking to D and E off-screen left, and turn their heads

right, towards C, who is out of the screen on that side.

Shot 1gWhole group. Performer C is again dominant. The other four players

are looking at him.
In the sequence just described the line of interest moved in a full circle shifting
from group to group (see Fig. 7.13).

The multiple plane arrangement has endless variations. One, for example,
(illustrated in Fig. 7.14) deds with triangular arrangements of six players,
composed in depth. The whole group is established in the first master shot. Of
two vertical triangular formations the one on the left has its apex in the
foreground on A, seated; the other has its base in the foreground and its apex on
F, beyond. Camera sites 2 and 3, frame these triangular formations separately
but parallel. Site 4, at right angles to 2 and 3, frames the seated foreground
figuresin atriangular composition.

In this group the dominant players are sitting in the foreground, while the
subsidiaries stand.

A further variation is to split the group in changing patterns, ie: the whole
group is established and then broken up in three parts, each covered by different
camera set-ups. After returning to the establishing shot they are seen again in
other, closer, shots. But this time the group has been divided only into two parts,
presenting visual arrangements that differ from the previous three master shots.
A step further is to mingle these five master shots into a free-form editing
pattern, where the establishing shot picks up the whole group again from time to
time.



Handling large groups



If, instead of being so closely knit, several groups are scattered about the set,
fixed camera set-ups can still cover a dialogue that moves by zones. It is
advisable to have a central group or person on whom the action is hinged,
showing him as speaker and listener, and shifting audience attention from player
to player.

Master shots can be used, edited in pairs, occasionally reestablishing larger
sections of the group. If the line of interest is constantly changing direction, keep
these changes simple. Use a player as pivot in two master shots (or in a
reestablishing take) to clearly indicate the change of direction when he moves
his head from one centre to another.

Most film makers prefer smpler situations or, if faced with such a complex
set-up, move the camera or the players during the sequence to simplify the
problem. The measure of a good director is seen when he handles such a
complex dialogue situation using only static camera set-ups, with a minimum of
movement for the players and then only when strictly necessary for the
requirements of the story. Alfred Hitchcock handles a sequence like this in his
film The Birds. This is the scene in the cafe, after the birds have attacked the
schoolchildren, and where an elderly woman specializing in ornithology puts the
whole event in doubt. Notice how Melanie Danigls, the barman, the lawyer, the
lady ornithologist, a mother with two children, the cook, the waitress, the
travelling salesman, the local barfly and a sea captain, are al involved in a
conversation that covers a whole reel of the film (around 8 minutes). Hitchcock
handles them separately or in groups using static camera set-ups.

A performer faces an audience

On many occasions in films there is a need to present the central protagonist
facing a crowd. Perhaps he is a flight instructor talking to a group of pilots, or a
football coach addressing his team, or a politician addressing a crowd or,
perhaps, a musician performing for an audience. The size of the crowd does not
matter, there are two ways of dealing with it to treat it as a single group, of an
impersonal nature or, to treat it as a series of small groups related to the central
performer.
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FIGURE. 7.15 Impersonal treatment of a large crowd, where the direction of gaze of the dominant
player establishes the line of interest. One of its sides is chosen for the camera positions.

e

In the first case the audience and our central protagonist form the two poles of
attention with an imaginary line of interest flowing between them. Having



chosen one of its sides, the camera is sited according to the triangular camera
disposition where two sets of reverse camera positions (one external and the
other internal) can easily be adopted (Fig. 7.15).

The protagonist stares straight aheadg an impersonal way of dealing with his
crowd. In the example here, for instance, he will be looking to the left in all
shots.

Members of the crowd do not participate individually. Nobody stands up and
speaks to our performer. The crowd (large or small) of passive spectators are
there to be entertained or instructed.

If our main performer shifts his gaze from side to side, answering questions
or replying to observations made by individua members of the audience, the
cameratreatment is similar to the one used for covering triangular groups.

When the crowd acquires identifiable faces, it becomes subdivided into
sectors. All these sectors radiate toward our protagonist who can have two body
rapports with the crowd by being on the rim of the crowd or in the centre. In the
first case at least two groups or a series of small groups deployed in an arc face
the performer. Between him and the individual member of the group, two sets of
camera positions can be located, one external, one internal (see Fig. 7.16).

Our central protagonist acts as an arbiter of attention, shifting his gaze from
group to group. If the individual players in the audience talk between
themselves, momentarily excluding the central player, we have a triangular
formation of centres of interest.

Those people are the ones who count, those around them are secondary and
anonymous. They serve only to reinforce the importance of the main characters
by looking at them directlyg thus acting as a chorus that stresses any shift in
interest. Fig. 7.17 shows a ssimple sequence with the main player as centre and
arbiter of attention.

The numbers identifying parts of Fig. 7.17 correspond to the floor plan shown
inFig. 7.16.

In the example shown, external reverse shots (1-2 or 5-6) establish the locale,
while individual close internal reverse shots (al the others) focus attention on
the centres of interest.

If our main protagonist faces more than two groups, shifting his attention to a
third or fourth subject, opposed looks will always occur. If both persons are
looking at the same side of the screen in individual close shots, they are not
relating to each other, but to somebody else off-screen.
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FIGURE 7.16 Floor plan showing the camera positions used when lone player facing a crowd shifts
his gaze from one side to the other changing the direction of the line of interest.

A crosswise change of the line of interest

A Gporth-southqto @ast-westqchange in the line of interest, emphasizing either
the subjects on the stage or those on the audience, can be applied to the two
central points of interest located in a crowd.

In the first example in Fig. 7.18 the emphasis is put on the players on the



stage, who relate with the crowd and between themselves. The @ast-westq line
dominates. The players talk among themselves and occasionally look towards
the audience, shifting the direction of the line of interest. The crowd is treated as
an impersonal mass.

The second example, on the right of Fig. 7.18, could be a night-club set-up,
where two customers at a table are emphasized rather than the lovely female
singer on stage who stands in front of the orchestra. When the players at the
table talk among themselves an Gg-Wqline is dominant, but when they watch the
singer a QN-Sqline of interest prevails.






FIGURE 7.18 Placements for a crosswise change of direction, either on the stage or on the floor.

You need not, of course, use al the key camera positions shown on the floor
plans in Fig. 7.18. The numerous editing combinations give adequate coverage
for situations in this category, with fewer camera positions.

Crowd with main player at centre

If our main player stands alone in the centre of a crowd, she relates only with
half of it¢ those in front of her. Those behind have only an indirect rapport with
her.

Camera placement principles are the same as beforeg two sets of external and
internal reverse shots. In Fig. 7.19 positions 1 and 2 are external; 3 and 4



internal. As our protagonist is in the centre of the crowd, she acts as a central
pivot around whom the camera can be placed to relate her to the surrounding
crowd (asin Shots 5 and 6).

———

FIGURE 7.19 The dominant player stands in the centre of the crowd. The direction of her look
determines the line of interest of the scene, and one side of this line is chosen to position the
camera.

Actors as pivots

When dealing with examples with three players, we explained how one of those
players could be used as a pivot to assemble the interplay of master shots
covering the group. There we said that the player used as a pivot could be on the
same side of the screen in both shots, or assume an irregular solution where he



aternated between sides of the screen from shot to shot. Both rules apply to a
performer in relation to a crowd. He can be placed in the centre of the crowd
(large or small) or on the rim. In this example a central performer is used as a

pivot within asmall group.
b
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FIGURE 7.20 A central player is used as a pivot within a group to present it as subdivided Into two
smaller units. The pivoting player is used in an irregular manner, shifting his position from one
side of the screen to the other.

Fig. 7.20 clearly shows that the central actor is the most important. The
players facing her in shot 2 are her opponents, and those behind, in Shot 1, are
her friends or her audience. Actor A shifts from right to left on the screen as we
cut from shot to shot.

Thisis a closaly knit group and we are dealing with medium shots to frame
the scene. But the group behind and in front of actor A can be larger and further
apart. In that case she truly becomes an island between both masses, and the
camera coverage isasif for aclosaly knit group (Fig. 7.21).

Two players, dominant or passive, can also be used as pivots in a scene. Fig.
7.22 shows a simple case where both central performers are dominant and
located in the centre of the group.



Actors A and B do the talking, while the others just stand in the background
watching the main actors play out the core of the scene.

If these players are on the edge of the group, the crowd is omitted from one of
the reverse shots. Fig. 7.23 visualizes one of those situations. In the first shot the
group beyond the central players is included, while in Shot 2 only the central
performers are featured.
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FIGURE 7.21 A similar situation to Fig. 7.20 Is shown here but Involves a larger group.




FIGURE 7.22 Two central players in the group used as visual pivots to show the whole group
around them. The key performers In this instance are located In the centre of the group.

A

FIGURE 7.23 The two dominant players In the group are placed on the rim of It. For this reason the
group Is featured in only one of the shots.



When the pivoting performers have a passive role in the scene, they can be
placed in foreground to help relate a group divided into sectors. These two
players always remain on the sides of the screen, but the person or personsin the
centre change from shot to shot. This is achieved by placing both camera
positions at right angles. Fig. 7.24 shows a simple case involving only four
persons seated at atable.

FIGURE 7.24 The two pivoting players have, In this case, a passive nature and the dominant
players appear alternately In the centre of the screen as each master 11hot is edited in parallel.

The parallel editing of the master shots obtained from those two right angle
camerasites, allows alittle trickery in shooting the scene.

Two groups of players who, for some reason, cannot be present on the stage
or on the location at the same time, can be related perfectly by arranging two
pivoting players in the foreground in both shots. The only requisite is that these
two performers be available for filming both shots. In the first take, a group of
persons situated in the centre of the screen talk to someone off-screen whose
place is taken by a substitute who provides the repliesin the conversation.

Later on, a week or a month afterwards, the second shot is filmed with the
missing group framed between the two pivoting players in the foreground. The
second camera site is used. The central players look off-screen, too, but in the
opposite direction to that in the first master shot.

When, a the editing stage, both takes are combined (in parallel) the
difference will not be noticeable if the lighting has been matched carefully. This



formula allows for further trickery: two different sets or locales can be used, one
for each takeg producing on the screen an imaginary set which is an amalgam of
both.



EDITING PATTERNSFOR STATIC
DIALOGUE SCENES

In any dialogue situation where actors move on but not from their sites, and there
IS no camera movement, variety and comprehensive coverage relies purely on a
cutting pattern.

A motion picture must move. Therefore, our cutting pattern cannot always be
the same, so there must be more than one pair of key positions from which
master shots are produced.

A master shot (the long take obtained from a single camera position) covers a
complete sequence, or a complete dialogue. If the actors move within the frame
in that long take, the shot can be self-sufficient, provided that certain rules are
respected. In such a case a shot would need no Goning upgby inserting cutaways
or closer shots.

In the passive kind of scene we are concerned with now, this would seldom
be enough. Such scenes are too static to remain visually interestingg unless the
situation and dialogue are so full of meaning and dramatic force that any visual
variation would disturb the mood of the scene.

Except in those cases, a master shot covering a whole conversation would be
very much enhanced by stressing certain passages with close shots or cutaways.

Another solution is to present the scene with two master shots edited in
parallel. But generally that is not enough. As a dialogue builds up in interest we
tend to wish to be closer to the performers to catch every nuance of movement
and fleeting reactions in their faces.

In using an editing pattern the simplest solution is to cover the first half of the
dialogue with two master shots, preferably medium shots, and the final part with
another pair both close shots.

Approaching and receding patterns

A lengthy dialogue should have certain peaks of interest and should not demand
a high degree of concentration throughout otherwise the effect of a denoument is



weakened and even lost.

This recommended peak¢ pattern alows the audience some emotional
repose, and they can respond more fully to the really important passages. The
auditive part of the scene must receive a corresponding visual counterpart that
works hand in glove with the intentions of the dramatist.

The film director must resort to a visual @Gpproaching and recedingq editing
method. The performers may be presented in medium shots, proceeding to close
shots or close ups as peak moments are approached, and then again medium
shots as we give the audience arest before building up to the next peak.

This approaching and receding method must not appear too obvious. So
different editing patterns should be used in each section of the dialogue covered
from peak to peak, in order to mask the means being used as a guide to the
audience. The actors could also be moved from zone to zone on the set after each
peak moment for further variationsg but for the moment we are concerned only
with static situations.

How a sequence begins

On the screen we do not usually begin a conversation with the actors already in
their allotted places, have them say their lines, and cut straight to the next
sequence. We normally record a more natural order of events. Our performers
meet first, then talk, and finally, part. There are variations to this, but not from
this need. On other occasions, when the sequence begins the characters in the
story are aready in position and needing no introduction to one another.
Nevertheless, we like to meet them visually before we can listen to what they
have to say. We are then led in to a closer view for the dialogue.

But such sequences seldom begin with the players already on the screen
speaking their first lines from the beginning of the first shot. There is nearly
always a movement at the beginning or at the end of the sequence. Here are six
generic variants where such movement lapses into static body positions from
which a conversation can be comfortably devel oped.

1 Both players enter into camerarange, walk towards us, and stop to talk.

2 One performer is already on the screen, the other enters and stops beside him
and they start talking.

3 In the two previous examples the camera was fixed, but it could have panned
or travelled following both or one of the actors to their stopping places.

4 |If the panning or travelling technique is used, a third character can start the



sequence by walking up to the couple, giving them something and going away.
The camera remains with the our two main performers (or larger group) who
would then begin to speak.

5 A panning or tracking movement that starts on an empty part of the set and
moves to one side to frame the main players can aso be used to begin the scene.
The voices of the players are heard before their figures are revealed.

6 The opening movement in the sequence can be covered in several shots prior
to the start of the static dialogue.

The possibilities outlined can be applied to larger groups. For the exits at the end
of the sequence we would only have to reverse the movements described above.
It must be understood that these opening and closing motions are an essential
part of the dialogue sequences where the performers stop to talk in afixed place.

Re-establishing shots

To keep our interest adequately aroused in the situation, we must be reminded
from time to time of the place in which the action that attracted our attention is
happening. This presupposes the use, at least once, of a re-establishing shot
halfway through the sequence. The shot can serve several purposes:

1 It re-estates the place, reminding us of the spatia relationship between the
performers and their placement on the setg something we tend to forget as we
concentrate on the closer shots.

2 It serves as apause in the narrationg a visual pause that breaks the saturation
of the close shots accumulated during the development of the dialogue.

3 It serves to end the sequence, giving the performers space in which to part or
go away together.

4 If the sequence continues, it serves to mask a change in editing patterns, or
allows the actors to move from zone to zone before the new editing pattern is
introduced.

5 If some actor is temporarily excluded in an interplay of close shots that
concentrate on the central performers, a re-establishing shot reminds us of his
presence. If he is not re-established his disappearance would be baffling to us,
since we would not have been aware of his exit.

Of course, there are exceptions to this pattern of establishing shot dialogue in
closer shots-re-establishing shot. We can start a scene with close shots and
establish the locale after a suitable period has elapsed (the opening of the
Masoch Club sequence in The Tenth Victim, (see Page 6) where the announcer is



first introduced alone, in close up, and his location is revealed at a later stage in
the story). That procedure is correct. But what we can seldom do is dispose
completely of the establishing shot.

|mportance of silent reactions

Often the silent reaction o f a listening performer is more expressive than the
face of the performer speaking to him. For example, the sequence starts with one
player speaking his first lines, and in mid-speech we cut to the other listening in
silence, with the voice of the first actor continuing. When he finishes, the image
of the second player remains on the screen and he then replies. Now we can
reverse the formula, cutting in the middle of his lines to the first master shot
where his partner is reacting in silence. This is a scene tackled in the crudest
form. Refinements in cutting the master shots to determine how much a voice
overflows into the next shot, or providing a series of muted reactions to
statements from a player, must be dictated by the context of the scene and its
meaning and position in the story asawhole.

If one actor is confronted by a group, to whom he has a long speech to
deliver, we cannot effectively sustain interest with a single shot of that lone
performer; we must occasionally insert various silent shots of the listening group
as the voice continues,

Having outlined the most general principles, let us now get down to
particulars by investigating some current editing practices of static diologues
covered from fixed camera positions.

Inserts and cutaways

Many directors and editors still tend to shoot and edit a static dialogue in a
continuous static single shot. This last vestige of the theatrical influence in film
work is a practice still transmitted from one generation of film directors to
another. It allows screen performers to approach the scene in a similar way to
their experience in the theatre. The scenes covered tend to be lengthy and the
players have time to sink their teeth into their roles and bring out the best in their
acting.

But the camera is relegated to the role of passive spectator and its cinematic
possibilities are denied to it. Many film technicians have felt secure with this
type of coverage and dreaded experimentation with the montage method that



breaks the natural tempo of the scene and brings one of its own to bear, whose
rules must be mastered by continuous practice in editing.

Early film directors and editors who were aware of the limitations of such a
shallow approach, introduced inserts and cutaways in their first efforts to break
away from it. The insert would be a shot spliced in to substitute a part of the
main master shot. It shows a section of the scene framed by the master shot in
greater detail. A cutaway is a shot inserted on the master shot that shows
something or somebody not covered by the master camera position. | f both such
shots are used repeatedly within a main master shot they themselves become
subordinate master shots. This approach to static dialogue editing, although
basic, is still useful today.

Case A

L et us examine the use of insertsfirst. Let us say that we have a scene where one
player is explaining something to another. There is a map on the wall behind
them (Fig. 8.1). Suddenly, to make a point clearer, one of the players indicates a
section of the map. If we cut to a close shot of him on the same visual axis of the
master shot, the audience, too, will be able to appreciate the point.

We then return to the former master shot. That small shot spliced into the
master shot served to highlight a part of the dialogue and its use was justified. In
fact, it would have been a mistake not to avail ourselves of the situation to
present a clearer visual story to the audience.

The next possibility is to make the insert shot from areverse camera position.
For instance, a car is on the road parked beside a policeman who is admonishing
its driver. We cover this dialogue from a full shot position (see Fig. 8.2). As the
policeman hands a ticket to the driver, we cut to a close reverse shot in which we
catch that delivery being made. The reverse position in this case affords us a
better view of the proceedings. Now we return to the full shot master shot to
complete the scene and witness how the driver pulls away and the policeman
watches him go.
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FIGURE 8.1 The insert has the same visual axis as the master shot.

The insert serves not only to pinpoint attention on an object, but also to show
in detail an emotional reaction as portrayed on the face of a player. The approach
issimilar to the cases just described.



Case B

An insert can be used twice within a master shot. For example, two persons
talking as seen from a master shot that frames them in full shot. Two inserts of
the same performer are made where he reacts silently to the words of his partner.
As these moments come in the master shot, the reaction seen in full shot is
substituted by the insert where that same reaction was filmed in close shot. The
editing order would be simple:

Master

Insert 1

Master

Insert 2

Master
In such a situation both inserts corresponded to the same player, but both
performers can be highlighted alternately, by showing one of them in the first
insert, and the other in the second.



FIGURE 8.2 The Insert has a reverse angle relationship with the master shot.

This second insert need not aways be placed within the main master shot. It
can be used at the end of it, to cap the sequence with the detail that the insert
affords.

CaseC

An insert shot is often used as hinge to unite two master shots. For example:
Three officers are discussing a situation in front of a military map. The map is
placed sideways to the audience and cannot be clearly seen. When one of the



players points to it, we cut to a close shot of the map and the hand of the
performer roaming over it. This shot could be from a right angle camera
position, and is our insert.

But then, instead of returning to the previous master shot, we cut to a second
master shot that continues the scene (Fig. 8.3). This second master shot can be
made from any one of the points of the triangle camera disposition for coverage
of a group, and this group can be framed in its entirety as before. Or the view
may become selective and frame only a section of it.
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FIGURE 8.3 An insert is used to bridge two master shots.

Case D

In the old days, and in fact in quite recent times, especialy in America, static



dialogued scenes were shot according to a standard procedure:

1 A master shot, (usually afull shot), is made of the scene all the way through.
2 The ensemble of players is split in groups, and each group is photographed
repeating the whole scene from beginning to end with the other players sitting or
standing out of camerarange all through the scene.

3 Close-ups of every player involved are shot covering the whole event.

This means that the film editor has a wide field of selection when editing the
scenes, since he has all the lines of dialogue and silent reactions he needs. He is
the one who selects the camera angles to appear on the screen. | f the director
later wants to delete some piece of dialogue or phrase, the editor can do that very
easily, because he has numerous cover shots (inserts and cutaways) to choose
from to bridge the gap where the words were removed.

Case E

In scenes which are essentially psychological and greatly depend on dialogue,
the performance and truthful staging must take precedence over the arrangement
of the shots. The classical method of shooting the scene, as described above in
case D, isthe easiest way out, but perhaps not the most economical. It alows the
director and film editor to try several different versions of the scene till they
arrive at the most satisfactory.

If the scene has special bits of business worth stressing visually, the director
shoots them for the editor to use at the proper time in the sequence. Such inserts
can be simple facial reactions, the movement of a hand, the motion of a
mechanism seen in detall, etc. In fact, the word insert is often synonymous with
close shot. It is not necessary for the film editor to use them all, perhaps none
may be used in the final version of the scene. But a wise director shoots them
anyway to be adequately covered. On the stage floor, among all the rush and
excitement of getting the scene on film, the quality of all ideas cannot be
assessed properly, and the final editing pattern may not yet, perhaps, have been
decided.

On other occasions an insert is used to repair technical errors unwittingly
committed¢g for example, if a piece of film has been fogged for some reason or
someone out of camera range moved in front of a light during the shot. Such
errors might not be seen until printed, at which stage it is perhaps too costly or
impossible to reshoot the scene. An insert spliced in place of the damaged spot
of film often saves the day.



Case F

Sometimes during the course of a conversation the characters refer to something
off screen: a building, an animal, a vehicle or, perhaps, a person. It is quite
natural then, if the subject involved is really important, to splice a shot of it into
the single take that covers the dialogue. That insertion is called a cutaway.

More than one cutaway shot can be introduced into a master shot to show the
different points of interest that the players cover in the development of their
dialogue. For example: two persons are standing on a hill talking, we see them in
medium shot. One points off screen to the right. We insert a cutaway in which a
far-off building is seen. We return to the master shot of the two players. After a
moment the second performer turns and points to something off screen, left. We
insert another cutaway showing a distant bridge. Then we return to the medium
shot of the two actors where they conclude their conversation and turning, walk
away to the background. Thus the sequence is neatly resolved, in a
straightforward simple presentation.

In the example examined both cutaways covered different subjects. Instead of
two different cutaways being inserted into the master shot, the subject matter of
both inserts can be the same, but the second is a closer shot on the same visual
axis as the first insert. Repeating our example, both players are standing on the
hill, talking, facing us. (Fig. 8.4). They look up, off screen, to the sky. We insert
the first cutaway, atall tree with an eagle seen perched on atop branch. Thisisa
full shot of the tree and the eagle.

We return to the master shot, and moments later insert the second cutaway, a
closer view of the eagle on the branch.

The method can also be applied to silent scenes, where a group, or groups,
witness some far off event, or are watched by another group.



FIGURE 8.4 Both Inserts have a common visual axis, and are spliced Into the master shot.

Case G



The next step is to insert more than two cutaways in the same master shot-
always covering the same subject. The formula is ssmple. The master is a full
shot of the main performer or performers. The inserts progress from a full shot
for the first, to medium shot for the second, to close shot for the third and close
up for the fourth.

This formula can be applied to dialogues or silent situations. One can recall
two examples from well known films. In Max Ophulsg Lola Montez, Peter
Ustinov is seen as the circus master perched on a high scaffold, recounting the
life of Lola Montez to the public. Down below in the arena Lola Montez (played
by Martine Carol) turns on a merry-go-round where several groups of midgets
represent stages of her life. The take covering Peter Ustinov is a static Full Shot,
and is the main master take. On it are intercut a series of shots of Lola Montez
beginning to recall a particularly painful event in her life. As a pounding sound
increases in the sound track of the film, we get progressively closer views of her
on the merry-go-round, intercut within the shot of Peter Ustinov.

The second example happens in Alfred Hitchcockeg film The Birds. Melanie
Daniels has stepped out of the school building and sits down close to the
playground to smoke a cigarette. Unnoticed by her, several birds began to gather
on the climbing bars located on the school playground.

The playground is framed in full shot, while a progressive succession of
closer shots of the girl are spliced within that master shot. The scene is played
completely in silence, and runs roughly like this:

Full shot. A lone bird arrives and lands on the climbing bars. Full shot of
Melanie Daniels smoking.

Full shot. Several birds on the bars. Another crow arrives. Medium shot of the
girl. She smokes.

Full shot. New birds arrive.

Close shot of girl. She smokes slowly.

Full shot. More birds join the crows already gathered in on the playground.
Close up of the girl. She stops smoking and turns her head to the left to ook
off screen.

A lone bird flying in the sky. The cameraframing it in long shot followsiits
flight from left to right, to show how the crow joins the ranks of birds now
fully covering the metal construction on the playground.

Close up of the girl. She reacts frightened.

All the shots of Melanie Daniels seated on the bench, smoking, had the same



visual axis.

Case H

Cutaways can be tracking or panned shots, as well as static setups. For example:
an actressis addressing a group. It isalong speech sheis delivering.

We face her in medium shot.

The first cutaway inserted in afull shot of the group watching her silently.

Back again to her medium shot.

The second cutaway is a panning shot across the faces in the group.

We return to the master medium shot of the actress.

The third cutaway is afull shot similar to the first insert.

We close the sequence by returning again to the master medium shot where
she finishes speaking.

Casel

A cutaway can evoke an event in the past. Akira Kurosawa and Alain Resnais
are two film makers very adept at this sort of usage. The remembrance can be
provoked by the subject that dominates in the master shot, or it may be a sudden
visualization of the charactercs inner recollections.

In his film Rashomon, Akira Kurosawa has a scene in which the bandit
(Toshiro Mifune) tells the court how he recalls the events on the day of the
crime. There is a particular moment that is built like this:

The bandit says he remembers having covered a great distance with his horse
that day.

Without interrupting the verbal narration of the bandit, a cutaway is
introduced framing the horizon low on the screen, and on its edge the small
figure of the bandit riding his horse is seen traversing the screen.

The bandit reappears as in the previous master shot, and continues his
narration to the tribunal.

In this cutaway to a past event two different times co-exist briefly on the
screen. The audience accepts this cutaway without difficulty because it is
motivated by the performercg train of thought.

Alain Resnais speciaizes in the sudden intrusion of the past on the present,
without warning and usually for a brief flash. His film Hiroshima, Mon Amour is
full of such examples.



The French woman in the hotel room fixes her attention on the hand of her
Japanese lover asleep on the bed.

Without warning, a brief take is inserted showing in close up the hand of
another man wriggling in agony.

It isabrief pan shot that moves upwards over the prone body of the German.

The woman looks at her sleeping lover. There is no immediate explanation
for that sudden, brief shot. It comes as a shock. It is only later, when the part
recurrs several times more, that we understand that the hand belonged to her
dead German lover, a soldier in World War 1. It is a more difficult for the
audience to grasp the point. Our first reaction is one of shock, we do not
understand at all.

As the experience is repeated we learn to accept that appearance passively,
waiting for the explanation that we are sure will later be provided by the author.

Case J

For how long should an insert or a cutaway be held on the screen? It depends on
the content.

If it frames a motion that is emphasized, it should begin with the start of the
movement and finalize when it comes to an end. In fact, the length of the shot in
such a case dictates itself. If the movement emphasized is part of a larger
motion, the visual rapport between the master shot and the insert should be
achieved by cutting on the action.

More of this, later.

If a static object is the one framed on the cutaway, or a silent close shot of a
person with neutral expression, two seconds is enough, or sometimes even too
long. But if the silent player giving a passive countenance to his screen
interpretation is listening to a phrase, dialogue or a piece of music, this image
can be easily held up to | 0 seconds without seeming over-long.

Number contrast

What | have caled Guumber contrastqis one of the most useful recourses for
covering long dialogues, since it masks the approaching and receding visual
pattern of the film by featuring a different number of actors on the screen from
shot to shot. Number contrast is obtained by parallel camera positions in groups
of three and more actors, but more often mainly by opposing a reverse external



position to an internal reverse camera site. This approach works with groups of
two actors and more. Its most simple application would be a decreasing contrast
in numbers, such as:

2 playersto 2,

2 playersto 1,

1 player to 1.

This would correspond to a visual pattern of medium shots, close shots, close
ups, thus perhaps building to a peak moment in the dialogue. The pattern is
reversed to return to the subdued curve of dialogue before mounting to the next
peak.

A pair of reverse shots (in any of the five variants of the triangle principle)
can be at different subject ranges for variety in the final edited result. If the apex
of the triangular camera disposition (the establishing shot site) is a full shot, and
the other two positions on the base of the triangle figure are close shots, the
extreme differences in subject distance will provide a dramatic introduction and
conclusion to the sequence.

Parallel editing o f master shots

What is the main difference between the parallel editing of reverse master shots
and the system outlined before, where inserts and cutaways were introduced into
asingle master take?

Fundamentally, it is a difference of concept. While with the first method the
scene is covered in full from a single camera position, here the scene is divided
in segments and each one of those pieces of scene is given a different visual
treatment.

What the inserts and cutaways did for the previous system, the parallel editing
of pairs of camera positions does now.

Two major patterns can be outlined for this new technique:

1 An establishing camera site opens the sequence: a pair of external reverse
shots cover part of the dialogue; a return is made to the re-establishing view of
the group the editing pattern is changed into an internal-external camera
opposition. The whole group is re-established once more from a full shot, and a
new editing pattern is employed (internal reverse shots). A re-establishing shot
closes the sequence.

2 After establishing the scene from a full shot, the different pairs of reverse
shots edited in parallel dovetail smoothly from pattern to pattern, using each last



shot of a pattern as the hinge to begin the following editing pattern. Partial
emphasis on a single line of interest or a change from north-south to east-west is
achieved without resorting to a re-establishing take, whose use is more sparsely
employed.

The order and nature of such editing patterns is decided by the director
previous to shooting the scene, thereby limiting the role of the editor, whose
creative labour is now channelled into controlling the screen time for the shots.

It is with this method that all the pairs of key camera positions outlined in
previous chapters come into their own.

Variation A

With this technique inserts and cutaways are employed for effect only, to stress
an object, a spoken line or afacial expression within one or several of the editing
patterns of the sequence.

The film maker need not be awed by the large number of pairs of key shots he
has at his disposal. He selects and adapts for the needs of his story those types of
combinations more suited to his purpose.

Variation B

Using shots at different distances for variety can be carried a step further (Fig.
8.5).

The four master camera sites shown could be edited in a simple pattern, such
as the following:

Shots 1¢ 4¢ 1¢ 4¢ 2¢ 3¢ 2¢ 3

progressing from close shots to close ups. To achieve that we group together
the reverse shots of the same distance: 1 and 4 are close shots, 2 and 3 are close
ups.

Y et, both distances can be contrasted, so that a close up follows a close shot,
reversing the formula halfway through the sequence. The sequence will then
become as follows:
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FIGURE 8.5 Four key master shots that can be used to obtain a dynamic visual presentation of a
dialogued scene by contrasting distances on the reverse shots.

Shotsl¢g 3¢ 1¢ 3¢ 1¢ 3¢ 2¢ 4¢ 2¢ 4¢ 2¢ A4
This frequently used variation gives a flashy presentation to a brisk dialogue.

Variation C

Here is another widely used variation, applied to parallel editing of a two-player
static dialogue. The system implies the use of two camera sites placed on a
common visual axis to cover one of the players, while only one camera position
is given to the other player. | f you pick two key camera positions to cover a
dialogue, and feel that the conversation is too long, you can move forward on the
axis of one of the master takes to cover the second half of the conversation.

Fig. 8.6 illustrates two examples where two players are used as pivots in a
group. | f the dialogue is a short one the editing order of the sequence could be:

Shots1¢ 2¢ 1¢ 2¢ 14 2
Since the dialogue is longer, halfway through it we move to a closer position on
the same axis of one of the master shots (thus emphasizing one of the players).
The editing order now becomes:

Shots 1¢ 2¢ 1¢ 2¢ 1¢ 2¢ 3¢ 2¢ 3¢ 2



Both examples illustrated have subtle differences in number contrast when the
closer shot on one of the visual axesisintroduced in the sequence.

Line of interest-changing sides

When along dialogue between two persons seated at a table is covered from one
side of the east-west line of interest flowing between them, and we risk
monotony from the length of the dialogue itself, we can momentarily interrupt
by switching to a north-south axis, then returning east-west but on the other side
of theline. Fig. 8.7 shows the screen compositions and floor plan sites.

The shift in the line of interest can start in any one of the first three camera
positions. In this case we have selected the central shot (2), where no player is
dominant. The shift of attention is easily accomplished: the players stop looking
at one another and turn their heads away from us towards a point off screen, |eft.
We then cut to Shot 4, where performer C waves a hand to them. Cut to Shot 5
where both are looking to the left and react to the performer off-screen. Player C
in Shot 4 moves away from the screen after breaking his visual rapport with the
actors at the table. Shot 5 again, where players B and A stop looking off-screen
left, and face one another again. We are now on the other side of the line of
interest and areverse angle coverage can be started again.

Our two main performers have exchanged areas on the screen and this change
goes unnoticed due to the momentary polar shift. The editing order of this
sequence can be as follows:

Shots 2¢ I¢ 3¢ |¢ 3¢ I¢ 3¢ 2¢ 4¢ 5g 4¢ 5¢ 6¢ 7¢ 6¢ T¢ 5f 66 7

Pause between dialogues

Long static dialogues are difficult to sustain visually. They need continued peaks
of attention. But such an accumulation, with brief passages of unimportant
things said in between, are very difficult to write and to say convincingly, for
two reasons. The effect obtained is too wordy, and a logical and natural
transition between sectionsis quite difficult to secure every time.
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FIGURE 8.6 Three basic master shots can be used to cover a large group where two central players
serve as pivots. Observe the differences in number contrast that distinguish both examples.
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FIGURE 8.7 Crossing a triangular formation to the other side of the line of interest. A diversion, in
this case a momentary crosswise change in the line of direction Is used to achieve the shifting of
the triangular camera placement scheme.

The solution is to do without these bridging phrases altogether, and replace
them by visual pauses, thus obtaining a flow of only peak moments of dialogue
on the screen.

The visual pause resorted to is one that portrays something relevant to the
scene without interfering with the contents of the peak moments. Let us look at



an example: David Lean, at the beginning of his film Doctor Zhivago, makes use
of that technique:

1 The film begins with Yevgraf (Alec Guinness) looking through the window
of his office.

2 Long rows of workers enter the hydroelectric plant early in the morning.

3 Yevgraf talks with his assistant remembering the hard times during the
revolution.

4 A single shot of people coming to work at the hydroelectric plant.

5 Yevgraf statesthat he wantsto find a particular girl among the workers.

6 A single shot of people coming to work.

7 The girl (Rita Tushingham) outside Y evgrafcs office knocks and is received
by him.

The sections numbered 3, 5 and 7 are part of a same continuous scene covering
three important points in the dialogue. | f they had been filmed as a continuous
scene, the words separating the peak moments of attention would tend to distract
the audience, defeating the purpose of relaying to them important facts about the
story.

Visual pauses are therefore introduced: the workers coming into the plant, as
seen in sections 4 and 6.

In this way the peak moments of dialogue are isolated and allowed to sink
home. But to motivate the visual pause, and to prevent their being distracting
digressions, their rapport to the main personage was established before in
sections 1 and 2.

Sometimes the nature of the forthcoming visual pause is previously
announced in a dialogue. Richard Brooksq film The Professionals has such an
example:

Lee Marvin arrives for the train and is received by Mr. Grant himself, the

owner of therailway. Asthey get on the train aworker points out to Mr.

Grant that they will have to be moved into asiding to let an express go by.

The train starts to move. Inside Mr. Grant describes each of the three men he

has gathered, thus informing the audience and the personages of their main

traits and abilities.

The express passes Grantcs wagon.

Inside the train once more, Mr. Grant explains his problem and his plan.

The visual pause used to isolate the peaks of dialogue looked natural because it
was verbally planted beforehand during an otherwise neutral moment.

Everyday scenes can be covered easily with this technique: Two people on



the front seat of amoving car, talking. As a story point ismade, cut to. . .
... an external shot of the car crossing the road from side to side of the
screen. Cut againto . . .
... theinterior of the moving car where both players indicate a new section of
their dialogue.
The technique is simple and effective. Its proper use will ensure a clear and
sharp development of the story on the screen.

Time compression

There are situations in which lengthy dialogue seems necessary to convey
properly what is happening. And yet, we may still feel that the scene is too
wordy, and slows down the rhythm of the film. There is a solution which is very
cinematic in its results and is always an attention getter. Basically, what is done
IS to compress the time span of the dialogued sequence, specially in its central
part.

The opening and closing parts of the sequence are treated normaly. Fig. 8.8
gives us avisual idea of the principle.

1 2

FIGURE 8.8 The line represents the total length of the scene, out of which key passages are
selected and edited together, omitting other fragments considered not relevant to the spirit of the
scene. Thus, time compression is achieved.

The line in the illustration represents the real length of the scene. The
numbered segments are the ones portrayed on the screen. As can be seen,
beginning and conclusion are respected, but in the centre significant fragments
are selected (2¢ 3¢ 4¢ 5¢ ) and edited together by a simple cut. No optical
transition joins the fragments.

Each fragment selected conveys a complete idea by itself, just that, and a cut
Is made to the next fragment. There is no change in background or location of
the action, only a compression of time.

Case A



The selection of fragments presents the players in different body positions and
parts of the location. Alain Resnais in Hiroshima, Mon Amour used this effect
several times. We recall an instance concerning the Japanese lover, when he
recounted some of his experiences to the French actress. Three shots containing
his phrases were arranged roughly like this:

The man lying in bed, talking. As he completes athought, cutto . . .

... same background, the man sitting in bed talking. His words continue the

concept of the former phrases, cutto. . .

.. . same background. The man standing. He ends his exposition.
In this way the reactions of the woman who listened off-shot, were omitted (and
with them her phrases and the resultant answers the man would have been
compelled to give).

The scene gained in conciseness and impact by omitting unimportant time
segments,

Case B

If this technique is applied to two people, each shot may contain only two
phrases, a question and an answer perhaps and those phrases cover a complete
thought or idea. The scenes are very brief giving a staccato rhythm on the screen,
due to the direct cuts with which the takes have been joined. This mood is
emphasized by the actors changing sites, body positions, and framing in the
picture area.

A pause introduced in one shot would break the monotony of the staccato
rhythm.

By presenting the scene with a contraction of real time, we have eliminated
the hesitations, repetitions and verba pauses between the peaks of dialogue,
keeping on the screen only the important sectors of the scene.

CaseC

The same technique can be taken a step further and one of the players can be
periodically replaced in the sequence, as the conversation moves along a central
theme.

In the French film Without Apparent Motive, J. L. Trintignant, playing the
police inspector, interrogates a suspect. The inspector questionsg the suspect
answers, after a time this pattern is broken by having a second suspect



unexpectedly answer a question, and then the first suspect answers the following
guestion, and then the second, and then the first till the sequence concludes.
What happens is that two different interrogations were held in the same room at
different times. These scenes are edited in paralel to give the audience non-
repetitive information, which would happen when the second suspect answers
the same questions with the same results. With this approach only the
information that differs as supplied by both is given to the audience.

The scene gained in clarity by a ssmple contraction of time.

In Milos Forman film Taking Off, a song called Letcs Get A Little Sentimental
Is presented as sung in a fragmented jumpg cut montage by a variety of girls at
an audition. Each girl sings a single phrase or only a few words, and the lyrics
are continued by the one that follows. Up to twenty girls are used to render the
song on the screen.

Case D

Akira Kurosawa in his film Ikiru used the same technique but in a different
context. The film begins with a group of women complaining in the municipal
offices. The employee sends them to another section. By a series of swift wipes
across the screen a succession of employees from different sectors of the
establishment is presented, all saying in their own way that they are not involved
and referring the women to the next office. At last, the whole thing comes full
circle, and the women are returned to the first employee they saw.

One of the women suddenly gives vent to her indignation on the man and on
the system he works for.

When the sequence begins we are shown the women and the employee, but
after he directs them to the next office and the first wipe crosses the screen, the
succeeding takes are a series of close shots of the employees, who, speaking
directly into the cameralens, give their excuses in turn. The women are not seen
or heard during the whole succession of faces, till the first employee reappears.

Kurosawacg social comment is put bluntly enough by this technique.

CaseE

David Lean adopted this method of time contraction in Doctor Zhivago. But his
variation is to use a narrator to express verbaly the mood of the scene whose
visual parts he contracts. Yevgraf finds Zhivago tearing pieces o f wood from a



fence. Yevgraf recognizes him as his half brother (so his interior voice informs
us) and follows him home. There is a short scene between Zhivago and the two
commissars who are removing his books from his room. The discussion is
interrupted by the arrival of Yevgraf who snaps his fingers and disbands the
group of neighbours.

Once more the internal voice of Yevgraf is heard on the sound track, while on
the screen Zhivago embraces his step-brother, they eat together, and talk. But
only the narrative voice of Yevgraf is heard. Suddenly there is a close shot of
Zhivago where he says.

dNot liked? My poems are not liked? By whom?gAnd over a silent face of
Yevgref his narrative voice on the screen gives the real answer he would have
liked to have made but did not.

The scene progresses, with the players gesticulating and moving silently, until
the narrative voice of Yevgraf is once more interrupted by Zhivago speaking.

Yevgrafcg visit is visually reduced to a series of images compressing time and
representing only the peak moments of their meeting.

Soeeding dialogue tempo

There is a curious phenomenon for which | know not of a valid explanation.
When you shoot a scene at a normal pace and project it later on a small screen,
the pace reproduced on the screen equals that of the scene when it was
photographed on film. But when this same strip of film is projected on a large
screen to be viewed by alarge audience, the pace of the scene slows down. This
isafact to which many film directors will attest.

With an action scene, the camera is undercranked, thus increasing the speed
of the subject when, later, the film is projected at the normal rate. But how do we
solve the same problem when dealing with a static dialogued scene? Speed up
the tempo of the scene to about one-third of the normal pace.

This method should not be used when you want to convey mood, but when
the dialogue is of an informative nature.

When a dialogue scene is speeded up, in this way actors tend to speak louder.
If you instruct them to speak quietly their voice level will sound natura in the
finished sequence.



THE NATURE OF SCREEN MOTION

If afilm isto possess a smooth flow of parts, there must be control, organization
and selection. For control, you must consider movementg movement of
performers and of the camera. Both can describe circular, horizontal or vertical
motions. The circular movement of a performer turning his body on one spot is
equivalent to camera panning. The horizontally moving actor, walking, running
or riding is paralleled by similar action of a camera mounted on a suitable
mobile support. Obviously, an actor moves vertically when he rises from alying
position or seat, climbs steps, shins up arope or is carried up by a machine. The
camera can move likewise, and all three types of movement combined where
necessary.

However, a sensation of movement can also be obtained solely by cinematic
meansg where a person sits in front of a projected moving background, as for
interior shots of cars, trains, etc. which are usually obtained by this method.
Another case of implied movement is where we frame a person in close shot
looking off screen and in the next shot cut to a view as seen from a moving
vehicle.

The person will seem to be inside a vehicle which is in motion, though heis,
in fact, static. (The illuson is reinforced if the actor moves his head
appropriately.)

Film as a medium has a unique property: a continuous movement can be
recorded by using only segments of the action shot from different angles. A
significant movement glimpsed by sectors is often more livelier and more
interesting than one recorded in a single take whole. But it is essentia in this
case that all the camera positions selected to cover it must be on the same side.
See Fig. 9.1.



FIGURE 9.1 A continuous movement recorded by several cameras requires that these cameras be
placed on the same side of the path travelled by the moving subject.

If the camera were placed on the other side of that line of movement for one
shot, the subject would suddenly be moving in the opposite direction across the



screen (see Fig. 9.2 placements 3 and 6), and these shots would not intercut
properly.

o

7~

FIGURE 9.2 As in the triangle principle, one side of the line of movement must be chosen and
adhered to. Any shots from the other side of the line of motion will not intercut properly with those
previously used because the reversed direction of movement will confuse the audience.

Motion broken down

This sectionalized movement could be framed with the subject held in the same
sector of the screen or entering and leaving the view covered by the camera
(frequently such motions cover only a half-screen area, on opposed sectors), or
by a combination of both.



Turning, sitting, standing, walking or running movements can be covered
from two camera positions on the same visual axis, or by two or more on the
triangular principle. Horizontal movement (the most common) can be across the
screen, diagonally on the screen, from a neutral direction (coming straight
towards us or going away) and in an arc. Any change in direction must be shown
on the screen, so that the audience is not confused when a performer is suddenly
seen moving in the opposite direction to that just shown.
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FIGURE 9.3 All changes in direction to movement on the screen must be shown to the audience to

keep them properly oriented at all times. Shot 3 In this example accomplishes just that.
For example, if you move from your chair to your table to pick up a book (see
Fig. 9.3), your rising movement would be shown with Shot I, your walking
movement to the table in Shot 2 and your arrival at the table in Shot 3. There you
pick up the book and turn to go back to your chair. We see you turn and go out,
returning to the previous camera position (2) on your way back, and your arrival
at the chair seen from position 1.

Changing view with movement

Always keeping the camera on the same side of the line of motion is a limiting
factor. Often you want to cross to the other side of moving subjects, because
from there a more dynamic composition or a better view of the events is
possible. You can do this by inserting cut-aways, by using a neutral direction of



movement, by making a performer indicate the change or by contrasting motions
in the same screen sector.

Using cut-aways

Cut-aways make the audience forget the sense of direction in the last movement
shown, so that a new direction does not seem unnatural. An audience watching a
film is always waiting for new shots. Their attention is so much involved that
recent visual memory becomes very poor. They will rarely remember more than
one or two shots preceding the one they are watching. A mind busy grasping
story points, does not concentrate for long enough on screen directions to object
to a change brought about by interposing cut-aways. A racetrack sequence, for
example, where you want to cross to the other side of the track for a wider view
could be planned as follows:

Cars cross screen from right to left; more cars, right to left, at a diagonal;
other cars cross right to left in front of a crowded stand; close shot of a clock
giving the time; a close shot of a board giving the positions; wide shot in which
the cars move from left to right; closer shot in which other cars run from left to
right.

Neutral direction

Another solution to the same problem is to use a neutral direction of motion,
between changes of direction of movement across the screen. In the above case
we would place ourselves on a bridge over the track and film the cars head on or
from behind. These takes would be inserted between the changes of direction
across the screen. The two neutral shots could be used together, so that the cars
come straight at us and pass below out of the bottom of the frame and then
appear from under us and race away into the distance.

Performer indicates the change

Where a performer indicates the change of direction, by turning his head or body
he could be in a moving vehicle or on firm ground. The direction in which the
performer looks in relation with the movement of the panorama across the screen
as the cameratravels past, indicates the true sense of direction of the vehicle.

Fig. 9.4 shows atypical case of aboat navigating a stream.
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FIGURE 9.4 The opposed directions of tracking shots 1 and 3 can be properly related by

Interposing a shot of a person who Indicates the change. This Indication can be achieved by a
simple turn of this personss head.

Let us show the forward motion of the boat on the screen by using only moving
shots made from the sides-camera sites 1 and 3.
Site 2 Close shot of a person facing us. He is looking off screen, right.

Site 1 Theriver bank moves across the screen from left to right, as the boat
apparently movesto the left.

Site 2 Close shot of the person. He turns his head from right to | eft.

Site 3 The river side moves across the screen from right to left, as the boat
apparently movesto the right.

The boat is always moving forward. We do not lose that sense of direction in
spite of the contradictory movements across the screen seen from positions 1 and
3. Shot 2, in which the person changes his side of interest, makes the opposition



natural without disturbing our awareness of the real forward movement. The
person who directs our attention blocks his background making it impossible for
us to see the neutral direction in which the vehicle is moving.

In the sequence just described the person has his back to the prow of the boat,
although that may not be apparent on the screen. His position in the boat is
indicated by the order of movement direction seen on the screen. Using the same
shots, we have only to alter the edited order to make the player seem to be facing
the prow of the boat indeed (keeping his background blocked). Thus:

Site 2 Close shot of a person facing us. He is looking off screen, right.

Site 3 The river side moves across the screen from right to left, as the boat

apparently movesto the right.

Site 2 Close shot of the person. He turns his head from right to left.

Site 1 The river bank moves across the screen, left to right, as the boat

apparently movesto the left.
By blocking the background to the player, the shot could be made in the studio.
Though placed on firm ground, it is possible to give the sensation that he is on
the moving boat.

Two contrasting viewpoints of a static subject as seen from the same side of a
moving vehicle can be Qoinedq by interposing a person whose attention shifts
from one side of the screen to the other. (Fig. 9.5).

With the camera at a three-quarter view to the front of the moving train (Shot
1) passing buildings are seen from atangential path. Shot 2 (a studio shot) shows
the person looking off-screen right and turning slowly to the left. Shot 3 shows
the buildings from his new viewpoint, and we are now moving away from them
asfrom arearwardsg looking three-quarter view.

In both moving shots, the static buildings moved from left to right, thus
confirming that the playercs view was from the same side of the vehicle. Thisis
not exactly a change of direction across the screen, but a change of viewpoint
along the same line of movement.
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FIGURE 9.5 Two contrasting viewpoints from the same side of the moving vehicle record an
advancing and a receding view of the panorama. They are related by a shot intercut between where
a person turning his head from one side to the other motivates the change of viewpoint.

There are three other ways of moving to the other side of aline of motion or of
interest. The first one involves using the horizontal action of a player, the second
combines that horizontal motion of a subject with an accompanying panning
displacement of the camera. The third approach uses the vertical motion of a
person on the screen to mask the crossing of the camerato the other side.
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FIGURE 9.6 The person indicating the change of direction from shot to shot can exit from the first

and enter view In the other, thus relating two different places.
The three solutions to be explained are quite unobtrusive, and properly used will
provide a smooth passage of which the audience is not conscious.

In the first situation a player watching a motion away from him, turnsin the
foreground and walks off one side of the screen, enters the next shot by the other
side of the frame, and stops to ook at a subject moving across the screen from
right to left (Fig. 9.6).

The next figure shows the second variation.

A caravan moving from left to right: in the next shot a man walks from right
to left. The camera pans with him and holds on him as he stops and looks to the
far off caravan now moving from right to left. The diversionary motion of this
player in the second shot was used to introduce a view from the other side of the
caravancg line of motion see Fig. 9.6A.

The third variation begins by showing two players facing each other. The
camera covers them from one side. Then one of them kneels down to pick
something from the ground. As soon as the downward movement is completed
there is a cut to the second shot, positioned on the other side of the players, but
featuring only the static player at its beginning. Seconds later the kneeling player
rises into frame. Both players have now reversed their positions on the screen,



but the vertical movement of one of them masked the camera crossing.

FIGURE 9.6A. The movement of a player at the start of the second shot masks a change in
direction of the main subjects seen in the background.

In the last case covered, the players may be standing on the ground or floor of a
building, or they stand on a moving vehicle. In this last case the same formula
applies for the camera crossing to the other side of the players, regardiess of the
direction of movement of the vehicle.

Three additional ways of crossing the line of interest will be explained. They
use contrasting movements to achieve the change. The last approach involves



using the same half-screen area twice.

|

FIGURE 9.7 Opposed directions of movement are suggested when two tracking shots covering two
central characters are intercut in parallel. These players either walk, or sit inside a vehicle.
A set of external reverse shots of two people in a moving vehicle, or walking
with the camera, will present this opposition of screen directions. (See Fig. 9.7).

Alternating both master takes will produce the effect of contrasting
movement without confusing the audience. Moreover, the screen position of
both performers on the screen will always be the same.

The ruse of putting a static person between two shots to help convey the
change of direction of a moving person or vehicle across the screen, works as
well on firm ground as inside a moving vehicle. Fig. 9.8 shows a common
example.

The rider moves from left to right in the first shot. In the second take, an
onlooker moves his head from left to right looking towards the ridercs off-screen
passage.

In the third shot the rider is seen moving right to left. We accept this change
of direction naturally, because the last shot represents the subjective viewpoint
of the onlooker. Thus, opposed screen directions of a moving subject can be
clearly presented.



FIGURE 9.8 A stationary player on firm ground can be employed to Indicate a change in direction
of the main subject as It moves across the screen.

This static onlooker can be present in the background of the first shot, or not.
Also, instead of using only one person turning his head from one side of the
screen to the other, a group can be employed, provided that al turn their heads in
unison and their eyes follow the same centre of attention (the rider) supposed to
be passing off-screen behind the camera.



Contrasting motions in the same half screen

We come now to the last possible variation, where the moving person is always
kept on the same side of the screen. The same half screen areas is used for both
external reverse shots of the continuous mation.

Case A

Performer A is seen (static) in both shots, always on the left side of the screenin
this case. He can easily be replaced by a static object, such as a parked car, a
monument, atree, etc. (See Fig. 9.9).

FIGURE 9.9 Contrasting movements of a subject, if remaining In the same half of the screen help to
maintain a continuous sense of direction for the audience despite the change In camera angle.
Performer B moves from right to centre in the first take. As she arrives there,
there is a cut to the second shot, where we see her move from the centre of the
screen to the right. Thus, she was seen moving to the left in Shot 1 and to the
right in reverse Shot 2.
Both subjects, the static and the moving one, have been positioned in the



same screen area in both takes.

Case B

The movement in the previous example was continuous but a motion that has a
pause in its middle can be presented using the same visual formula. Fig. 9.10
shows this.

/

FIGURE 9.10 Opposed movements of a subject in a half area of the screen, will seem continuous to
the audience, despite a pause In the movement Introduced halfway through the scene.

Subject B enters from the left in Shot 1 and stops to talk to player A. We cut to
Shot 2 where performer Bendstalking to A, and exits |eft. Although performer B
moved in opposite directions in the same screen sector, his sense of direction
was continuous with respect to player A.

CaseC

In the two examples just discussed, the camera occupied fixed positions in both
external reverse shots. But it is possible to make one of those camera placements
amoving one, keeping the contrast in movements on the screen. (Fig. 9.11).
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FIGURE 9.11 The same principle of opposed movements in the same screen sector is seen in
action here. The variation is that the second shot is a track.

Shot 1 Camera high, looking down on empty seats in atheatre. Our only
performer walks along an aisle centre to right. As he nears the edge of
the screen, out to . . .

Shot 2 From the other side, the camera travelsin medium shot from right to



left, with our lone performer framed constantly on the right side of the
screen.
The solution outlined works because the opposed movements happen on the
same side of the screen in both shots.
Though it isimportant to maintain a constant screen direction, there is another
factor which must be taken care of prior to shooting the film.
The disconnected film shots will have to be assembled later, and it is essential
to know when to cut from take to take to obtain a smooth visua flow. To
achieve that, certain conditions must be observed.

Conditions of the cut

The cut must afford continuity elements that prevent a confused presentation of
the material shown to the audience.

Three basic rules must be observed when joining two strips of film that record
segments of the same continuous movement. These three rules involve matching
operations that can be defined as follows:

1 matching the position,

2 matching the movement, and

3 matching the look.

The first rule involves two types of position matching:

a. the physical position of the actors: their gesture, posture and place on the

stage. Their clothing must, of course, be the same from shot to shot.

b. Their position in the film frame.

c. The movement of the people in the frame must be continuous as we move

in closer or away from them by means of a cut.

d. The direction of their movements must be matched from shot to shot.

The third matching rule has only one requirement:
e. two persons or two groups addressing or facing each other look in opposed
directions.
When two people or two groups move toward each other, we have opposed
screen directions, and yet their individual movements maintain constant screen
directionsin respect of the camera.

One group always moves to the right, and the other to the left. Both opposed
screen motions are intercut until the final reunion is achieved. This use of
contrasted motion is the basis of conflictsg soldier moving against soldier, tank
against tank, the Indian riders against the US cavalry, al moving to a pay-off, a



take where both meet, always maintaining the same direction of movement.

Where to cut

At what stage of a movement should we cut? During, before, or after that
movement takes place?

Let us see what happens in a cut. Take a simple example: a person stands
facing the camera. We want to show a full shot of him where he is seen in
relation to his environment, and then we would like to show him in medium shot
(on the same visua axis) to highlight his facial expression. There is no
movement in either. So we ssimply splice one shot after the other.

If these two edited shots are taken to a projector and watched on the screen,
the transition from take to take is jerky. Thereis avisual jump on the screen and
the transition from shot to shot is an attention-getter that disturbs us
momentarily. Why? Because there is a change in volumes. That change is
inevitable as we move closer to or farther away from a specific subject. There is
no way to avoid it. Or is there? We need a distraction. That distraction must take
place in the moment of the change of shot, that is, on the cut.

What sort of distraction is there so potent to shift our attention during a
change? The answer is simple-movement, any movement. Hence it is best to
either cut on the movement or cut after the movement. The more frequent cutting
on the movement, is generally applied to two types of motion peculiar to the
screen: movement inside the screen and movement entering and exiting the
screen. These two types of coverage serve to present the three basic motions of a
subjectg circular, horizontal and vertical.

Cutting on action

Almost every shot begins recording movement of some kind. There are very few
exceptions to this. The motion shown may be a cut matched with the movement
at the end of the previous take. Or if it is a cut-away or a newly introduced shot,
a movement of the person or thing shown must start it. It may even be a camera
movement.

The reason for this is smple. Cutting on the movement will ease the cut to
such an extent that the visual jar produced when changing the distance and
placement of the camera with respect to the subjects, will pass unnoticed by the
audience.



Even the big close shots that cover dialogue between static persons, start with
movement. The performer may be just opening his mouth to talk, or might be
making afacial expression previous to the delivery of hislines. Or one might see
the attentive movement of his eyes as he reacts to what is said to him, or his head
bending forward. There are, in fact, quite a number of small unconscious
movements that an actor makes when concentratinggé movements that are
magnified by the camerain close shots.

Most matched cuts are made with the moving character placed in the centre of
the screen, particularly if only one subject isinvolved in the coverage. When two
or more performers are shown, the screen is often divided in two halves, with the
matched movement taking place in either half. Only the dominant movement is
matched by cut. Background motions, and the direction of those movements, are
also matched in addition to the main one in foreground, i f they are conspicuous
enough and if both shots are done on the same visual axis. Generally, that kind
of multiple matching is avoided but in certain situations where movement is
difficult to control, such as in a moving crowd, some special methods are applied
to insure the smoothness of the cuts.

When actually filming scenes whose action must be matched, the main
actorcg final movement at the end of the first shot is repeated once morein full at
the start of the next. Later, in the editing room, they can be matched. More often
than not, about one-third of the first shot movement and two-thirds from the
second are used.
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CUTTING AFTER THE MOVEMENT

Although cutting on the movement is the most extensively used device for
continuity cuts, let us first deal briefly with the technique o f cutting after the
movement. This type o f cutting is often applied to approaches on the same
visual axis.

The movement used may be where either the actor or the camera moves.

If the player moves, he is seen approaching in a neutral direction (in the
centre of the screen, coming straight towards us), or he performs a vertical
motion while staying in his place. Movements across the screen are not very
good for this type of matched cut. If the camera is moving, it is either travelling
sideways or vertically, or panning in either of those two directions. The cut is
usually made from afull shot to a medium or close shot.

The technique is ssimple. Two or three frames after the motion in the first shot
has been completed, you cut to the close shot on the same visua axis. This
formula is used amost exclusively for a forward cut, it is seldom used to move
back from a close shot to afull shot.

Here are some practical examples.

Casel

Seen in full shot is the distant window of a small bungalow. Somebody inside
raises the blind. As soon as it is fully opened, cut to a medium shot of that
person, his arm still stretched upwards to the top of the window. He is standing
still and looking out.

The first take contains all the movement. The second is a static shot. (Fig.
10.1).
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FIGURE 10.1 After the completion of a vertical movement In the first shot there 11 a cut to a second
where, to begin with, the subject Is held stationary.

The rising motion contained on the long shot must be seen by the audience as it
comes to its full completion. In fact, two or three frames of static picture must be
left at the conclusion of this shot before cutting to the static closer view of the
moving subject. The second take, if desired, can be a side view or areverse shot
of the motionless subject.

Case 2

Here is another example of a performercg vertical movement. In the previous
example an upward motion was shown, now a downward movement is
examined.



A young girl is seen on her knees in full shot. She is searching for something
inside a bag.

Suddenly she picks out some loose clothes contained in it and throws them
up, bending her body down and then after that remaining motionless.

As soon as she becomes static, thereis a cut to a close shot of her on the same
visual axis.

Fig. 10.2 shows the examples described.

FIGURE 10.2 A downward movement covered by using the principle of cutting after the action.

If required, in the second shot you can cut back to a static long shot of the girl,
seen small in the centre of the screen, her torso bent.



Case 3

The conclusion of a movement in a neutral direction, particularly a not too fast
motion, may be treated in this way. Two people walk toward us. They stop,
facing us, in full shot.

As soon as they stop we cut to a medium shot of them, standing still (Fig.
10.3).

No unpleasant jump should be visible in the transfer from one shot to the
other if the change in image size is sufficiently great and the subjects do not
move substantially.

Case 4

This technique can be used on the circular movement of a subject who turns and
throws attention on a static performer standing behind him (Fig. 10.4).

FIGURE 10.3 An action In a neutral direction can be subjected to the technique of cutting after the
movement to advance the view to a closer shot.



FIGURE 10.4 An actor turns and throws attention on the player positioned behind him. As soon as
he concludes the turn, there Is a cut to a close shot of the other performer.

The editing order would be like this:
Shot 1 Performers A and B facing the camera. Player B isin the foreground at
the right side of the screen. Heistalking. Player A in the background
listens. Then B turnsto face A. As soon as he stops turning, cut to .. . .
Shot 2 Close shot of player A on the same visua axis. He listens, as the voice
of player B continues off screen.

Case b

We said in Case 3 that the neutral motion of a player coming toward the camera
could be used for a cut after the movement. The same applies to neutral motion
going away from us.



FIGURE 10.5 A situation In which a person moves away from the camera and towards another

person or object In the background throws emphasis on that person or object. This lends itself to

the technique of cutting after the movement. As soon as the moving player stops, cut to a closer

view of the person in the background.
In the first shot shown in Fig. 10.5, player A is seen moving towards the prone
body of B. Player A stops halfway in his path to B, and as he stops there is a cut
to take 2, aclose shot of B, shot on the same visual axis as before.

After the exact frame in which player A stops a cut is made to the forward

camera position where he is excluded. Player B was completely static in both

shots.

Case 6

A more conventional cut can be achieved with the same receding movement as
shown in Fig. 10.6.
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FIGURE 10.6 In this example both players are featured In the second shot, after the performer In
motion has stopped near his partner.

In the first take, A walks away towards B (who is static) and stops in front of
him. As soon as he stops you cut to the second take, which is an advance on the
same visual axis. This solution is seldom used because normally, more dynamic
approaches are employed for this type of scene aswill be discussed later.



The same criterion of more dynamic solutions applies when motions across
the screen must be dealt with. For the record, let us describe an example using a
cut after the motion is compl eted.

Shot 1 A dtatic player on the left, profiled to the camera, seen in Long Shot.
The second player enters from the right, walks across the screen and stops,
facing the static one. Cui.

Shot 2 A Medium Shot of both players profiled to the camera.

The cut made after the movement in the first shot had ceased, was achieved
on acommon visual axis. A reverse situation, in which the Medium Shot is used
first, and the Long Shot afterwards, is a seldom used variant.

As pointed out above, more dynamic approaches to this kind of situation will
be examined later when dealing into and out of the screen area.

Case 7/

Sometimes a reverse camera position is resorted to immediately after the player
has stopped in the first shot (Fig. 10.7).



FIGURE 10.7 A reverse angle Is used In this example, where a cut after the movement serves to

join both shots.
From a height, we see a lonely road flanked by tall trees. A lone man on
horseback rides slowly away from us. Then he stops. Cut. Reverse close shot of
the man. His eyes are closed, his head slightly bent down, he is asleep on the



saddle.

Case 8

On some occasions the cut is made in the pause of the movement, (Fig. 10.8).
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FIGURE 10.8 A pause in the middle of a continuous motion can be used for the technique of
cutting after the movement to Join both shots.
Player B in the first shot places alamp on the table. For three or four frames his
hand remains still on the lamp. Cuit.

Side shot. Bog hand in foreground moves out of the screen left. Thus the
pause in the middle of a movement was used to change the shot and approach
the main subject. This pause afforded an opportunity to introduce a cut after the
movement.

The pause at the conclusion of the first shot can be longer if dramatically
necessary, provided that you restart the movement from the first frame of the
second shot.

Case 9



A walking movement can be treated in a similar manner. Player A goes to a
control panel, stops and depresses a switch. He remains still for an instant. Cuit.
Side shot. He turns and comes back (Fig. 10.9).

The preceding examples dealt with fixed camera positions, where the
performers executed the movements. The situation can be reversed.
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FIGURE 10.9 A walking movement In two opposite directions can be treated In the same manner as
the preceding example. As soon as the man stops and before he begins to turn, cut to the second
shot where he turns and changes direction on the screen. The cut takes place after the first part of
the movement Is complete, and a short pause precedes the change In direction.



Case 10

Our player is seated in the background. The camera tracks from right to left,
showing an empty conference table. Through an archway we see a player,
seated. The camera travels until it frames him centrally, then stops. Then, cut to
a close shot on the same visua axis, showing the man slumped on the seat,
sleeping peacefully.
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FIGURE 10.10 The camera movement involved here Is a vertical tilt. The camera pans up from
subject A to performer B seen in the background. As soon as the camera ceases to pan upwards,
cut to a closer view of player B.

Case 11

The technique is similar for a panning shot. The camera is tilted up from a
subject in the foreground to frame the open window of a building in the
background where a person is seen, in the centre of the screen. Cut to a closer
shot on the same visual axis. (Fig. 10.10).

Although this technique of cutting after the movement is somehow a limited
one, it is very useful when unemphatic visual approaches to a subject are
desired. Since we cut as the movement concludes, we fulfil the natura
unconscious desire of the audience to have a closer look at the subject to whom




attention is drawn.
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MOTION INSIDE THE SCREEN

The approach to screen presentation of a movement, whereby fragments of
separate shots are cut together, creates a vitality peculiar to the film medium. On
apractical level, it enables us to change our viewpoint smoothly around one or a
group of characters. Where two whole shots of a single action are cut a good
general principle isto use one-third of the movement (the start) at the end of the
first shot and two-thirds of the movement (the conclusion) at the beginning of
the second. This is not a strict rule but it might be a good starting point. The
rigid rules that some film theorists have at one time set up and said cannot be
broken have created a generation of film making habits that later had to be
discarded as false or impractical. All rules can be broken if you know what you
are breaking, and why. In the present case, the exact frame on which to cut from
one shot to the other is determined by a visual comparison. The strips are moved
up and down alongside each other, until two frames are found that closely match
in position and direction of movement, where the cut is made. With practice you
deelqwhere that cut should be.

Of course, the amounts of motion in the film strips may vary i.e. the complete
movement in one may be longer, especialy if shot in two separate shots. Hence,
matching speed of movement when shooting should be sought for the two or
more shots which are to be intercut.

If ill-matched, however, it is generally more satisfactory that the movement
be faster in the second fragment. A two, three or four shot reconstruction can be
shorter or longer than the actual movement. For example, if the first takeis afull
shot and the second a close shot, parts of the movement may be repeated or, in
another case, some frames may be discarded with no loss of smoothness in
transition from one shot to the next. Sometimes a matched cut will seem
imperfect when done for the first time, because the motion was not precisely
matched. It is easy to separate the strips of film and delete from one or both the
few frames necessary to obtain a correct visual record. With some practice on
the editing machine, the knack for judging correctly almost at first glance where
to cut, will soon be obtained.



Turning

A person turning on the spot where he is standing, sitting or lying, moves on the
central axis of his body in aright angle turn (90®, an about face (180® or afull
circle turn. The third possibility is the least interesting of the three for an action
cut. All these turning movements can be covered by three of the five variants
inherent in the triangle principle for camera placement (see Chapter 4). It can be
readily understood that a set of internal reverse angles and a pair of parallel
camera positions are unsuitable for shooting a continuous motion, due to the
divergent coverage given by these camera set-ups. Let us take a look at the
possibilities:

Casel

A pair of external reverse shots can be used to photograph the turning motion of
aplayer in agroup. In the first shot both players face the camera, one located in
foreground and the other further back. The player in front turns. His turning
motion is completed on the second shot. Both players maintain the same screen
positions in both shots (Fig. 11.1).

Case 2

A right angle turn with a right angle camera coverage is our next example.
Figure 11.2 shows both camera sites and the pictorial composition they record.
Only one player moves in the scene. The approach is quite smple as can be seen
here.

Case 3

An advance on the same visual axis is one of the most commonly used devices
for cutting on the action of a person who turns.



FIGURE 11.1 One playerss single turning movement is divided Into two shots. Both players

maintain their screen areas. A reverse angle camera coverage is employed.
A player seen in medium shot in the first take, is profiled to a side of the screen.
Then he starts to turn his head towards us. Cut to a close shot where he ends his
turning motion. He now faces the camera. Both takes have the same visua axis,
and the player is positioned in the same sector of the screen in both shots: either
in the centre or in one of the three side areas into which the screen has been
compositionally divided. Fig. 11.3 shows the most simple approach.

Case 4

Widening the group or narrowing it to one player as the second shot is
introduced, as part of the matched movement, is the next possibility. Several
examples will give an idea of the various treatments which are feasible.



FIGURE 11.2 Right angle camera positions are used to cover this turning movement.
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FIGURE 11.3 A n advance on a common visual axis is used here to cover the turning movement.

The use of aright angle permits two approaches in the second shot. In the first
shot, the dominant player is alone, facing the camera. As he turns 90®to one
side, we cut to a right angle camera site where he is either in the centre of the
screen or to one side of it. If he isin the centre the other players who have been
introduced occupy the sides. If the dominant player is in a side area, the
remaining screen area is occupied by the newly introduced performers. Fig. 11.4
shows both approaches.
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FIGURE 11.4 The examples shown here show two approaches for the second shot where the group
is broadened to Include one or several more players. The central player turns, covered by a right
angle camera position which unites both shots.

Case b

The same principle works when an advance on a common visua axis is
employed to widen or narrow the group presented to the audience, using the
dominant turning motion o f one o f the players as an excuse to introduce or
exclude the group around this dominant player in the scene (Fig. 11.5).
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FIGURE 11.5 Here the group is reduced from two persons to one by moving closer to the turning
player. Emphasis is given to her and her movement.

Case 6

If acombination of external and internal reverse angle is used, the same effect of
widening or reducing the group on the screen, can be obtained (Fig. 11.6).

All the examples quoted so far have involved groups of players placed on
firm ground. But if they are located on a moving vehicle, this turning motion
will dominate the background movement. If the approach to the second shot is
on the same visual axis, the background movement will always be in the same
direction. If a reverse external combination is resorted to, the movement in the



background will have opposed directions. If a right angle is used, one of the
camera positions will register a background movement, while the other may
have its background blocked by an obstruction. If the background can be seen,
the direction of motion glimpsed there will be in a neutral direction, either
forward or backwards.

FIGURE 11.6 An internal and external reverse camera position deployed around the turning player
are used in this example to throw visual emphasis on the central performer.

In al instances, the foreground motion dominates, and is the one that must be
precisely matched.

Case 7/



There is a situation where opposed sense of direction in the two fragments of the
same continuous motion occurs. This is where a lone performer is covered by a

pair of externa reverse angles on the extreme points of an 180 degree arc
through which he turns (Fig. 11.7).
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FIGURE 11.7 Opposed senses of direction are obtained when a lone player is shown turning as
recorded from external reverse camera positions.

Shot 1 Player in close shot, facing the camera. He begins to turn about face
and ends with his back to us.
Shot 2 Reverse full shot. Our player isin the centre of the picture with his
back to us, and then turnsto the camera and stops.
When editing these two shots, the first half of the turning motion is used from



the first, and the complementary half begins the second. In the first the player
moves from centre to one side; in the second from the opposite side to the centre.
The conflicting directions are not confusing because the performer turning
movement is clear to us. He starts and concludes facing us. Sudden turns are
often covered in thisway.

Case 8

A sudden turn by two persons can be covered by the same procedure. Both
players begin to turn away from us together, from the centre to a side of the
screen, in the first shot, and end turning from the opposite side to the centre as
seen from the second (Fig. 11.8).
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FIGURE 11.8 Two players who turn round simultaneously switch their screen positions in the
second shot, if the movement is filmed from external reverse camera sites.

With external reverse angle camera sites, the players switch screen positions.

Case 9

Where an actor turns as he walks, the path of movement is an arc shaped figure.
If we wish to stress the change of direction here apair of reverse external sites or
aright angle camera position will do it.

Not only must we cut on the action, but also locate the performer in the same
screen sector in both shots. Fig. 11.9 shows an example involving external



reverse angles.
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FIGURE 11.9 The turning movement of a single performer should occur in the same area of the
screen for both shots into which the movement is divided.

L

Rising
Thisis a vertical motion. It does not matter by which combination of takes we
record the rising movement (approach on the same visual axis, right angles or

external reverse shots). The motion will always have the same direction-
upwards.

Case 10



If we wish to keep the movement within the boundaries of the screen frame, it is
best to cut from a medium shot to a backward full shot, or to a forward close
shot.

Fig. 11.10 illustrates a rising movement that begins in medium shot and is
completed in full shot. Both shots have acommon visual axis.

- — — — o — | EJ

MY,

e

i
FIGURE 11.10 A common visual axis on which the camera retreats for the second shot is used here
to record a player rising.

Case 11

In this example the motion begins in medium shot and concludes in close shot of



the same subject. Again the second shot has the same visua axis as the firgt,
where the movement originates (Fig. 11.11).

Case 12

Here a right angle camera position registers the upward motion of the rising
player (Fig. 11.12).
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FIGURE 11.11 A common visual axis is used for both shots, but in this example the second camera
position is forward of the first.
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FIGURE 11.12 A right angle camera arrangement is used to cover the central player rising.

Case 13

A combination of an external and an internal reverse angle, provides number
contrast when dealing with arising motion in the picture area (Fig. 11.13).
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FIGURE 11.13 An internal and external reverse angle around the rising performer is employed in
this example.

Stting and reclining

Complete coverage for sitting and reclining movements filmed in two parts can
be obtained by using the same sense of direction for both parts or, more
irregularly, opposed directions.

Case 14

If the camera sites are on a common visua axis, the sitting motion of a player
can be covered on the same sector of the screen in both shots. In the first shot the



performer begins to sit down and finishes in the second, without leaving the
screen boundaries (Fig. 11.14). We may cut from a full shot to a medium shot or
vice versa.
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FIGURE 11.14 A common visual axis is used here to cover a playerrs downward movement.

Case 15

A lone peformer sitting down, covered from externa reverse angles is
registered as two opposed arc movements on the screen.

The human body, due to its peculiar constitution, achieves a sitting position
by bending its frame in an arc shape and travelling a curved path downwards.



The opposition of directions is obtained because the player has a profiled
body position in both shots.

FIGURE 11.15 A reverse angle camera arrangement shows the actor sitting down. Opposed senses
of downward directions (to the right first and to the left after) are obtained with this approach.

Figure 11.15 shows that a sitting movement that begins, right, is completed,
left, in the reverse shot. For smoothness, the movement should be in the same
sector of the screen, even if one shot is a medium shot and the reverse shot is a
long shot, as shown here.

Case 16

Reclining movements done from the waist, are subject to the same rule of
opposed direction in the two fragments into which the continuous motion might
be broken.
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FIGURE 11.16 The reclining player on the right of the screen moves with opposed senses of
direction in the change from one shot to another. In the first shot he moves from right to centre,
and in the second from centre to right.

The example in Fig. 11.16 has an external reverse angle coverage, and only one
player moves.
Shot 1 Player B is going to recline on hisright elbow. His body moves from
right to centre of the screen as he beginsto recline.
Shot 2 Player B in the reverse shot finishes reclining but now moves centre to
right.
The reclining player moves aways in the same screen sector but with opposed
movement directions in each shot, and the second part of the movement
complemented the one shown in the first shot. Both players retained their screen



areas on both shots.

Case 17

The juxtaposition of external and internal reverse camera positions around the
reclining player produces opposed senses of motion in different sectors of the
screen. Fig. 11.17 shows that the performer reclining to the left, as seen in Shot 1
(internal reverse), moves from centre to left. But he completes his motion framed
in Shot 2 (external reverse) where he moves from centre to right. In Shot 1 he
faced us, but in Shot 2 he has his back to the camera, which accounts for the
opposed directions.
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FIGURE 11.17 In this example the opposed directions of a continuous movement are stressed,
because in the first shot player B moves from centre to left, and in the second from centre to right.

Case 18

In the two previous cases we cut from a front view of the subject in motion to a
rear view. A reversa of the procedure can be used, covering with external and



internal camera sites. Contrasting directions of movement in the same sector of
the screen are obtained. Fig. 11.18 shows one player pushing the other across the
screen, covered from an external reverse shot. The falling motion is completed

using an internal camera position.

FIGURE 11.18 Opposed directions for a continuous movement are obtained by using an Internal
and an external reverse shot.

The external camera position is level with the players, but the internal coverage
isfrom alow angle showing the end of the pushed mancg fall.

Case 19



It is conceivable that both players might move together, reclining on one side.
This movement is fragmented in two sections and the players will have opposed
directions of motion in the external reverse shots. They would move as a single
unit. Their positions would be constant on the same areas of the screen from shot
to shot. About one-third of the movement is seen from the first camera site, the
remainder in the second (Fig. 11.19).

-

FIGURE 11.19 When both players move to one side, reclining together, a reverse angle camera
coverage produces opposed senses of direction for both characters on the screen.

Case 20

In these two examples the actors maintained the same screen sectors but the



following example introduces a variant-the moving performer in Shot 1 moves
from side to centre of the screen and completes his motion in the second shot by
moving from the opposite side of the screen to the centre (Fig. 11.20).
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FIGURE 11.20 Opposed senses of direction and an exchange of screen areas is obtained by the
method depicted here. In the first shot the reclining player moves from left to centre, and in the
second she moves from right to centre. She is always kept in the centre of the screen. Her partner
shifts sides.

Shot 1 Players A and B sitting with their backs to us. Performer A beginsto
recline towards B. She moves from the | eft to the centre of the screen.
Shot 2 Reverse external shot. Player A moves towards from B. She completes
her motion by reclining from the right to the centre of the screen.
The first shot was a full shot of both players, and the second is a close shot of



both facing the camera.

Walking and running

The movements examined in the previous sections concerned motion on a spot.
It is time now to liberate our player and allow him to walk or run. Running and
walking, whether continuous or interrupted, are among the most frequent
movements that must be filmed.

Using external reverse shots

Case 21

An external reverse coverage of a waking or running movement records
movement of the player in two neutral directions, going straight away from and
towards the camera. These two directions can be alternated in their presentation
to obtain two simple and basic variations. The operation is ssmple. In the first
shot we see our main performer move away. In the second he comes towards us
and stops. One-third of the movement was covered in the first shot and the
remaining two-thirds in the second (Fig. 11.21).

Notice that both camera positions are on the same side of the line of
movement. This becomes important if an object seen in the background in the
first shot is included in foreground on the second. This object must be in the
same sector of the screen in both shots.

The camera can be placed at the same or different height in the shots. Instead
of walking towards an object, our player may walk to awaiting person, using the
same technique. The amount of trgjectory recorded in each shot can be reversed.
Two-thirds of the motion in the first shot (going away), one-third in the second
take (coming towards us).

Case 22

A reversal of the two basic shots is the next solution, as pointed out above. In the
first shot the player comes towards us, and in the second he moves away. He
does not go out of the screen in either shot. When he reaches a full shot or a
medium shot moving straight towards us in the first shot, cut to the second shot
where he is seen from behind moving away in a neutral direction, also framed in



afull shot or medium shot (Fig. 11.22).
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FIGURE 11.21 An external reverse camera coverage for a line of movement.

Case 23

The walking or running movement may be a continuous or discontinuous
movement.

Now for the second variation. The motion is interrupted once near its middle.

Our performer approaches, stops for a moment, and then goes away to his goal.
Here is how the takes are edited as shown in Fig. 11.23.

Shot 1 Player A comes to us and stops in close shot, looking off-screen, right.



He may remain silent or speak some lines.

FIGURE 11.22 Movement in a neutral direction is covered by a frontal and a rear camera position,
without letting the player go out of the screen on either shot.



FIGURE 11.23 A discontinuous walking movement can be covered with two shots.



FIGURE 11.24 A player advancing towards an identifiable goal, in a discontinuous movement can
be covered with four camera positions.
Shot 2 Reverse. Player A starts moving away towards B in the background,
who is waiting there.

Case 24

This continuous movement within the screen can also be recorded using four
camerapositions, asin Fig. 11.24.
Shot 1 Player A in foreground with his back to us. B in the background
waiting. A startsto move. He walks away from us.
Shot 2 Reverse. Player A approaches and stops in close shot, looking off



screen, right.
Shot 3 Reverse. Player A in foreground with his back to us. B seen beyond in
the background. A again startsto walk towards the waiting performer.
Shot 4 Reverse. Player B in foreground with his back to us. He waits. A
arrives and stopsin front of B.
Both actors maintained constant sectors in al the shots into which the
discontinuous motion of one player was fragmented.

Case 25

If the neutral motion of the walking or running player is filmed from two high
camera positions, the player will ascend in one take and descend in the other
(Fig. 11.25). As we cut from shot to shot, the objects or persons around the
moving performer will change from one side of the screen to the other.

FIGURE11.25 A neutral direction covered by two high camera positions set on reverse angles,
records this movement as a descending one in the first shot and as an ascending movement in the
second.

N~ N\



wadse £0

The movement covered from two external reverse camera positions is not always
in a neutral direction. Most of the time this motion has a diagonal path that
extends from one side of the screen to its centre. The five preceding examples
can be filmed with the walking or running player moving obliquely.

Sometimes the sense of direction of this oblique movement can be changed to
make it appear continuous on the screen. That is what happens in our next
example, asillustrated in Fig. 11.26. The real direction in which player C moves,
is changed from shot 1 to shot 2, so that on the screen it appears to be the same
continuous motion in both shots.

In the two shots into which the motion is fragmented, Player C moves in the
same sector of the screen, from right to centre, in a diagona path. In the first
shot A and B have their backs to the camera. Player C is seen moving behind B
and approaching the centre of the screen.

When we cut to the reverse shot, B and A reverse positions on the screen and
face the camera. Player C, seen in foreground close to the right side of the
screen, moves away from us to the centre and stops, facing the other players.

The second fragment of the motion is false because the reverse position of the
second camera site changes the sense of direction of the moving player: she
ought to move from left to centre.

To obtain smooth continuity her direction of movement is changed, giving
this fragment the same direction as the first. The floor plan illustrated in Fig.
11.26 shows the situation clearly.

Using a common visual axis

Case 27

Now examine a walking or running movement from two camera sites on the
same visual axis. These neutral movements away from or towards the camera
straight or obliquely and in the same screen sector. Fig. 11.27 illustrates a ssmple
approach to running movement. A player moves from foreground to a position
far away. Two-thirds of the path are covered in the first shot. In the second,
{forward, on the same visual axis) the player nearest the camera moves away to
his goal and halts. The cut is made on the action with the remaining one-third of
the path covered in the second shot. The player moved in the same sector of the



screen in both shots: from the right to the centre.

FIGURE 11.26 Sometimes the direction of movement is changed for the second shot to make It
consistent with the direction shown in the first.
Of course, we can reverse the direction of the oblique path so that it runs from
left to centre in both shots. The same principle applies. It is the concept used that
matters most-the execution is quite simple.
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FIGURE 11.27 Two camera positions are placed on a common visual axis, used here to cover a
running player.
To shoot this you let the performer run or walk from one point to the other in the
first shot. Then, with the camera forward, and the actor in front and with his
back to it, start the shot and instruct the player to run again along the remaining
part of his path. Later, in editing you cut on the action, first removing the latter
part of the first shot and the static section of the second.

Case 28

This same solution can be applied to two people moving together away from the
camera. In the Fig. 11.28 example thisis a short distance.
Shot 1 Full shot. Players A, B and C are talking. Then B and A turn and walk
away together.
Shot 2 Medium shot. This position is an advance on acommon visual axis.
Players A and B, close to the camera, stop walking away from us and
stop to talk.



FIGURE 11.28 Two players move away in a neutral direction and are covered by two camera sites

on acommon visual axis.
No more than five steps were involved in the distance covered by the two
performers. In the first shot three steps were walked, and two in the second,
number contrast has been added by excluding one actor (player C) from the
second shot.

Case 29

In the previous examples the second camera position was forward on the
common visual axis. It could have been further back (Fig. 11.29).
Shot 1 Medium shot. The player is facing the camerain the centre of the
screen. He turns and walks away .
Shot 2 Long shot. The performer in the centre walks away.

Case 30

In the preceding case the first shot covered a short distance travelled by the
player, the second a lengthy one. Reversed, but using the same visual solution is
Fig. 11.30.
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FIGURE 11.29 In this example the second camera position is further back, instead of forward as in
the previous examples-on a common visual axis.

Shot 1 Medium shot. Player A standing nearby, back to the cameraand on the
right side of the screen, walks away in an oblique path towards B, who is
waiting in the background, left. When A iscloseto B, cutto. . .

Shot 2 Same visual axis. Full shot. A (centre) walks two steps towards Band
stops beside her.

The key to this technique consists in having the mobile subject conclude his
movement at the beginning of the second shot, in the centre ofthe screen, by
walking only one or two steps and stopping at that point.

The same principle can be applied to a full shot-medium shot camera

coverage.

Case 31



Now consider some cases where the player moves, not away from but towards
us.

In the first of these shots the man (or vehicle) is approaching in full shot
(centre). When he is crowding the film frame (and this does not mean that his
body obscures our view completely, it suffices for instance to have his head
reach the top boundary of the screen), cut to Shot 2. On the same visual axisthis,
too, isafull shot.

FIGURE 11.30 The moving player concludes his motion in the full shot.

The man placed in the centre of the screen approaches once more and stops in
foreground. The effect is to widen the view in the second take because the
approaching motion of the player made him grow on the screen, and creates the
visual need to cut back to relate him with his surroundings and show his final
goal. The first fragment of this continuous movement served to identify the
player to the audience as well as to show his intentions or feelings. Fig. 11.31
shows this situation.

There was amost equal movement in these shots but a higher or lower



camera position could be used for the second to contrast with the (level) first.
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FIGURE 11.31 A neutral movement towards the camera in both shots can be covered with two
camera positions on a common visual axis.

Case 32

The following example is widely used by film makers to show the beginning of a
walking movement. It makes use of repetitive motion in the same zone of the
screen {Fig. 11.32).

First, A is seen in close shot looking off-screen right. He then starts to move
to that side. His head approaches in a diagonal from the centre to the right. When
his face touches the edge of the screen, cut to the second shot. This new (full)
shot is placed further back on a common visual axis with the player seen
centrally, moving diagonally right.

Case 33

Now a static subject is seen in the shot of a rapidly approaching figure.
Performer B in medium shot, back to the camera and on the right of the screen,
waits for A who approaches in a straight line (left side of screen). The second



shot is a close shot placed forward on the same visual axis as the first. Here B is
seen in foreground on the right, with his back to the camera, and in a huge close
shot.

FIGURE 11.32 The beginning of a movement Indicating departure can be Initiated in a close shot
and completed in a full shot placed on a common visual axis. There is screen sector repetition for
the fragments of motion.

A on the left, seen closer too, stops walking and arrives in front of B. The first
two-thirds of the movement are shown in the full shot, the remainder in the close
shot (Fig. 11.33).



FIGURE 11.33 A motion Indicating the arrival of a player at a destination in the foreground on both
shots.

Case 34

Two camera sites on a common visual axis can be used twice to film a
discontinuous action such as that shown in Fig. 11.34.

Shot 1 The lone rider moves in the centre third of the screen in afull shot. He
is seen small over the ridge moving obliquely left to centre.

Shot 2 Medium shot. The rider at the left screen edge approaches us and stops
in mid-screen, looking to right.

Shot 3 Cut-away. Full shot. Herd of horses grazing on the plain. This shot
represents what the rider is seeing.

Shot 2 Medium shot. The rider in the centre of the screen begins to move
again, advancing until hisfigure is close to the right edge.

Shot 1 Full shot. Therider in the centre of the screen movesto the right,
advancing towards us. His motion in this shot always takes place within
the central screen area.

Shot 3 Reverse full shot. The herd of horses grazing on the plain, therider in
centre foreground moving away from us towards the herd.

Shots 1 and 2, on a common visual axis, were used twice, to cover the
discontinuous motion of the rider. Notice how the first time those shots were



employed, only the left area of the screen was used in both shots. After the cut-
away, both takes showed rider moving from the centre to the right.

Thus the left and right screen areas were used in pairs, with repetitive motion
in each sector before changing shot. The sequence was: left sector (twice)-cut-
away-right sector (twice)-reverse shot (same site as cut-away). The rider was
placed in foreground, descending the slope towards the valley, thus capping the
sequence and reaffirming the value of the cut-away shown before, by the rider
covering the same ground. In fact, this cut-away and reverse shot could have
been shot on a different location from that of the player.

By intercutting these two shots the two |ocations appear to be the same place.

This time and place manipulation is quite frequent on the screen for practical
reasons. It permits the film maker to make use of outstanding locations that are
far apart geographicaly. If the situation being shot allows it, we should resort to
this recourse.
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FIGURE 11.34 Each of the takes shown here is used twice to cover the discontinuous motion of an
approaching player who stops to reconnoitre the terrain and advances again Into new territory.
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Lase 3o

In the diagonal motion across the screen, as depicted in Fig. 11.35, half screen
areas are used for each shot.

FIGURE 11.35 A diagonal movement across the screen is covered using half screen areas in each
shot.

A in the foreground, in full shot, walks diagonally to B, seen in long shot in the
background. When A reaches the centre of the screen cut to a medium shot. In
this second shot framing A on the same visual axis and in the centre of the
screen, he continues moving away from the camera diagonally from centre to
right and stops, facing B, who remained at screen right in both shots.

Right angle camera sites

Motion inside the screen is enhanced by the use of right angle camera sites,



because this method allows to cover motion over a larger span of terrain. A
common visual axis for both camera emplacements limits the view for across the
screen motion, circumscribing it to a narrow space. Right angle positions afford
a combination of across-the-screen and diagonal motion, or across-the-screen
and neutral direction movement.

Case 36

Motion by halves of screen space is employed in the following example, using
positions with a right angle rapport. In the first shot the player walks across one
half of the screen, while in the shot that follows he moves diagonally in the other
half area of the picture frame (Fig. 11.36).

FIGURE 11.36 Another variant of movement covered by half screen areas in each shot. A right
angle is used for the camera viewpoints.

Shot 1 Subject A on the right side of the screen, near the border, moves to the
centre across the screen. When he arrives there, and is still moving, cut to. . .
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FIGURE 11.37 A right angle camera disposition covers the departing player.

Shot 2 Close shot of A with his back to us, occupying the full half right side of
the screen, moves away in a diagonal to the left side and stops in the
background.

Case 37

A performer moving from one place to another without leaving the boundaries of



the screen, may cover a long trajectory using two shots that have a right angle
relationship, by applying a neutral direction motion in the second shot. Fig.
11.37 illustrates a device frequently employed by film makers.

A crosses screen right to left. As he reaches the third sector, |eft, cut to aright
angle camera position, where we see him move away from us. The end of Shot 1
and beginning of Shot 2 are on the same picture area-an important condition for
this type of cut. If the moving figure is not precisely positioned the cut will not
be smooth.

Case 38

Shot order can be reversed to cover an approaching movement, instead of a
receding one as above (Fig. 11.38).
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FIGURE 11.38 Right angle camera coverage of a movement that uses the centre of the screen as
the centre for cutting between shots.

Player A, close to the left border of the screen in the first shot moves to the
centre. There we cut to shot two, where A, centre, is seen in long shot,



approaching in aneutral direction.

A reversa in which the player comes to the camera in a neutral direction in
the first shot, and upon reaching a medium shot, we cut to the second shot where
he moves in medium shot from centre to side across the screen. This device is
seldom used, athough technically feasible.

The technique being discussed here requires that the player in motion has the
same screen size on both shots at the moment of the cut, so that his second
movement, either receding or approaching, enlarges or diminishes his figure.
Discrepancies in the size of the subject on the cut will render it awkward.
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FIGURE 11.39 Right angle coverage for a movement that takes place in the centre of the screen in
both shots.

Case 39

When a neutral movement in the first shot ends in a half-screen motion in the
second shoat, it is not necessary for the moving subject to enter the boundaries of



the screen in the second. He may appear from behind one of the performers
already located in foreground. Thus, his horizontal motion is shortened.

In Fig. 11.39 we see that in the first shot performer A moves towards us
centrally on the screen. When she is near B, we cut to the second shot. Shot 2 is
a side shot where A moves from behind B and walks across the picture area,
stopping in the centre between the static Band C. To shoot A leaving, after
speaking to C, we have only to reverse the shot order but using the same camera
sites. When A disappears behind B (as seen from the second camera position)
cut to the first camera site, where player A (centre) walks away in a neutral
direction.

Case 40

The frame of an open door or any other type of fixed aperture seen in the first
shot, can be used to frame the second part of the fragmented motion in the
second shot (Fig. 11.40).
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FIGURE 11.40 Another variant for right angle coverage of a movement that takes place in the
centre of the screen in both shots.

Shot 1 A player advances down a corridor towards the camerain full shot. As
he nears a door left, cut to. . .

Shot 2 Inside the room, looking through the door. He appears from the left in
the doorway and stops to look in towards the camera.

Both fragments of motion were centrally placed in the picture and the player



moved from left to centre in the second take, because the door was on the left
side of the corridor. But if instead that door were on the right, the camera (site 3,
Fig. 11.40) would see him appearing from the right. Shot 1 would remain the
same because of the neutral movement.

Case 4l

| f the approach in the first shot is oblique the second shot must be placed on the
same side of the line of motion (Fig. 11.41).

FIGURE 11.41 Right angle coverage that uses half screen movements in different sectors for each
shot.

Shot 1 A moves on the right sector of the screen. He walks diagonally from
background to centre. When heisbetween B and C, cutto. . .
Shot 2 Side shot. Player A in the centre walks to the left amt stops there.
Both were full shots, and the centre of the screen was used to match the
movement.

Case 4?2



Now consider a case where in the first take the motion is from the centre to one
side and in the second shot from the opposite side to the centre of the screen
(Fig. 11.42) i.e. the reverse of the above.

L}
FIGURE 11.42 Another right angle variant to cover a departing player.

Player A, centre, looking right, moves right: as he reaches the right picture edge,
cut to the second shot from behind, framing him left of centre walking away
diagonally to the centre screen area.

Case 43

A right angle coverage of a walking or running performer can be used to relate
two different areas of the set. Player A walks across the screen (centre to side) in
the first shot, going away from C. In the second shot he is aready in the centre
(medium shot with his back to us, framed from the waist up) and walks away in



a diagonal to the right towards B. Actor D on the left side of the screen, in the
background, watches his movement (Fig. 11.43).

%

FIGURE 11.43 Two different zones on the set are linked by the movement of a player seen from
right angled camera sites.

Case 44

Finally, a case where three takes (one at right angles to the others) cover a
running man. The example has one peculiarity: movement is central in all three
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shots (Fig. 11.44).
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FIGURE 11.44 The second camera position in this example is at right angles to the other two
gﬁr:t(;r.a sites. The motion of the player is recorded on the central sector of the screen in the three
Shot 1 Full shot. An escaped convict in the centre of the screen runs away
from us (neutral direction) on a bare marshy plain.
Shot 2 Long shot. Seen very small on the screen, the convict runs across | eft
to right, within the central sector.



Shot 3 Full shot. He is seen small in the centre of the screen, comes up to the
camera and stops in foreground (medium shot) to catch his breath.
Because the action is confined to the centre of the screen it is easy for the
audience to follow the action even though the subject is sometimes seen in very

small scale.

Movement across the screen

When joining two fragments of a continuous action within the boundaries o f the
picture, movement across the screen may be used to show the arrival or
departure of a performer asfollows:

Case 45

A simple situation; in the first shot the performer (centre) faces the camera and,
turning round, he moves to the left. His face does not leave the screen in this
shot but, on reaching the left margin, cut to the medium shot where the
performer now in the centre moves out of frame left (Fig. 11.45).



FIGURE 11.45 A movement across the screen seen from two camera sites on a common visual
axis.

Case 46

The next example (Fig. 11.46) differs from the preceding one only in that the
performer is already profiled on the screen in the first shot. His motion there is
similar to the first shot in the previous example, while the second shot is the
same.



FIGURE 11.46 This example is similar to that preceding, with the difference that the player is
already profiled to the camera in the first shot.

Case 47/

The variation shown next (Fig. 11.47) uses along shot for the second shot. The
first shot is similar to the one in the preceding example; when his face reaches
the side of the screen, cut to the long shot where the tiny figure of the player,
right, walks slowly to the left where he stops.

Case 48

The technique of matching action in the same screen area in consecutive shots,
serves a'so to unite a panning shot and a static camera shot that record an across-
the-screen movement (Fig. 11.48). The player in the first shot runs from right to
left framed in the right screen sector in a medium shot that pans with him. His
body position is match cut at the end of this first shot with the beginning of the
second, where he is framed in full shot with a static camera. In the second shot



he runs from right to left, where he stops. Both takes have the same visual axis.
This solution is often used to conclude a walking or running motion across the
screen.

FIGURE 11.47 The difference between this example and the two preceding is that a long shot is
used for the second shot. The player does not need to go out of the second shot as in the previous
cases.



FIGURE 11.48 By keeping the player constantly in the same sector of the screen, a panning and a
static shot can be joined smoothly.

Case 49

Here a horizontal motion is filmed using opposed screen sectors but with the
motion always having the same sense of direction. In the first shot (close shot)
the moving player walks from centre to right, close to the screen edge. In the
second (full shot) he walks from the left to centre and stops (Fig. 11.49).



FIGURE 11.49 A horizontal movement covered by two parallel camera positions uses different
areas of the screen for each shot. In the first, the player moves from centre to side, and in the
second from the opposite side to the centre.

Case 50

Using consecutive screen sectors side/centre, centre/other side, on a common
visual axis, Fig. 11.50 shows someone in front of a group who starts to leave in
the first medium shot profile view (screen right), and moves to the centre. Cut to
afull shot of the group with him moving centre to left, and so out of the picture.



FIGURE 11.50 The horizontal action shown here is covered for the movement from one side to the
centre in the first shot, and from the centre to the opposite side in the second shot. Both shots
have a common visual axis line.

Case b5l

Now the arrival of a character treated in the same way but in reversed order: he
arrives (full shot) moving right to centre and in the second (medium or close)
shot walks centre to left, which needs only one or two steps. A dlight variation is
obtained by repeating a movement across a small sector of the screen: the
moving player enters the picture from one side and crosses say, two-thirds of the
screen width (Fig. 11.51). Then cut to a close shot on the same visua axis,
where he moves from centre to edge on the remaining sector.
The repetition in the second shot uses the central third of screen area.

Case 52

All cases of motion across the screen examined up to now have had cameras
sited on the same visua axis and the same sense of direction in both shots. But
two externa reverse angles, or a combination of external-internal angles could
be used instead. In Fig. 11.52 player A is departing. In the first shot he moves



from centre to left. As he reaches the picture edge we cut to shot 2, a reverse
view where A in the centre moves to the right and, so out of view.
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FIGURE 11.51 The movement is repeated in a small sector of the screen in the second shot to
conclude the arrival of the walking actor.



FIGURE 11.52 The departure of a player covered from reverse camera positions. His movement on
the screen is in divergent directions.

An act of arrival reverses the situation. In Shot 1 he walks into shot and finishes
the movement in shot 2 (Fig. 11.53).
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FIGURE 11.53 A player arriving as shown by two contrasting movements on the screen. In the first
shot he moves from one side to the centre, and in the second from the other side to the centre. The
second shot is an Internal reverse shot.

This formula presents a player with his back view in one shot and face-on in the
other, so, if heis profiled, the suddenly opposed direction will not give a smooth
effect in editing. This is because in profiled positions the centre of interest
moves ahead, in front of the player, and by showing the motion in opposite
halves of screen, that interest is shifted abruptly from one side to the other, thus
breaking the principle of constant screen direction. But if the player in motion
has his back to us in one half of the movement, and faces the camera in the other
half, the centre of attention remains in the centre of the screen. So, for this
formula with profiled positions either a neutral direction of motion (as in Fig.
11.54) or a pause (see Chapter 15) must be introduced between the shots.
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FIGURE 11.54 A neutral direction of movement is Inserted between two conflicting shots to smooth
the passage from one side view to the other. Thus, the action is seen as a continuous movement
on the screen with a constant direction, despite the opposed directions of shots 1 and 3.

Case 53

A dgignificant matching limb movement can sometimes serve to unite two
otherwise incompatible reverse camera views of two players (Fig. 11.55).
The girl (right) slaps the mancg face (left); as her hand reaches his face we cut



to the second shot where the arm motion is compl eted.
Their positions are now reversed, yet the shots cut smoothly because the arm
movement in the sequence has been in a continuous direction.

FIGURE 11.55 The continuous sense of direction of movement, in this case the swinging arc of the
girlss arm as she proceeds to slap the man, masks a sudden switch of screen areas for both
subjects in the cut from the first to the second shot.

Going through a doorway

Case 54

This is one of the most frequent movements in films. With a regular treatment,
where the camera sites, inside and outside, remain on the same side of the line of
movement, the result isas Fig. 11.56.

Case 55

If an irregular solution is consciously chosen, the fragments of action are in
opposed directions, because the camera sites are on opposite sides of the line of
action (Fig. 11.57).

This solution is more dynamic on the screen, especially if the motion is
through an open door in both shots. If the door has to be opened, that movement
is used to make the cut from shot to shot. The half circular motion will help



mask a change of direction.

Case 56

Some film editors save time when showing a performer walking through a door
that must be opened. Peter Hunt, film editor of Goldfinger, in the first sequence
of the film shows James Bond, clad as a frogman kneeling at the base of a huge
tank. Bond presses a hidden switch and a concealed door hinges open. Cut.
Inside the tank James Bond closes the door behind him and comes forward (to
lay plastic explosives over nitroglycerine drums). The actual motion of crossing
the threshold was omitted, only the first part and the conclusion of the motion
was shown, compressing time spent on a movement that had no dramatic value.



FIGURE 11.56 Method of showing an actor passing through a doorway uses the triangle principle

for camera placement in the regular way. Both camera sites are on the same side of the line of

movement.
Conversely, should the opening of the door take place in a very dramatic
situation, that could be stressed by delaying the opening as much as possible,
without harming the effectiveness of the scene.
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FIGURE 11.57 An Irregular approach to crossing a threshold.

On other occasions, a pause at the beginning of the second shot is used, where
the door is seen static for a few seconds, from the inside. Then it opens, and the
player seen approaching it in the previous shot, enters.

Case 57

If two players are shown walking together in a neutral direction towards an open
door, their screen positions will be reversed as we cut to the reverse shot for the
second half of the action (Fig. 11.58).

Case 58

The same reversal happens if one of the performers stands close to the door
waiting for the other to approach and enter the room. The movement of the
walking player has a neutral direction in both shots. Whenever possible his
position on the screen is matched (preferably in the centre), so that the waiting
performer is seen first on one side of the screen and then on the other, while the



moving player is kept in the centre of the frame.
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FIGURE 11.58 Two players walking away in a neutral direction exchange screen areas in the
second shot as they approach the camera.

Case 59

A pause is sometimes used when a player enters a closed door. In the first shot
we see him arriving outside the door and stopping to knock. After the knock we
cut to the second shot-we see only the door, from the inside. Either somebody
answers from off-screen telling the player outside to come in. or after a pause the
player outside opens the door and enters. This pause at the beginning of the
second shot serves to mask a change in the players direction of movement. The
static view of the door from the inside, with no movement at all on the screen,
held for one or two seconds before being opened, constitutes the visual pause.

Cacn AN



Nl CAWNY I\

As we are dealing with cases involving a door, let us digress for a moment and
return to the coverage of two static players placed one on each side of a closed
opaque door. To obtain the feeling that they are communicating, the shots should
be in opposed directions. Thus the feeling of rapport through a physical barrier is
obtained in situations where two players have to speak to each other through a
door that neither of them can open. Fig. 11.60 shows such an example. Notice
that one player looks to the right while the other on the opposite side of the door
looks to the left (the edge of the screen to which the other player has turned his
back).



FIGURE 11.59 A reversal of the playersf screen positions also occurs when one player moves close
to a stationary player who watches him go by.

Brief summary

The most important factors dealt with above may be summarized as follows:



FIGURE 11.60 Opposed direction of looks where two players on different sides of a closed door
must be presented to relate them visually on the screen.

1, amotion is broken into at least two fragments; 2, the cut from shot to shot is
on the action itself; 3, a change of camera to (moving) subject distance is
involved as we cut; 4, there are two basic types of motion-on the spot and along
a path; 5, for on-the-spot motion, three variants o f the triangle principle for
camera placement are used to register a broken action-reverse shots, right angles
and a common visual axis and all the variants (five) for motion aong a path; 6,
all the formulas presented can be reversed, changing from shot 1-shot 2 to shot
2-shot 1; 7, to film the fragments of action the screen is divided into two or three
sectors; 8, the action filmed covers one sector per shot.

Three common rules may be said to apply to dynamic presentation of



continuous movement split into two shots, each using half-screen areas:

The motion is repeated inthe same sector ofthe screen, eitherin the same or
opposed directions.
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FIGURE 11.61 A motion is repeated in the same screen sector, either in the same direction or in
opposed directions.

The movement begins and ends in the centre or starts on one side and finishes
on the other.
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FIGURE 11.62 The movement begins in the centre and is concluded in the centre or it starts on one
side and finishes on the opposite edge of the screen.

The motion converges towards the centre of the screen or diverges from it.
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FIGURE 11.63 The movement converges on the centre of the screen or diverges from It.

A personal preference

Many film directors and editors prefer the economy of action offered by
(novement inside the screeng The filmed movement is edited so that it does not
go out of the screen in the first shot and enters in the second.

These film makers find that the suggestion of motion given by a subject
moving from centre to border or vice versa, is more effective and economical
than allowing him to really move out of the film frame. And it does not matter
how fast the subject is moving. The standard chosen remains unchanged.

Using that criterion with the formulas and examples examined so far you will
really obtain fast, economic and dynamic transitions from shot to shot that
register awhole continuous motion of a performer, animal or vehicle.

Alternatively, the subject can enter and exit the pictureg an approach
discussed in the chapter following.
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MOTION INTO AND OUT OF SHOT

With this technique the moving subject in the first shot |eaves the shot totally or
partially, and re-enters (or not) in the second shot. But there are two aternatives
for the second shot: The subject re-enters shot by the opposite side to his exit, or,
he is aready in view in the second shot, either in the centre of the picture or
placed to one side.

The three basic rules summarized at the end of the previous chapter are
applicable here except for the modification implicit in prolonging the motion
itself, so that it really enters or leaves the shot completely.

With a movement out of shot the cut would immediately follow the subjectcg
exit:

1 The cut occurs when the subject is partially out of frame.

2 The shot is held for afew frames after the exit.

The techniques are reversed for subjects entering the screen. With the
triangular camera coverage (p. 32) al its five variants are applicable here:
external reverse angles, internal reverse angles, right angles, paralel camera
sites, and a common visual axis for two or more consecutive shots.

Multiple fragments

| f movement is short generally two visual fragments are enough to show the
beginning and conclusion. With a long repetitive motion a single shot would
usually be a very poor solution. Instead it could be broken into three or four
fragments, or a cut-away could be inserted between the beginning and
conclusion of the movement, thus shortening it without confusing the audience.

A repetitive motion can weaken a story by adding length without significant
meaning or detail to the story. If the whole of a lengthy movement is to be
retained it must be endowed with visual qualities that justify its use, although
those might sometimes represent a forced, contrived mise en scene. A movement
in which the subject goes out of the screen in one shot and comes into it in the
next helps blend separate locations together more naturally and easier to
accomplish as a convincing transition between two separate aress.



Fig. 12.1 shows a man walking in front of a building in the first shot and in
front of a scenic mountain background in the second. The building and the
mountain range might be oceans apart but on the screen the motion of the player
will tend to confirm that they are close to one another. If the scene is shot in a
studio the actor merely walks twice in front of the same back projection screen
or blue backing for travelling matte process.
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FIGURE 12.1 A player who crosses horizontally in front of two locations framed by the camera
makes those places coexist side by side on the screen, notwithstanding the fact of their actual
distance apart.

|

Motion in three fragments

Someone who begins to move from one area to another can be covered by three
parallel camera sites that record distant fragments of a continuous movement.
The subject exits from the area he occupies, travels through the space that
mediates between his departure base and his arrival area, and finally stops at his
destination. Figure 12.2 shows that case simply covered by three camera sites on



aline parallel to the subject movement. Thus, the cameras register views that are
framed at the same distance from the subject.

In the first shot there is a half screen motion from centre to side, where the
player walks out of shot. In the second shot he enters from the opposite side,
crosses the screen profiled to the camera and leaves by the other side; the whole
screen is traversed. In the third the actor enters again from the opposite side and
stops in the centre. Thus, a complete cross-screen motion placed between two
half-screen movements, served to record the whole path travelled. A
modification of this is to change camera-to-player distance. The most dramatic
effect is obtained by selecting the centre camera position and moving it
backwards so that a tripangular camera disposition is formed with all three
cameras pointing straight ahead.

The camera sites covering the extremes of the line of motion record the
departure and arrival of the player, while the centre camera may frame:

1 The centre space between departure and arrival.

2 The intermediate space and the arrival area or departure zone.

3 The whole space, including in the shot the departure area, the

intermediate space, and the arrival spot.

(The screen can be split into either two or three zones).

Case A

Figure 12.3 shows the first possibility described above. The first and last takes
are close shots where the departure (beginning) and arrival (concluding) parts of
the movement are recorded. The in-between take is a full shot where our
performer is seen entering from one side and walking only to the centre of the
screen. He and his destination are in opposed screen sectors.

In the example discussed we get screen sector motion repetition in the last
two shots. The editing of these takes is quite ssmple. In the first take as soon as
the performer is out of the screen completely (or aimost) cut to the second shot
where he re-enters from the opposite side and moves to the centre. On reaching
the centre, cut to the third shot where he again enters into the screen and stops.

This combination of close shot-full shot-close shot, clearly shows a performer
changing from zone to zone. The middle take acts as a sort of re-establishing
shot (and is often used for that purpose) by showing the next zone towards which
the performer is heading, or by showing both adjoining zones together.
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FIGURE 12.2 An horizontal movement covered by three parallel camera positions. All these are full
shots.

Case B

When both adjoining zones are shown in the same take, the screen is divided
into three sectors, and these zones are placed on the left and right, leaving the



central area of the screen for the action of the main performer.

FIGURE 12.3 By placing the central camera position further back in a full shot the destination of
the moving player is revealed before he reaches It.
In such a case there is central movement only in the picture area (Fig. 12.4).
The shots are edited as follows:
Shot 1 Close shot. Player A hits B on the jaw, sending him out of screen,
right.
Shot 2 Full shot. A is standing on the left. B staggers back in the centre. There
Isawagon on the right.



Shot 3 Close shot. B enters from the left staggering back and his body slams

against the wheel of the wagon, stopping violently.
The violence in the first and third shot is accentuated by the sudden cut to a

far away viewpoint.
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FIGURE 12.4 In this example the central shot includes the two zones of the set and the
intermediate space between them re-establishing the whole locale for the audience. Shots 1 and 3
record departure and arrival respectively.

CaseC

In the previous cases the three camera sites were paralel to the path of the
performer, but can be placed in line with it. All viewpoints have a common
visual axis, and the motion is recorded in fragments which move forward behind

the walking or running player.




A further variation is obtained by combining movement inside the screen and
motion that enters the screen. As shown in Fig. 12.5. The first camera position is
located on the stern of a sailing ship, pointing to the prow. Performer A in
foreground begins to walk towards B in the background. When she is halfway,
cut to 2, a site on the same visual axis as the preceding shot. A enters from right
into the field of vision of the second camera position and continues walking
towards B. When A is again halfway in her remaining path, cut to site 3, where
A, closeto the camera on her right, completes her trajectory and joins B.



FIGURE 12.5 In the case shown here the three camera positions are located on the path of the
movement itself, and advance as the walking player moves away to her destination.

Case D

In the example explained (Fig. 12.5) the subject in motion starts from one area
close to the firstq camera site, and moves to B. A further variation can be
obtained by placing his destination beyond player B. This motion can be either



continuous, or with an interruption in the centre. The following example,
illustrated in Fig. 12.6 makes use again of three fragments aligned on a common
visual axis.
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FIGURE 12.6 Another example of camera sites arranged on the line of movement Itself. Here the
moving player goes beyond the stationary one, and on into the background. Player B on the left
side remains stationary but her figure grows in size as each new shot is introduced.



Shot 1 A moves from the right hand screen sector. Cut to . . .

Shot 2 A enters from the right and stops in foreground with his back to us.
After amoment he walks forward. He moves in the centre of the screen.

Shot 3 Player A in the centre of the screen takes two steps forward and stops.

In the example presented the performers have a common centre of interestg
the car in the background.

The three shots progress spatially towards the car. Two methods were used to
join the shots in sequence. From shot 1 to shot 2 repetition of screen zone
movement was usedg A moved in the right sector at the end of shot 1 and
beginning of shot 2. To join shots 2 and 3 a different solution was applied.
Action in the centre of the screen was matched precisely on that spot. B
remained static in al shots and her figure came nearer from shot to shot, so that
we see her in aong shot in shot 1, in a medium shot in take 2, and in a
foreground close shot in shot 3.

Case E

An action fragmented in three shots may use screen sector repetition in al the
shots, and can apply a right angle relationship between shots 1 and 2, and an
advance on acommon visual axis between shots 2 and 3.

The sequence of shots (Fig. 12.7) is easy to assemble:

Shot 1 A enters from right and moves across the screen to the centre. Cut to . .

Shot 2 Reverse right angle position. B seen in the background, left. A, right,
enters and moves away from us diagonally towards the centre. When he is near
B,cutto...

Shot 3 Close shot of B. Same axis as preceding shot. B on the left of the
screen. A enters by the right and stops facing B.

By piecing a motion in this way, two different locations can be shown as if
gpatially side by side. The illusion works perfectly on the screen.

The fragmentation of a continuous motion in more than four or five sections
becomes annoying and defeats its own purpose. Where the distance is very great
four shots could be used as shown in Fig. 12.8.

Movement can be confined to the same screen sector in the last three shots.
But the aim is to find an editing formula that suggests the length of the path
travelled without the full movement which tires the audience and slows down the
story.
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FIGURE 12.7 This example uses screen sector repetition in the three shots for the movement of
player A. A combination of a right angle shot between shot 1 and 2 and an advance on a common

visual axis between shots 2 and 3 allows this zone repetition of motion.

For that purpose only three shots would be necessary. In Fig 12.8 we would use
only shots 1, 2 and 4. On the first, the moving player leaves his area. In shot 2,
he is seen, small, traversing the space that separates him from his destination on
the right, where the other performer waits. Shot 4 would begin by showing the



waiting actor alone on the screen for several frames, and then the player in
motion would enter the screen.

The length of time that the waiting player remains on the screen before the
arrival of the other, suggests the length of the path travelled. A time contraction
is usually resorted to when using this method. Motion of arepetitive nature (such
as walking or running) is seldom of dramatic value in situations where the
intention isto move a player from one place to ancther.
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FIGURE 12.8 Multiple fragments applied to a lengthy movement of a player. Screen sector
repetition is obtained in the last three shots.

Fast, or violent motions can be fragmented into four or five pieces to stress
visually the violence implicit in the movement itself. The case shown in Fig.

12.9 makes use of reverse angles.
In take 1 (a close shot) performer A lunges forward violently going out of the



screen. In shot 2 (a full shot) he enters and runs to the background. Halfway
along his path we cut to shot 3 where he is seen in medium shot on the centre of
the screen. He moves quickly towards us going out of the screen.
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FIGURE 12.9 Multiple fragmentation of a movement to stress the violence of a personfs movement.

The conclusion of this motion accepts three solutions:



1 We cut back to shot 2 (full shot) where the player ends his motion by
arriving to the door and pounding hisfists on it.

2 He arrives by entering close shot 4.

3 Both previous solutions are combined to conclude the motion, using shots 2
and 4 after the first three shots.

Solutions 1 and 2 involve four fragments, while approach 3 uses five sections
to piece together the whole motion.
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PLAYER AMOVESTOWARDS
PLAYERB

The number of visual permutations possible for one player approaching another
or a group are amost limitless. Those described below are only suggestions for
basic situations that may be useful as a checklist for ideas.

Converging motion

The moving player comes forward on the screen in both takes, but in the first his
movement is from right to centre on the right side of the screen, while in the
second he moves from left to centre on the left side of the film frame. The
movement of the approaching player converges towards the centre of the screen
in both shots, using both right and left areas of the screen consecutively.

FIGURE 13.0 Converging directions of a single approaching motion towards a static player.



FIGURE 13.1 One of the most frequently used formulas for short range movements employed when

only one player moves towards another. The camera positions are at right angles.
The presence of a mirror in the first shot alows the viewing of converging
directions of the same single action by the approaching player, while the static
performer is seen on the same side of the screen in both shots.

The inclusion of one or more mirrors in a shot has always fascinated film

makers because of the opportunities they provide for unusua visua
arrangements on the screen.

Right angle camera sites

Where the two main camera positions have a right angle relationship, the
simplest solution is depicted in Fig. 13.1. A, with his back to the camerain shot
[, starts to walk away from us towards player B. Shot 1 isafull shot. Two-thirds
of the movement are covered from this viewpoint. We then cut to shot 2, a



medium shot, where A enters the screen and stops, facing B. B may be either
standing, sitting or lying down.
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FIGURE 13.2 The first shot is an Improvement on the previous example.

The difference in distance between the camera and the performer in both takes
(FSto CSor MS) adds a visual variety. A always moves in the same sector of
the screen. Although we showed movement from right to left, the reverse
direction works in the same manner asin all the examples following.

An dternative, or addition to the above is where the beginning of the
movement is first shown in a reverse close shot (Fig. 13.2). Player A begins to
move in close shot (1) where he goes out of the screen, entering into full shot (2)
and concludes his motion by entering again in medium shot (3). Severa of the
following situations also open with a close shot.

Another solution is to make the first a panning shot. The actor walks in a
straight path tangential to the panning arc of the first camera site (Fig. 13.3).

The illustration shows the 180®pan used in the first shot. It achieves the same
as the two first shotsin Fig. 13.2.
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FIGURE 13.3 The first shot is panned. This is another variant of the basic formula shown in
Flg.13.1.

In the first case examined, and partially in the two variations following it, the
moving player began his walk with his back to the camera and concluded by
arriving at a profile position. Fig. 13.4 uses the right angle set-up to show the
player starting the move from a profiled position and concluding it facing the
camera. The performer in motion may come to the camera in either zone of the
screen in the second shot.
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FIGURE 13.4 In this variant of the basic formula with a right angle relationship of camera sites, the

moving player enters the second shot facing the camera instead of being profiled to It as in the
previous examples.

Another possibility reverses the variation examined in the previous example.

The moving actor comes up to the camera in the first shot and concludes by
entering the screen in a profiled position. (Fig. 13.5).



FIGURE 13.5 In this approach to the basic formula the stationary player is used as a pivot for the
camera sites, keeping her in the foreground in both shots.

Fig. 13.6 shows the actorcs movement profiled to the camera in the first shot,
and with his back to it in the second.
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FIGURE 13.6 In this variant the camera sites are deployed in a pattern complementary to that
shown in Fig. 13.5.



The case shown in Fig. 13.7 shows a camera pan applied to the second shot. In
the first shot A is seen moving away from us towards B in the background. In
the second shot A isin the centre of the screen (or entering it from the right) and
being followed by a short panning movement that covers the conclusion of his
motion as he comes to a stop facing performer B.

Reverse camera angles

Fig. 13.8 isthe first (and most simple) of several variations using reverse camera
angles to show the movement.

In the first shot the player walks up to the camera, and enter in the second
shot with his back to us. With this formula we can aso use a close shot where
the beginning of the movement is recorded, as shown in Fig. 13.9.

So far we have shown both players in the two shots. Using internal reverse
angles we can aso cover the path traversed by the moving player.



FIGURE 13.7 The change introduced to the basic formula in this example is in the second shot,
where the camera is panned.
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FIGURE 13.8 A simple approach using a set of external reverse camera angles.
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FIGURE 13.9 The first shot is an Improvement added to the external reverse angle camera
coverage in the previous example.

This variation was used before to show the beginning of the movement at the
start of other formulas, but has sufficient value in itself to be employed alone. In
the example shown in Fig. 13.10 both shots are at the same camera/subject
distance, but this can be varied.

Parallel camera sites

Parallel camera positions have been extensively examined before to record
movement of an actor across the screen, so it will suffice to include here only
one example, the most ssmple (Fig. 13.11).

Common visual axis

Camera positions on a common visual axis are the key to the examples that



follow. Fig. 13.12 shows a frequently used example.
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FIGURE 13.10 In this variant, a set of internal reverse camera angles is used to cover the player in

motion.

The method shown in Fig. 13.12 is simple to execute and quite clear in the visual
coverage that it affords. No wonder that it is used so often.

L



FIGURE 13.11 A parallel camera deployment used to register the movement of the player as he
walks towards his stationary companion.
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FIGURE 13.12 A common visual axis line for both camera sites is used here to show the player in
motion.

Here (Fig. 13.13) the line of motion runs paralel to the axis line of the two
camera sites for covering of the motion.

In the foregoing examples the arrival point (player B) was aways visible in
the two or three shots into which the movement of A was fragmented. In the
following examples she appears only in the second shot. This is due to the fact
that the motion covered is adiagonal across our field of vision (Fig. 13.14).

In the first shot player A moves away from the camera, in an oblique path,
and leave the picture, left. He enters from the right in the second shot and stops,
facing B. A is seen from behind in both shots.

In this case we reverse the situation in the preceding example. The moving
player faces the camerain both shots (Fig. 13.15).

In shot 1, player A advances to the camera in a diagonal and passes out of
shot, left. For shot 2 two solutions are available. B is included in foreground in



both possibilities. A is either in the centre of the right sector moving towards us,
or he enters from the right and comes to the foreground.

T

FIGURE 13.13 Movement in a neutral direction is covered by camera deployment on a common
visual axis.

This frontal approach to an unseen destination in the first shot is the one most
favoured by film makers. Coming forward is a more dynamic action than going

away.



FIGURE 13.14 In the first shot A moves away obliquely from the camera and exits left. In the
second shot he enters from the right, still seen from behind, and stops, facing 8.

FIGURE 13.15 The difference between this example and that preceding It lies in the fact that here
the moving player arrives facing us, whereas in the previous case he moved with his back to the
camera.

A mirror can be present in the second shot, in the background, angled to the side
where player A is still moving off screen. In this way, in the second shot, we



first see her enter the screen (in the mirror) by the left, and as her figure goes out
of the mirror right, her real figure enters the film frame from the left, and stops
facing B. Thus, her entering motion in the second shot was seen twice, and in the
same area of the screen (Fig. 13.15A).
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FIGURE 13.15A The use of a mirror on the second shot repeats the entrance of the moving player
twice on the same section of the screen.
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FIGURE13.16 The variant afforded by this approach is that two stationary players are involved. The
moving actor advances from one to the other in the two shots.
As pointed out elsewhere, the use of mirrors affords the duplication of motion
which gives startling and off-beat visual effects.
The same formula can be employed to show player A leaving C to arrive
beside actor Bin the second shot. (Fig. 13.16).
The motion follows an oblique path in both takes. C is excluded in the second
shot. In the first take C and A are talking, then A moves diagonally crossing
behind C and approaches, going out of shot, |eft.
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FIGURE 13.17 The moving player walks beyond the stationary one, who serves as a pivot for both
camera positions, keeping him in the foreground in both shots.
In the second shot he is already on the screen in the centre of the right sector,
and comes towards B who is framed in the foreground and then speaks to him.

A walks beyond B

A situation often found in a scene where the player in motion crosses beside the
static one, and stops beyond him. This might be filmed as follows.

Player B, the static subject, can be used as pivot in both shots, thus relating
visually both shots into which the movement has been split. As Fig. 13.17
shows, B has his back to us in the first shot and is facing the camera in the
second. A goes out of the screen in the first shot and enters the second. His
motion can be motivated by giving him a significant piece of business, such as



having him lift a heavy box in shot 1 and deposit it in shot 2. The second
approach is shown in Fig. 13.18.

-
i
';
|
l
:
|
I
|
:
i l /2 \K:F? 1%

FIGURE 13.18 A right angle camera relationship employed for a movement where the walking
player passes beyond his stationary companion. The first shot is used twice to show the beginning
and conclusion of the movement. The second covers the central part of the movement.

In shot 1, player A is seen in the background. He walks to us in a neutral
direction. B is seated on the right side of the screen and seen in full shot. As A
nears her, we cut to take 2, where A enters from the left and crosses our view
passing in front of B and going out of shot, right.

Cut back to shot 1, where A having passed B aready, moves towards us and
stops in the foreground.

As mentioned at the beginning of this chapter the list of casesincluded hereis
not an exhaustive one.
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USING MASTER SHOTSTO COVER
MOTIONSON THE SCREEN

Very few screen motions so far examined have allowed division and use of shots
in two or more parts. Inserts or cut-aways in a master shot may provide a pause
in the action recorded, serve to stress a situation or allow recognition of the
charactersinvolved.

In the following example the player pauses in front of a large building before
moving on towardsiit. A reverse shot isinserted.

Master shot 1 large building in the background. A enters view from the left
and stops with his back to us, Looking towards the building. Cut to. . .

Insert 2 Reverse shot of A seen on the same side of the picture. He is looking
off right. He advances and passes out of view right. Cut to. . .

Master shot 1 A, in the centre of the picture, moving away from us towards
the building.

The combination is easy to execute. The master shot 1 is filmed without
interruption. Player A enters, stops, then moves away towards the building. Cut.

The actor is brought back and positioned for the second shot. There we see
his expression as he examines the building and then starts to walk towards it. In
editing, a portion of the master shot 1, corresponding to the action seen in the
insert, is removed and replaced by the insert 2. This reverse shot, being a frontal
shot favouring the performer, shows the playercs reaction much more clearly
than if we stuck to shot 1 initsentirety.

in another case a subject seen moving in extreme long shot, generates in the
audience .the urge to identify him before becoming involved in his further
actions. This can be handled as follows.
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FIGURE 14.1 Player A, alone, faces the building. He enters shot, stops, then moves away (in the
second shot) towards the building, again covered by the first camera position.

Master shot 1 A enters view from the left, running to the right. He is shown in
very small scale, silhouetted against the sky, running across a beach.
When he gets about one-third of the way across the picture, cutto . . .

Insert 2 A in the centre of the screen running towards us, exiting close to the
camera, right. As he advances we are given a chance to recognise him.

Master shot 1 A runsthe last third o f the width o f the screen seen in small
scale against the horizon and leaves right.



FIGURE 14.2 The first shot la used twice. The horizontal movement of the player is through thirds

of the screen arej the first and third. The movement that should be in the central part of the screen

in Shot 1 is substituted by the movement shown in Shot 2, which is from a right angled camera

position, closer to the moving subject.
Player A runs right across the picture in the master shot. A closer shot shows a
segment of that motion. The division of his movement in thirds of screen space
in the master shot, allows us to show the performer and his environment at the
start and at the end, using segments 1 and 3. The motion performed in the central
segment of the screen is taken out and replaced by the insert.

An improvement uses the preceding set-up but after cutting back to the

master shot the sequence is concluded by adding athird shot to cap the action.
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FIGURE 14.3 Floor plan showing the arrangement of the cameras to cover a simple movement of
one player.




Full shot. The girl, A, enters through a door into the corridor. She is unaware of
the mancg presence, B. She closes the door with her back to us. He says quietly:
(Hellog
Startled, she begins to turn to us, we cut on the movement, to a close shot on
the same visual axis.

She ends turning towards us and looks off screen, right. She smiles as she
recognizes him. Then she starts to move towards us, (right) and when her head is
halfway out of the screen, cut to the full shot again.



T

The girl in the centre of the screen is walking towards us and towards B in the
foreground. As she draws near, cut to a side close shot of B.



.

At the beginning of the shot, A enters from the left and stops. They talk.
An elaborate motion recorded in a single master shot can be enhanced by the
introduction of twp inserts. Fig. 14.4 gives the camera positions in such a case.
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FIGURE 14.4 Floor plan of the camera sites that cover a simple movement with various camera
viewpoints, one of them used as a master shot (1).

The scene takes place in a rocky desert where we see a mountain range behind.
A path has been worn into the ground by constant use. The riders move in aline
of three abreast, more or less equally spaced apart.

High long shot. Riders approach from left to centre.
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Full shot. Camera on the road travels with them. They ride toward us.
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High long shot again. Riders turn the bend to the rlght and move across the
screen. Pan to the right with them.
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Low full shot. Riders approach diagonally from left to right and exit the screen,
right.

High long shot again. The riders turn the bend toward the camera, and movein a
diagonal from right to left. Camera pans and tilts to follow them as they exit.
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In this example the two inserts were used to inject dynamism into the master
shot. This master is a panoramic view. Its value lies in showing the riders
isolated in the large, wild terrain. The inserts provide violent motion that
contrasts with the calmness of the master. An increase in sound level when the
two inserts appear on the screen, and a sudden decrease when the master shot
follows accentuates a feeling of impending menace.

Several master shots can be edited in paralel to cover a performercg
movement in order to stress all the dramatic possibilities, and build a succession
of images that create excitement, suspense or sheer action for the audience. Here
Is an example from an unfinished film entitled El Seiior de/ Este (Lord of the
East). The scene is Santa Teresa fortress, Uruguay. A gaucho, wearing the
uniform of a Portuguese soldier he has overpowered, is about to cross the patio
of the fortress toward the arsenal that he plans to sabotage. A soldier on the

ramparts stands watch with his back to the courtyard. The gaucho starts to cross
the patio (Fig. 14.5).
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FIGURE 14.5 Sequence of shots edited in parallel as described in the text.

Shot 1 The gaucho moves from under the archway of the stone passage and
walks out of shat, right.

Shot 2 Reverse shot. The gaucho enters from the left and moves towards the
background. There we see his target: the arsenal.



Shot 3 From the fortcs walls we see (foreground) the sentry standing with his
back to the gaucho, who is seen in the background walking towards the arsenal.
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Mood is important to this type of sequence. A far away male voice singing a
song to the tune of a plaintive guitar, punctuated by the harsh sound of the
sentrycg boots scraping on the rampartcs stones serve to highlight the sense of
latent danger that can be suddenly unleashed.

Shot 4 Low angle. Camera moves back with the gaucho as he walks in
medium shot.



Shot 3 Full shot of the walls. The gaucho moves in the background.

Shot 4 Travelling low shot of the gaucho.

Shot 3 Full shot of the walls. The gaucho reaches the arsenal and disappears



behind it.

N

Shot 5 The walls of the arsenal in foreground. The gaucho comes towards us
from aneutral direction and kneels below the lighted window. He waits.

Shot 3 On the fortgs walls the sentry changes position and looks towards the
background.



Shot 5 The gaucho slowly rises and peeps through the dlit window of the
arsenal.

The whole sequence comprises ten fragments, taken from three master shots and
two single shots. These single shots are used at the beginning of the sequence to
show the two extreme zones between which the movement takes place. In take 1
we see the gaucho leaving his hiding place, and in shot 2 we show him heading
for his target: the far away arsenal. Master shots 3 and 4 record his bold
movement through the danger zone. Master 3 shows the sentry in foreground
who might turn at any moment and challenge him. The movement of the gaucho
Is shown in this shot in three successive zones of the screen. They are intercut
with master 4 that shows us the feelings of the gaucho as he moves across the
open courtyard.

As our hero reaches the arsenal we cut to the master shot 5, where we show
him coming to the window.



Then we intercut the pay-off of Master 3. We had toyed with the emotions of
the audience by stating clearly (in a previous part of the story) that if the sentry
turned, the plans of our hero would be ruined. (The audience already knows that
there is a curfew enforced every night within the fortress walls). By showing the
sentry turning now, we stress that the danger was as real as we had indicated, but
our lucky hero saved himself on the nick ofqtime. Then we return to master shot

5 where the gaucho starts the next phase of his operation. and the story moves
on.
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IRREGULAR CASES

Dramatic needs sometimes dictate visual presentations that violate the rules of
motion aready explained. The examples that follow fal within this category.
Two solutions were applied to make them work-a pause, or use of a small screen
sector. In many films a problem arises where a performer must move between
two different zones of interest that have opposed dominant centres so that from a
general camera position we face one centre of interest and see only the rear of
the other. If this is to be avoided, a visual pause must be employed at the
beginning of the second take. Imagine a case where two players are seen, onein
motion, the other static, as in Fig. 15.1. Only two shots are used to cover the
motion between both zones of interest.

Shot 1 Long shot. Player B is on the right, with his back to us. He faces the
scenic background. A, on the left, walks across the screen towards B. When A
reaches the centre of the screen, cut to . . .

Shot 2 Reverse medium shot. Player B is now on the left side of the screen,
facing us. He remains alone for a moment and then A enters from the right and
stops beside him. Both players now face the camera or look at each other.

The pause that masks the change of direction is introduced at the beginning of
the second shot. The moving player is momentarily excluded from the shot, so
that the static performer is briefly seen alone. This allows the audience time to
adjust to the new camera position.

In a previous instance, when discussing opposed motion within the screen
area, an example was examined where the moving player had his back to the
camera in one half sector and faced it in the other (Chapter 11, Case 52). That
condition was needed to achieve a coherent motion because in that case the
centre of attention for the player, and the audience, remained in the centre of the
screen.



FIGURE 15.1 A visual pause is introduced at the beginning of the second shot to obtain a smooth
change of direction in the movement of one player.

With the present solution a pause is introduced at the beginning of the second
shot and the moving player presents a profiled body position in both shots. The
motion of the player or other moving subject can be either across the screen or
diagonally.

Visual pause with larger groups

With a large static group the fragmentation of movement might be prefaced by
the motion of another player (Fig. 15.2).

Shot 1 A and C are seen talking, B enters from the right passing behind C and
stops (centre). B talks to A, who then moves towards B. As A crosses one-third
of the picture area, theshotiscut to.. . .



Shot 2 Reverse medium shot. B, now on the left is profiled to the right. (Fig.
15.2). Then A enters from the right and stops, facing B. Later both turn away
from us and walk in a neutral direction to the background.
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FIGURE 15.2 The people move, with a visual pause in the action of the second player. The players
interchange positions on the screen in the second shot.

A reversal of screen zone position for both main players (B and A) is
unavoidable with this solution, but a pause at the beginning of the second take
helps to create a momentary distraction for the audience, alowing their
reorientation by breaking the direction on the dominant motion.
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FIGURE 15.2A Opposed movement of a player in the same screen sector. A pause at the beginning
of the second shot bridges both movements.

Instead of having the two subjects present in both shots, they can be shown
together in only one shot. (Fig. 15.2A) Player A goes out of shot by moving
from the centre to the left, in the first shot. The second shot begins with B
(static) on the right sector. After a pause A enters from the left and stops in the

centre. Motion was accomplished in the same screen sector (left) in opposed
directions.

The pause is omitted

With aright angle camera coverage, the pause is sometimes omitted. A direct cut
is used, and the player who moves does so on opposed halves of screen from
shot to shot (Fig. 15.3). With a peculiarity. In one shot his movement is across a



narrow central area. In Fig. 15.3 the second shot makes use of this short

FIGURE 15.3 A right angle camera coverage with movement that converges on the centre of the
screen in both shots.
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Both fragments of the motion converge on the screen towards its centre. This
visually interesting presentation works well not only where two persons mest,
but also in cases where one performer, for instance, helps the other climb on to
higher ground where the first player is already placed (Fig. 15.4).
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FIGURE 15.4 The pause at the beginning of the second shot has been omitted, and a direct cut is

made. The movement in both shots converges on the centre of the screen.
A and B converge on the centre of the screen, A extends his hand to B. Cut on
the action to the second camera position, right angles, where Acs body enters
from the left and joins B. Here the small movement was in the first shot.

Using reverse angles

Where one performer is seated, the other, standing, may feel compelled to move
from one side to the other to stress a point or for some other reason. Once more,
this motion is fragmented using opposed halves of screen (Fig. 15.5).
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FIGURE 15.5 The stationary player la excluded from the second shot in this example.

The speed factor is thus very important and must be considered when planning
this type of set up. In the example shown, the small sector motion was used in
the first shot.

This solution is similar to the one presented in Chapter 13, Case 52 except
that in the second shot the player enters rather than just moves from the side to
the centre.

By using a close shot for the second take, the entrance of the player into the
screen is made swifter, so that she traverses the half screen area faster than she
took to cover the opposing half screen area on the previous shot.

As explained elsewhere, a single motion split in two parts should have both
halves moving at similar speeds. But a close shot by increasing the size of the
figure, also increases its speed of motion. Since the close shot is used for visual
emphasis, this speed increase cuts well with the slower motion that preceded it.
What will not work so successfully is a reversal, where speed from shot to shot
decreases on the depiction of a continuous single motion.
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FIGURE 15.6 A diagonal movement where the players interchange screen positions from shot to
shot; movement converges on the screen centre in both shots.

Although subject B was excluded from the second shot (which was his
viewpoint), he can be present in that shot too-creating a reversal of playersc
screen sectors (Fig. 15.6).

As the illustration clearly shows, there are two alternatives for the sense of
direction in which the moving performer travels. She may either displace her
body horizontally across a half screen area in each shot, or she may move
diagonally in areceding direction first, approaching in the shot that follows.

A player moving in a neutral direction can use the same formula (Fig. 15.7).
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FIGURE 15.7 Movement in a neutral direction where the players exchange screen positions in the
second shot as the moving person a, completes her action.

Shot 1 B in foreground, back to the camera. A (right) approaches us. When
sheisnear B, cutto. ..

Shot 2 Reverse. B in foreground, right. A enters from the left. When she is
behind B, she turnsto him.

Instead of crossing the screen to the centre the neutral movement of coming
and going away was performed in opposed sectors.

It is not necessary to show the player entering the screen from one side in the
second shot. Although the use of that entrance helps in making the motion more
dynamic, it will work if we only show the player with her back to the camera,
standing beside B, and moving away to the background in the area of the screen
that is opposite to that employed for the first shot. The use of close shot framings
for both shots forces the screen reversal of both players in the film frame in a



marked way. If the action is photographed in long shots, the same principle
would apply, but the reversal of the players would be less noticeable, since both
would be located in the centre of the screen, seen in full figure. Their area
reversal coversless screen space than the same action pictured in close shots.
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FIGURE 15.8 The direction of the playerrs movement diverges from centre to sides.

Divergent motions

The performer may move away from the scene from the centre instead of
coming into it.
First there is a medium shot of the group. A moves from the centre of the

screen to the right, exiting by that side.
Secondly comes a reverse full shot. A (centre) completes her movement. She

either exits by the left side or stops there and turns to face the group.



Constant screen position for one player

In some cases instead of exchanging sides of the picture one player may be kept
to a constant screen area while the other crosses (Fig. 15.9).

FIGURE 15.9 Player B remains stationary on the left side of the screen in both shots while the other
player moves in a neutral direction in the first shot and across the screen in the second.

Shot 1 B (left, static). A (right) moves away in a neutral direction. Cutto. . .
Shot 2 Side shot. B (left, static). A enters from that side and crosses the

screen, stopping in the right sector.

Both players move

A further irregular variation is introduced when both players move. The actors
walk on parallel paths, but in opposite directions. They stop simultaneously and

face each other (Fig. 15.10).
Shot 1 Actors enter shot from opposite sides and walk towards the centre

framed in medium shot. Astheir figures are about to overlap, cut to. . .



Shot 2 Reverse. Both players enter view in close shot, again from opposite
sides, and stop, facing each other.
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FIGURE 15.10 The players move in opposed directions towards a meeting point. The second
camera position transposes them on the screen but the cut works smoothly because the
converging movements in both shots are equal.

The positions of the actors in the second shot are reversed. But their converging
motions in each sector of the screen are identical, although performed by a
different player in each screen section from shot to shot.
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PLAYER AMOVESAWAY FROM
PLAYERB

Shots in which one character moves away from another in similar circumstances
to those previously examined, only of course, requires a reversa of the
procedure. 1t would suffice only to reverse the order of shots and direction of
movement, to obtain smooth and varied coverage for all these. As in chapter 13
where player A moves towards player B the triangular camera placement
principle still applies.

Before going into the most used and classical approaches for this type of
motion, let us record an oddity. By including on the screen image two mirrors
angled to each other, it is possible to show the departing player beginning his
motion by leaving one mirror and entering the other to record the second half of
his movement. The mirrors act as two mini screens for his movement, while the
static player is ever present on the large screen itself.

FIGURE 16.0 Two mirrors record on opposed halves of the screen the going away motion of a



player.
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FIGURE 16.1 Two variations offered to cover a departing movement. The first covers movement in

a neutral direction and the second, movement across the screen.
Two camera positions placed on a common visual axis can be used to film a
motion of departure either across the screen or diagonally towards the camerain
both shots (Fig. 16.1).

The fragments of motion are recorded on only one half of the screen, and in
the same sector for both shots. A exits by the side in the first shot and moves
from the centre to the same side in the second. An externa reverse camera
coverage would look like that shown in Fig. 16.2.
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FIGURE 16.2 An external set of reverse camera sites is employed in this example to cover the
departure of one player.

A right angle camera placement used to cover the departure of a performer
would show both playersin the first shot and only the moving one in the second
(Fig. 16.3).

A moves out of view in the first shot but in the second she is aready in the
centre of the screen, and walks away from us in a neutral direction.



FIGURE 16.3 A stationary player is omitted from the second shot.

This second shot becomes, in fact, the point of view of the player who remains
in the place. The distance at which the moving player is seen in this second shot,
corresponds to the personal point of view of the static player. If both were seen
in full shot in the first shot, the moving player can be seen in a full shot moving
away in the second shot, since the distance travelled across the screen to its edge,
islonger than if this action were witnessed by the audience in: a medium shot. In
that last case the departing player is seen closer to the camera in the second shot,
to correspond with the shorter distance travelled in the first shot.

By seeing the player in motion, first close to the camera, then far away, and
then close again, a dynamic visua rhythm is conferred on the fragmentation of
the continuous motion.
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FIGQRE 16.4 The camera is panned in the second shot to follow a player who walks away from her
statlonary companion.
A further development when using a right angle coverage is to make the second
shot apan (Fig. 16.4).

First, (close shot) A in foreground turns and goes out of view, right. Cut to a
full shot where A (centre) continues to walk to the right. The camera pans with
her.

The effect obtained is similar to that outlined in Fig. 16.3, except that now the
second shot is not the point of view of the excluded player, but an impersonal
point of view that stresses the motion of the departing player. That is the subtle
difference between the two similar modes of covering such a scene. Thefirst one
IS emphatic, the other is less so. The film maker chooses the one most
appropriate to the narrative needs of his scene.



FIGURE 16.5 The departing playerrs movement is divided into three shots.

The movement may sometimes be covered with several camera angles,
especiadly for lengthy movements. Fig. 16.5 shows an example using three
fragments.






