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FO R E W O R D  T O  T H E  PR E SE N T  E D IT IO N

The hardcover edition of this book has enjoyed a successful life during the past
fifteen years under the im print of Focal Press. It saw  several reprints in English
and translations w ere published in Japanese, French, Serbo-C roate, and Spanish.
Iɋve had the pleasure of seeing it used as a textbook in several film  and
television schools around the w orld. That kind of reception to m y w ork has m ade
m y m odest contribution to the understanding of the visual gram m ar of the
m oving im age a w orthw hile effort.

N ow , Silm an-Jam es Press grants m y w ork an extended life in this paperback
edition. I hope that their effort w ill benefit all those interested in pursuing a
career in the com m unication w onder of this age: the m oving im age in all its
diffuse variantsɇ film , tape, disk, and w hatever m ay com e in the future.

The true and tested rules of visual language outlined in this book w ill rem ain
constant for a long tim e to com e. Y ou can be sure of that. A s I said in the
hardcover edition, the greatest m ovies of our age are still unm ade. Let us try to
be the ones w ho w ill m ake them . There is an expanding audience all over the
w orld w aiting for these stories.

D aniel A rijon M ontevideo, U ruguay A pril, 1991



IN T R O D U C T IO N

There are so m any books on film  m aking, that one is tem pted to ask w hy there
should be yet another. A nd w hy this one? The author feels, and this conviction
stem s from  his ow n case histories, that for the last tw enty years there has not
been a book on the m arket that chronicles the developm ents in the narrative
techniques of the cinem a in a practical w ay.

A  young person not lucky enough to be associated w ith good film  m akers,
usually seeks the inform ation he needs in books. H e w ill find m any books that
discuss various theories about film , or contain criticism  and interview s or essays.
A  highly com plicated endeavour such as film  m aking, requires the effort of
m any specialists, som e of w hom  have w ritten good technical books. B ut one
sector of the subject has been neglected in recent yearsɇ w hich m ay be term ed
the organizing of im ages for their projection on a screen. Existing books on the
subject are outdated or incom plete. A nd few  of them  have any tangible practical
inform ation that the budding film  m aker can assim ilate and apply in his ow n
w ork. The aim  of this book is to fill the gap that has opened since those w orks
w ere originally w ritten.

The cinem a has evolved at a w ondrous pace, especially in its narrative form s.
W ith new  lightw eight cam eras, portable recorders and other technical
developm ents on the one hand, and econom ic hire charges for good equipm ent,
cheap raw  stock and processing on the other, the possibility of m aking a
professional full length low -budget film  is alm ost w ithin the reach o f everyone.
I f the dream  of the form er generation w as to w rite the great novel of their tim e,
the aim  of the younger generation seem s to be the m aking of very good film s. To
them , and the m any other persons w ho are increasingly turning to film  as a
m edium  of expression, this book is m ainly dedicated. It is designed to shorten
the years of apprenticeship and avoid the uncertain task of collecting scraps of
inform ation here and there and to assem ble the basic rules of film  narration. Y ou
w ill not find theories here, but facts, tested and proven over a long period by
diverse film  m akers all over the w orld, w hich can be readily applied to any film
project you m ight be considering.

W ork on this book has taken up nearly tw elve years alongside w ith m y ow n
career in film  m aking. I hope that m y hum ble effort w ill also help anyone w ho,
like the author, began their career or is about to begin it in countries or areas



w here an industry that absorbs new  blood does not exist.
A ge, nationality or background does not m atter. W hat is im portant is that you

have som ething to say that can, and m ust, be expressed through the film  m edium
in your ow n w ay and in your ow n term s. The greatest m ovies of our age are still
unm ade. Let us try to be the ones w ho w ill m ake them .

D aniel A rijon
M ontevideo, U ruguay, 1975
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This book w ould not have been possible w ithout the help of C arrillon Film s del
U ruguay, w here I found unlim ited support for m y project, and w here m oviolas
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1

FIL M  L A N G U A G E  A S A  SY ST E M  O F
V ISU A L  C O M M U N IC A T IO N

A cross the open door of m y office, I can see the editing equipm ent w e have been
using for several w eeks in putting together our last film . From  m y desk I can
partially see the sm all screen of the editing m achine. N ow  it is only a w hite
rectangular spotɇ lifeless, just a piece of coated glass. O n a sudden im pulse I
rise and w alk into that room . I stop at the door and survey it in a w ay I have
never done before. The objects are fam iliarɇ the cans of film , the bins full of
strips of celluloid, the scissors, the splicing m achine. O n sm all hooks hang
num erous strips of film , som e of only a few  fram es length, other of countless
feet unreeling loosely into the bins.

I select one of the strips of film  at random  and thread it into the m oviola. I
pull som e sw itches and the strip of film  starts to m ove. O n the sm all screen
suddenly an im age appears. W e are inside a church, large, m odern, ascetic. A
girl, young and innocent, w alks tow ards us. W e follow  her until another figure
appears on the screen. It is an actor dressed in a dark spacesuit and w earing a
strange and brilliant helm et. W e only catch a glim pse of the lone glass eye on the
projecting front of his helm et and there the shot ends. The sm all screen becom es
blank again w ith only a flickering light shining beneath the glass.

W hat I have seen is just a fragm ent of a photographed reality. A  reality that
w as carefully arranged and rehearsed in front of a m ovie cam era. A  sim ilar
process w as registered on the other strips of film . H ere, reality is broken dow n
into little fram es and here in the cutting room  I stand, thinking about this aspect
of m y craft.

Those pieces of film  w ere selected by m e, recorded on film  by a
photographer, im m ersed in chem icals in a laboratory until the im ages w ere
clearly visible and fixed on the celluloid base. A nd they are destined to be
shadow s, ungraspable, ever-changing patterns of light w hen projected on a
screen in the m oviola, the cinem a theatre or a m illion television sets across a
nation.

W hat had w e been doing in that room  for the last few  w eeks? W e played w ith



fragm ents o f recorded tim e, arranged shadow s and sounds to convey a story,
pursued som e m om ents of truth, tried to com m unicate som e feelings and reached
for the clues that w ould grant those im ages the pow er to grasp the attention and
em otions of an audience that w ill alw ays rem ain anonym ous to us.

A nd how  did w e attem pt to do it? The answ ers w ould be m ultiple and all
interdependent. B ut they rest on a com m on base, w hich is both solid and yet
shiftingɇ the know ledge of our craft. Film  editing, m ontage, schnitt are the
w ords used to describe it. A nd in its m ost sim ple sense they also define a sim ple
operation: the joining together of tw o strips of celluloid. That is the final step in
a long process. G ood film  editing starts w ith the w riting of the script intended
for representation in front of a registering m echanism , the m ovie cam era. W here
do w e learn the process? H ow  has it evolved? W hat are its tangible rules?

Beginnings of film  language
Film  language w as born w hen film  m akers becam e aw are of the difference
betw een the loose joining together of sm all im ages in various states of m otion,
and the idea that these series of im ages could be related to one another. They
discovered that w hen tw o different sym bols w ere com bined, they w ere
transm itted into a new  m eaning and provided a new  w ay of com m unicating a
feeling, an idea, a factɇ one plus one equalled threeɇ as in other system s of
com m unication. Theorists began to experim ent. There w ere no signposts to
guide them  tow ards the language they needed. M any of the concepts evolved
w ere so cerebral, so abstract, that they bore no relation to reality. In spite of all
their m istakes, delusions and false discoveries, those film  m akers w ere a
painstaking lot. If any value is to be found in their rules, it is that they are the
product of experim entation, an accum ulation of solutions found by everyday
practice of the craft. Those rules really w orked for them  and their epoch. The
draw back w as their lim ited use and the im possibility of being transform ed into
constant principles. Few  film  m akers have the ability to rationalize their creative
m ental processes in the form  of w ritten, analytical theory.

A ll languages are types of accepted convention. A  society agrees or is taught
to interpret som e sym bols w ith uniform  m eanings for everyone belonging to that
group. Storytellers, m en of ideas, have first to learn the sym bols and the rules of
com bination. B ut these are alw ays in a state of flux. A rtists or philosophers can
influence the group by introducing new  sym bols or rules and discarding ancient
ones. The cinem a is not alien to this process.



The history of the progress of the cinem a as a m edium  of visual
com m unication, is directly related to the ability of film  language to grasp reality.
B ut 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 attunem ent to the
current m oods of the m edium .

Types of film  m aker
The difference betw een the creator and the artisan lies in the fact that the first
has the courage to innovate, experim ent and invent. H e is not afraid of his
m istakes and is therefore alw ays advancing, w hereas the artisan uses the best
pieces of know ledge gained by the creators and avoids the experim entation
stage, incorporating the new  advances into his repertory only w hen they have
been accepted by the m ass.

B oth types of film  m aker are necessary to the craft. Film s m ade betw een 1910
and 1940 w ere rich culture pods on w hich w ere tried different visual and audio
experim ents in an industry producing an enorm ous output of film s for popular
consum ption. Perhaps this factor contributed m ost to the evolution of film
language. The steady w ork of the artisans provided the m eans for the industry to
function and then, as now , a healthy industry continued to give opportunities to
the creators to go on experim enting.

A  good film  is not the product of total im provisation, but the result of
know ledge, not only of the life and the w orld that it portrays, but of the
techniques that render the ideas m ore expressive.

Form s of film  expression
A ll form s of film  language are artistically licit, except perhaps the use of the
m edium  as an em pty play of form s. The contem porary film  goer registers a
natural repugnance for the abstract and abstruse use of film  narration. H e seeks a
representation of reality, w hether external, internal or im agined, that is less
loaded w ith clues, charades and unintelligible sym bols.

Film  as a m edium  has lim itations, you m ust understand its strong points and
its shortcom ings. C onflict and m ovem ent are close to its soul. B ut peace, hope
and great truths are all of a static nature and can be but poorly served by the film
m edium . Thoughts and ideas, especially abstract ideas, cannot be expressed on
film  as clearly as by the w ritten w ord; they m ust be show n as acting upon the



behaviour of the characters, anim als or things recorded by the cam era. Film
portrays only the external resultɇ the actions and reactions created by
m otivations, thoughts or desires. R obert Flaherty rem arked once: ɊY ou canɋt say
as m uch as you can in w riting, but you can say w hat you say w ith great
conviction.ɋ H e w as right.

D efining our aim s
The purpose of the notes that follow  is very sim ple, and perhaps very am bitious
too. A ll the rules of film  gram m ar have been on the screen for a long tim e. They
are used by film  m akers as far apart geographically and in style as K urosaw a in
Japan, B ergm an in Sw eden, Fellini in Italy and R ay in India. For them , and
countless others this com m on set of rules is used to solve specific problem s
presented by the visual narration of a story. This book sets out to record
system atically the contem porary solutions to those specific problem s. W e are
dealing w ith a craft that is constantly subject to change; the practices com piled
here have proved to be stable for a very long tim e and hopefully they w ill
continue to be for a long tim e yet.

R ichard S. K ahlenberg, of the A m erican Film  Institute, has pointed out that
never before has the aspiring film  m aker had such a w ide opportunity of learning
his craft as today. Film s used to be m ade to be show n for a few  w eeks and then
they w ere shelved. N ow , thanks to TV  they are replayed at our hom es, as by a
nostalgic tim e m achine, enabling film  buffs to see the w orks of past m asters.
Television Ɋcoolsɋ the im ages and technique can be readily appreciated.
K ahlenberg pointed out that m any film  m akers have learned their craft studying
these old film s. Peter B ogdanovich is a w ell know n exam ple of that approach.

Like any w ritten w ork on a practical subject this is not, of course, w ithout
lim itations. Y ou w ill not learn film  language by exam ple, or by analyzing other
peopleɋs w ork only. N ot until the film  is running through your fingers w ill you
com plete your education. The know ledge of others and personal experience are
both essential to acquire film  sense. Sadly w e can only offer the first half of the
job. W e hope it w ill encourage you to undertake the other half. In this context it
is w ell to rem em ber the follow ing com m ent, that A nthony H arvey, a film  editor
and director, m ade in an interview  for the B ritish m agazine Sight and Sound 1:

ɊM y greatest fear has alw ays been that of becom ing too technical. Sitting at a
m oviola day after day, year after year, one is in danger of becom ing obsessed
w ith the m echanics so that they take over everything else. Y ou can lose the



w hole point of a scene that w ay. O f course, you have to know  all the technical
possibilities, but you need to know  them  so w ell that they becom e second nature,
not so that you use them  to distort the m aterial youɋve got.ɋ

W ise film  m akers stick to their visions. That should be their prim e concern.
The com plexity of the in betw een processes involved in the translation of a
vision from  the brain of its author to a strip of celluloid, m ust not blind the
creator and distract him  from  his ow n, personal, unique conception of the them e
that m otivated his desire to use film  as his system  of com m unication.

1 Sight and Sound Spring 1966 V ol. 35 N o. 2. ɎPutting the M agic in Itɏ by R oger H udson.



2

T H E  IM PO R T A N C E  O F PA R A L L E L
FIL M  E D IT IN G

The m ovie cam era, in spite of its com plexities as an instrum ent and the
specialized know ledge needed to operate it, m ust be for the film  m aker only a
registering m echanism , such as the pen or the typew riter are to a w riter. To
handle a cam era, only an efficient crew  is needed. Far m ore im portant to a film
m aker is the ability to handle ideas and concepts.

O nce these ideas have m aterialized on strips of film  they m ust be assem bled.
For that he relies heavily on an editing principle: the alternation of tw o or m ore
centres of interest. This Ɋparallel film  editingɋ is one of the m ost frequently used
form s of film  language. It serves to present clearly conflicting or related story
lines by m oving alternately from  one centre of interest to the other. The
technique is so com m on that audiences take it for granted in every film . A  film
w hich avoids use of the technique irritates the view er even though if pressed to
supply a reason for his discom fort he w ould not be able to give the right answ er.

Tw o basic types
To clarify w hat parallel film  editing is, here is an exam pleɇ a rough description
of the first sequence of a w ell know n film .
1 Elio Petriɋs film  The Tenth Victim , begins w ith U rsula A ndress being pursued
on a N ew  Y ork street by a hunter (G eorge W ang). The hunter is m om entarily
detained by a policem an w ho checks the validity of his Ɋlicence to killɋ.
2 A  m an seen in close up, begins to explain w hat the G reat H unt is. In the not
so distant future citizens exercise Ɋlicences to killɋ in governm ent sponsored
duels to the death.
3 The film  returns to U rsula A ndress being chased around the scenic sites of
N ew  Y ork by the hunter, w ho keeps firing his gun, and m isses every tim e.
4 A gain the unknow n m an is presented in close up, and gives m ore inform ation
about the G reat H unt.
5 M iss A ndress teases the hunter to keep on firing, until he runs out of bullets.



6 O nce m ore the unknow n m an appears in close up and details the advantages o
f succeeding, in ten consecutive chases, alternating as hunter and victim .
7 U rsula A ndress, follow ed at a short distance by her pursuer, steps on a carɋs
hood, jum ps over a net fence and runs into the ɊM asoch C lubɋ.
8 H er pursuer arrives and, after a pause, also enters the club. H e m oves in the
futuristic interior, w alking am ong the seated patrons.
9 A  m aster of cerem onies on the stage (the m an w e had previously seen in close
up explaining the m echanism  of the G reat H unt) introduces a dancer. She
em erges, w earing a m ask and a costum e of blue and silver sequins, and starts to
dance.
10 The hunter sits dow n and w atches her
11 She m oves am ong the clubɋs patrons w ho rem ove pieces o f her dress, until
only tw o sm all garm ents rem ain.
12 The hunter w atches her.
Tw o types of parallel film  editing are to be found in the sequence described.
Firstly, tw o different situations are alternately presented to the audience:

the chase on the streets of N ew  Y ork, and
the explanation of w hat the G reat H unt is.

Each story line develops separately, contributing m ore inform ation on each
successive appearance. O n the external view s of the chase (the first story line)
w e becom e aw are that som ething unusual is happening. Then w e see how  the
victim  is controlling the hunter at w ill. Later w e see how  she leads him  to a site
she has pre-selected (paragraphs 1, 3, 5 and 7). The close ups of the clubɋs
m aster of cerem onies (the second story line) explain w hat the G reat H unt is, then
w hat its m echanism  is, and later w hat are the advantages of surviving in ten
consecutive chases (paragraphs 2, 4 and 6):

Second, tw o related situations in a com m on site are alternated:
the dancer, and
the hunter.

O nce inside the club, the parallel film  pattern changes, and concentrates on the
relationship betw een the dancer (as show n in paragraphs 9 and 11), w ho is really
the victim  in disguise, and the confused hunter (show n in paragraphs 8, 10 and
12).

The task of relating tw o story lines, or tw o characters, or tw o different events,
or a larger num ber of story lines, characters and events, is assigned to parallel
film  editing. These types of parallel editing could be defined as follow s:
1 The lines of interaction are close together, in the sam e space.



2 The lines of interaction are far apart, in different places, and only a com m on
m otivation provides the link.

The first type of parallel film  editing is exem plified by the confrontation of
the dancer and the hunter. A  dialogue betw een tw o persons, w here both are
separately observed by the cam era, falls in the sam e category.

The chase on the streets of N ew  Y ork alternating w ith the explanations of the
m aster of cerem onies, exem plifies the second type of parallel film  editing. Their
interrelation can be im m ediate (as in a race w here tw o opponents are m oving
tow ards a com m on goal), or delayed to the end, such as in the exam ple quoted,
w here the identity of the m an w ho speaks (he is the m aster of cerem onies) is
carefully hidden from  the audience at the beginning of the story. This m an is the
link betw een both story lines.

Interrelating tw o story lines in a parallel pattern gives them  a m utual
dependence, since the average film  view er has been conditioned to expect such a
response from  this com bination.

C om parative behaviours can be presented on the screen w ith this m ethod. The
docum entary film  form  is very apt to obtain rem arkable im age associations by
the conscious editing of several events in parallel patterns, i.e. various athletes in
different sports prepare to com pete, the com petition begins and som e of the
participants fail. B y observing the sam e athletes in the three stages of behaviour
and seeing them  alternately at each stage, a space-tim e relationship unique to the
cinem a is obtained.

Action and reaction
W hen w e are told a story w e unconsciously w ant to know  tw o things:

w hat action is going on, and
how  the people involved are reacting to that action.

If the storyteller forgets to keep track of those tw o things his audience w ill be
confused or unsufficiently inform ed. If you w ere telling the story personally,
your audience w ould ask you about the m issing facts, w hich you w ould then
supply.

B ut telling a story on the screen is an im personal act because you seldom  see
your audience or hear their reactions. The film  is already printed, the story
inm utable and if you forget som ething you cannot stop the film  and supply the
m issing inform ation. M ost film  takes contain action and reaction w ithin the
length of the shot. W itness this exam ple w here tw o shots are used:



Shot 1: a hunter m oves his rifle from  side to side and fires.
Shot 2: a flying bird is suddenly hit and falls.
Shot 1 show s the hunter aim ing (an action) and then he fires (a reaction).Shot

2 show s the bird flying (an action) and its flight is suddenly interrupted (a
reaction).

B ut if w e show ed Shots I and 2 w ithout grouping the actions and reactions,
our understanding of w hat is going on w ould not be as effective as if w e grouped
them  as follow s:

(Action)
Shot 1: the hunter m oves his rifle from  side to side, aim ing off screen.
Shot 2: a bird is flying in the sky.
(Reaction)
Shot 1: the hunter fires his rifle.
Shot 2: the bird is hit and falls.

In this w ay w e have grouped first the inform ative parts of the shots, enabling us
to show  the outcom e m ore com prehensibly. That alternation of shots: Shot 1-
Shot 2-Shot 1-Shot 2, is know n as parallel film  editing, and is only one of its
form s. In this exam ple w e w ere dealing w ith tw o lines of action, but the num ber
of lines involved m ight be increased for a different situation.

This grouping of action and reaction perm eates the w hole structure of a film :
from  the union of tw o shots, to the juxtaposition of tw o or m ore sequences, and
to a greater extent the construction of the w hole story itself.

Peak m om ents and the understanding
The process of m anipulating action just described forces a selectivity process in
w orking out a film  story. O nly the peak m om ents of a story are show n on a
screen, and all the events or actions that delay or do not add new , significant
m aterial, are deleted from  the narrative.

Selection of peak m om ents im plies the control of tim e and m ovem ent. A n
expert film  m aker is alw ays com pressing or expanding tim e and yet he gives the
illusion of supplying us w ith the entire real tim e of the event: m ovem ent m ay be
fragm ented and controlled according to a dynam ic criterion. Film  editing
dem olishes the old dram atic unities of place and tim e. The audience is m oved
from  here to there, from  the present to the past, w ithout w arning. A nd the view er
accepts all this quite naturally.

This process originates from  w hen m an invented his first w ritten language.



W ritten thoughts force the reader to analyze and assim ilate each graphic sym bol
individually to obtain m eaning, and that developed capacity for instant analysis
and com parison differenciates us from  prim itive m an, w ho lived in a true unity
w ith his environm ent, alw ays conscious of the w hole and unable to conceive an
abstraction. T o properly understand the visual language of film , the view er
needs to have passed through the experience of learning a w ritten language m ade
of conventional signs particular to his com m unity. W ith this sam e ability he can
assim ilate a conventional w ay of linkage betw een the m oving im ages on a
screen.

A s long as a succession of actions and reactions is m aintained the
interpretation of that visual language does not dem and of the view er an
understanding of its physical construction. B ut for the film  m aker this action-
reaction pattern dictates all the form ulas for cam era placem ent and sequence
construction and the needs of editing.

H ow  parallel editing is obtained
Parallel film  editing to cover a story point, can be achieved using tw o
approaches:

single shots of short duration and/or
long m aster shots.

If short single shots are used, the tw o or m ore related actions involved are
covered individually by using diverse and m ultiple cam era set ups.

These shots are edited in such a w ay that they shift the view point alternately
from  one action to the other, thus piecing together the w hole event or scene.
Each shot used, each piece of film , is a peak m om ent in the series of actions and
reactions that all story lines contain.

W ith this m ethod, the w hole event can be appreciated only w hen all the shots
have been cut together. That is the m ain difference betw een the single shot and
the m aster shot approach. A s the nam e im plies, a m aster shot is a single cam era
position from  w hich the event is recorded in its entirety. In practice tw o or three
cam era positions m ay be used sim ultaneously to provide several such m aster
shots. If fragm ents of those m aster shots are selected, and edited in parallel, the
total event recorded can be reconstructed using the best or m ost significant
segm ents of each m aster take, presenting a fragm ented view  sim ilar to the short
single shot process. A  good film  m aker uses either m ethod. B oth are quite
dynam ic and offer definite pictorial advantages over a single shot recording of a



scene.

A w ider perspective
Parallel editing covers greater possibilities in the interaction of tw o narrative
lines. W here the degree o f know ledge shared betw een the characters of the
story, or betw een the film  and its audience is variable the alternatives can be
seen as those in w hich:
1 B oth story lines support each other, and the data that both contribute
(alternately) builds up the story.
2 In one line, the m ovem ent or intention is kept the sam e, w hile on the other the
reactions to that steady repetition are varied.
3 The characters involved in both narrative lines are unaw are of w hat the other
group is doing, and only the audience has all the facts.
4 The inform ation given in both narrative lines is incom plete, so that the
characters have all the facts, but the audience is purposely kept in the dark, to
stim ulate its interest.
W hich one of these approaches is to be used m ust be decided by the story w riter
and the film  m aker concerned. B ut one fact rem ains, parallel film  editing w ill
alw ays provide the best w ay of conveying the desired inform ation to the
audience. The tw o basic elem ents, action and reaction, w ill help com plete the
presentation.
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D E FIN IN G  T H E  B A SIC  T O O L S
Film s m ade w ith a cam era alm ost alw ays tell a story. U sually in these m ovies,
real persons and objects are recorded on film  and reproduced on the screen at the
sam e film  cadence: 24 fram es per second. B ut on som e occasions that procedure
is altered and m an-m ade draw ings, patterns, objects, anim als, and persons
projected at 24 fram es per second, m ay have been recorded at speeds that go up
to hundreds of fram es per second, or dow n to fram e by fram e photography w ith
variable tim e lapses betw een each exposure.

In the first group, w e can place the follow ing film  form s:
new sreel
docum entary, and
fiction.

In the second category w e can include all the film s that require a radical change
in recording techniques. This second category w ould cover:

anim ated cartoons,
anim ated puppets,
tim e lapse photography of objects, plants, anim als or hum an beings.

W e are particularly concerned here w ith film  techniques applicable to the first
three.

N ew sreel
N ew sreels attem pt to cover an unrepeatable act or event. The film  m aker has
m inim al control over the incident he records. H e is a spectator w ith a visual
recording m echanism . In its crudest form  this coverage produces a series of
disconnected shots that register portions of the total event but w hen projected on
the screen present total chaos. M any things are m issing but a narrator can give
som e unity to the ensem ble. A  m iddle stage is reached if these shots are bridged
by others w here spectators are seen reacting. This creates a sort of action-
reaction relationship, w hich the audience accepts though still conscious that they
are seeing an incom plete occurrence.

The m ost com plete film  record is obtained by using one or m ore m otor driven



cam eras synchronized w ith a tape recorder registering all the events, interesting
or dull, as in som e Ɏveriteɏ film s.

B ut on film , there is no such thing as the ideal cam era position to cover a
situation fully and im partially. C am era operators have to choose their sites,
heights, lenses, lights. A ll this leads to a com prom iseɇ an unavoidable selection.
A nd even then, few  people w ould cover a situation in exactly the sam e w ay.

D ocum entary
The docum entary film  form  offers further variants. To start w ith, m ost
docum entary film s deal not w ith one, but w ith a succession of occurrences that
take place under a com m on m otivation. W hen presenting this m aterial on the
screen, changes are introduced in the real order in w hich the situations occurred.
M any m otives m ay be involved, such as the follow ing:

a Several situations that respond to a com m on stim ulus are grouped into a
sequence. A s the nature of the stim ulus is changed, the subjects are
grouped in new  sequences. Each individual subject w as perhaps film ed
reacting consecutively to the chain of stim uli, but now  his actions are
fragm ented and put together in patterns of behaviour, thus disrupting the
tem poral 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.: anim ated draw ings to show  a process
that cannot be photographed using the real elem ents.

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

The list can be longer. B ut the fact rem ains that m anipulation is necessaryɇ facts
have to be arranged to be show n at their best and an event is often repeated to be
film ed several tim es. R epetition m eans staging.

W e are m anipulating the occurrence, selecting w ith a technique that cloaks
our tam pering w ith reality. The result borders on the realm  of fiction.

Fiction film
M any of the best docum entaries have profited from  a dual approach that blends
unadulterated reality w ith carefully recom posed fiction. This statem ent leads us
to the ultim ate film  form ɇ total fiction. H ere the events are also real, but can be
repeated at w ill as m any tim es as necessary, until the exact nuance of behaviour



or acting is captured on film  from  one, tw o or several angles. Each situation is
carefully planned and enacted for the benefit of the cam eras. The end result
strived for is an im itation of reality. In fact, w hat w e see is a richer version of
reality. There is not a single view point, but a plurality of them , such as no hum an
being is able to obtain in real life. R econstructed reality is the m ost popular of
film  form s.

Film  stories m ay be planned or unplanned. The techniques to be discussed
here m ostly concern the planned approach w here events are selected, arranged
and staged for a series of related actions. U nplanned events m ust be treated in a
w ay that perm its them  to blend w ith planned scenes.

Three types of scene
Film  stories usually have a structure that progresses scene by scene from  the
statem ent of a situation, through a developm ent of the conflict, to a dçnoum ent
that closes the play. A ll scenes fall w ithin these three categories:
1 dialogues w ithout action
2 dialogues w ith action
3 actions w ithout dialogue
These are of course sim plified categories. A ctors m ay not m ove w hile they talk,
but the vehicle on w hich they are placed can, and the cam era also can be in
m otion. W hen actors m ove during their exchange of dialogue the cam era can be
fixed, or m ove w ith them . A nd in the third instance the voice of a narrator or the
internal thoughts of the characters m ay accom pany the pure m ovem ent fram ed
on the screen. Furtherm ore, all three techniques can be used together w ithin a
single sequence. B ut this classification is essential to the study of gram m atical
rules.

Elem ents of film  gram m ar
To translate scenes from  script to picture any rules m ust have a tw ofold effect:
1 W e m ust shoot film  that can later be joined in continuity.
2 W e need solutions for the editorial problem s that w ill arise in different
situations.
To achieve this w e m ust control tw o things:
1 The distances from  w hich w e record the event.
2 The m otions of the subjects perform ing that event.



B y selecting the distance, w e control w hat the audience sees and the num ber of
perform ers and objects show n in the different shots. Points or m om ents of
em phasis in a story, can be governed by approaching or m oving aw ay from  our
m ain subjects.

W ith the second device, w ithout ham pering the free m ovem ent of our
perform ers w e im pose a m easure of control on the recording process of that
m otion.

The shot
N ow , let us define w hich are the gram m atical tools of the film  language. First of
all w e have the shot.

The length of the shot or take is lim ited only by the am ount of film  that can
be exposed in the cam era w ithout reloadingɇ say, four, ten or thirty three
m inutes. The shot can be used in its entirety in an uninterrupted flow , or broken
up into sm aller strips of film  to be intercut w ith other shots. A  staged event can
be shot repeatedly, in w hole or part from  the sam e or different positions.
G enerally, w hen the scene does not play too w ell the repeat shots are taken from
the sam e position. C hanges of cam era position are used m ore conciously, to
allow  the film  editor to cross-cut.

M ovem ent
D uring a shot the cam era can rem ain fixed, or it can pan (sw eep horizontally on
its axis), or it can tilt (pivoting either up or dow n) or it can travel at different
speeds attached to a m oving vehicle.

It can record sim ple or com plex events. It can m ove supporting the action that
it records.

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

D istances
The gradation of distances betw een the cam era and the recorded subject can be
infinite. A ctual practice has taught that there are five basic definable distances.
They are know n as:

close up, or big close up close shot,



m edium  shot,
full shot, and
long shot.

H ow ever, these denom inations do not im ply a fixed m easurable distance in each
case. The term inology is quite elastic, and deals m ainly w ith concepts. It is
obvious that the distance betw een cam era and subject is different betw een a
close shot of a house and close shot of a m an.

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

FIG URE 3.1 Close up. FIG URE 3.2 Close shot.

Through actual practice it has been discovered that the hum an figure has
Ɋcutting heightsɋ from  w hich pleasing com positions can be obtained, w hether
one or m ore bodies are show n on the screen.

These cutting heights are: under the arm  pits,
under the chest,
under the w aist,
under the crotch, and under the knees.



FIG URE 3.3 M edium  shot. FIG URE 3.4 Full shot.

FIG URE 3.5 Long shot.

If a full shot of the hum an figure is fram ed, the feet of the subject m ust be
included. C utting above the ankles w ill not give a pleasant com position. Figure
3.6 illustrates the diverse cutting heights.



Types of editing
There are three m ain w ays in w hich a scene can be edited:
1 A  m aster shot registers the w hole scene. To avoid m onotony, there are several
techniques for editing Ɋw ithin the film , fram e or Ɋin cam eraɋ.ɋ
2 A  m aster shot is intercut w ith other shorter takes. These other takes cover
fragm ents of the scene from  a different distance or introduce subjects in another
place, and are intercut into the m aster shot to provide em phasis on key passages
of the scene.
3 Tw o or m ore m aster shots are blended together in parallel. O ur point of view
alternates from  one m aster shot to the other. B y using any or all of the three
m ethods w e can cover a sequence. A  sequence envelopes a scene or a series of
related scenes that have a tim e and space continuity. U sually a sequence has a
beginning, a m iddle and a conclusion. This conclusion ends either on a high
point or a low  point or a low  m om ent of intensity of the story.



FIG URE 3.6 Types of shot

Visual punctuation
Sequences are joined together by tw o types of punctuation:
1 A  straight cut.
2 A n optical.
In a straight cut the transition is visually abrupt. The several w ays of achieving it
w ill be discussed later on. In the case of an optical, a fade out, fade in, dissolve
or w ipe, can be em ployed to obtain a sm ooth visual transition.

Scene m atching
In m atching scenes the follow ing three requirem ents m ust be satisfied. It is



necessary to m atch:
1 The position.
2 The m ovem ent.
3 The look.
The m ovie screen is a fixed area. If a perform er is show n on the left side of the
screen in a full shot, he m ust be on that side if there is a cut to a close shot
placed on the sam e visual axis. If this rule for m atching the position is not
respected, aw kw ard visual jum ps on the screen w ill result, so that the audience
has to sw itch attention from  one sector to another to locate the m ain character
w hose adventures they are follow ing. This is both annoying and distracting. The
spectator m ust be given a com fortable eye scan of the shots w ith a constant
orientation that allow s him  to concentrate on the story (Fig. 3.7).

FIG URE 3.7 The central subject of the scene should, in norm al cases, be kept in the sam e fram e
position, as in the first exam ple, w hen m aking a cut from  one shot to another.



For this purpose the screen is usually divided in tw o or three vertical parts, in
w hich the m ain perform ers are placed. A ll position m atching is done in any or
all of these areas.

M atching the m ovem ent has a sim ilar logical base. D irection of m ovem ent
should be the sam e in tw o consecutive shots that record the continuous m otion
of a perform er otherw ise the audience w ill be confused about the supposed
direction of m ovem ent (Fig. 3.8).

FIG URE 3.8 M ovem ent is of a sim ilar kind and in the sam e direction in the first exam ple Illustrated.
The audience follow s the m otion of the subject easily. But if the direction of m ovem ent is suddenly
reversed in the second shot, there w ill be confusion as to w here the subject is going.

M atching the look is the third requirem ent to be taken into account w hen
assem bling shots w here players appear individually or in groups. M atched looks
on the screen are alw ays opposed. Tw o subjects w ho exchange looks, do so in
conflicting directions, as show n in Fig. 3.9.



FIG URE 3.9 W hen tw o people face each other, their glances are in opposed directions.

If the actors are fram ed in separate shots, this opposition in directions m ust be
m aintained for a proper visual continuity.

FIG URE 3.10 If both players are featured in separate shots, their glances should still be in opposed
directions.

If both players w ere looking in the sam e direction in both shots, they w ould
logically be looking at a third person or object, and not at them selves, as
dem onstrated in Fig. 3.11.



FIG URE 3.11 W hen both players look in the sam e direction, they are not looking at each other, but
at som ething or at som ebody else.

W ithout this opposition of glances, scenes becom e w eak and som etim es
m eaningless.

O pposed glances
Establishing and m aintaining a constant opposition in the direction of a look
exchanged betw een tw o players, can be achieved very sim ply. The only requisite
is that their heads face each other. The physical distance betw een them  is
unim portant. If a player m oves to a position w here he now  has his back to his
fellow  player, the opposition of looks is m aintained as he periodically glances at
the other person over his shoulder, or if after a m om ent, he turns to face his
interlocutor again. In a group of three, one of them  is the arbiter of attention.
W hen one of the actors speaks, the other tw o look at him . A s the interest shifts,
one of the players looks to the new  centre of attention, m aking an effective and
clear change for the audience to follow . See Fig. 3.12.



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

In the first exam ple in Fig. 3.12 attention is centred on player A , and in the
second illustration the interest is on perform er C . W e m ust see the arbiter of
attention, subject B  in this case, m ove his head from  one side to the other, to
guide the audience in follow ing the displacem ent of the point of interest from  A
to C .

This also happens if w e fram e each player in separate shots. Interest in a
scene can be destroyed by allow ing the players to look at the w rong places, in
tw o or m ore directions. W e m ust guide the audience, not confuse them  (Fig.
3.13).



FIG URE 3.13 In the first exam ple tw o players concentrate on the person in the foreground, w ho
thus becom es the dom inant one. In the second case, B looks in another direction, draw ing aw ay
the attention of the audience, w ho are forced to choose and are unable to. Either player C is
Im portant or som ething off screen is really upstaging her. The audience cannot know .

C entre o f interest alternates
W hen large groups have to be presented, tw o possibilities arise:
1 A ll 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 Several groups are present in the scene. Each group has tw o basic centres of
interest. A  predom inant group is chosen.

In the first case tw o subjects are the centre of interest in the group. The
attention of the audience (and that of the rem aining players on the screen) m oves
from  one to the other, and back again. The silent perform ers are the arbiters of
attention. They look in unison at the actor holding the interest, and shift their
looks to the other perform er as the centre of attention is transferred. Som etim es a
third centre of interest is introduced to break the m onotony of continually



shifting betw een tw o points, especially in lengthy scenes from  a single cam era
position.

FIG URE 3.14 Here a large group la seen throw ing attention first on to A and then on G . These tw o
players are the centre of attention in the group, and the silent perform ers decide w ith the direction
of their glances, cast in unison, w hich of the tw o is dom inant at any one tim e.

In the second situation stated above tw o approaches can be applied. In both
the dom inant group is nearly alw ays placed near the cam era.

In the first approach w e have tw o, three or m ore static groups fram ed on the
screen. The one that interests us is located near the cam era.

The other groups are in the background. A ll of them  present closed circles of
interest, being independent from  each other.

Logically, the group closest to us dem ands im m ediate attention, w hile w e are
just conscious of the existence of the others and w ould m iss them  only if



suddenly rem oved.
To stress the foreground situation dram atically the other groups could at a

certain m om ent break the closed circles of attention and turn to look at the
forw ard group.

FIG URE 3.15 W ith several groups of people in the scene, the group closest to the cam era is the
dom inant.

The second approach offers a variant: the foreground group rem ains static,
but the subordinate groups in the background are given m ovem ent across the
screen. Such can be the activity of traffic in a street, or of dancers in a ballroom .

These m ovem ents m ust be inconspicuous, or they interfere w ith the
foreground action.
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T H E  T R IA N G L E  PR IN C IPL E

Basic body positions
A ll dialogued scenes have tw o central players. These tw o dom inant players in a
film  scene can be deployed in a pair of linear arrangem ents:

a straight line com position, and
a right angle relation.

Figure 4.1 illustrates the concept.

W ithin those arrangem ents four body rapports can be assum ed during a
conversation betw een 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  hum an body can assum e one of the follow ing positions:
1 lying dow n (either face up or dow n or lying on his side)
2 kneeling (either the torso straight up, or sitting on the heels, or bent forw ard
w ith the elbow s on the ground)
3 sitting (from  a squatting position to any height afforded by the instrum ent
used to support the body)
4 reclining (either backw ards on a supporting surface or forw ards by using the
elbow s as support)
5 standing (either up or leaning sidew ays using a hand for support)

These body positions m ight be assum ed sim ultaneously by both players or
different body attitudes could be chosen for each. In the later case various
com binations are afforded: different linear com positions, body rapports and
body positions, provide in toto a w ide range of visual presentations, for
dram atically underlining the dialogue of exchange betw een tw o static characters.

It can be said that betw een tw o talking partners a line of interest flow s. This
line has a straight path.



FIG URE 4.1 Tw o players can be deployed in the linear arrangem ents depicted in these illustrations,
either as straight line or a right angle.

Line of interest
The line of interest betw een tw o central players in a scene is based on the
direction of the looks exchanged betw een them . A  line of interest can be
observed from  three extrem e positions, w ithout crossing to the other side of the
line. These three extrem e positions form  a triangular figure w ith its base parallel
to the line of interest (Fig. 4.3).



FIG URE 4.2 The four basic body rapports that can be assum ed by tw o players engaged in a
conversation.



FIG URE 4.3 Basic positions into the triangular m ethod of covering tw o players located on a
com m on line of Interest.

C am era view points for m aster shots, are on the angles of this figure. The
m ain advantage is that each perform er is fram ed on the sam e side of the screen
in each shot w ith player A  on the left side and player B  on the right.

Tw o triangular cam era form ations can be set, one on each side of a line of
interest (Fig 4.5).

B ut w e cannot successfully cut from  a cam era position in one pattern to
another on the other triangular arrangem ent. If w e do that, w e w ill only confuse
our audience, because using tw o cam era positions located on different triangular
form ations w ill not present a steady em placem ent of the players on the sam e
areas of the screen, as m entioned in the previous chapter w hen discussing
m atched shots.

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



the line of interest and stick to it. This is one of the m ost respected rules in film
language. It can be broken of course. The proper w ay to do that is discussed
later.

FIG URE 4.4 Constant screen position for both players is assured by using the triangle principle for
cam era coverage of a dialogued scene betw een tw o static players. Notice how  the girl A is alw ays
on the left side of the screen in the three shots. The young m an B also rem ains fram ed on his ow n
side, the right sector of the screen.

Im portance of the heads
W hen tw o perform ers are standing face to face, or sitting facing each other, it is
quite sim ple to draw  the line of interest flow ing betw een them . B ut w hen the
actors are lying dow n w ith their bodies parallel or extended in opposite
directions, it seem s m ore difficult. Y et it is quite sim ple if w e rem em ber only
that the central points of tw o persons talking to each other are their heads.



FIG URE 4.5 Tw o triangular form ations can be em ployed one on each aide of the line interest. O ne
of them  has to be chosen, excluding the position on the other.



FIG URE 4.6 The tw o incom patible right angle positions relative to the line of interest, position 2
and position 5.

They attract our attention im m ediately, regardless of the positions of the
bodies, because the head is the source of hum an speech and the eyes the m ost
pow erful direction pointers that a hum an being has to attract or direct interest.
The positions of the bodies therefore do not really count, it is the heads that
m atter. Even in situations w here one actor has his back to the other, or they are
back to back, a line of interest passes betw een their heads. In all film  scenes, the
line of interest m ust flow  betw een the heads of the tw o central perform ers.

Five basic variations of the triangle principle
A  straight line com position can be covered visually by using three different
arrangem ents of the triangular cam era principle, w ith the players in a right angle
relation only tw o triangular figures can be applied for visual coverage of the
scene. Let us exam ine each one of these five variants separately.

EX TER N A L R EV ER SE A N G LES. The tw o sites on the base of the triangular
cam era locations (parallel to the line of interest of the scene), provide the three



variations w ith w hich a linear disposition of the players can be covered. The
cam eras placed on those tw o view points can be pivoted on their axis, obtaining
three w ell differentiated positions. Each one of those positions is applied in
pairs. W e m ean by this that both cam era angles on the base of the geom etric
figure assum e identical positioning in their relation to the players covered.

In the first case, both cam era positions on the base of the triangle are behind
the backs of the tw o central players, angled in, close to the line of interest
betw een the perform ers and covering them  both.

FIG URE 4.7 External reverse angles. The cam eras in the tw o positions parallel to the line of Interest
are directed inw ard tow ards the players. Note that the sym bol represents a hum an figureɉ the flat
side Indicates the front of the figure.

IN TER N A L R EV ER SE A N G LES. In the second variant, the cam eras are
betw een the tw o players, pivoted outw ards from  the triangular figure, and close
to the line of interest though not representing the view points of the perform ers.
In either case the rapport is not that of a head-on confrontation, though quite
close to it in effect.



FIG URE 4.8 Internal reverse angles. In this variant the tw o cam era positions parallel to the line of
interest point outw ards, covering each player individually.

W ith the cam eras back to back anyw here on the base of the triangle the effect
represents the subjective view point of the player excluded from  the shot.

FIG URE 4.9 Subjective cam era angles. If the cam era positions are back to back on the line of
Interest itself, they each becom e the subjective point of view  of the player excluded from  the shot.

PA R A LLEL PO SITIO N S. W ith the third variant the cam era sites are on the
base of the triangular figure close to the line of interest, deployed w ith their
visual axes in parallel, (Fig. 4.10) and cover the perform ers individually.



FIG URE 4.10 Parallel cam era positions. W hen both cam era positions have their visual axes in
parallel, they cover each player individually giving us a profile view .

The three situations outlined above can be com bined to m ultiply the cam era
placem ents. Fig. 4.11 show s how  the com bination looks. Seven cam era
view points contained w ithin a triangular figure. A ll positions can be com bined in
pairs to cover both players, except for the internal and parallel sites that cover
each of the subjects individually.



FIG URE 4.11 The three basic variants outlined in the previous figures can be com bined into a
m ajor triangular deploym ent. Thus, varied and am ple cam era coverage is obtained for tw o static
players during their exchange of dialogue.

R IG H T A N G LE PO SITIO N S. W hen the actors are placed side by side in an ɊLɋ
form ation, the cam era view points on the base of the im aginary triangle acquire a
right angle relationship, close to the line of interest passing betw een the players.
In this case w ith the cam era in front of the perform ers.

FIG URE 4.12 W hen the players are placed side by side in an L form ation, a right angle cam era
relationship is assum ed by the tw o sites located on the base of the triangular figure for cam era
placem ent.

The sam e arrangem ent can be placed behind the players, w ith w hich a new
variant for dialogue coverage is achieved, show n in Fig. 4.13.



FIG URE 4.13 The right angle cam era positions cannot only be in front of the actors, but behind.

C O M M O N  V ISU A L A X IS. To cover only one of the players in a m aster shot
w hile fram ing both players on the other, the cam era in one of the tw o view points
on the triangle base, m ust be advanced on its visual axis.

A dvancing on either of the tw o view points (optically or physically) w e obtain
a closer shot of the selected perform er, thus em phasizing him  over his partner.
Fig. 4.14 show s the arrangem ent.



FIG URE 4.14 Advance on a cam era com m on visual axis. To obtain coverage of a single player in
the group, one of the cam eras is m oved forw ard on the visual axis line of either of the tw o
positions on the base of the triangle.

The above m entioned five basic variations are used not only to cover static
conversations of a group of players, but also the m ovem ent of those players on
the screen.

Em phasis by com position
W hen tw o speaking perform ers face each other, the strongest cam era positions to
record their dialogue, are located on the base of the triangle, parallel to the line
of interest. Positions l and 3 of the external reverse cam era arrangem ent, have
tw o im m ediate advantages over the cam era site situated on the apex of the
triangle. They give com position in depth, because from  their view points, the
actors are placed on tw o different planes: one close to the cam era and the other
further back.

The second advantage is that one of the actors faces the cam era, getting our
full attention, w hile the other has his back to us. In theatrical term s, the second
actor has an open body position (face to the audience), w hile the first has a



closed body position (his back to the audience). Therefore the perform er facing
the cam era is the dom inant one.

O n the screen this is accentuated further by the distribution of screen space in
the com position of the shot, as show n in Fig. 4.15.

FIG URE 4.15 Em phasis by com position on the tw o external reverse m aster shots can be achieved
by giving tw o-thirds of the screen space to the player w ho faces the cam era, and the rem aining
third to the one w ith his back to the cam era.

O n norm al screen sizes (3 x 4 ratio) the actor w ho speaks is given tw o-thirds
of the screen space, w hile his interlocutor has only one-third.

If the latter is slightly out of focus, the em phasis on the speaking perform er
w ill be strengthened.

The second position in the triangular arrangem ent is the w eakest of the three.
It view s the actors from  the side (a half-open body position), and pictures them
on the sam e plane and w ith 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, tw o-thirds, space of relationship just described w orks also
w ide screen fram es, as Fig. 4.16 show s.



FIG URE 4.16 The one-third-tw o-thirds space distribution principle is m aintained for visual
com positions on the w ide screen.

B ut a dialogue betw een tw o persons seen in close shots on such a screen
becom es too jarring from  a visual standpoint, due to the great volum es of screen
im age being shifted from  take to take. A  solution can be found how ever. The
screen is divided in three equal parts for com positional purposes. The player
featured in each reverse shot is alw ays put in the central sector of the screen.
This m eans, that player B  is in the centre of the screen from  Position 1, and
perform er A  is in the m iddle of the picture from  Position 3. In Fig. 4.17 the
pictorial com position in the foreground rests heavily on the left and on the right
respectively. The rem aining third of the screen space m ay be filled only by a
background object or busy detail to balance the foreground com position.

A udience attention is thus focused on the centre of the screen at all tim es,
w ithout breaking the triangle principle for the placem ent of the cam era. This
visual solution can be used w ith a norm al screen size com position too, but not
w ith such spectacular results as a large screen affords, especially in close and
m edium  shots.



Types of visual em phasis
N ow  that the w ide screen is in general use m any film  m akers take advantage of
the long rectangular shape to practise adventurous com positional contrasts in
their use of w hat I have called external reverse shots.

The player in the foreground blocks half of the screen w ith his body. U sually,
he is sparsely illum inated, his figure totally in silhouette. The actor facing the
cam era in the background is brilliantly lit, so that the lighter areas shift from  left
to right, and back again, as each alternate reverse shot is used (Fig. 4.18).

The next recourse is to increase the area of the screen given to the player in
the foreground, w ho has his back to the audience and is m inim ally lit. M ost of
the screen space is allocated to this foreground player and a sm all sector of the
screen is left free for you to see the dom inant actor in the background (Fig.
4.19).

FIG URE 4.17 By dividing the screen Into three equal sectors, the dom inant player in each m aster
shot can be placed in the centre of the screen w ithout breaking the triangle principle for cam era
deploym ent. Thus attention is alw ays retained in the centre of the screen.



FIG URE 4.18 A half area of the screen is blocked by the body of the player in the foreground,
w hose back is m inim ally lit, to em phasize the lighter figure in the background.

The device is particularly em phatic, because our attention is centred on a
sm all (usually upper, occasionally low er) area of the screen. R ight and left top
angles of the screen are contrasted from  shot to shot, as the tw o extrem e external
reverse cam era positions are edited in parallel.

W hen an internal and an external reverse cam era position are com bined, som e
film  m akers place the perform ers off-centre in both shots, close to one of the
lateral sides. The em pty tw o-thirds of the screen are filled w ith colour, or inert
shapes that do not interfere w ith the players. Fig. 4.21 illustrates the concept.

O n other occasions a dark area that blocks the sam e tw o-thirds of the screen
in both shots is em ployed to obtain the sam e effect, as seen in Fig. 4.22.



FIG URE 4.19 Here a very sm all upper area of the screen is used to fram e the dom inant player in
each reverse m aster shot.



FIG URE 4.20 In this exam ple a sm all low er area of the screen is used to com pose the key figure in
each of the reverse m aster shots.



FIG URE 4.21 An Internal reverse angle and an external reverse cam era position use pictorial
com positions that concentrate the player in the sam e lateral area of the screen.



FIG URE 4.22 The centre of Interest in both m aster shots is retained on the left side of the picture.
The rest of the screen is darkened to stress the key, w ell-lit area. Director Sidney J. Furte uses
m any com positions of this type in his film s, especially in The Ipcress F ile, The A paloosa and The N aked
R unner.

This technique is also extended to internal reverse cam era positions. These
cam era sites cover each of the tw o central figures individually. B oth players
occupy the sam e screen area in each reverse shots.

Tw o-thirds of the screen in both pictorial com positions are kept em pty (Fig.
4.23).



FIG URE 4.23 Tw o Internal reverse shots are used for this exam ple, and the sam e area of the screen
is em ployed to fram e the players. Note the opposed glances that relate the players to one another
visually.

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

J. G . A lbicocco in the film  Le Rat D ɋAm çrique used the w ide screen to
com pose unusual pairs of external reverse shots. Fig. 4.25 show s how  he fram ed
the players on opposed sides of the screen from  shot to shot.

H e applied the sam e com positional concept to the juxtaposition of internal
reverse shots, as depicted in Fig. 4.26.



FIG URE 4.24 Tw o-thirds of the screen area are used in each m aster shot to com pose the lone
player, leaving Ɍairɍ in front of him  to achieve a pleasing pictorial com position.



FIG URE 4.25 Bizarre w ay of fram ing tw o players for a pair of reverse m aster shots. Its shock effect
can often help to obtain an alienated m ood in the scene.



FIG URE 4.26 Here, the playerɍs face is placed close to one side of the screen fram e, leaving half the
screen em pty behind. This unusual w ay of com posing tw o related Internal reverse m aster shots
brings a special visual enhancem ent to the scene.

Those types of com position quickly grasp attention and tend to distract from
the m ood of the scene. A nd yet, to certain types of situations such as intim ate
love scenes, they bring a strange im balance 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 fram e and the other in the upper
half. Y ou can interchange their locations on the screen in the reverse shot (Fig.
4.27).

FIG URE 4.27 Here, both external reverse cam era positions are directly behind the players, on the



line of Interest Itself. O nly high angles perm it this alignm ent.

FIG URE 4.28 From  the three points of the triangular cam era placem ent figure stem  axis lines on
w hich the cam era can be placed at any distance to cover the tw o 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 w hich the cam era can be placed to obtain
close ups, close shots, m edium  shots and full shots (Fig. 4.28).

W e w ill now  see this principle applied to dialogue scenes involving tw o or
m ore persons. Each cam era position in the triangular layout w ill be used to
produce a m aster shot. The scene w ill be covered in full from  each set-up and
from  at least tw o cam era view points. The intention is to edit these m aster shots
to give full visual coverage.

B efore going on to these form ulas let us exam ine how  the triangle principle
applies to the coverage of a single player.

Triangle principle: O ne person
In a film , as in life, one person can m onologue or dialogue w ith him self. B ut in a
film  the internal thoughts can be m ade audible.



FIG URE 4.29 The direction in w hich the lone player la looking governs the placem ent of the cam era
w ithin the triangular figure, as illustrated above.

The device is used in literature, theatre, and radio transm itted to the present,
past, or future tense. B ut w ith film  the capturing of our inner self is m ost direct,
w hether the internal or external voice of the player speaks, or w hether they
conduct a dialogue w ith one another. W hen the internal voice is heard, the
perform er has his lips closed. H e m ay react facially but there is no lip
synchronization. The internal voice can be replaced by the rem em bered or
im agined voices of the protagonist.

A t all tim es the direction of his gaze dom inates the visual presentation of the
lone player. A  line of interest extends betw een his eyes and the object gazed
upon. O nce this line of interest has been established, the triangular cam era
placem ent principle can be applied. Even if w e are not show n the object he is
looking at, or he stares into space. The subject need not rem ain staticɇ he can



w rite, paint, or be engaged in a m anual activity, all w ithout m oving from  a fixed
place. The direction of his gaze becom es our line of interest, even w hen his head
is turned sidew ays (Fig. 4.29).

If the lone player is looking straight ahead, our line of interest runs northɇ
south to his body. W ith his head on one side, it extends along an east-w est axis.

If the player looks straight ahead, an east-w est axis cannot be used to position
the cam era. The sense of direction is broken if either reverse shot is used
consecutively. Exam ine Fig. 4.30.

FIG URE 4.30 W hen the lone figure is looking straight ahead (north-south) the triangular cam era
placem ents cannot be in an east-w est direction. The external reverse angles w ill present
conflicting directions of gaze, w hich is incorrect.

Likew ise, if the cam era is on a north-south axis w hen our lone player is
looking sidew ays it w ill not w ork. The direction of his gaze m ust be adhered to
as the line of interest, w ith the triangular cam era deploym ent set parallel.



FIG URE 4.31 W hen the lone player turns his head in a half circle this is covered by east-w est
cam era position. W ith a right angle turn a north-south cam era placem ent w ill suffice.

The direction of the line of interest w ill shift w hen the lone player m oves his
head from  one side to the other and tw o coverages are possible:

1 a head turn of alm ost 180® is covered by the cam era using an east-w est axis:
2 a head turn of 90® is covered by the cam era using a north-south axis.

Fig. 4.31 illustrates both cases, for w hich the triangular cam era coverage m ust be
shifted.



5

D IA L O G U E  B E T W E E N  T W O
PL A Y E R S

V isual form ulae to cover dialogue are few  in num ber-though variations can be
achieved through dress, background, lighting, etc.

The tw o strong cam era positions parallel to the line of interest are those from
w hich m aster shots are m ade to cover the static dialogue. The scene is first
covered partially or in full from  one cam era position, and then repeated from  the
other to be edited in parallel later.

W orking from  the tw o dom inant cam era positions, the follow ing analysis uses
as a basis the five triangular variations for cam era deploym ent exam ined in the
preceding chapter.

Face to face
The m ost sim ple approach w ith face to face dialogue is to use a set of external
reverse angles. W ith the perform er appearing in foreground (w ith his back to us)
in external reverse shots the tip of the nose should not extend beyond the line of
his cheek-w e do not see his nose at all from  such an angle. The one third/tw o-
thirds screen space distribution is basic, although the variants already discussed
in the exam ination of the triangle principle can be used if desired.

Fig. 5.1 show s the classic arrangem ent, w hich is the one m ore w idely
favoured by film  m akers all over the w orld.

A n internal reverse angle can be com bined w ith an external reverse cam era
position. The perform er singled out is the m ore prom inent. Tw o solutions are
available (Fig. 5.2).



FIG URE 5.1 Dialogue be1w een tw o players. This is the m ost com m on fram ing for external reverse
m aster shots of tw o players w ho face one another.



FIG URE 5.2 Tw o com binations of an external reverse angle and an Internal cam era position are
possible.

The next possibility is to cover both subjects individually by using internal
reverse shots. O nly one of the actors is show n in each m aster shot (Fig. 5.3).



FIG URE 5.3 Tw o Internal reverse m aster shots cover the players individually.

N um ber contrast
The com bination of an external reverse and an internal reverse position creates
num ber contrast on the screen. External reverse shots include both players,
w hile internal reverse shots feature only one actor.

Thus w e have the follow ing three positions:

2 perform ers to 2ɇ both m aster shots are external reverse cam era position;
2 perform ers to 1ɇ one m aster shot is external, and the other is internal;
1 perform er to 1ɇ both m aster shots are internal reverse angles.

Perform ers side by side
Tw o players placed side-by-side on a linear arrangem ent, have a com m on sense
of directionɇ both look forw ard. Y et, this is not the direction of our line of
interestɇ that runs across the heads of the perform ers-the direction of their gaze
w hen they look at each other, and of psychological rapport betw een them . Even
if they do not look at each other at all during the w hole scene, if they are in a



w ithdraw n m ood, their heads low ered, eyes shut perhaps, w ith their voices
occasionally breaking a long silenceɇ even then, it is no deterrent to the
subjacent link betw een them .

O ne possibility is w ith external reverse angles (Fig. 5.4).

FIG URE 5.4 External shots applied to a linear arrangem ent for the actors, w here both are looking in
the sam e direction.

A nother m ight em ploy internal reverse angles as seen in Fig. 5.5.



FIG URE 5.5 Internal reverse shots applied to a couple of perform ers sitting on the front seat of a
car.

A  third possibility is the use of parallel cam era positions for a frontal
coverage as Fig. 5.6 show s.

W hen tw o persons are show n in the front seat of a vehicle m oving along a
road, those three side-by-side coverage form ulae find an im m ediate and natural
application.



FIG URE 5.6 Parallel cam era positions covering tw o players placed frontally to the cam eras.

Several variants can be obtained w ith side-by-side positions w here both
players adopt a right angle body rapport. The first is the m ost sim ple, see Fig.
5.7.



FIG URE 5.7 Right angle cam era arrangem ent to cover tw o actors w ho assum e an L form ation.

The next variant is achieved by advancing along one of the cam era axes, so
that only one of the players is featured. Tw o solutions are available, seen in Fig.
5.8.

In the foregoing exam ples, the playersɋ bodies face the inside of the angle
form ed by their figures. Positioned to face outw ards, the three previous solutions
w ould appear as in Fig. 5.9.

In all these right angle, side-by-side exam ples, the players are covered from
the front. A  rear cam era coverage is also possible. Fig. 5.10 show s three
approaches.



FIG URE 5.8 Tw o possibilities for an advancem ent along one of the cam era axes; a close shot of
one of the players is obtained.

Players behind one another
This situation occurs only in very special circum stances: tw o persons ride the
sam e horse, or bicycle, a m otor 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 com er of his eye. The m ost used cinem atic variations, em ployed
to record dialogues in such scenes, are the external triangular cam era
deploym ent and the parallel cam era positioning.



FIG URE 5.9 The players look outside their angular form ation. The three approaches show n all have
a right angle relationship.



FIG URE 5.10 W ith a sim ilar arrangem ent of players as that depicted In Fig. 5.9 the cam era coverage
la now  from  behind.

The situations covered involve the use of a m oving vehicle. This com plicates
the scene because w e m ust theoretically put the cam era on another vehicle
m oving at the sam e speed. Establishing shots (the num ber 2 position in the apex
of the triangle principle) are usually from  a m oving cam era platform . B ut closer
shots of the perform ers riding in the m oving vehicle, are m ore difficult to obtain
w ith precision and safety for those involved. So, for close shots at speed a static
vehicle is film ed in the studio, w ith either back projection or travelling m atte, to
provide a m oving background. Som e obstructions rotated in front of the actors
com plete the illusion. B y resorting to this visual sleight 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 em ployed for
travelling m atte, so that by pointing the players tow ards or aw ay from  the



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

FIG URE 5.11 External cam era coverage for tw o players aligned one behind the other.

The second approach is a parallel cam era coverage. Positions 1 and 3
individually cover each one of the players, w hile Position 2 fram es both players
on the screen (Fig. 5.12).

A n advance on a com m on visual axis can be applied by using positions 1 and
2 or 3 and 2 of the parallel cam era arrangem ent. B y cutting from  shot to shot,
not only is there num ber contrast, but one of the players is em phasized as w ell.

O n other occasions this type of dialogued scene is covered in a single shot
from  a single cam era position, and this position is usually the num ber 2 (apex) in
the triangular cam era arrangem ent.



FIG URE 5.12 A parallel cam era deploym ent to cover tw o players placed one behind the other.

W ord of caution
W hen film ing individual shots of tw o or m ore players, m istakes m ay occur.
W hen the cam era is repositioned on the set, and lens and lights changed and
adjusted, frequently the direction in w hich the player w as looking is forgotten,
especially if the new  shot is a head-on close shot.

A n actor w ho w as previously looking to the left, m ay now  unconciously
deliver his lines looking to the right, thus ruining the sequence.

W hen m aking individual shots of a player engaged in conversation, it is a
good idea to keep the second actor in his form er place, but out of cam era range,
for tw o reasons:
1 it w ill ensure that the cam era is not placed on the other side of the line of
interest;
2 the acting of the player on cam era w ill be m ore natural, since he has som eone
to w hom  his lines can be delivered, instead of addressing them  into em pty space.

If for any reason, the second player is not available w hen the single shots are
recorded on film , a reference point beside the cam era hood (sun-shade) m ust be
given to the perform er.

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



selected for that purpose. Som e technicians prefer to put their clenched fist
against the hood as a reference point. Fig. 5.13 show s the situation.

FIG URE 5.13 The om itted player la kept out of cam era range to ensure proper placem ent of the
cam era position. The actor or substitute B is positioned out of shot to provide the correct
reference point for actress A w hose attention la supposed to be fixed on a definite object or person
w ho m ight have been seen In the previous shot.

Perform ers m ust avoid looking into the cam era 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 a fiction film  players m ay look into the
cam era lens only for a special purpose.
1 The perform er m onologues w ith the audience, as Laurence O livier did in his
film  Richard III. It is a recourse derived from  the theatre, w here players break
the flow  of the scene and address the audience to give their ow n personal view
of the events. It is an accepted convention but can destroy the flow  of a staged
event.
2 A  m ore legitim ate use is w hen the player addresses the audience as a radio or



TV  announcer.
In the first case, the player relates directly w ith the audience. W e suddenly

becom e participants and not spectators ofa staged story. It shocks our feeling of
security in the darkness of the m ovie theatre, w hile in the second instance the
perform er relates w ith another player (show n or not in the preceding or
follow ing shots). That is w hy in the second case the audience accepts the actor
looking straight into the cam era lens as m ore natural. These scenes m ust be used
sparingly, and w ith strong dram atic m otivating. The player need not continually
look into the cam era lens. H e m ay look elsew here, w ith a detached gaze not
particularly fixed on a given point, and suddenly turn to the cam era and look into
it as he delivers the im portant lines of his m onologue, thus stressing that
passage.

C am era distance
Looking back at the exam ples given for the coverage of conversations betw een
tw o players in a film  scene, w e notice three lim itations:
1 A ll the takes w ere close shots;
2 The tw o players had the sam e body level;
3 The cam era had the sam e level in both shots.
Further variations are available. The three points of the triangle principle
generate axis lines on w hich the cam era can be m oved. D ifferent cam era
distances can em phasize a dialogue visually, and afford a livelier presentation of
the scene. In an exam ple involving external reverse angles, Position 3 can be a
m edium  shot, w hile Position 1 is a close shot. Fig. 5.14 illustrates such a case.



FIG URE 5.14 Different cam era to subject distances on a set of external reverse cam era positions.

Likew ise, w hen covering tw o actors placed w ide apart, this difference in
distances is useful to concentrate attention on the m ost im portant of the tw o.

Let us say for exam ple, that in a bare prison cell a law yer questions a
prisoner, and the law yer dom inates the scene. H is questions and the w ay he
w aits for the answ ers are vital to the story, but the prisonerɋs attitude is passively
uncooperative.

C hanges of cam era to subject distance w ould stress this situation by alloting a
close shot to the law yer, and a full shot to the prisoner (Fig. 5.15).



FIG URE 5.15 Different cam era to subject distances on a set of Internal reverse cam era positions.

These distances should be exploited in pairs. N o m ore than four different
distances (tw o pairs) are needed to obtain good results.

For exam ple, half the dialogue scene can be covered w ith a m edium  shot
from  Position 1, and a close shot from  Position 3. The other half of the scene is
then covered w ith a close shot from  Position 1, and a m edium  shot from  Position
3. B y reversing the play of distances in the second pair of m aster shots, an
effective and sim ple though dynam ic presentation is obtained.

C am era and actor height
C am era height influences presentation. In conversation, the lens is usually at the
sam e height as the actors, sitting or standing.



FIG URE 5.18 Both cam era positions are on a level w ith the players they cover.

If an actor stands and the other is sitting, the cam era height can vary for the
reverse shot (Fig. 5.17).



FIG URE 5.17 Suitable heights m ust be selected for each cam era position to accom m odate the
differing heights of the players them selves.

The previous exam ples used external reverse angles. If internal reverse
positions are used to cover the sam e situation (one actor stands, the other sits)
for single shots of each player the cam era is alternately high and low , as if seeing
the scene from  each playerɋs view point (Fig. 5.18).



FIG URE 5.18 Different cam era heights are applied to a pair of Internal reverse shots.

If the cam era tilt is too acute the effect w ill be unreal, since w e norm ally do
not look at other people from  such extrem e low  or high view points. Such angles
should be reserved as shockers to stress im portant story points or special events.
O n other occasions w hen both players are standing, w e can obtain a contrast in
heights by m erely placing the cam era low  in both external reverse m aster shots
(Fig. 5.19).

O ne player can be stressed w ith a different cam era height on the external
reverse shot coverage of tw o players w ho are standing up (Fig. 5.20).

A  line of interest is not necessarily horizontal. W hen one player lies fiat w hile
the other stands or kneels, and using the triangular cam era disposition, Positions
1 and 3 (those close to the line of interest) are near the heads of the perform ers,
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 cam era positions show n in the
diagram .



FIG URE 5.19 W hen both cam era positions are low  they create an Interplay of heights betw een the
players.



FIG URE 5.20 This com bination of a high and a low  cam era position serves to throw  em phasis on to
one of the players.

If the line of interest runs horizontally, obliquely or vertically, the triangle
principle for cam era coverage can be adapted to it.



FIG URE 5.21 A vertical line of Interest is covered by a triangular cam era deploym ent.

Subjects lying side by side
Tw o players lying on the ground, face to face, or both on their backs, can be
covered by a right angle placem ent to feature each actor alternately on the
screen.

The cam era is level w ith the actors on the ground, or fram ing the players from
above, either from  a slanted angle or from  a vertical position (Fig. 5.22).

The players heads are kept in the sam e sectors of the screen. There is, perhaps,
an alternation in heights w ithin the screen. Fig. 5.22 show s (in the illustration
corresponding to Position 1 of the cam era) the head of the m an on the left placed
low  on the screen, w hile cam era Position 2 his head is high on the left. The sam e
happens to the w om an on the right, w ho w ithout abandoning her area of the
fram e, shifts up and dow n from  shot to shot. The higher position in each shot is



occupied by the dom inant player. W ith one cam era placed low er than the
perform erɋs position, there is a reverse play of m aster shots. For this purpose the
players m ust be placed in such a w ay that the cam era has full scope for changing
position above or below  the level of the artists w here the ground slopes aw ay
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 perform ers can lie on a
platform  or over a hole dug in the ground so that the cam era can be placed
com fortably below  their level for one of the reverse shots, especially if an
im m ovable background object is to be included (Fig. 5.23).

FIG URE 5.22 A right angle cam era deploym ent used to cover tw o players lying side by side.

M any film  m akers prefer to shoot such establishing shots on location w ith
surroundings and closer shots under studio conditions subject, of course, to
budget.



FIG URE 5.23 An external reverse cam era set-up to cover tw o players lying side by side: a platform
m ay be used to aid the shooting of one by a low  level shot.

Telephone conversations
Tw o players talking to each other on the phone, are seen in single takes, and
edited alternately to cover the length of their conversation. B ut to obtain the
feeling of a norm al conversation the actors should look in opposite directions
especially w ith split screen sequences.

For the perform ers are film ed separately and com bined in printing w ith
m attes (Fig. 5.24).



FIG URE 5.24 O pposed glances are usually m aintained betw een shot1 of tw o people talking on the
phone.

O pposed diagonals
W hen people talk to each other they do not necessarily keep their bodies erect.

Som etim es the head is unconsciously tilted to a side to express a m ood of
ease or intim acy-an opportunity for interplay of opposed diagonals in com posing
close shots (Fig. 5.25).

This can be achieved w ith any one of the triangular cam era setups already
discussed. W ide screen com positions can also benefit from  this treatm ent. Fig.
5.26 gives an exam ple.

People have particular w ays of standing w hen 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 m ore com fortable position. So, from  the
tw o external reverse cam era positions the players m ay be aligned or there m ight
be a sm all or large lateral gap betw een them .

If the players are perfectly aligned the reverse cam era positions m ust be close
to the axis line form ed by their line of interest, not parallel to the line itself



w hich w ould give a m uddled view  of the dom inant player. A  good result w ill
register a diagonal com position of both bodies on the screen. The tip of the
nearby actorɋs nose should rem ain w ithin the profile. W hen one sm all lateral gap
exists betw een both players, the external reverse cam era positions assum e the
relationship show n in Fig. 5.27.

FIG URE 5.25 An Interplay of opposed diagonals In the com position of the shots can be obtained
w ith any one of the triangular cam era set-ups.



FIG URE 5.26 W ide screen com positions can also benefit from  diagonal pictorial arrangem ents.



FIG URE 5.27 External reverse angles featuring a sm all gap in the alignm ent of the players.

In one of the shots the diagonal com position is m aintained, but in the other
the cam era shoots over the shoulder of the player w ith his back to the cam era.

If the lateral gap betw een them  is w ider (such cases occur w hen an object or
piece of furniture is placed betw een the players), the external reverse cam era
positions assum e a right angle relationship as seen in Fig. 5.28.



FIG URE 5.28 Right angle cam era deploym ents applied to a w ide gap betw een the players.



FIG URE 5.29 Three exam ples w here the positioning of the actorɍs bodies or their direction of travel
appears to violate the triangular cam era placem ent principle. Yet all these exam ples are correct
because they adhere to the line of Interest.

O ften, the opposition of an internal and external reverse shot violates the
sense of direction of one of the players portrayed. N evertheless their use is
correct, since the line of interest is alw ays dom inant (Fig. 5.29).

In these cases the cam era rem ains on the sam e side of the line of interest. It is
the direction in w hich the bodies point from  shot to shot that m akes it appear as a
blunt reverse. In the first exam ple for instance, the legs of one player extend to
the left on the external reverse shot, and to the right on the internal reverse. B ut
bodies do not count, only the line of interest flow ing betw een both heads



m atters, and all these exam ples adhere to this rule. I f both reverse takes are
tracking shots, such as in the third exam ple, the directions of travel appear
opposed on the screen.

Translucent density m asks
The Japanese director K ihachi O kam oto in his film  Ankokugai no Taiketsu (The
Last G unfight), starring Toshiro M ifune, successfully em ployed this daring
technique. The process is not new . D irectors of photography have repeatedly
em ployed filters that fade gradually from  dark to clear, using them  to m ask out
clear skies as seen in exterior long shots to give them  a night effect. In colour
film s som etim es a blue, green or red filter of that type is used for the sam e
purpose. B ut the m asks used by K ihachi O kam oto and photographer K azuo
Y am ada on A gfacolor film  and Tohoscope screen size, w ere translucent density
m asks of a consistent shade, w ith a definite edge to them  that photographed in a
blurr due to the out of focus position of the m ask. These m asks w ere placed
obliquely on the screen and seldom  placed vertically or horizontally, they w ere
used singly or in pairs. The success of the technique w as based on the w ise
criterion w ith w hich it w as applied. B asically they w ere used to enhance som bre
com positions in gun fight scenes. The director seldom  used these m asks on
scenes shot under broad daylight or w here the lighting w as bright. H e kept
m asks of different sizes, changing from  place to place on the screen as shot
follow ed shot, w ithout diverting from  the usual patterns of m aster shot editing.
The m asks w ere changed on an opposition principle sim ilar to those portrayed in
Figs. 5.25 and 5.26. In several instances he kept the sam e m ask for tw o shots in a
row , before shifting to another m ask position. U nm asked shots w ere intercut into
the sequence along w ith the m asked shots. H e even panned the cam era keeping
the m ask on, and did forw ard tracking shots to w hich the m ask conferred a rare
m ethod of isolation as darkness crept around the m ain subject as it w as
approached.



FIG URE 5.30 A sim ple case of a reverse shot w here one of the players 11 reflected In a m irror.

Players reflected on m irrors
M irrors have alw ays fascinated film  m akers. O ne, tw o or m ore m irrors have
been em ployed in a surprising gallery of effects designed to be used w ith tw o
m aster shots edited in parallel.

The m ost favoured effects use only one m irror, in one of three key positions
in relation to the tw o players involved: behind, betw een, or sidew ays to the
perform ers. For exam ple, if the m irror is behind the players, in the first shot one
of the perform ers is placed in the foreground, his back to the m irror, w hile the
second player is reflected in its surface, but is out of shot (Fig. 5.30).



6

T H R E E -PL A Y E R  D IA L O G U E
Several different visual approaches have been evolved for covering three-player
dialogue in a film . There are three basic linear dispositions:
1 a straight line,
2 a right angle or ɊLɋ shaped form ation,
3 a triangle.
Each arrangem ent requires different solutions to bring out its best possibilities.

Regular cases
A s before, for the m aster shots the cam era is positioned close to the line of
interest. It is an easy situation if the three players are in a straight lineɇ each
player m aintains his screen area from  shot to shot (Fig. 6.1).

H ere, tw o players are placed one behind the other, and face the third. B ut they
could be placed on the extrem es of the line, facing in tow ards the central
perform er (Fig. 6.2).

A ll the players are standing. Further variations are possible by having one or
tw o players seated, or at different heights on a m ulti-level stage. These subtle
variations, including different spacing betw een the figures, w ill help disguise the
too form al pictorial com position that a straight line arrangem ent on a plane
setting is apt to give. A n ɊLɋ shaped form ation covered by right angle cam era
positions, w ill also m aintain the sam e regular order of the players in both m aster
shots as in Fig. 6.3.



FIG URE 6.1 Players arranged in a straight line and covered by tw o external reverae cam era
positions; all the players retain their screen area in both shots.

Irregular cases
W hen the players are arranged in a triangle, tw o lines of interest converge on the
dom inant perform er, 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. H e becom es the arbiter of attention. B y turning his head from  the
dom inant perform er to the other, the second person becom es the im portant
character in the scene. This recourse can be applied in tw o w ays:
1 the centre of attention m oves back and forth betw een tw o players. The third
has only a passive role, deciding w ith the m ovem ent of his head w hich of his
tw o com panions predom inates.
2 the centre of attention m oves in a full circle around the triangle of players,
each successively becom ing the centre of attention.



FIG URE 6.2 The three players standing in a C form ation are covered by tw o external reverse
cam era positions. They all m aintain the sam e screen area in both shots.



FIG URE 6.3 An L shaped arrangem ent of actors, covered by tw o external reverse cam era positions,
w here all the players keep their screen area in both shots.

There are three basic form ulas for external reverse cam era shots. They provide
irregular variants because this geom etric arrangem ent of players does not give
each player a steady screen area.

The cam era sites for these form ulas are obtained by selecting tw o of the six
positions depicted in Fig. 6.3A . In the illustration each player, acting as the apex
of their triangular arrangem ent, is given tw o external reverse cam era shots.



FIG URE 6.3a Players arranged in a triangle w ith six poaalble external cam era sites.

Form ula A
The dom inant player, in the centre of the group, rem ains in his place in both
m aster shots, w hile the players at either side exchange positions from  shot to
shot.

In this form ula the three players (placed on a neutral line of interest) are
located precisely betw een both reverse cam era points, w hich give alternately a
rear and a frontal view  (Fig. 6.4.)

This solution is best applied to closely knit groups, w here the intim acy or
bluntness of the situation requires scrutiny of the action and reaction of the



players, divided into tw o sections and featured alternately.

FIG URE 6.4 Form ula A



Form ula B
H ere the perform er 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 tw o players, conversing (along a diagonal line of interest) m aintain
their relative positions and occupy the screen area show n in Fig. 6.5.

C om binations of seated and standing players and different shooting distances
add variety.

Form ula C
The dom inant player, placed on one side of the screen, stays in that area in both
shots, w hile the other tw o perform ers exchange their positions from  take to take.

In Form ula B , the dom inant line of attention flow ed diagonally to the
background, and the arbiting actor w as close to the side of the screen.

In Form ula C  the dom inant line flow s horizontally betw een the tw o players in
the foreground, and the arbiting actor is placed beyond (Fig. 6.6.).

N otice that in all three figs. the order of players (show n above) rem ains A , B ,
C .

The shift in order (show n below ) dem onstrates the effect of the different
form ulas.

External/internal reverse cam era positions
O pposing external/internal reverse cam era positions provide w hat one m ight call
Ɋnum ber contrastɋ on the screen, because the external position covers the w hole
group, w hile the internal placem ent fram es only a segm ent. This can provide
variety in presentation.

Tw o approaches are possible. Fig. 6.7 show s a 3 to 1 num ber contrast.
The .second variation, a 3 to 2 num ber relationship from  shot to shot, is

illustrated in Fig. 6.8.



FIG URE 6.5 Form ula B



FIG URE 6.6 Form ula C



FIG URE 6.7 A 3 to 1 num ber contrast obtained by Juxtaposing an external reverse shot w ith an
Internal one.

FIG URE 6.8 A 3 to 2 num ber contrast obtained by Juxtaposing an external reverse shot w ith an
Internal one.

O nce m ore w e stress the fact that all players need not stand in the scene. O ne
or tw o of them  can be seated, reclining or lying dow n. This w ill add variety to



the pictorial com positions chosen for the scene.

Internal reverse cam era positions
W ith a group of three hum an figures divided in tw o, the 2 to 1 num ber contrast
is added to the range of possibilities for covering a trio of players (Fig. 6.9).

FIG URE 6.9 A 2 to 1 num ber contrast obtained by using tw o internal reverse shots.

Three internal reverse shots can be used to cover, individually three players
arranged in a roughly triangular form . A n external cam era position fram es the
w hole group and m ight serve as an establishing shot-and could be re-inserted
from  tim e to tim e to rem ind the audience of the group as a w hole. O bserve Fig.
6.10.

It is im portant to retain the correct interplay of directions of interest betw een
the actors w here one holds the attention of the other tw o.

Parallel cam era positions
If a group o f three, seen from  dom inant parallel cam era positions, is divided into
tw o units, the players present profiles to the cam era positions.

There is no arbiter of attention, since tw o players face the third w ho



dom inates. N um ber contrast is obtained by this m ethod (Fig. 6.11).

FIG URE 6.10 Individual internal reverse cam era positions cover each of the players in the group
separately; an establishing shot rem inds the audience of the ensem ble of the w hole group.

A n establishing shot encom passes the w hole group, and is traditionally used
at the beginning, m iddle 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 extrem es of the group are in profile and the centre player
faces the cam era (Fig. 6.12).

C am eras on a com m on visual axis show  the w hole group from  the first
position and only the dom inant actor in a closer view . H e m ay 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 com positions.

Pivoting point
Three players can be show n in a film ed scene by including only tw o in each
m aster shot. The person appearing in both can occupy the sam e place on the
screen for both shots or he can be shifted from  one side of the screen fram e to
the other as the shot is changed.



FIG URE 6.11 Parallel cam era pos111ons applied to a group of three persons, Num ber contrast, 2 to
1, is obtained in this w ay.



FIG URE 6.12 Individual coverage of each player in a group of three perform ers achieved by using
parallel cam era positions.

FIG URE 6.13 Tw o cam era sites on a com m on visual line cover a triangular group of three
perform ers. O ne of the shots em phasises the central player in the scene.

The first possibility applies w hen covering an approxim ately triangular



arrangem ent of actors, the other is useful w here actors are placed m ore or less in
a straight line. In both cases one actor provides a pivoting point for the tw o
dom inant cam era positions.

Fig. 6.14 show s a triangular com position w here the centre actor acts as pivot.
In the exam ple exam ined, the scene is established at position 1. Positions 2

and 3 are m aster shots. As in this case, the establishing shot is som etim es
positioned on one of the axis lines stem m ing from  the tw o strong cam era
positions of the triangle principle.

N otice that the dom inant cam era sites are a right angles to each other, and
both include the centre actor (B ) on the sam e side of the screen.

In the preceding exam ple the pivoting actor w as kept in the foreground in
both m aster shots. A  shift in distance from  shot to shot (in one m aster take the
pivoting player is near the cam era and in the reverse shot he is in the
background) w ill w ork sm oothly if the pivoting perform er is kept on the sam e
side of the screen in both takes (Fig. 6.15).

FIG URE 6.14 O ne of the players in the group is used as a pivot to relate tw o m aster shots placed at



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

FIG URE 6.15 In this exam ple the pivoting player shifts from  foreground to background as each
m aster shot is edited in parallel w ith the other w hile keeping a constant screen area.

The actor used as a pivot m ust m ove his head to vary the centre of interest
that shifts from  player B  to player C  in reverse shots.

In our next exam ple the tw o cam era positions are external reverse angles
around the player used as pivot in the scene (Fig. 6.16).



FIG URE 6.16 A set of external reverse cam era 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 tw o 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 show n in Fig.

FIG URE 6.17 Irregular coverage of a straight line arrangem ent of players, w here the pivoting
perform er shifts from  one side of the screen to the other as each m aster shot is alternated in
parallel editing.



In the cases exam ined the pivoting player w as dom inant, as he had an
im portant role in the scene. B ut a passive stance for him  is also possible. In Fig.
6.18 players A  and C  are dom inant. Perform er B  in the centre m ay be just
listening to a heated discussion betw een the other tw o. Y et player B  has been
used as a pivot for the cam era sites, and is featured in both shots, on the left and
right sides of the screen respectively. H is passiveness can be stressed by the
profiled position, eyes dow ncast, purposely to avoid throw ing em phasis on either
of the others. H is role is also m inim ized by being given only a third of the screen
area.

FIG URE 6.18 In this exam ple the pivoting player has a passive role. His figure shifts from  one side
of the screen to the other as the m aster shots are alternated.

N ot only can one actor be used as a pivoting point, but also a cam era position
can be em ployed as such. This pivoting cam era position is an advance on the
sam e visual axis of one of the tw o dom inant external reverse cam era sites,
providing a close shot of the player chosen as the centre of interest in the scene.

A  close-up of the dom inant perform er B  (Fig. 6.19) inserted betw een shots
from  sites 1 and 3 m asks the change in screen position of A  and C  w hen seen
from  the second position.



Em phasizing the centre of interest
W hen a conversation betw een three actors develops in such a w ay as to stress
tw o and reduce the involvem ent of the third, this could be treated in tw o w ays:

FIG URE 6.19 A closer shot of the dom inant perform er is used as a pivoting shot to relate tw o
external reverse shots of the group of three players.

1 Em phasis is applied over a single line of interest;
2 The line of interests in the scene shifts to a crossw ise direction. In the first
approach the line of interest is unique for the three players. Em phasis can be
partial or com plete: partially, if in the first m aster shot the three players are
show n but in the second only the tw o dom inant perform ers, totally by m oving
from  a 3 to 3 group relationship to a pattern of 2 to 2, show ing only the tw o m ain
protagonists.

Partial em phasis



Partial em phasis is possible by using any one of the three basic linear
arrangem ents: a straight line, an ɊLɋ shape or a triangle. Fig. 6.20 show s partial
em phasis being applied to a straight line arrangem ent of players.

A  variant is show n in Fig. 6.21, w here the set of external-internal cam era sites
is m oved to the other end of the straight line com position.

A n ɊLɋ shaped arrangem ent of the players can be easily treated w ith partial
em phasis. Fig. 6.22 gives a sim ple case.

FIG URE 6.20 Partial em phasis applied to a line form ation of the group of three players.



FIG URE 6.21 A variation of partial em phasla applied to the group of three players in a straight line
arrangem ent.

FIG URE 6.22 Partial em phasis applied to an L shaped arrangem ent of players.

For a triangular grouping tw o m ain solutions are available. Fig. 6.23 show s
the first, w here the subdued perform er is placed on one side of the screen.



FIG URE 6.23 The secondary perform er is placed on one side of the screen in this variant of partial
em phasis applied to a triangular com position.

The second variation is obtained by placing the secondary actor in the centre
of the screen in the m aster shot w here all the players are show n (Fig. 6.24).



FIG URE 6.24 The secondary player is placed in the centre of this other variant of partial em phasis
applied to a triangular form ation of players.

Total em phasis
Total em phasis, as w e said before, can be obtained by tw o pairs of m aster shots-
featuring three, and tw o players respectively. A ll four cam era positions are
external reverse coverage points of the group. Fig. 6.25 show s a sim ple case.



FIG URE 6.25 Total em phasis 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 perform ers in the group.

A n ordinary editing pattern for these four m aster shots w ould be like this :

B y using that com bination one player is excluded from  the scene in the
m iddle of the sequence, to re-appear at the end.

W hen you cut from  three-person to tw o-person coverage, the cut is m ore
effective if the shot of the tw o players is a reverse of the position w here the three
w ere show n, rather than an advance on the sam e visual axis line. For exam ple:
Shot 1 covers three people. Shot 3 covers tw o. If you are editing shots 1 and 2 in
parallel, your m ove to a shot featuring only tw o players w ill start w ith shot 3
after shot 1, because shot 3 is a reverse of shot 1. Y our editing pattern w ill look
like this:

This is visually m ore effective than if you m oved in on a com m on visual axis
position as depicted in the follow ing editing pattern:



The return from  a tw o-person coverage to three person shots follow s the sam e
rule.

The three irregular form ulas for external reverse coverage of a group ofthree
persons, w here the three are included in each m aster shot, can be treated w ith
total em phasis, w here tw o of their com ponents are selected to be virtually
stressed.

A Ɋnorth-southɋ to Ɋeast-w estɋ change
Exam ples so far have dealt w ith em phasis applied over to a single line of interest
extending from  Ɋnorthɋ to Ɋsouthɋ. If w e em phasize the tw o players located
Ɋnorthɋ, the line of interest w ill shift to a dom inant direction from  Ɋeastɋ to
Ɋw estɋ, excluding the actor placed Ɋsouthɋ.

This new  line of interest can be placed on either side of the tw o players that it
covers, as w e w ill soon see. C am era positions m ust be deployed that allow  a
sm ooth passage from  one line to the other as interest is shifted and tw o of the
players em phasized. A  set of external-internal reverse shots can be applied to
each line of interest, as depicted in Fig. 6.26.

Let us begin by sim ple cases and m ove on to those gradually m ore com plex:

U sing only four cam era positions
The m ost elem entary coverage of a crossw ise change in the direction of interest,
is obtained by using four m aster cam era positionsɇ tw o for each direction o f the
line o f interest. A ll four positions are external reverse angles. The three players
are first show n in a Ɋnorth-southɋ line of interest. O ne of the three irregular
form ulas for external coverage of groups of three persons is chosen to fram e the
players along this line of interest. The shift of interest w hen the tw o players
facing the third, turn tow ard each other is show n from  a north-south cam era
position. This change in direction is very sim ply achieved. Follow ing that, tw o
external reverse cam era positions can cover, and stress, both players on the new
line of interest, excluding the third.



FIG URE 6.26 Tw o sets of external-Internal reverse shots applied to a group of three players to
cover a change in the line of the Interest, w hich shifts from  an east-w est to a north-south coverage.

Fig. 6.27 show s the four cam era positions. Positions 1 and 2 are alternated by
parallel editing, until from  position 1 w e see the change in direction take place in
the line of interest. To em phasize the tw o dom inant players w e alternate betw een
positions 3 and 4 and fram e only them .

If the third actor is to becom e involved again this can be reversed to the
north-south position fram ing the w hole group. A  sim ple editing pattern for these



four cam era positions w ould look like this:
Shots 1ɇ 2ɇ 1ɇ 2ɇ 1ɇ 3ɇ 4ɇ 3ɇ 4ɇ 1ɇ 2ɇ 1ɇ 2
N ote: in the exam ple given the shift of interest w as seen from  site 1. If it had

been seen from  behind the players (site 2) the east-w est cam era sites should be
behind the players. W hy?

R eferring once m ore to Fig. 6.27, the Ɋnorth-southɋ line is covered by
positions 1 and 2, the tw o dom inant reverse angles of the triangular principle for
cam era deploym ent w hose apex is the neutral site 0, the one chosen to establish
the scene.



FIG URE 6.27 A north-south line of interest changes to a dom inant east-w est line of interest. Four
m ain cam era positions are used, and all are external reverse shots. Position 1 is chosen as the
cam era site from  w hich the change in the line direction is w itnessed.

W hen the line of interest shifts to an Ɋeast-w estɋ direction as seen from  site l,
this cam era position becom es the apex of a new  triangular form ation consisting
of sites 3-1-4, and angles 3 and 4 m ust be on the side of the new  line of interest.
So, if the change is seen from  site 2, positions 3 and 4 m ust be on the side of the



line of interest that faces the apex of that new  triangular form ation. Fig. 6.28
show s this.

To return to a Ɋnorth-southɋ direction w here the w hole group is seen, position
2 m ust be used to effect the change in direction. A  sequence using position 2 for
the shift in the line of interest, w ould look like this:

Shots 1ɇ 2ɇ 1ɇ 2ɇ 3ɇ 4ɇ 3ɇ 4ɇ 2ɇ 1ɇ 2ɇ 1
The form ula just described is adm ittedly a bit com plicated to describe, though

once grasped is sim ple to put into practice.

Introducing internal shots
In the cases just discussed all the positions w ere external reverse shots.

B y introducing an internal reverse cam era site, w e have a new  w ay of
covering the group, still using four cam era sites. O nce m ore these m aster shots
are em ployed in pairs.

In such a sequence, position 1 becom es the establishing shot, position 2 and 3
the m ain m asters, and position 4 is a reaction shot.

The conversation begins by alternating Shots 1 and 4 along a Ɋnorth-southɋ
line. In this w ay num ber contrast is obtained on the screen.

W hen the shift to a dom inant Ɋeast-w estɋ line is desired, w e show  it
happening from  position 1, and m ove to an external reverse coverage of the tw o
em phasized players. O ccasionally w e intercut shot 4 w here perform er A  (as seen
in Fig. 6.29) looks on, reacting silently or occasionally speaking. A n editing
order for a typical sequence using this set-up could be like this:

In the first part of the sequence (Ɋaɋ) the dom inant line of interest runs in a
Ɏnorth-southɏ direction, and players B  and C  talk directly to A . W hen players B
and C  tum  to each other to exchange dialogue, A  becom es a silent onlooker, and
thus subordinate. The Ɋeast-w estɋ interest established, this section of the
sequence (Ɋbɋ) uses predom inantly m asters 2 and 3 edited in parallel. M aster 4 is
intercut tw ice to show  the silent reaction of the subordinate player. M id-w ay
position 1 is introduced, (w ith a dom inant east-w est line at w ork) to re-establish
the w hole group. N ear the end (Ɋcɋ) player A  talks as seen from  position 4, and
w e close the sequence from  cam era site num ber 1, w here the players in the



background (B  and C ) turn tow ards A , re-establishing the dom inance of the
Ɋnorth-southɋ line of interest. Fig. 6.29 illustrates the case under discussion.

FIG . 6.28 This line of Interest shifts from  a north-south to an east-w est direction in a sim ilar w ay to
that preceding except that in this case the change is seen from  the second position.



FIG URE 6.29 Four cam era positions are used for this shift in the line of Interest but one of them  is
an Internal reverse shot.

Eight cam era sites are em ployed
The next developm ent is to apply a full set of external-internal cam era positions
to each direction of the line of interest. A s show n in Fig. 6.26, at least eight
cam era sites are brought into play to cover the sequence.

Y ou m ight heighten this 3-person dialogue sequence w ith the sequence using
a com bination of external-internal reverse shots that cover or relate the three
actors (along a Ɋnorth-southɋ line), and then m ove to a set of external-internal
reverse shots that cover only the tw o actors em phasized (on an Ɋeast-w estɋ line),
excluding the third.



FIG URE 6.30 Eight basic cam era positions as described in the text.

Figure 6.30 show s the eight basic cam era positions. The order of the sequence
could be som ething like this:



Shot 1 Players B  and C  in the background talk w ith perform er A  w ho is in
foreground, his back to the cam era.

Shot 3 A  replies. H e looks off screen, right.
Shot 4 B  and C  as seen from  A ɋs view point, look to him  off screen, left.
Shot 3 A  still talking.
Shot 4 B  and C  answ er 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 becom es unim portant.
Shot 5 R everse. C  and B  talk.
Shot 6 R everse. C  and B  talk.
Shot 5
Shot 6
Shot 8 B  is featured alone.
Shot 7 C  is featured alone.
Shot 8
Shot 7
Shot 3 A  re-enters the conversation. H e is facing us, looking off screen, right.
Shot 4 B and C  turn their heads to us to look at A  off-screen left.
Shot 3 A  talks again.
Shot 1 The w hole group again: A ɇ B ɇ C .
Fig. 6.30 show s how  sites 1ɇ 2ɇ 3 and 4 cover the Ɋnorth-southɋ line of

interest, w hile positions 5-6-7 and 8 fram e an Ɋeast-w estɋ shift.
To show  the shift of the line of attention from  N -S to E-W  position 2 is used.

N otice that this differs from  position 4 (previously used to show  the players on
w hom  visual em phasis 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 , w hile from
position 2 these players are seen arranged in the foreground as C -B .

Shot 3, how ever, (an internal reverse position) bridges this anom aly. A nd it
w orks because shots 3 and 4 have a reverse angle relationship, w hile shots 3 and
2 are placed on a com m on visual axis. In fact, Player A  is used as a pivot to
effect the bridge betw een those tw o positions.

If the direction is reversed E-W  to N -S later in the sequence, this is achieved
by using the sam e principle. Shot 3 is once m ore bridged betw een 7 and 4 w hich
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, w hich starts covering a E-W  line and ends as an
extrem e of the N -S line that dom inates again.



A  sequence featuring three persons, em ploying a crossw ise shift of the line of
interest covered by sets of external-internal reverse cam era sites, can be film ed
using few er than the 8 positions given. O nly those positions needed are brought
into play.

In the exam ple just exam ined, the actor excluded by the shift of the line of
interest, w as placed in the centre of the group. The sam e principle applies if you
w ant to exclude either of the other tw o, placed on the base of the triangle.

The tw o previous approaches m ay seem  a bit com plicated to som eone not
fam iliar w ith the w orkings of the triangular cam era placem ent for coverage of
static dialogues. Perhaps it w ill help to fix the sim ple principles just described, in
w hich the line of interest shifts from  north-south to east-w est, if w e keep in m ind
that the cam era positions deployed around the players assum e the form  of a
cross. The tw o em phasized players becom e the arm s of the cross or ɊTɋ figure,
w hile the lone player from  w hom  attention is m om entarily released, is positioned
at the bottom  of the cross or T figure. W hether you use four cam era positions (all
external reverse shots or a com bination of internal-external reverses) up to the
full eight cam era sites, the basic pattern assum ed by the cam era coverage is a
cross or T figure. Tw o sim pler m ethods that cover a playersɋ L configuration are
discussed next.

A sim ple m ethod using three cam era sites
There is a sim ple m ethod by w hich the centre of interest in a conversation
betw een three persons can be em phasized using only three cam era positions.
O ne acts as the m ain m aster shot and covers the three perform ers. The other tw o
positions cover only tw o different sets of actors. These subordinate m asters are
edited in parallel w ith the m ain one.

In this grouping the m ost im portant actor is placed in the centre: player B  (see
Fig. 6.31). W hen she talks w ith C  (an E-W  direction) the relationship is shot 1
and shot 2. Shot 2 is a right angle position in relation to shot 1.

W hen perform er B  turns (this tum  is alw ays seen from  position 1) to talk to A
(a ɊN -Sɋ direction) the relationship becom es shot 1 -shot 3. Shot 3 is a reverse
angle position in relation to shot 1. N um ber contrast is constantly opposed from
shot to shot, as w e cut betw een from  three and tw o-persons. Shots 2 and 3
cannot be edited together in parallel.

A  typical sequence using this solution w ould look like this:



FIG URE 6.31 An east-w est to north-south change of the line of interest achieved w ith only three
cam era sites.

The m arks under the num bers underline the points w here the shift of direction
of the line of interest takes place.

U sing a pivoting shot



A  variation of the previous exam ple w ould m ake use of a close shot of the
central perform er (player C , as seen in Fig. 6.32) to serve as a pivoting shot. This
close shot replaces the establishing shot of the previous exam ple and serves the
sam e purpose: it docum ents w hen the central perform er throw s attention from
one player to the other.

This close shot (1) is the key m aster position in the sequence, and is intercut
w ith tw o subordinate m asters (2 and 3) to cover the dialogue.

O nce again, m asters 2 and 3 cannot be edited together in parallel. A  sim ple
sequence using this procedure w ould be edited like this:

N otice how  the editing order of these shots resem bles the pattern in section 4.
The m arks below  the num bers in the editing pattern given above indicate

again w here player C  in m aster 1, m oves his head from  side to side shifting the
line of interest.

FIG URE 6.32 A player is used as a pivot to achieve a change of direction for the line of Interest in
the scene.



D eliberate om ission
Suppose one of the players is to be deliberately om itted, as w e cut from  take to
take using reverse shot positions giving the apparent illusion that all rules are
broken.

Fig. 6.33 show s an exam ple w here 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 arrangem ent of perform ers.



FIG URE 6.33 A case of deliberate om ission, in w hich one player is hidden by an elem ent of the
dçcor.

A s can be seen, actress B  changes her screen position from  shot to shot, w hile
the tw o actors appear and disappear at opposite sides of the screen. The actor



furthest aw ay in any of the tw o reverse shots should appear in the centre of the
screen, in the background, but the set decoration (in this case the colum ns) hide
him .

W hile w hat w e see on the screen is the follow ing com position:
Shot 1: B ɇ A
Shot 2: C ɇ B

the true com position is really:
Shot 1: B ɇ C ɇ A
Shot 2: C ɇ A ɇ B .

In the follow ing exam ple both reverse cam era positions w ere m oved in close to
the central character in the triangular arrangem ent of the perform ers, changing a
contrast that should be:

Shot 1: A ɇ B ɇ C
Shot 2: B ɇ C ɇ A

into a tw o to tw o relationship, that looks like this:
Shot 1: A ɇ B
Shot 2: C ɇ A

In this w ay players C  and B  are alternatedly om itted, w hile perform er A  shifts
his position from  one side of the screen to the other. D ifferent cam era levels are
used to add variety. (Fig. 6.34).



FIG URE 6.34 In the preceding exam ple the pivoting player w as 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 tw o players is consciously om itted from  each alternate m aster shot.

Sum m ing up
A  brief review  o f the topics covered in this chapter is now  given to underline the
essential points exam ined in relation to dialogues am ong static groups of three
persons. W e have seen that:
1 Three players can be deployed along three linear arrangem ents: a straight
line, a right angle and a triangle.
2 W ith three perform ers engaged in conversation, and w here there are tw o
dom inant centres of attention and a silent arbiter, the actors can rem ain in the
sam e screen sector by em ploying the triangular cam era site principle.
3 A  triangular arrangem ent of players can be covered by fifteen pairs of
external reverse angles. These sets of takes fall w ithin three m ain irregular
form ulas.
4 N um ber contrast can be obtained by com bining an external and an internal



reverse shot, or by using internal reverse shots exclusively. Parallel cam era sites
give the sam e 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 betw een tw o takes w here
the players exchange their screen positions.
7 V isual em phasis can be applied over a single line of interest using external
reverse shots exclusively. This em phasis can be partial or total.
8 The line of interest in a scene can be shifted to a crossw ise direction. Five
different m ethods w ere outlined. In the first three a com bination of external-
internal reverse shots w ere applied, w hile in the last tw o a pivoting player w as
used.
9 O ne of the players can be deliberately om itted from  shot to shot giving the
illusion that all Ɋrulesɋ are broken in the coverage of actors arranged in a
triangular form .
Scope for covering a group of three static persons is w ide enough to offer som e
visual variety.



7

D IA L O G U E  IN V O L V IN G  FO U R  O R
M O R E  PE R SO N S

B asic techniques for the coverage of tw o-or three-person static dialogues are
also valid for larger groups. R arely is a dialogue carried on by four people
sim ultaneously. There is alw ays a leader, conscious or unconscious, acting as a
m oderator and shifting attention from  person to person so that the dialogue
m oves by zones.

In sim pler cases tw o central speaking players are only occasionally
interrupted by the others. In such a group it is m ore pleasant to the eye if som e
stand and som e sit, perhaps in geom etric patterns (triangles are com m on, but
also squares and circles). If som e are m uch closer to the cam era than others it
adds to the illusion of depth.

There is a very subtle w ay of putting em phasis on any person w ithin a group.
In the theatre this technique is know n as occult balance. A  group of sitting
people is balanced by a standing figure. The reverse is also true (Fig. 7.1).

The use of lighting patterns is also im portant w hen covering a group.
C onventionally, light on the m ain characters is stronger w hile all the others
receive a subdued illum ination that keeps them  visible but subordinate.

The variations applied to groups of tw o and three persons w ill now  be show n
in a com prehensive pictorial coverage of four persons or m ore.

Sim ple cases
If both the w hole group and the centre of interest m ust be covered visually this
presupposes at least tw o basic m aster shotsɇ one fram ing the group full view ,
the other a close shot of the m ain actor/s. Som e exam ples:



FIG URE 7.1 The principle of visual balance In action. A standing player can balance a group of
seated perform ers, and vice versa.

1. U sing a com m on visual axis
Tw o shots on the sam e visual axis are intercut alternately. This serves to cover a
conversation in depth. W hen players B  and D  talk (see Fig. 7.2) Shot 1 is used.
B ut w hen B  turns to C , w e m ove in to close Shot 2 and back again to Shot 1 as D
cuts into the conversation and then, turning, m akes a com m ent to A . If players A
and D  have their backs to us they throw  audience attention on to perform ers B
and C , but if A  and D  turn to face us, they them selves becom e the centre of
attention.



FIG URE 7.2 A group Is covered using tw o m aster shots arranged on a com m on visual axis. In one
of them  the w hole group Is fram ed, In the other the centre of Interest of the group la visually
em phasized.

A  further variation is for A  and D  to act only as w itnesses to the conversation,
and then only find their facial or body reactions to it are im portant. Shot 1 serves
m erely as a reestablishing shot and is periodically intercut into m aster Shot 2 to
give colour to the dialogue by expanding the group.

2. U sing a right angle cam era site
Figure 7.3 show s another variant. The purpose here is sim ilar to the previous
case. Either a dialogue betw een all the perform ers and the tw o central ones can
be covered, or a discussion betw een A  and B  is w atched by the rest of the group.
The variation is in the use of a right angle for the cam era position of the closer
second shot.



FIG URE 7.3 The right angle cam era arrangem ent used here covers the w hole group and its centre
of attention.

G roups arranged round a table
G roups of people around a table are com m on in film  scenes. W ays have been
found to present them  clearly to the audience. The triangular cam era placem ent
principle is valuable for solving m any tricky script situations in this type of
scene. O nce m ore the tw o extrem es of the centre of interest dom inate in the
scene.

C ase A
The visual axis and right angle sites outlined above can be used together to cover
tw o im portant actors in a group by giving them  individual attention (Fig. 7.4).



FIG URE 7.4 Coverage of a group w here the tw o central players are em phasized by individual shots.

The procedure is sim ple. Shot 1 show s the w hole group. A ctors A  and B  are
the centre of attention. Player A  addresses the w hole group. W hen he turns his
attention on B , cut to Shot 2, w here A  speaks his lines to B  off screen. N ow  cut
to Shot 3, to show  B  replying. Then cut back to shot 2 w here A  replies to B , and
again to Shot 3 w here B  m akes his point clear.

N ow  w e reestablish by going back to Shot 1 to show  the group reacting. If A
and B  speak to one another again, w e m ay cut once m ore to an interplay of their
individual shots and then return to the full shot num ber 1 to hear the com m ents
of another in the group.

C ase B
In Fig. 7.2, 7.3 and 7.4, the second cam era w as placed closer to the group, thus
excluding som e actors from  the shot. In Fig. 7.5, the cam era distance is the sam e
in both positions.



This right angle set up creates on the screen a visual rule sim ilar to one of the
three irregular form ulas em ployed for covering roughly triangular groups of
three. W ith the second cam era on the left, the first actor on that side in position 1
shifts to the right in position 2. O ther actors rem ain in the sam e order:

Shot 1: A  B  C  D  E
Shot 2: B  C  D  E A

W ith the second cam era on the right, the reverse occurs: the first actor on the
right in Shot 1 m oves to the left in cam era position 2.

Shot 1: A  B  C  D  E
Shot 2: E A  B  C  D

G roups of four and five persons can be visually covered using these right angle
cam era sites.

C ase C
A  group of five persons covered by external reverse angles, although adhering to
the sam e rule, offers a slight variant that is sim ple to define. Fig. 7.6 show s tw o
possibilities for the sam e exam ple. In one of them  the line of interest flow s
betw een players C  and E, and in the other betw een C  and A . The tw o actors on
the opposite side of the line of interest shift from  one side of the screen to the
other and interchange positions, w hile the others m aintain the sam e order. W here
players C  and E dom inate, the coverage is as follow s:

Shot 1: A B C  D  E
Shot 2: C  D  E B A



FIG URE 7.5 Irregular cam era coverage, w here a player at one extrem e of the fram e area shifts to
the other side as the shot is changed. The rem aining group m aintain the sam e visual order on the
screen.

In the instance w here C  and A  dom inate, the form ula is reversed:



Shot 1: A  B  C  D  E
Shot 2: E D  A  B  C

Study Fig. 7.6 and you w ill see how  the form ula w orks for diagonal lines of
interest.

FIG URE 7.6 A group w ith a diagonal line of interest covered by external reverse shots obeys the
visual rule show n. The tw o players not involved in the line of interest m ove 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.

C ase D
In our next case, external reverse angles are also applied to a group of persons
seated at a table, but w ith different results.

The im portant conversation is betw een B  and C  (Fig. 7.7). O ur cam era
positions are concentrated on one side of the line of interest generated betw een
the tw o central actors.



FIG URE 7.7 W hen the dom inant players are placed In the centre of the screen for an Interplay of
external reverse shots, the players on the extrem es of the fram e change position from  shot to shot.

N otice how  actors A  and D  exchange sites on the screen in the reverse shot,
w hile in the centre of the screen B  and C  alw ays rem ain in their sectors.



Subdividing the group
So far, w e have applied external cam era positions to m edium  sized groups.
Internal reverse cam era sites, on the other hand, can divide the group, oppose its
parts and achieve a visual interplay w here num ber contrast adds variety to the
screen im age.

This division can assum e three basic form s:
1 an actor is opposed to the rest of the group;
2 the group is split into tw o equal or unequal portions;
3 and the subdivision produces several groups.
In each, an establishing shot is needed (conventionally, at least) to open the
sequence and m ay appear again in the m iddle and at the end. Fig. 7.8 show s the
first variant. W ith tw o internal reverse cam era positions w ithin the group, one
player is placed in opposition to the others.

In a short dialogue the sequence could be edited:
Shots 1ɇ 2ɇ 3ɇ 2ɇ 3ɇ 2ɇ 3ɇ 1

A  longer one:
Shots 1ɇ 2ɇ 3ɇ 2ɇ 3ɇ 2ɇ 3ɇ 1ɇ 2ɇ 3ɇ 2ɇ 3ɇ 1



FIG URE 7.8 The group is subdivided, and the dom inant player Is placed in opposition to the rest of
the group.

The actors m ay, 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) as internal reverse angles.
The next developm ent involves subdividing the group into tw o sm aller units.

A n even num ber of players m ay appear as tw o sets of equal parts on the screen,
but this is not as interesting as having different num bers in each section as in



Fig. 7.10.

FIG URE 7.9 W hen a group Is subdivided, and the dom inant player is opposed to the rest of the
group, different body levels can be assum ed by the players w ithout reducing the effectiveness of
the visual form ula show n.

The editing principle is sim ilar to the preceding one: an establishing shot can
start the sequence, w e then m ove in to internal reverse cam era positions at right
angles to that. For a w hile these tw o closer shots are intercut and finally there is



a return to the first cam era position.
The next developm ent is com bining 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 m eans of the internal
reverse angle (Fig. 7.11).

G eom etrical patterns
A  group m ay be assem bled in one of m any geom etrical shapesɇ a circle,
rectangle, square, triangle, etc., or an am orphous shape w ith no clear pattern at
all. B ut the screen com position is governed by the floor plan distribution and the
heights of the players. B oth present balanced screen com positions. The floor
plan distribution determ ines the plane in w hich each player is view ed. The other
variable refers to their positionɇ lying, seated, reclined or standing up. The tw o
factors com bined give com position in depth, as opposed to a flat arrangem ent.



FIG URE 7.10 The ensem ble is subdivided into tw o sm aller groups, and the resultant m aster shots
are edited in parallel.

Som etim es dom inant geom etrical shapes are applied only to central
characters, allow ing a loose pattern to supporting figures.

In the triangular com position for dialogue (Fig. 7.12) for exam ple, the first of
only tw o cam era sites view s the w hole group but em phasizes the apex of the



Ɋtriangleɋ. The second fram es only the tw o players on the base of the triangle.

FIG URE 7.11 The group, In straight line arrangem ent, Is covered using an external and an internal
reverse shot.



FIG URE 7.12 The group of players covered In Shot 1 has a dom inant triangular form ation. The
reverse shot conform s to one of the irregular rules applied to this form  of arrangem ent, using
internal reverse shots.

Several opposed sectors
In a group distributed in three or m ore sectors, using establishing and internal
reverse shots, the dialogue coverage is sim ilar to single shots of three persons in
a triangular form ation except that here, from  som e angles, m ore than one person
is fram ed. (See Fig. 7.13 for a three-sector group covered by four cam era sites.)



FIG URE 7.13 A progressive change of interest m oving in a circle.

A  sequence using this principle, could be edited as follow s:
Shot 1 W hole group is established.
Shot 2 Perform er C  throw s attention to the left.
Shot 3 Perform er A  and B  talk to C  off-screen.
Shot 2ɋ C  replies and m oves his head to right.
Shot 4 Perform ers D  and E reply to C  off-screen.
Shot 2ɏ C  replies.



Shot 4ɋ Perform ers D  and E reply and then m ove their heads, and instead of
looking to the left w here C  is off-screen, they now  look off-screen right.

Shot 3ɋ Perform ers A  and B  looking off-screen left, reply to D  and E.
Shot 4ɏ D  and E reply. Still looking off-screen right.
Shot 3ɏ A  and B  end talking to D  and E off-screen left, and turn their heads

right, tow ards C , w ho is out of the screen on that side.
Shot 1ɋ W hole group. Perform er C  is again dom inant. The other four players

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

The m ultiple plane arrangem ent has endless variations. O ne, for exam ple,
(illustrated in Fig. 7.14) deals w ith triangular arrangem ents of six players,
com posed in depth. The w hole group is established in the first m aster shot. O f
tw o vertical triangular form ations 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. C am era sites 2 and 3, fram e these triangular form ations separately
but parallel. Site 4, at right angles to 2 and 3, fram es the seated foreground
figures in a triangular com position.

In this group the dom inant players are sitting in the foreground, w hile the
subsidiaries stand.

A  further variation is to split the group in changing patterns, ie: the w hole
group is established and then broken up in three parts, each covered by different
cam era set-ups. A fter returning to the establishing shot they are seen again in
other, closer, shots. B ut this tim e the group has been divided only into tw o parts,
presenting visual arrangem ents that differ from  the previous three m aster shots.
A  step further is to m ingle these five m aster shots into a free-form  editing
pattern, w here the establishing shot picks up the w hole group again from  tim e to
tim e.



FIG URE 7.14 A large group subdivided Into triangular pictorial com positions for each of the m aster
shots.

H andling large groups



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

M aster 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 sim ple. U se a player as pivot in tw o m aster shots (or in a
reestablishing take) to clearly indicate the change of direction w hen he m oves
his head from  one centre to another.

M ost film  m akers prefer sim pler situations or, if faced w ith such a com plex
set-up, m ove the cam era or the players during the sequence to sim plify the
problem . The m easure of a good director is seen w hen he handles such a
com plex dialogue situation using only static cam era set-ups, w ith a m inim um  of
m ovem ent for the players and then only w hen strictly necessary for the
requirem ents of the story. A lfred H itchcock 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 w here an elderly w om an specializing in ornithology puts the
w hole event in doubt. N otice how  M elanie D aniels, the barm an, the law yer, the
lady ornithologist, a m other w ith tw o children, the cook, the w aitress, the
travelling salesm an, the local barfly and a sea captain, are all involved in a
conversation that covers a w hole reel of the film  (around 8 m inutes). H itchcock
handles them  separately or in groups using static cam era set-ups.

A perform er faces an audience
O n m any occasions in film s there is a need to present the central protagonist
facing a crow d. Perhaps he is a flight instructor talking to a group of pilots, or a
football coach addressing his team , or a politician addressing a crow d or,
perhaps, a m usician perform ing for an audience. The size of the crow d does not
m atter, there are tw o w ays of dealing w ith itɇ to treat it as a single group, of an
im personal nature or, to treat it as a series of sm all groups related to the central
perform er.



FIG URE. 7.15 Im personal treatm ent of a large crow d, w here the direction of gaze of the dom inant
player establishes the line of interest. O ne of its sides is chosen for the cam era positions.

In the first case the audience and our central protagonist form  the tw o poles of
attention w ith an im aginary line of interest flow ing betw een them . H aving



chosen one of its sides, the cam era is sited according to the triangular cam era
disposition w here tw o sets of reverse cam era positions (one external and the
other internal) can easily be adopted (Fig. 7.15).

The protagonist stares straight aheadɇ an im personal w ay of dealing w ith his
crow d. In the exam ple here, for instance, he w ill be looking to the left in all
shots.

M em bers of the crow d do not participate individually. N obody stands up and
speaks to our perform er. The crow d (large or sm all) of passive spectators are
there to be entertained or instructed.

If our m ain perform er shifts his gaze from  side to side, answ ering questions
or replying to observations m ade by individual m em bers of the audience, the
cam era treatm ent is sim ilar to the one used for covering triangular groups.

W hen the crow d acquires identifiable faces, it becom es subdivided into
sectors. A ll these sectors radiate tow ard our protagonist w ho can have tw o body
rapports w ith the crow d by being on the rim  of the crow d or in the centre. In the
first case at least tw o groups or a series of sm all groups deployed in an arc face
the perform er. B etw een him  and the individual m em ber of the group, tw o sets of
cam era positions can be located, one external, one internal (see Fig. 7.16).

O ur central protagonist acts as an arbiter of attention, shifting his gaze from
group to group. If the individual players in the audience talk betw een
them selves, m om entarily excluding the central player, w e have a triangular
form ation of centres of interest.

Those people are the ones w ho count, those around them  are secondary and
anonym ous. They serve only to reinforce the im portance of the m ain characters
by looking at them  directlyɇ thus acting as a chorus that stresses any shift in
interest. Fig. 7.17 show s a sim ple sequence w ith the m ain player as centre and
arbiter of attention.

The num bers identifying parts of Fig. 7.17 correspond to the floor plan show n
in Fig. 7.16.

In the exam ple show n, external reverse shots (1-2 or 5-6) establish the locale,
w hile individual close internal reverse shots (all the others) focus attention on
the centres of interest.

If our m ain protagonist faces m ore than tw o groups, shifting his attention to a
third or fourth subject, opposed looks w ill alw ays occur. If both persons are
looking at the sam e side of the screen in individual close shots, they are not
relating to each other, but to som ebody else off-screen.



FIG URE 7.16 Floor plan show ing the cam era positions used w hen lone player facing a crow d shifts
his gaze from  one side to the other changing the direction of the line of interest.

A crossw ise change of the line of interest
A  Ɋnorth-southɋ to Ɋeast-w estɋ change in the line of interest, em phasizing either
the subjects on the stage or those on the audience, can be applied to the tw o
central points of interest located in a crow d.

In the first exam ple in Fig. 7.18 the em phasis is put on the players on the



stage, w ho relate w ith the crow d and betw een them selves. The Ɋeast-w estɋ line
dom inates. The players talk am ong them selves and occasionally look tow ards
the audience, shifting the direction of the line of interest. The crow d is treated as
an im personal m ass.

The second exam ple, on the right of Fig. 7.18, could be a night-club set-up,
w here tw o custom ers at a table are em phasized rather than the lovely fem ale
singer on stage w ho stands in front of the orchestra. W hen the players at the
table talk am ong them selves an ɊE-W ɋ line is dom inant, but w hen they w atch the
singer a ɊN -Sɋ line of interest prevails.



FIG URE 7.17 Storyboard developm ent of the sequence follow ing the floor plan depicted in Fig.
7.16.



FIG URE 7.18 Placem ents for a crossw ise change of direction, either on the stage or on the floor.

Y ou need not, of course, use all the key cam era positions show n on the floor
plans in Fig. 7.18. The num erous editing com binations give adequate coverage
for situations in this category, w ith few er cam era positions.

C row d w ith m ain player at centre
If our m ain player stands alone in the centre of a crow d, she relates only w ith
half of itɇ those in front of her. Those behind have only an indirect rapport w ith
her.

C am era placem ent principles are the sam e as beforeɇ tw o sets of external and
internal reverse shots. In Fig. 7.19 positions 1 and 2 are external; 3 and 4



internal. A s our protagonist is in the centre of the crow d, she acts as a central
pivot around w hom  the cam era can be placed to relate her to the surrounding
crow d (as in Shots 5 and 6).

FIG URE 7.19 The dom inant player stands in the centre of the crow d. The direction of her look
determ ines the line of interest of the scene, and one side of this line is chosen to position the
cam era.

Actors as pivots
W hen dealing w ith exam ples w ith three players, w e explained how  one of those
players could be used as a pivot to assem ble the interplay of m aster shots
covering the group. There w e said that the player used as a pivot could be on the
sam e side of the screen in both shots, or assum e an irregular solution w here he



alternated betw een sides of the screen from  shot to shot. B oth rules apply to a
perform er in relation to a crow d. H e can be placed in the centre of the crow d
(large or sm all) or on the rim . In this exam ple a central perform er is used as a
pivot w ithin a sm all group.

FIG URE 7.20 A central player is used as a pivot w ithin a group to present it as subdivided Into tw o
sm aller units. The pivoting player is used in an irregular m anner, shifting his position from  one
side of the screen to the other.

Fig. 7.20 clearly show s that the central actor is the m ost im portant. The
players facing her in shot 2 are her opponents, and those behind, in Shot 1, are
her friends or her audience. A ctor A  shifts from  right to left on the screen as w e
cut from  shot to shot.

This is a closely knit group and w e are dealing w ith m edium  shots to fram e
the scene. B ut the group behind and in front of actor A  can be larger and further
apart. In that case she truly becom es an island betw een both m asses, and the
cam era coverage is as if for a closely knit group (Fig. 7.21).

Tw o players, dom inant or passive, can also be used as pivots in a scene. Fig.
7.22 show s a sim ple case w here both central perform ers are dom inant and
located in the centre of the group.



A ctors A  and B  do the talking, w hile the others just stand in the background
w atching the m ain actors play out the core of the scene.

If these players are on the edge of the group, the crow d is om itted 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, w hile in Shot 2 only the central
perform ers are featured.

FIG URE 7.21 A sim ilar situation to Fig. 7.20 Is show n here but Involves a larger group.



FIG URE 7.22 Tw o central players in the group used as visual pivots to show  the w hole group
around them . The key perform ers In this instance are located In the centre of the group.

FIG URE 7.23 The tw o dom inant players In the group are placed on the rim  of It. For this reason the
group Is featured in only one of the shots.



W hen the pivoting perform ers have a passive role in the scene, they can be
placed in foreground to help relate a group divided into sectors. These tw o
players alw ays rem ain on the sides of the screen, but the person or persons in the
centre change from  shot to shot. This is achieved by placing both cam era
positions at right angles. Fig. 7.24 show s a sim ple case involving only four
persons seated at a table.

FIG URE 7.24 The tw o pivoting players have, In this case, a passive nature and the dom inant
players appear alternately In the centre of the screen as each m aster 11hot is edited in parallel.

The parallel editing of the m aster shots obtained from  those tw o right angle
cam era sites, allow s a little trickery in shooting the scene.

Tw o groups of players w ho, for som e reason, cannot be present on the stage
or on the location at the sam e tim e, can be related perfectly by arranging tw o
pivoting players in the foreground in both shots. The only requisite is that these
tw o perform ers be available for film ing both shots. In the first take, a group of
persons situated in the centre of the screen talk to som eone off-screen w hose
place is taken by a substitute w ho provides the replies in the conversation.

Later on, a w eek or a m onth afterw ards, the second shot is film ed w ith the
m issing group fram ed betw een the tw o pivoting players in the foreground. The
second cam era site is used. The central players look off-screen, too, but in the
opposite direction to that in the first m aster shot.

W hen, at the editing stage, both takes are com bined (in parallel) the
difference w ill not be noticeable if the lighting has been m atched carefully. This



form ula allow s for further trickery: tw o different sets or locales can be used, one
for each takeɇ producing on the screen an im aginary set w hich is an am algam  of
both.



8

E D IT IN G  PA T T E R N S FO R  ST A T IC
D IA L O G U E  SC E N E S

In any dialogue situation w here actors m ove on but not from  their sites, and there
is no cam era m ovem ent, variety and com prehensive coverage relies purely on a
cutting pattern.

A  m otion picture m ust m ove. Therefore, our cutting pattern cannot alw ays be
the sam e, so there m ust be m ore than one pair of key positions from  w hich
m aster shots are produced.

A  m aster shot (the long take obtained from  a single cam era position) covers a
com plete sequence, or a com plete dialogue. If the actors m ove w ithin the fram e
in that long take, the shot can be self-sufficient, provided that certain rules are
respected. In such a case a shot w ould need no Ɋtoning upɋ by inserting cutaw ays
or closer shots.

In the passive kind of scene w e are concerned w ith now , this w ould seldom
be enough. Such scenes are too static to rem ain visually interestingɇ unless the
situation and dialogue are so full of m eaning and dram atic force that any visual
variation w ould disturb the m ood of the scene.

Except in those cases, a m aster shot covering a w hole conversation w ould be
very m uch enhanced by stressing certain passages w ith close shots or cutaw ays.

A nother solution is to present the scene w ith tw o m aster shots edited in
parallel. B ut generally that is not enough. A s a dialogue builds up in interest w e
tend to w ish to be closer to the perform ers to catch every nuance of m ovem ent
and fleeting reactions in their faces.

In using an editing pattern the sim plest solution is to cover the first half of the
dialogue w ith tw o m aster shots, preferably m edium  shots, and the final part w ith
another pair both close shots.

Approaching and receding patterns
A  lengthy dialogue should have certain peaks of interest and should not dem and
a high degree of concentration throughout otherw ise the effect of a denoum ent is



w eakened and even lost.
This recom m ended peakɇ pattern allow s the audience som e em otional

repose, and they can respond m ore fully to the really im portant passages. The
auditive part of the scene m ust receive a corresponding visual counterpart that
w orks hand in glove w ith the intentions of the dram atist.

The film  director m ust resort to a visual Ɋapproaching and recedingɋ editing
m ethod. The perform ers m ay be presented in m edium  shots, proceeding to close
shots or close ups as peak m om ents are approached, and then again m edium
shots as w e give the audience a rest before building up to the next peak.

This approaching and receding m ethod m ust 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 m ask the m eans being used as a guide to the
audience. The actors could also be m oved from  zone to zone on the set after each
peak m om ent for further variationsɇ but for the m om ent w e are concerned only
w ith static situations.

H ow  a sequence begins
O n the screen w e do not usually begin a conversation w ith the actors already in
their allotted places, have them  say their lines, and cut straight to the next
sequence. W e norm ally record a m ore natural order of events. O ur perform ers
m eet first, then talk, and finally, part. There are variations to this, but not from
this need. O n other occasions, w hen the sequence begins the characters in the
story are already in position and needing no introduction to one another.
N evertheless, w e like to m eet them  visually before w e can listen to w hat they
have to say. W e are then led in to a closer view  for the dialogue.

B ut such sequences seldom  begin w ith the players already on the screen
speaking their first lines from  the beginning of the first shot. There is nearly
alw ays a m ovem ent at the beginning or at the end of the sequence. H ere are six
generic variants w here such m ovem ent lapses into static body positions from
w hich a conversation can be com fortably developed.
1 B oth players enter into cam era range, w alk tow ards us, and stop to talk.
2 O ne perform er is already on the screen, the other enters and stops beside him
and they start talking.
3 In the tw o previous exam ples the cam era w as fixed, but it could have panned
or travelled follow ing 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 w alking up to the couple, giving them  som ething and going aw ay.
The cam era rem ains w ith the our tw o m ain perform ers (or larger group) w ho
w ould then begin to speak.
5 A  panning or tracking m ovem ent that starts on an em pty part of the set and
m oves to one side to fram e the m ain players can also be used to begin the scene.
The voices of the players are heard before their figures are revealed.
6 The opening m ovem ent 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 w e w ould only have to reverse the m ovem ents described above.
It m ust be understood that these opening and closing m otions are an essential
part of the dialogue sequences w here the perform ers stop to talk in a fixed place.

Re-establishing shots
To keep our interest adequately aroused in the situation, w e m ust be rem inded
from  tim e to tim e of the place in w hich the action that attracted our attention is
happening. This presupposes the use, at least once, of a re-establishing shot
halfw ay through the sequence. The shot can serve several purposes:
1 It re-estates the place, rem inding us of the spatial relationship betw een the
perform ers and their placem ent on the setɇ som ething w e tend to forget as w e
concentrate on the closer shots.
2 It serves as a pause in the narrationɇ a visual pause that breaks the saturation
of the close shots accum ulated during the developm ent of the dialogue.
3 It serves to end the sequence, giving the perform ers space in w hich to part or
go aw ay together.
4 If the sequence continues, it serves to m ask a change in editing patterns, or
allow s the actors to m ove from  zone to zone before the new  editing pattern is
introduced.
5 If som e actor is tem porarily excluded in an interplay of close shots that
concentrate on the central perform ers, a re-establishing shot rem inds us of his
presence. If he is not re-established his disappearance w ould be baffling to us,
since w e w ould not have been aw are of his exit.
O f course, there are exceptions to this pattern of establishing shot dialogue in
closer shots-re-establishing shot. W e can start a scene w ith close shots and
establish the locale after a suitable period has elapsed (the opening of the
M asoch C lub sequence in The Tenth Victim , (see Page 6) w here 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. B ut w hat w e can seldom  do is dispose
com pletely of the establishing shot.

Im portance of silent reactions
O ften the silent reaction o f a listening perform er is m ore expressive than the
face of the perform er speaking to him . For exam ple, the sequence starts w ith one
player speaking his first lines, and in m id-speech w e cut to the other listening in
silence, w ith the voice of the first actor continuing. W hen he finishes, the im age
of the second player rem ains on the screen and he then replies. N ow  w e can
reverse the form ula, cutting in the m iddle of his lines to the first m aster shot
w here his partner is reacting in silence. This is a scene tackled in the crudest
form . R efinem ents in cutting the m aster shots to determ ine how  m uch a voice
overflow s into the next shot, or providing a series of m uted reactions to
statem ents from  a player, m ust be dictated by the context of the scene and its
m eaning and position in the story as a w hole.

If one actor is confronted by a group, to w hom  he has a long speech to
deliver, w e cannot effectively sustain interest w ith a single shot of that lone
perform er; w e m ust occasionally insert various silent shots of the listening group
as the voice continues.

H aving outlined the m ost general principles, let us now  get dow n to
particulars by investigating som e current editing practices of static diologues
covered from  fixed cam era positions.

Inserts and cutaw ays
M any 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
w ork is a practice still transm itted from  one generation of film  directors to
another. It allow s screen perform ers to approach the scene in a sim ilar w ay to
their experience in the theatre. The scenes covered tend to be lengthy and the
players have tim e to sink their teeth into their roles and bring out the best in their
acting.

B ut the cam era is relegated to the role of passive spectator and its cinem atic
possibilities are denied to it. M any film  technicians have felt secure w ith this
type of coverage and dreaded experim entation w ith the m ontage m ethod that



breaks the natural tem po of the scene and brings one of its ow n to bear, w hose
rules m ust be m astered by continuous practice in editing.

Early film  directors and editors w ho w ere aw are of the lim itations of such a
shallow  approach, introduced inserts and cutaw ays in their first efforts to break
aw ay from  it. The insert w ould be a shot spliced in to substitute a part of the
m ain m aster shot. It show s a section of the scene fram ed by the m aster shot in
greater detail. A  cutaw ay is a shot inserted on the m aster shot that show s
som ething or som ebody not covered by the m aster cam era position. I f both such
shots are used repeatedly w ithin a m ain m aster shot they them selves becom e
subordinate m aster shots. This approach to static dialogue editing, although
basic, is still useful today.

C ase A
Let us exam ine the use of inserts first. Let us say that w e have a scene w here one
player is explaining som ething to another. There is a m ap on the w all behind
them  (Fig. 8.1). Suddenly, to m ake a point clearer, one of the players indicates a
section of the m ap. If w e cut to a close shot of him  on the sam e visual axis of the
m aster shot, the audience, too, w ill be able to appreciate the point.

W e then return to the form er m aster shot. That sm all shot spliced into the
m aster shot served to highlight a part of the dialogue and its use w as justified. In
fact, it w ould have been a m istake not to avail ourselves of the situation to
present a clearer visual story to the audience.

The next possibility is to m ake the insert shot from  a reverse cam era position.
For instance, a car is on the road parked beside a policem an w ho is adm onishing
its driver. W e cover this dialogue from  a full shot position (see Fig. 8.2). A s the
policem an hands a ticket to the driver, w e cut to a close reverse shot in w hich w e
catch that delivery being m ade. The reverse position in this case affords us a
better view  of the proceedings. N ow  w e return to the full shot m aster shot to
com plete the scene and w itness how  the driver pulls aw ay and the policem an
w atches him  go.



FIG URE 8.1 The insert has the sam e visual axis as the m aster shot.

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



C ase B
A n insert can be used tw ice w ithin a m aster shot. For exam ple, tw o persons
talking as seen from  a m aster shot that fram es them  in full shot. Tw o inserts of
the sam e perform er are m ade w here he reacts silently to the w ords of his partner.
A s these m om ents com e in the m aster shot, the reaction seen in full shot is
substituted by the insert w here that sam e reaction w as film ed in close shot. The
editing order w ould be sim ple:

M aster
Insert 1
M aster
Insert 2
M aster

In such a situation both inserts corresponded to the sam e player, but both
perform ers can be highlighted alternately, by show ing one of them  in the first
insert, and the other in the second.



FIG URE 8.2 The Insert has a reverse angle relationship w ith the m aster shot.

This second insert need not alw ays be placed w ithin the m ain m aster shot. It
can be used at the end of it, to cap the sequence w ith the detail that the insert
affords.

C ase C
A n insert shot is often used as hinge to unite tw o m aster shots. For exam ple:
Three officers are discussing a situation in front of a m ilitary m ap. The m ap is
placed sidew ays to the audience and cannot be clearly seen. W hen one of the



players points to it, w e cut to a close shot of the m ap and the hand of the
perform er roam ing over it. This shot could be from  a right angle cam era
position, and is our insert.

B ut then, instead of returning to the previous m aster shot, w e cut to a second
m aster shot that continues the scene (Fig. 8.3). This second m aster shot can be
m ade from  any one of the points of the triangle cam era disposition for coverage
of a group, and this group can be fram ed in its entirety as before. O r the view
m ay becom e selective and fram e only a section of it.

FIG URE 8.3 An insert is used to bridge tw o m aster shots.

C ase D
In the old days, and in fact in quite recent tim es, especially in A m erica, static



dialogued scenes w ere shot according to a standard procedure:
1 A  m aster shot, (usually a full shot), is m ade of the scene all the w ay through.
2 The ensem ble of players is split in groups, and each group is photographed
repeating the w hole scene from  beginning to end w ith the other players sitting or
standing out of cam era range all through the scene.
3 C lose-ups of every player involved are shot covering the w hole event.
This m eans that the film  editor has a w ide field of selection w hen editing the
scenes, since he has all the lines of dialogue and silent reactions he needs. H e is
the one w ho selects the cam era angles to appear on the screen. I f the director
later w ants to delete som e piece of dialogue or phrase, the editor can do that very
easily, because he has num erous cover shots (inserts and cutaw ays) to choose
from  to bridge the gap w here the w ords w ere rem oved.

C ase E
In scenes w hich are essentially psychological and greatly depend on dialogue,
the perform ance and truthful staging m ust take precedence over the arrangem ent
of the shots. The classical m ethod of shooting the scene, as described above in
case D , is the easiest w ay out, but perhaps not the m ost econom ical. It allow s the
director and film  editor to try several different versions of the scene till they
arrive at the m ost satisfactory.

If the scene has special bits of business w orth stressing visually, the director
shoots them  for the editor to use at the proper tim e in the sequence. Such inserts
can be sim ple facial reactions, the m ovem ent of a hand, the m otion of a
m echanism  seen in detail, etc. In fact, the w ord insert is often synonym ous w ith
close shot. It is not necessary for the film  editor to use them  all, perhaps none
m ay be used in the final version of the scene. B ut a w ise director shoots them
anyw ay to be adequately covered. O n the stage floor, am ong all the rush and
excitem ent of getting the scene on film , the quality of all ideas cannot be
assessed properly, and the final editing pattern m ay not yet, perhaps, have been
decided.

O n other occasions an insert is used to repair technical errors unw ittingly
com m ittedɇ for exam ple, if a piece of film  has been fogged for som e reason or
som eone out of cam era range m oved in front of a light during the shot. Such
errors m ight not be seen until printed, at w hich stage it is perhaps too costly or
im possible to reshoot the scene. A n insert spliced in place of the dam aged spot
of film  often saves the day.



C ase F
Som etim es during the course of a conversation the characters refer to som ething
off screen: a building, an anim al, a vehicle or, perhaps, a person. It is quite
natural then, if the subject involved is really im portant, to splice a shot of it into
the single take that covers the dialogue. That insertion is called a cutaw ay.

M ore than one cutaw ay shot can be introduced into a m aster shot to show  the
different points of interest that the players cover in the developm ent of their
dialogue. For exam ple: tw o persons are standing on a hill talking, w e see them  in
m edium  shot. O ne points off screen to the right. W e insert a cutaw ay in w hich a
far-off building is seen. W e return to the m aster shot of the tw o players. A fter a
m om ent the second perform er turns and points to som ething off screen, left. W e
insert another cutaw ay show ing a distant bridge. Then w e return to the m edium
shot of the tw o actors w here they conclude their conversation and turning, w alk
aw ay to the background. Thus the sequence is neatly resolved, in a
straightforw ard sim ple presentation.

In the exam ple exam ined both cutaw ays covered different subjects. Instead of
tw o different cutaw ays being inserted into the m aster shot, the subject m atter of
both inserts can be the sam e, but the second is a closer shot on the sam e visual
axis as the first insert. R epeating our exam ple, both players are standing on the
hill, talking, facing us. (Fig. 8.4). They look up, off screen, to the sky. W e insert
the first cutaw ay, a tall tree w ith an eagle seen perched on a top branch. This is a
full shot of the tree and the eagle.

W e return to the m aster shot, and m om ents later insert the second cutaw ay, a
closer view  of the eagle on the branch.

The m ethod can also be applied to silent scenes, w here a group, or groups,
w itness som e far off event, or are w atched by another group.



FIG URE 8.4 Both Inserts have a com m on visual axis, and are spliced Into the m aster shot.

C ase G



The next step is to insert m ore than tw o cutaw ays in the sam e m aster shot-
alw ays covering the sam e subject. The form ula is sim ple. The m aster is a full
shot of the m ain perform er or perform ers. The inserts progress from  a full shot
for the first, to m edium  shot for the second, to close shot for the third and close
up for the fourth.

This form ula can be applied to dialogues or silent situations. O ne can recall
tw o exam ples from  w ell know n film s. In M ax O phulsɋ Lola M ontez, Peter
U stinov is seen as the circus m aster perched on a high scaffold, recounting the
life of Lola M ontez to the public. D ow n below  in the arena Lola M ontez (played
by M artine C arol) turns on a m erry-go-round w here several groups of m idgets
represent stages of her life. The take covering Peter U stinov is a static Full Shot,
and is the m ain m aster take. O n it are intercut a series of shots of Lola M ontez
beginning to recall a particularly painful event in her life. A s a pounding sound
increases in the sound track of the film , w e get progressively closer view s of her
on the m erry-go-round, intercut w ithin the shot of Peter U stinov.

The second exam ple happens in A lfred H itchcockɋs film  The Birds. M elanie
D aniels has stepped out of the school building and sits dow n close to the
playground to sm oke a cigarette. U nnoticed by her, several birds began to gather
on the clim bing bars located on the school playground.

The playground is fram ed in full shot, w hile a progressive succession of
closer shots of the girl are spliced w ithin that m aster shot. The scene is played
com pletely in silence, and runs roughly like this:

Full shot. A  lone bird arrives and lands on the clim bing bars. Full shot of
M elanie D aniels sm oking.
Full shot. Several birds on the bars. A nother crow  arrives. M edium  shot of the
girl. She sm okes.
Full shot. N ew  birds arrive.
C lose shot of girl. She sm okes slow ly.
Full shot. M ore birds join the crow s already gathered in on the playground.
C lose up of the girl. She stops sm oking and turns her head to the left to look
off screen.
A  lone bird flying in the sky. The cam era fram ing it in long shot follow s its
flight from  left to right, to show  how  the crow  joins the ranks of birds now
fully covering the m etal construction on the playground.
C lose up of the girl. She reacts frightened.
A ll the shots of M elanie D aniels seated on the bench, sm oking, had the sam e



visual axis.

C ase H
C utaw ays can be tracking or panned shots, as w ell as static setups. For exam ple:
an actress is addressing a group. It is a long speech she is delivering.

W e face her in m edium  shot.
The first cutaw ay inserted in a full shot of the group w atching her silently.
B ack again to her m edium  shot.
The second cutaw ay is a panning shot across the faces in the group.
W e return to the m aster m edium  shot of the actress.
The third cutaw ay is a full shot sim ilar to the first insert.
W e close the sequence by returning again to the m aster m edium  shot w here

she finishes speaking.

C ase I
A  cutaw ay can evoke an event in the past. A kira K urosaw a and A lain R esnais
are tw o film  m akers very adept at this sort of usage. The rem em brance can be
provoked by the subject that dom inates in the m aster shot, or it m ay be a sudden
visualization of the characterɋs inner recollections.

In his film  Rashom on, A kira K urosaw a has a scene in w hich the bandit
(Toshiro M ifune) tells the court how  he recalls the events on the day of the
crim e. There is a particular m om ent that is built like this:

The bandit says he rem em bers having covered a great distance w ith his horse
that day.

W ithout interrupting the verbal narration of the bandit, a cutaw ay is
introduced fram ing the horizon low  on the screen, and on its edge the sm all
figure of the bandit riding his horse is seen traversing the screen.

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

In this cutaw ay to a past event tw o different tim es co-exist briefly on the
screen. The audience accepts this cutaw ay w ithout difficulty because it is
m otivated by the perform erɋs train of thought.

A lain R esnais specializes in the sudden intrusion of the past on the present,
w ithout w arning and usually for a brief flash. H is film  H iroshim a, M on Am our is
full of such exam ples.



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

W ithout w arning, a brief take is inserted show ing in close up the hand of
another m an w riggling in agony.

It is a brief pan shot that m oves upw ards over the prone body of the G erm an.
The w om an looks at her sleeping lover. There is no im m ediate explanation

for that sudden, brief shot. It com es as a shock. It is only later, w hen the part
recurrs several tim es m ore, that w e understand that the hand belonged to her
dead G erm an lover, a soldier in W orld W ar II. It is a m ore difficult for the
audience to grasp the point. O ur first reaction is one of shock, w e do not
understand at all.

A s the experience is repeated w e learn to accept that appearance passively,
w aiting for the explanation that w e are sure w ill later be provided by the author.

C ase J
For how  long should an insert or a cutaw ay be held on the screen? It depends on
the content.

If it fram es a m otion that is em phasized, it should begin w ith the start of the
m ovem ent and finalize w hen it com es to an end. In fact, the length of the shot in
such a case dictates itself. If the m ovem ent em phasized is part of a larger
m otion, the visual rapport betw een the m aster shot and the insert should be
achieved by cutting on the action.

M ore of this, later.
If a static object is the one fram ed on the cutaw ay, or a silent close shot of a

person w ith neutral expression, tw o seconds is enough, or som etim es even too
long. B ut if the silent player giving a passive countenance to his screen
interpretation is listening to a phrase, dialogue or a piece of m usic, this im age
can be easily held up to I 0 seconds w ithout seem ing over-long.

N um ber contrast
W hat I have called Ɋnum ber contrastɋ is one of the m ost useful recourses for
covering long dialogues, since it m asks the approaching and receding visual
pattern of the film  by featuring a different num ber of actors on the screen from
shot to shot. N um ber contrast is obtained by parallel cam era positions in groups
of three and m ore actors, but m ore often m ainly by opposing a reverse external



position to an internal reverse cam era site. This approach w orks w ith groups of
tw o actors and m ore. Its m ost sim ple application w ould be a decreasing contrast
in num bers, such as:

2 players to 2,
2 players to 1,
1 player to 1.

This w ould correspond to a visual pattern of m edium  shots, close shots, close
ups, thus perhaps building to a peak m om ent in the dialogue. The pattern is
reversed to return to the subdued curve of dialogue before m ounting 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 cam era disposition (the establishing shot site) is a full shot, and
the other tw o positions on the base of the triangle figure are close shots, the
extrem e differences in subject distance w ill provide a dram atic introduction and
conclusion to the sequence.

Parallel editing o f m aster shots
W hat is the m ain difference betw een the parallel editing of reverse m aster shots
and the system  outlined before, w here inserts and cutaw ays w ere introduced into
a single m aster take?

Fundam entally, it is a difference of concept. W hile w ith the first m ethod the
scene is covered in full from  a single cam era position, here the scene is divided
in segm ents and each one of those pieces of scene is given a different visual
treatm ent.

W hat the inserts and cutaw ays did for the previous system , the parallel editing
of pairs of cam era positions does now .

Tw o m ajor patterns can be outlined for this new  technique:
1 A n establishing cam era site opens the sequence: a pair of external reverse
shots cover part of the dialogue; a return is m ade to the re-establishing view  of
the group the editing pattern is changed into an internal-external cam era
opposition. The w hole group is re-established once m ore from  a full shot, and a
new  editing pattern is em ployed (internal reverse shots). A  re-establishing shot
closes the sequence.
2 A fter establishing the scene from  a full shot, the different pairs of reverse
shots edited in parallel dovetail sm oothly from  pattern to pattern, using each last



shot of a pattern as the hinge to begin the follow ing editing pattern. Partial
em phasis on a single line of interest or a change from  north-south to east-w est is
achieved w ithout resorting to a re-establishing take, w hose use is m ore sparsely
em ployed.

The order and nature of such editing patterns is decided by the director
previous to shooting the scene, thereby lim iting the role of the editor, w hose
creative labour is now  channelled into controlling the screen tim e for the shots.

It is w ith this m ethod that all the pairs of key cam era positions outlined in
previous chapters com e into their ow n.

Variation A
W ith this technique inserts and cutaw ays are em ployed for effect only, to stress
an object, a spoken line or a facial expression w ithin one or several of the editing
patterns of the sequence.

The film  m aker need not be aw ed by the large num ber of pairs of key shots he
has at his disposal. H e selects and adapts for the needs of his story those types of
com binations m ore suited to his purpose.

Variation B
U sing shots at different distances for variety can be carried a step further (Fig.
8.5).

The four m aster cam era sites show n could be edited in a sim ple pattern, such
as the follow ing:

Shots 1ɇ 4ɇ 1ɇ 4ɇ 2ɇ 3ɇ 2ɇ 3
progressing from  close shots to close ups. To achieve that w e group together

the reverse shots of the sam e 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 follow s a close shot,
reversing the form ula halfw ay through the sequence. The sequence w ill then
becom e as follow s:



FIG URE 8.5 Four key m aster shots that can be used to obtain a dynam ic visual presentation of a
dialogued scene by contrasting distances on the reverse shots.

Shots lɇ 3ɇ 1ɇ 3ɇ 1ɇ 3ɇ 2ɇ 4ɇ 2ɇ 4ɇ 2ɇ 4ɇ
This frequently used variation gives a flashy presentation to a brisk dialogue.

Variation C
H ere is another w idely used variation, applied to parallel editing of a tw o-player
static dialogue. The system  im plies the use of tw o cam era sites placed on a
com m on visual axis to cover one of the players, w hile only one cam era position
is given to the other player. I f you pick tw o key cam era positions to cover a
dialogue, and feel that the conversation is too long, you can m ove forw ard on the
axis of one of the m aster takes to cover the second half of the conversation.

Fig. 8.6 illustrates tw o exam ples w here tw o players are used as pivots in a
group. I f the dialogue is a short one the editing order of the sequence could be:

Shots 1ɇ 2ɇ 1ɇ 2ɇ 1ɇ 2
Since the dialogue is longer, halfw ay through it w e m ove to a closer position on
the sam e axis of one of the m aster shots (thus em phasizing one of the players).
The editing order now  becom es:

Shots 1ɇ 2ɇ 1ɇ 2ɇ 1ɇ 2ɇ 3ɇ 2ɇ 3ɇ 2



B oth exam ples illustrated have subtle differences in num ber contrast w hen the
closer shot on one of the visual axes is introduced in the sequence.

Line of interest-changing sides
W hen a long dialogue betw een tw o persons seated at a table is covered from  one
side of the east-w est line of interest flow ing betw een them , and w e risk
m onotony from  the length of the dialogue itself, w e can m om entarily interrupt
by sw itching to a north-south axis, then returning east-w est but on the other side
of the line. Fig. 8.7 show s the screen com positions and floor plan sites.

The shift in the line of interest can start in any one of the first three cam era
positions. In this case w e have selected the central shot (2), w here no player is
dom inant. The shift of attention is easily accom plished: the players stop looking
at one another and turn their heads aw ay from  us tow ards a point off screen, left.
W e then cut to Shot 4, w here perform er C  w aves a hand to them . C ut to Shot 5
w here both are looking to the left and react to the perform er off-screen. Player C
in Shot 4 m oves aw ay from  the screen after breaking his visual rapport w ith the
actors at the table. Shot 5 again, w here players B  and A  stop looking off-screen
left, and face one another again. W e are now  on the other side of the line of
interest and a reverse angle coverage can be started again.

O ur tw o m ain perform ers have exchanged areas on the screen and this change
goes unnoticed due to the m om entary polar shift. The editing order of this
sequence can be as follow s:

Shots 2ɇ lɇ 3ɇ lɇ 3ɇ lɇ 3ɇ 2ɇ 4ɇ 5ɇ 4ɇ 5ɇ 6ɇ 7ɇ 6ɇ 7ɇ 5ɇ 6ɇ 7

Pause betw een dialogues
Long static dialogues are difficult to sustain visually. They need continued peaks
of attention. B ut such an accum ulation, w ith brief passages of unim portant
things said in betw een, are very difficult to w rite and to say convincingly, for
tw o reasons: The effect obtained is too w ordy, and a logical and natural
transition betw een sections is quite difficult to secure every tim e.



FIG URE 8.6 Three basic m aster shots can be used to cover a large group w here tw o central players
serve as pivots. O bserve the differences in num ber contrast that distinguish both exam ples.



FIG URE 8.7 Crossing a triangular form ation to the other side of the line of interest. A diversion, in
this case a m om entary crossw ise change in the line of direction Is used to achieve the shifting of
the triangular cam era placem ent schem e.

The solution is to do w ithout these bridging phrases altogether, and replace
them  by visual pauses, thus obtaining a flow  of only peak m om ents of dialogue
on the screen.

The visual pause resorted to is one that portrays som ething relevant to the
scene w ithout interfering w ith the contents of the peak m om ents. Let us look at



an exam ple: D avid Lean, at the beginning of his film  D octor Zhivago, m akes use
of that technique:
1 The film  begins w ith Y evgraf (A lec G uinness) looking through the w indow
of his office.
2 Long row s of w orkers enter the hydroelectric plant early in the m orning.
3 Y evgraf talks w ith his assistant rem em bering the hard tim es during the
revolution.
4 A  single shot of people com ing to w ork at the hydroelectric plant.
5 Y evgraf states that he w ants to find a particular girl am ong the w orkers.
6 A  single shot of people com ing to w ork.
7 The girl (R ita Tushingham ) outside Y evgrafɋs office knocks and is received
by him .
The sections num bered 3, 5 and 7 are part of a sam e continuous scene covering
three im portant points in the dialogue. I f they had been film ed as a continuous
scene, the w ords separating the peak m om ents of attention w ould tend to distract
the audience, defeating the purpose of relaying to them  im portant facts about the
story.

V isual pauses are therefore introduced: the w orkers com ing into the plant, as
seen in sections 4 and 6.

In this w ay the peak m om ents of dialogue are isolated and allow ed to sink
hom e. B ut to m otivate the visual pause, and to prevent their being distracting
digressions, their rapport to the m ain personage w as established before in
sections 1 and 2.

Som etim es the nature of the forthcom ing visual pause is previously
announced in a dialogue. R ichard B rooksɋ film  The Professionals has such an
exam ple:

Lee M arvin arrives for the train and is received by M r. G rant him self, the
ow ner of the railw ay. A s they get on the train a w orker points out to M r.
G rant that they w ill have to be m oved into a siding to let an express go by.
The train starts to m ove. Inside M r. G rant describes each of the three m en he
has gathered, thus inform ing the audience and the personages of their m ain
traits and abilities.
The express passes G rantɋs w agon.
Inside the train once m ore, M r. G rant explains his problem  and his plan.

The visual pause used to isolate the peaks of dialogue looked natural because it
w as verbally planted beforehand during an otherw ise neutral m om ent.

Everyday scenes can be covered easily w ith this technique: Tw o people on



the front seat of a m oving car, talking. A s a story point is m ade, cut to . . .
. . . an external shot of the car crossing the road from  side to side of the
screen. C ut again to . . .
. . . the interior of the m oving car w here both players indicate a new  section of
their dialogue.

The technique is sim ple and effective. Its proper use w ill ensure a clear and
sharp developm ent of the story on the screen.

Tim e com pression
There are situations in w hich lengthy dialogue seem s necessary to convey
properly w hat is happening. A nd yet, w e m ay still feel that the scene is too
w ordy, and slow s dow n the rhythm  of the film . There is a solution w hich is very
cinem atic in its results and is alw ays an attention getter. B asically, w hat is done
is to com press the tim e span of the dialogued sequence, specially in its central
part.

The opening and closing parts of the sequence are treated norm aly. Fig. 8.8
gives us a visual idea of the principle.

FIG URE 8.8 The line represents the total length of the scene, out of w hich key passages are
selected and edited together, om itting other fragm ents considered not relevant to the spirit of the
scene. Thus, tim e com pression is achieved.

The line in the illustration represents the real length of the scene. The
num bered segm ents are the ones portrayed on the screen. A s can be seen,
beginning and conclusion are respected, but in the centre significant fragm ents
are selected (2ɇ 3ɇ 4ɇ 5ɇ ) and edited together by a sim ple cut. N o optical
transition joins the fragm ents.

Each fragm ent selected conveys a com plete idea by itself, just that, and a cut
is m ade to the next fragm ent. There is no change in background or location of
the action, only a com pression of tim e.

C ase A



The selection of fragm ents presents the players in different body positions and
parts of the location. A lain R esnais in H iroshim a, M on Am our used this effect
several tim es. W e recall an instance concerning the Japanese lover, w hen he
recounted som e of his experiences to the French actress. Three shots containing
his phrases w ere arranged roughly like this:

The m an lying in bed, talking. A s he com pletes a thought, cut to . . .
. . . sam e background, the m an sitting in bed talking. H is w ords continue the
concept of the form er phrases, cut to . . .
. . . sam e background. The m an standing. H e ends his exposition.

In this w ay the reactions of the w om an w ho listened off-shot, w ere om itted (and
w ith them  her phrases and the resultant answ ers the m an w ould have been
com pelled to give).

The scene gained in conciseness and im pact by om itting unim portant tim e
segm ents.

C ase B
If this technique is applied to tw o people, each shot m ay contain only tw o
phrases, a question and an answ er perhaps and those phrases cover a com plete
thought or idea. The scenes are very brief giving a staccato rhythm  on the screen,
due to the direct cuts w ith w hich the takes have been joined. This m ood is
em phasized by the actors changing sites, body positions, and fram ing in the
picture area.

A  pause introduced in one shot w ould break the m onotony of the staccato
rhythm .

B y presenting the scene w ith a contraction of real tim e, w e have elim inated
the hesitations, repetitions and verbal pauses betw een the peaks of dialogue,
keeping on the screen only the im portant sectors of the scene.

C ase C
The sam e technique can be taken a step further and one of the players can be
periodically replaced in the sequence, as the conversation m oves along a central
them e.

In the French film  W ithout Apparent M otive, J. L. Trintignant, playing the
police inspector, interrogates a suspect. The inspector questionsɇ the suspect
answ ers, after a tim e this pattern is broken by having a second suspect



unexpectedly answ er a question, and then the first suspect answ ers the follow ing
question, and then the second, and then the first till the sequence concludes.
W hat happens is that tw o different interrogations w ere held in the sam e room  at
different tim es. These scenes are edited in parallel to give the audience non-
repetitive inform ation, w hich w ould happen w hen the second suspect answ ers
the sam e questions w ith the sam e results. W ith this approach only the
inform ation that differs as supplied by both is given to the audience.

The scene gained in clarity by a sim ple contraction of tim e.
In M ilos Form an film  Taking O ff, a song called Letɋs G et A Little Sentim ental

is presented as sung in a fragm ented jum pɇ cut m ontage by a variety of girls at
an audition. Each girl sings a single phrase or only a few  w ords, and the lyrics
are continued by the one that follow s. U p to tw enty girls are used to render the
song on the screen.

C ase D
A kira K urosaw a in his film  Ikiru used the sam e technique but in a different
context. The film  begins w ith a group of w om en com plaining in the m unicipal
offices. The em ployee sends them  to another section. B y a series of sw ift w ipes
across the screen a succession of em ployees from  different sectors of the
establishm ent is presented, all saying in their ow n w ay that they are not involved
and referring the w om en to the next office. A t last, the w hole thing com es full
circle, and the w om en are returned to the first em ployee they saw .

O ne of the w om en suddenly gives vent to her indignation on the m an and on
the system  he w orks for.

W hen the sequence begins w e are show n the w om en and the em ployee, but
after he directs them  to the next office and the first w ipe crosses the screen, the
succeeding takes are a series of close shots of the em ployees, w ho, speaking
directly into the cam era lens, give their excuses in turn. The w om en are not seen
or heard during the w hole succession of faces, till the first em ployee reappears.

K urosaw aɋs social com m ent is put bluntly enough by this technique.

C ase E
D avid Lean adopted this m ethod of tim e contraction in D octor Zhivago. B ut his
variation is to use a narrator to express verbally the m ood of the scene w hose
visual parts he contracts. Y evgraf finds Zhivago tearing pieces o f w ood from  a



fence. Y evgraf recognizes him  as his half brother (so his interior voice inform s
us) and follow s him  hom e. There is a short scene betw een Zhivago and the tw o
com m issars w ho are rem oving his books from  his room . The discussion is
interrupted by the arrival of Y evgraf w ho snaps his fingers and disbands the
group of neighbours.

O nce m ore the internal voice of Y evgraf is heard on the sound track, w hile on
the screen Zhivago em braces his step-brother, they eat together, and talk. B ut
only the narrative voice of Y evgraf is heard. Suddenly there is a close shot of
Zhivago w here he says:

ɊN ot liked? M y poem s are not liked? B y w hom ?ɋ A nd over a silent face of
Y evgref his narrative voice on the screen gives the real answ er he w ould have
liked to have m ade but did not.

The scene progresses, w ith the players gesticulating and m oving silently, until
the narrative voice of Y evgraf is once m ore interrupted by Zhivago speaking.

Y evgrafɋs visit is visually reduced to a series of im ages com pressing tim e and
representing only the peak m om ents of their m eeting.

Speeding dialogue tem po
There is a curious phenom enon for w hich I know  not of a valid explanation.
W hen you shoot a scene at a norm al pace and project it later on a sm all screen,
the pace reproduced on the screen equals that of the scene w hen it w as
photographed on film . B ut w hen this sam e strip of film  is projected on a large
screen to be view ed by a large audience, the pace of the scene slow s dow n. This
is a fact to w hich m any film  directors w ill attest.

W ith an action scene, the cam era is undercranked, thus increasing the speed
of the subject w hen, later, the film  is projected at the norm al rate. B ut how  do w e
solve the sam e problem  w hen dealing w ith a static dialogued scene? Speed up
the tem po of the scene to about one-third of the norm al pace.

This m ethod should not be used w hen you w ant to convey m ood, but w hen
the dialogue is of an inform ative nature.

W hen a dialogue scene is speeded up, in this w ay actors tend to speak louder.
If you instruct them  to speak quietly their voice level w ill sound natural in the
finished sequence.



9

T H E  N A T U R E  O F SC R E E N  M O T IO N
If a film  is to possess a sm ooth flow  of parts, there m ust be control, organization
and selection. For control, you m ust consider m ovem entɇ m ovem ent of
perform ers and of the cam era. B oth can describe circular, horizontal or vertical
m otions. The circular m ovem ent of a perform er turning his body on one spot is
equivalent to cam era panning. The horizontally m oving actor, w alking, running
or riding is paralleled by sim ilar action of a cam era m ounted on a suitable
m obile support. O bviously, an actor m oves vertically w hen he rises from  a lying
position or seat, clim bs steps, shins up a rope or is carried up by a m achine. The
cam era can m ove likew ise, and all three types of m ovem ent com bined w here
necessary.

H ow ever, a sensation of m ovem ent can also be obtained solely by cinem atic
m eansɇ w here a person sits in front of a projected m oving background, as for
interior shots of cars, trains, etc. w hich are usually obtained by this m ethod.
A nother case of im plied m ovem ent is w here w e fram e a person in close shot
looking off screen and in the next shot cut to a view  as seen from  a m oving
vehicle.

The person w ill seem  to be inside a vehicle w hich is in m otion, though he is,
in fact, static. (The illusion is reinforced if the actor m oves his head
appropriately.)

Film  as a m edium  has a unique property: a continuous m ovem ent can be
recorded by using only segm ents of the action shot from  different angles. A
significant m ovem ent glim psed by sectors is often m ore livelier and m ore
interesting than one recorded in a single take w hole. B ut it is essential in this
case that all the cam era positions selected to cover it m ust be on the sam e side.
See Fig. 9.1.



FIG URE 9.1 A continuous m ovem ent recorded by several cam eras requires that these cam eras be
placed on the sam e side of the path travelled by the m oving subject.

If the cam era w ere placed on the other side of that line of m ovem ent for one
shot, the subject w ould suddenly be m oving in the opposite direction across the



screen (see Fig. 9.2 placem ents 3 and 6), and these shots w ould not intercut
properly.

FIG URE 9.2 As in the triangle principle, one side of the line of m ovem ent m ust be chosen and
adhered to. Any shots from  the other side of the line of m otion w ill not intercut properly w ith those
previously used because the reversed direction of m ovem ent w ill confuse the audience.

M otion broken dow n
This sectionalized m ovem ent could be fram ed w ith the subject held in the sam e
sector of the screen or entering and leaving the view  covered by the cam era
(frequently such m otions cover only a half-screen area, on opposed sectors), or
by a com bination of both.



Turning, sitting, standing, w alking or running m ovem ents can be covered
from  tw o cam era positions on the sam e visual axis, or by tw o or m ore on the
triangular principle. H orizontal m ovem ent (the m ost com m on) can be across the
screen, diagonally on the screen, from  a neutral direction (com ing straight
tow ards us or going aw ay) and in an arc. A ny change in direction m ust be show n
on the screen, so that the audience is not confused w hen a perform er is suddenly
seen m oving in the opposite direction to that just show n.

FIG URE 9.3 All changes in direction to m ovem ent on the screen m ust be show n to the audience to
keep them  properly oriented at all tim es. Shot 3 In this exam ple accom plishes just that.

For exam ple, if you m ove from  your chair to your table to pick up a book (see
Fig. 9.3), your rising m ovem ent w ould be show n w ith Shot I, your w alking
m ovem ent 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. W e see you turn and go out,
returning to the previous cam era position (2) on your w ay back, and your arrival
at the chair seen from  position 1.

C hanging view  w ith m ovem ent
A lw ays keeping the cam era on the sam e side of the line of m otion is a lim iting
factor. O ften you w ant to cross to the other side of m oving subjects, because
from  there a m ore dynam ic com position or a better view  of the events is
possible. Y ou can do this by inserting cut-aw ays, by using a neutral direction of



m ovem ent, by m aking a perform er indicate the change or by contrasting m otions
in the sam e screen sector.

U sing cut-aw ays
C ut-aw ays m ake the audience forget the sense of direction in the last m ovem ent
show n, so that a new  direction does not seem  unnatural. A n audience w atching a
film  is alw ays w aiting for new  shots. Their attention is so m uch involved that
recent visual m em ory becom es very poor. They w ill rarely rem em ber m ore than
one or tw o shots preceding the one they are w atching. A  m ind busy grasping
story points, does not concentrate for long enough on screen directions to object
to a change brought about by interposing cut-aw ays. A  racetrack sequence, for
exam ple, w here you w ant to cross to the other side of the track for a w ider view
could be planned as follow s:

C ars cross screen from  right to left; m ore cars, right to left, at a diagonal;
other cars cross right to left in front of a crow ded stand; close shot of a clock
giving the tim e; a close shot of a board giving the positions; w ide shot in w hich
the cars m ove from  left to right; closer shot in w hich other cars run from  left to
right.

N eutral direction
A nother solution to the sam e problem  is to use a neutral direction of m otion,
betw een changes of direction of m ovem ent across the screen. In the above case
w e w ould place ourselves on a bridge over the track and film  the cars head on or
from  behind. These takes w ould be inserted betw een the changes of direction
across the screen. The tw o neutral shots could be used together, so that the cars
com e straight at us and pass below  out of the bottom  of the fram e and then
appear from  under us and race aw ay into the distance.

Perform er indicates the change
W here a perform er indicates the change of direction, by turning his head or body
he could be in a m oving vehicle or on firm  ground. The direction in w hich the
perform er looks in relation w ith the m ovem ent of the panoram a across the screen
as the cam era travels past, indicates the true sense of direction of the vehicle.

Fig. 9.4 show s a typical case of a boat navigating a stream .



FIG URE 9.4 The opposed directions of tracking shots 1 and 3 can be properly related by
Interposing a shot of a person w ho Indicates the change. This Indication can be achieved by a
sim ple turn of this personɍs head.

Let us show  the forw ard m otion of the boat on the screen by using only m oving
shots m ade from  the sides-cam era sites 1 and 3.

Site 2 C lose shot of a person facing us. H e is looking off screen, right.
Site 1 The river bank m oves across the screen from  left to right, as the boat

apparently m oves to the left.
Site 2 C lose shot of the person. H e turns his head from  right to left.
Site 3 The river side m oves across the screen from  right to left, as the boat

apparently m oves to the right.
The boat is alw ays m oving forw ard. W e do not lose that sense of direction in
spite of the contradictory m ovem ents across the screen seen from  positions 1 and
3. Shot 2, in w hich the person changes his side of interest, m akes the opposition



natural w ithout disturbing our aw areness of the real forw ard m ovem ent. The
person w ho directs our attention blocks his background m aking it im possible for
us to see the neutral direction in w hich the vehicle is m oving.

In the sequence just described the person has his back to the prow  of the boat,
although that m ay not be apparent on the screen. H is position in the boat is
indicated by the order of m ovem ent direction seen on the screen. U sing the sam e
shots, w e have only to alter the edited order to m ake the player seem  to be facing
the prow  of the boat indeed (keeping his background blocked). Thus:

Site 2 C lose shot of a person facing us. H e is looking off screen, right.
Site 3 The river side m oves across the screen from  right to left, as the boat

apparently m oves to the right.
Site 2 C lose shot of the person. H e turns his head from  right to left.
Site 1 The river bank m oves across the screen, left to right, as the boat

apparently m oves to the left.
B y blocking the background to the player, the shot could be m ade in the studio.
Though placed on firm  ground, it is possible to give the sensation that he is on
the m oving boat.

Tw o contrasting view points of a static subject as seen from  the sam e side of a
m oving vehicle can be Ɋjoinedɋ by interposing a person w hose attention shifts
from  one side of the screen to the other. (Fig. 9.5).

W ith the cam era at a three-quarter view  to the front of the m oving train (Shot
1) passing buildings are seen from  a tangential path. Shot 2 (a studio shot) show s
the person looking off-screen right and turning slow ly to the left. Shot 3 show s
the buildings from  his new  view point, and w e are now  m oving aw ay from  them
as from  a rearw ardsɇ looking three-quarter view .

In both m oving shots, the static buildings m oved from  left to right, thus
confirm ing that the playerɋs view  w as from  the sam e side of the vehicle. This is
not exactly a change of direction across the screen, but a change of view point
along the sam e line of m ovem ent.



FIG URE 9.5 Tw o contrasting view points from  the sam e side of the m oving vehicle record an
advancing and a receding view  of the panoram a. They are related by a shot intercut betw een w here
a person turning his head from  one side to the other m otivates the change of view point.

There are three other w ays of m oving to the other side of a line of m otion or of
interest. The first one involves using the horizontal action of a player, the second
com bines that horizontal m otion of a subject w ith an accom panying panning
displacem ent of the cam era. The third approach uses the vertical m otion of a
person on the screen to m ask the crossing of the cam era to the other side.



FIG URE 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 tw o different places.

The three solutions to be explained are quite unobtrusive, and properly used w ill
provide a sm ooth passage of w hich the audience is not conscious.

In the first situation a player w atching a m otion aw ay from  him , turns in the
foreground and w alks off one side of the screen, enters the next shot by the other
side of the fram e, and stops to look at a subject m oving across the screen from
right to left (Fig. 9.6).

The next figure show s the second variation.
A  caravan m oving from  left to right: in the next shot a m an w alks from  right

to left. The cam era pans w ith him  and holds on him  as he stops and looks to the
far off caravan now  m oving from  right to left. The diversionary m otion of this
player in the second shot w as used to introduce a view  from  the other side of the
caravanɋs line of m otion see Fig. 9.6A .

The third variation begins by show ing tw o players facing each other. The
cam era covers them  from  one side. Then one of them  kneels dow n to pick
som ething from  the ground. A s soon as the dow nw ard m ovem ent is com pleted
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 fram e. B oth players have now  reversed their positions on the screen,



but the vertical m ovem ent of one of them  m asked the cam era crossing.

FIG URE 9.6A. The m ovem ent of a player at the start of the second shot m asks a change in
direction of the m ain subjects seen in the background.

In the last case covered, the players m ay be standing on the ground or floor of a
building, or they stand on a m oving vehicle. In this last case the sam e form ula
applies for the cam era crossing to the other side of the players, regardless of the
direction of m ovem ent of the vehicle.

Three additional w ays of crossing the line of interest w ill be explained. They
use contrasting m ovem ents to achieve the change. The last approach involves



using the sam e half-screen area tw ice.

FIG URE 9.7 O pposed directions of m ovem ent are suggested w hen tw o tracking shots covering tw o
central characters are intercut in parallel. These players either w alk, or sit inside a vehicle.

A  set of external reverse shots of tw o people in a m oving vehicle, or w alking
w ith the cam era, w ill present this opposition of screen directions. (See Fig. 9.7).

A lternating both m aster takes w ill produce the effect of contrasting
m ovem ent w ithout confusing the audience. M oreover, the screen position of
both perform ers on the screen w ill alw ays be the sam e.

The ruse of putting a static person betw een tw o shots to help convey the
change of direction of a m oving person or vehicle across the screen, w orks as
w ell on firm  ground as inside a m oving vehicle. Fig. 9.8 show s a com m on
exam ple.

The rider m oves from  left to right in the first shot. In the second take, an
onlooker m oves his head from  left to right looking tow ards the riderɋs off-screen
passage.

In the third shot the rider is seen m oving right to left. W e accept this change
of direction naturally, because the last shot represents the subjective view point
of the onlooker. Thus, opposed screen directions of a m oving subject can be
clearly presented.



FIG URE 9.8 A stationary player on firm  ground can be em ployed to Indicate a change in direction
of the m ain subject as It m oves across the screen.

This static onlooker can be present in the background of the first shot, or not.
A lso, instead of using only one person turning his head from  one side of the
screen to the other, a group can be em ployed, provided that all turn their heads in
unison and their eyes follow  the sam e centre of attention (the rider) supposed to
be passing off-screen behind the cam era.



C ontrasting m otions in the sam e half screen
W e com e now  to the last possible variation, w here the m oving person is alw ays
kept on the sam e side of the screen. The sam e half screen areas is used for both
external reverse shots of the continuous m otion.

C ase A
Perform er A  is seen (static) in both shots, alw ays on the left side of the screen in
this case. H e can easily be replaced by a static object, such as a parked car, a
m onum ent, a tree, etc. (See Fig. 9.9).

FIG URE 9.9 Contrasting m ovem ents of a subject, if rem aining In the sam e half of the screen help to
m aintain a continuous sense of direction for the audience despite the change In cam era angle.

Perform er B  m oves from  right to centre in the first take. A s she arrives there,
there is a cut to the second shot, w here w e see her m ove from  the centre of the
screen to the right. Thus, she w as seen m oving to the left in Shot 1 and to the
right in reverse Shot 2.

B oth subjects, the static and the m oving one, have been positioned in the



sam e screen area in both takes.

C ase B
The m ovem ent in the previous exam ple w as continuous but a m otion that has a
pause in its m iddle can be presented using the sam e visual form ula. Fig. 9.10
show s this.

FIG URE 9.10 O pposed m ovem ents of a subject in a half area of the screen, w ill seem  continuous to
the audience, despite a pause In the m ovem ent Introduced halfw ay through the scene.

Subject B  enters from  the left in Shot 1 and stops to talk to player A . W e cut to
Shot 2 w here perform er B ends talking to A , and exits left. A lthough perform er B
m oved in opposite directions in the sam e screen sector, his sense of direction
w as continuous w ith respect to player A .

C ase C
In the tw o exam ples just discussed, the cam era occupied fixed positions in both
external reverse shots. B ut it is possible to m ake one of those cam era placem ents
a m oving one, keeping the contrast in m ovem ents on the screen. (Fig. 9.11).



FIG URE 9.11 The sam e principle of opposed m ovem ents in the sam e screen sector is seen in
action here. The variation is that the second shot is a track.

Shot 1 C am era high, looking dow n on em pty seats in a theatre. O ur only
perform er w alks along an aisle centre to right. A s he nears the edge of
the screen, out to . . .

Shot 2 From  the other side, the cam era travels in m edium  shot from  right to



left, w ith our lone perform er fram ed constantly on the right side of the
screen.

The solution outlined w orks because the opposed m ovem ents happen on the
sam e side of the screen in both shots.

Though it is im portant to m aintain a constant screen direction, there is another
factor w hich m ust be taken care of prior to shooting the film .

The disconnected film  shots w ill have to be assem bled later, and it is essential
to know  w hen to cut from  take to take to obtain a sm ooth visual flow . To
achieve that, certain conditions m ust be observed.

C onditions of the cut
The cut m ust afford continuity elem ents that prevent a confused presentation of
the m aterial show n to the audience.
Three basic rules m ust be observed w hen joining tw o strips of film  that record
segm ents of the sam e continuous m ovem ent. These three rules involve m atching
operations that can be defined as follow s:
1 m atching the position,
2 m atching the m ovem ent, and
3 m atching the look.
The first rule involves tw o types of position m atching:

a. the physical position of the actors: their gesture, posture and place on the
stage. Their clothing m ust, of course, be the sam e from  shot to shot.

b. Their position in the film  fram e.
c. The m ovem ent of the people in the fram e m ust be continuous as w e m ove

in closer or aw ay from  them  by m eans of a cut.
d. The direction of their m ovem ents m ust be m atched from  shot to shot.

The third m atching rule has only one requirem ent:
e. tw o persons or tw o groups addressing or facing each other look in opposed

directions.
W hen tw o people or tw o groups m ove tow ard each other, w e have opposed
screen directions, and yet their individual m ovem ents m aintain constant screen
directions in respect of the cam era.

O ne group alw ays m oves to the right, and the other to the left. B oth opposed
screen m otions are intercut until the final reunion is achieved. This use of
contrasted m otion is the basis of conflictsɇ soldier m oving against soldier, tank
against tank, the Indian riders against the U S cavalry, all m oving to a pay-off, a



take w here both m eet, alw ays m aintaining the sam e direction of m ovem ent.

W here to cut
A t w hat stage of a m ovem ent should w e cut? D uring, before, or after that
m ovem ent takes place?

Let us see w hat happens in a cut. Take a sim ple exam ple: a person stands
facing the cam era. W e w ant to show  a full shot of him  w here he is seen in
relation to his environm ent, and then w e w ould like to show  him  in m edium  shot
(on the sam e visual axis) to highlight his facial expression. There is no
m ovem ent in either. So w e sim ply splice one shot after the other.

If these tw o edited shots are taken to a projector and w atched on the screen,
the transition from  take to take is jerky. There is a visual jum p on the screen and
the transition from  shot to shot is an attention-getter that disturbs us
m om entarily. W hy? B ecause there is a change in volum es. That change is
inevitable as w e m ove closer to or farther aw ay from  a specific subject. There is
no w ay to avoid it. O r is there? W e need a distraction. That distraction m ust take
place in the m om ent of the change of shot, that is, on the cut.

W hat sort of distraction is there so potent to shift our attention during a
change? The answ er is sim ple-m ovem ent, any m ovem ent. H ence it is best to
either cut on the m ovem ent or cut after the m ovem ent. The m ore frequent cutting
on the m ovem ent, is generally applied to tw o types of m otion peculiar to the
screen: m ovem ent inside the screen and m ovem ent entering and exiting the
screen. These tw o types of coverage serve to present the three basic m otions of a
subjectɇ circular, horizontal and vertical.

C utting on action
A lm ost every shot begins recording m ovem ent of som e kind. There are very few
exceptions to this. The m otion show n m ay be a cut m atched w ith the m ovem ent
at the end of the previous take. O r if it is a cut-aw ay or a new ly introduced shot,
a m ovem ent of the person or thing show n m ust start it. It m ay even be a cam era
m ovem ent.

The reason for this is sim ple. C utting on the m ovem ent w ill ease the cut to
such an extent that the visual jar produced w hen changing the distance and
placem ent of the cam era w ith respect to the subjects, w ill pass unnoticed by the
audience.



Even the big close shots that cover dialogue betw een static persons, start w ith
m ovem ent. The perform er m ay be just opening his m outh to talk, or m ight be
m aking a facial expression previous to the delivery of his lines. O r one m ight see
the attentive m ovem ent of his eyes as he reacts to w hat is said to him , or his head
bending forw ard. There are, in fact, quite a num ber of sm all unconscious
m ovem ents that an actor m akes w hen concentratingɇ m ovem ents that are
m agnified by the cam era in close shots.

M ost m atched cuts are m ade w ith the m oving character placed in the centre of
the screen, particularly if only one subject is involved in the coverage. W hen tw o
or m ore perform ers are show n, the screen is often divided in tw o halves, w ith the
m atched m ovem ent taking place in either half. O nly the dom inant m ovem ent is
m atched by cut. B ackground m otions, and the direction of those m ovem ents, are
also m atched in addition to the m ain one in foreground, i f they are conspicuous
enough and if both shots are done on the sam e visual axis. G enerally, that kind
of m ultiple m atching is avoided but in certain situations w here m ovem ent is
difficult to control, such as in a m oving crow d, som e special m ethods are applied
to insure the sm oothness of the cuts.

W hen actually film ing scenes w hose action m ust be m atched, the m ain
actorɋs final m ovem ent at the end of the first shot is repeated once m ore in full at
the start of the next. Later, in the editing room , they can be m atched. M ore often
than not, about one-third of the first shot m ovem ent and tw o-thirds from  the
second are used.
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C U T T IN G  A FT E R  T H E  M O V E M E N T
A lthough cutting on the m ovem ent is the m ost extensively used device for
continuity cuts, let us first deal briefly w ith the technique o f cutting after the
m ovem ent. This type o f cutting is often applied to approaches on the sam e
visual axis.

The m ovem ent used m ay be w here either the actor or the cam era m oves.
If the player m oves, he is seen approaching in a neutral direction (in the

centre of the screen, com ing straight tow ards us), or he perform s a vertical
m otion w hile staying in his place. M ovem ents across the screen are not very
good for this type of m atched cut. If the cam era is m oving, it is either travelling
sidew ays or vertically, or panning in either of those tw o directions. The cut is
usually m ade from  a full shot to a m edium  or close shot.

The technique is sim ple. Tw o or three fram es after the m otion in the first shot
has been com pleted, you cut to the close shot on the sam e visual axis. This
form ula is used alm ost exclusively for a forw ard cut, it is seldom  used to m ove
back from  a close shot to a full shot.

H ere are som e practical exam ples.

C ase 1
Seen in full shot is the distant w indow  of a sm all bungalow . Som ebody inside
raises the blind. A s soon as it is fully opened, cut to a m edium  shot of that
person, his arm  still stretched upw ards to the top of the w indow . H e is standing
still and looking out.

The first take contains all the m ovem ent. The second is a static shot. (Fig.
10.1).



FIG URE 10.1 After the com pletion of a vertical m ovem ent In the first shot there 11 a cut to a second
w here, to begin w ith, the subject Is held stationary.

The rising m otion contained on the long shot m ust be seen by the audience as it
com es to its full com pletion. In fact, tw o or three fram es of static picture m ust be
left at the conclusion of this shot before cutting to the static closer view  of the
m oving subject. The second take, if desired, can be a side view  or a reverse shot
of the m otionless subject.

C ase 2
H ere is another exam ple of a perform erɋs vertical m ovem ent. In the previous
exam ple an upw ard m otion w as show n, now  a dow nw ard m ovem ent is
exam ined.



A  young girl is seen on her knees in full shot. She is searching for som ething
inside a bag.

Suddenly she picks out som e loose clothes contained in it and throw s them
up, bending her body dow n and then after that rem aining m otionless.

A s soon as she becom es static, there is a cut to a close shot of her on the sam e
visual axis.

Fig. 10.2 show s the exam ples described.

FIG URE 10.2 A dow nw ard m ovem ent 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 sm all in the centre of the screen, her torso bent.



C ase 3
The conclusion of a m ovem ent in a neutral direction, particularly a not too fast
m otion, m ay be treated in this w ay. Tw o people w alk tow ard us. They stop,
facing us, in full shot.

A s soon as they stop w e cut to a m edium  shot of them , standing still (Fig.
10.3).

N o unpleasant jum p should be visible in the transfer from  one shot to the
other if the change in im age size is sufficiently great and the subjects do not
m ove substantially.

C ase 4
This technique can be used on the circular m ovem ent of a subject w ho turns and
throw s attention on a static perform er standing behind him  (Fig. 10.4).

FIG URE 10.3 An action In a neutral direction can be subjected to the technique of cutting after the
m ovem ent to advance the view  to a closer shot.



FIG URE 10.4 An actor turns and throw s 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 perform er.

The editing order w ould be like this:
Shot 1 Perform ers A  and B  facing the cam era. Player B  is in the foreground at

the right side of the screen. H e is talking. Player A  in the background
listens. Then B  turns to face A . A s soon as he stops turning, cut to . . .

Shot 2 C lose shot of player A  on the sam e visual axis. H e listens, as the voice
of player B  continues off screen.

C ase 5
W e said in C ase 3 that the neutral m otion of a player com ing tow ard the cam era
could be used for a cut after the m ovem ent. The sam e applies to neutral m otion
going aw ay from  us.



FIG URE 10.5 A situation In w hich a person m oves aw ay from  the cam era and tow ards another
person or object In the background throw s em phasis on that person or object. This lends itself to
the technique of cutting after the m ovem ent. As soon as the m oving player stops, cut to a closer
view  of the person in the background.

In the first shot show n in Fig. 10.5, player A  is seen m oving tow ards the prone
body of B . Player A  stops halfw ay in his path to B , and as he stops there is a cut
to take 2, a close shot of B , shot on the sam e visual axis as before.

A fter the exact fram e in w hich player A  stops a cut is m ade to the forw ard
cam era position w here he is excluded. Player B  w as com pletely static in both
shots.

C ase 6
A  m ore conventional cut can be achieved w ith the sam e receding m ovem ent as
show n in Fig. 10.6.



FIG URE 10.6 In this exam ple both players are featured In the second shot, after the perform er In
m otion has stopped near his partner.

In the first take, A  w alks aw ay tow ards B  (w ho is static) and stops in front of
him . A s soon as he stops you cut to the second take, w hich is an advance on the
sam e visual axis. This solution is seldom  used because norm ally, m ore dynam ic
approaches are em ployed for this type of scene as w ill be discussed later.



The sam e criterion of m ore dynam ic solutions applies w hen m otions across
the screen m ust be dealt w ith. For the record, let us describe an exam ple using a
cut after the m otion is com pleted.

Shot 1 A  static player on the left, profiled to the cam era, seen in Long Shot.
The second player enters from  the right, w alks across the screen and stops,
facing the static one. C ut.

Shot 2 A  M edium  Shot of both players profiled to the cam era.
The cut m ade after the m ovem ent in the first shot had ceased, w as achieved

on a com m on visual axis. A  reverse situation, in w hich the M edium  Shot is used
first, and the Long Shot afterw ards, is a seldom  used variant.

A s pointed out above, m ore dynam ic approaches to this kind of situation w ill
be exam ined later w hen dealing into and out of the screen area.

C ase 7
Som etim es a reverse cam era position is resorted to im m ediately after the player
has stopped in the first shot (Fig. 10.7).



FIG URE 10.7 A reverse angle Is used In this exam ple, w here a cut after the m ovem ent serves to
join both shots.

From  a height, w e see a lonely road flanked by tall trees. A  lone m an on
horseback rides slow ly aw ay from  us. Then he stops. C ut. R everse close shot of
the m an. H is eyes are closed, his head slightly bent dow n, he is asleep on the



saddle.

C ase 8
O n som e occasions the cut is m ade in the pause of the m ovem ent, (Fig. 10.8).

FIG URE 10.8 A pause in the m iddle of a continuous m otion can be used for the technique of
cutting after the m ovem ent to Join both shots.

Player B  in the first shot places a lam p on the table. For three or four fram es his
hand rem ains still on the lam p. C ut.

Side shot. B ɋs hand in foreground m oves out of the screen left. Thus the
pause in the m iddle of a m ovem ent w as used to change the shot and approach
the m ain subject. This pause afforded an opportunity to introduce a cut after the
m ovem ent.

The pause at the conclusion of the first shot can be longer if dram atically
necessary, provided that you restart the m ovem ent from  the first fram e of the
second shot.

C ase 9



A  w alking m ovem ent can be treated in a sim ilar m anner. Player A  goes to a
control panel, stops and depresses a sw itch. H e rem ains still for an instant. C ut.
Side shot. H e turns and com es back (Fig. 10.9).

The preceding exam ples dealt w ith fixed cam era positions, w here the
perform ers executed the m ovem ents. The situation can be reversed.

FIG URE 10.9 A w alking m ovem ent In tw o opposite directions can be treated In the sam e m anner as
the preceding exam ple. As soon as the m an stops and before he begins to turn, cut to the second
shot w here he turns and changes direction on the screen. The cut takes place after the first part of
the m ovem ent Is com plete, and a short pause precedes the change In direction.



C ase 10
O ur player is seated in the background. The cam era tracks from  right to left,
show ing an em pty conference table. Through an archw ay w e see a player,
seated. The cam era travels until it fram es him  centrally, then stops. Then, cut to
a close shot on the sam e visual axis, show ing the m an slum ped on the seat,
sleeping peacefully.

FIG URE 10.10 The cam era m ovem ent involved here Is a vertical tilt. The cam era pans up from
subject A to perform er B seen in the background. As soon as the cam era ceases to pan upw ards,
cut to a closer view  of player B.

C ase 11
The technique is sim ilar for a panning shot. The cam era is tilted up from  a
subject in the foreground to fram e the open w indow  of a building in the
background w here a person is seen, in the centre of the screen. C ut to a closer
shot on the sam e visual axis. (Fig. 10.10).

A lthough this technique of cutting after the m ovem ent is som ehow  a lim ited
one, it is very useful w hen unem phatic visual approaches to a subject are
desired. Since w e cut as the m ovem ent concludes, w e fulfil the natural
unconscious desire of the audience to have a closer look at the subject to w hom



attention is draw n.
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M O T IO N  IN SID E  T H E  SC R E E N
The approach to screen presentation of a m ovem ent, w hereby fragm ents of
separate shots are cut together, creates a vitality peculiar to the film  m edium . O n
a practical level, it enables us to change our view point sm oothly around one or a
group of characters. W here tw o w hole shots of a single action are cut a good
general principle is to use one-third of the m ovem ent (the start) at the end of the
first shot and tw o-thirds of the m ovem ent (the conclusion) at the beginning of
the second. This is not a strict rule but it m ight be a good starting point. The
rigid rules that som e film  theorists have at one tim e set up and said cannot be
broken have created a generation of film  m aking habits that later had to be
discarded as false or im practical. A ll rules can be broken if you know  w hat you
are breaking, and w hy. In the present case, the exact fram e on w hich to cut from
one shot to the other is determ ined by a visual com parison. The strips are m oved
up and dow n alongside each other, until tw o fram es are found that closely m atch
in position and direction of m ovem ent, w here the cut is m ade. W ith practice you
Ɋfeelɋ w here that cut should be.

O f course, the am ounts of m otion in the film  strips m ay vary i.e. the com plete
m ovem ent in one m ay be longer, especially if shot in tw o separate shots. H ence,
m atching speed of m ovem ent w hen shooting should be sought for the tw o or
m ore shots w hich are to be intercut.

If ill-m atched, how ever, it is generally m ore satisfactory that the m ovem ent
be faster in the second fragm ent. A  tw o, three or four shot reconstruction can be
shorter or longer than the actual m ovem ent. For exam ple, if the first take is a full
shot and the second a close shot, parts of the m ovem ent m ay be repeated or, in
another case, som e fram es m ay be discarded w ith no loss of sm oothness in
transition from  one shot to the next. Som etim es a m atched cut w ill seem
im perfect w hen done for the first tim e, because the m otion w as not precisely
m atched. It is easy to separate the strips of film  and delete from  one or both the
few  fram es necessary to obtain a correct visual record. W ith som e practice on
the editing m achine, the knack for judging correctly alm ost at first glance w here
to cut, w ill soon be obtained.



Turning
A  person turning on the spot w here he is standing, sitting or lying, m oves on the
central axis of his body in a right angle turn (90®), an about face (180®) or a full
circle turn. The third possibility is the least interesting of the three for an action
cut. A ll these turning m ovem ents can be covered by three of the five variants
inherent in the triangle principle for cam era placem ent (see C hapter 4). It can be
readily understood that a set of internal reverse angles and a pair of parallel
cam era positions are unsuitable for shooting a continuous m otion, due to the
divergent coverage given by these cam era set-ups. Let us take a look at the
possibilities:

C ase 1
A  pair of external reverse shots can be used to photograph the turning m otion of
a player in a group. In the first shot both players face the cam era, one located in
foreground and the other further back. The player in front turns. H is turning
m otion is com pleted on the second shot. B oth players m aintain the sam e screen
positions in both shots (Fig. 11.1).

C ase 2
A  right angle turn w ith a right angle cam era coverage is our next exam ple.
Figure 11.2 show s both cam era sites and the pictorial com position they record.
O nly one player m oves in the scene. The approach is quite sim ple as can be seen
here.

C ase 3
A n advance on the sam e visual axis is one of the m ost com m only used devices
for cutting on the action of a person w ho turns.



FIG URE 11.1 O ne playerɍs single turning m ovem ent is divided Into tw o shots. Both players
m aintain their screen areas. A reverse angle cam era coverage is em ployed.

A  player seen in m edium  shot in the first take, is profiled to a side of the screen.
Then he starts to turn his head tow ards us. C ut to a close shot w here he ends his
turning m otion. H e now  faces the cam era. B oth takes have the sam e visual axis,
and the player is positioned in the sam e sector of the screen in both shots: either
in the centre or in one of the three side areas into w hich the screen has been
com positionally divided. Fig. 11.3 show s the m ost sim ple approach.

C ase 4
W idening the group or narrow ing it to one player as the second shot is
introduced, as part of the m atched m ovem ent, is the next possibility. Several
exam ples w ill give an idea of the various treatm ents w hich are feasible.



FIG URE 11.2 Right angle cam era positions are used to cover this turning m ovem ent.



FIG URE 11.3 A n advance on a com m on visual axis is used here to cover the turning m ovem ent.

The use of a right angle perm its tw o approaches in the second shot. In the first
shot, the dom inant player is alone, facing the cam era. A s he turns 90® to one
side, w e cut to a right angle cam era site w here he is either in the centre of the
screen or to one side of it. If he is in the centre the other players w ho have been
introduced occupy the sides. If the dom inant player is in a side area, the
rem aining screen area is occupied by the new ly introduced perform ers. Fig. 11.4
show s both approaches.



FIG URE 11.4 The exam ples show n here show  tw o approaches for the second shot w here the group
is broadened to Include one or several m ore players. The central player turns, covered by a right
angle cam era position w hich unites both shots.

C ase 5
The sam e principle w orks w hen an advance on a com m on visual axis is
em ployed to w iden or narrow  the group presented to the audience, using the
dom inant turning m otion o f one o f the players as an excuse to introduce or
exclude the group around this dom inant player in the scene (Fig. 11.5).



FIG URE 11.5 Here the group is reduced from  tw o persons to one by m oving closer to the turning
player. Em phasis is given to her and her m ovem ent.

C ase 6
If a com bination of external and internal reverse angle is used, the sam e effect of
w idening or reducing the group on the screen, can be obtained (Fig. 11.6).

A ll the exam ples quoted so far have involved groups of players placed on
firm  ground. B ut if they are located on a m oving vehicle, this turning m otion
w ill dom inate the background m ovem ent. If the approach to the second shot is
on the sam e visual axis, the background m ovem ent w ill alw ays be in the sam e
direction. If a reverse external com bination is resorted to, the m ovem ent in the



background w ill have opposed directions. If a right angle is used, one of the
cam era positions w ill register a background m ovem ent, w hile the other m ay
have its background blocked by an obstruction. If the background can be seen,
the direction of m otion glim psed there w ill be in a neutral direction, either
forw ard or backw ards.

FIG URE 11.6 An internal and external reverse cam era position deployed around the turning player
are used in this exam ple to throw  visual em phasis on the central perform er.

In all instances, the foreground m otion dom inates, and is the one that m ust be
precisely m atched.

C ase 7



There is a situation w here opposed sense of direction in the tw o fragm ents of the
sam e continuous m otion occurs. This is w here a lone perform er is covered by a
pair of external reverse angles on the extrem e points of an 180 degree arc
through w hich he turns (Fig. 11.7).

FIG URE 11.7 O pposed senses of direction are obtained w hen a lone player is show n turning as
recorded from  external reverse cam era positions.

Shot 1 Player in close shot, facing the cam era. H e begins to turn about face
and ends w ith his back to us.

Shot 2 R everse full shot. O ur player is in the centre of the picture w ith his
back to us, and then turns to the cam era and stops.

W hen editing these tw o shots, the first half of the turning m otion is used from



the first, and the com plem entary half begins the second. In the first the player
m oves from  centre to one side; in the second from  the opposite side to the centre.
The conflicting directions are not confusing because the perform er turning
m ovem ent is clear to us. H e starts and concludes facing us. Sudden turns are
often covered in this w ay.

C ase 8
A  sudden turn by tw o persons can be covered by the sam e procedure. B oth
players begin to turn aw ay 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).

FIG URE 11.8 Tw o players w ho turn round sim ultaneously sw itch their screen positions in the
second shot, if the m ovem ent is film ed from  external reverse cam era sites.

W ith external reverse angle cam era sites, the players sw itch screen positions.

C ase 9
W here an actor turns as he w alks, the path of m ovem ent is an arc shaped figure.
If w e w ish to stress the change of direction here a pair of reverse external sites or
a right angle cam era position w ill do it.

N ot only m ust w e cut on the action, but also locate the perform er in the sam e
screen sector in both shots. Fig. 11.9 show s an exam ple involving external



reverse angles.

FIG URE 11.9 The turning m ovem ent of a single perform er should occur in the sam e area of the
screen for both shots into w hich the m ovem ent is divided.

Rising
This is a vertical m otion. It does not m atter by w hich com bination of takes w e
record the rising m ovem ent (approach on the sam e visual axis, right angles or
external reverse shots). The m otion w ill alw ays have the sam e direction-
upw ards.

C ase 10



C ase 10
If w e w ish to keep the m ovem ent w ithin the boundaries of the screen fram e, it is
best to cut from  a m edium  shot to a backw ard full shot, or to a forw ard close
shot.

Fig. 11.10 illustrates a rising m ovem ent that begins in m edium  shot and is
com pleted in full shot. B oth shots have a com m on visual axis.

FIG URE 11.10 A com m on visual axis on w hich the cam era retreats for the second shot is used here
to record a player rising.

C ase 11
In this exam ple the m otion begins in m edium  shot and concludes in close shot of



the sam e subject. A gain the second shot has the sam e visual axis as the first,
w here the m ovem ent originates (Fig. 11.11).

C ase 12
H ere a right angle cam era position registers the upw ard m otion of the rising
player (Fig. 11.12).

FIG URE 11.11 A com m on visual axis is used for both shots, but in this exam ple the second cam era
position is forw ard of the first.



FIG URE 11.12 A right angle cam era arrangem ent is used to cover the central player rising.

C ase 13
A  com bination of an external and an internal reverse angle, provides num ber
contrast w hen dealing w ith a rising m otion in the picture area (Fig. 11.13).



FIG URE 11.13 An internal and external reverse angle around the rising perform er is em ployed in
this exam ple.

Sitting and reclining
C om plete coverage for sitting and reclining m ovem ents film ed in tw o parts can
be obtained by using the sam e sense of direction for both parts or, m ore
irregularly, opposed directions.

C ase 14
If the cam era sites are on a com m on visual axis, the sitting m otion of a player
can be covered on the sam e sector of the screen in both shots. In the first shot the



perform er begins to sit dow n and finishes in the second, w ithout leaving the
screen boundaries (Fig. 11.14). W e m ay cut from  a full shot to a m edium  shot or
vice versa.

FIG URE 11.14 A com m on visual axis is used here to cover a playerɍs dow nw ard m ovem ent.

C ase 15
A  lone perform er sitting dow n, covered from  external reverse angles is
registered as tw o opposed arc m ovem ents on the screen.

The hum an body, due to its peculiar constitution, achieves a sitting position
by bending its fram e in an arc shape and travelling a curved path dow nw ards.



The opposition of directions is obtained because the player has a profiled
body position in both shots.

FIG URE 11.15 A reverse angle cam era arrangem ent show s the actor sitting dow n. O pposed senses
of dow nw ard directions (to the right first and to the left after) are obtained w ith this approach.

Figure 11.15 show s that a sitting m ovem ent that begins, right, is com pleted,
left, in the reverse shot. For sm oothness, the m ovem ent should be in the sam e
sector of the screen, even if one shot is a m edium  shot and the reverse shot is a
long shot, as show n here.

C ase 16
R eclining m ovem ents done from  the w aist, are subject to the sam e rule of
opposed direction in the tw o fragm ents into w hich the continuous m otion m ight
be broken.



FIG URE 11.16 The reclining player on the right of the screen m oves w ith opposed senses of
direction in the change from  one shot to another. In the first shot he m oves from  right to centre,
and in the second from  centre to right.

The exam ple in Fig. 11.16 has an external reverse angle coverage, and only one
player m oves.

Shot 1 Player B  is going to recline on his right elbow . H is body m oves from
right to centre of the screen as he begins to recline.

Shot 2 Player B  in the reverse shot finishes reclining but now  m oves centre to
right.

The reclining player m oves alw ays in the sam e screen sector but w ith opposed
m ovem ent directions in each shot, and the second part of the m ovem ent
com plem ented the one show n in the first shot. B oth players retained their screen



areas on both shots.

C ase 17
The juxtaposition of external and internal reverse cam era positions around the
reclining player produces opposed senses of m otion in different sectors of the
screen. Fig. 11.17 show s that the perform er reclining to the left, as seen in Shot 1
(internal reverse), m oves from  centre to left. B ut he com pletes his m otion fram ed
in Shot 2 (external reverse) w here he m oves from  centre to right. In Shot 1 he
faced us, but in Shot 2 he has his back to the cam era, w hich accounts for the
opposed directions.

FIG URE 11.17 In this exam ple the opposed directions of a continuous m ovem ent are stressed,
because in the first shot player B m oves from  centre to left, and in the second from  centre to right.

C ase 18
In the tw o previous cases w e cut from  a front view  of the subject in m otion to a
rear view . A  reversal of the procedure can be used, covering w ith external and



internal cam era sites. C ontrasting directions of m ovem ent in the sam e sector of
the screen are obtained. Fig. 11.18 show s one player pushing the other across the
screen, covered from  an external reverse shot. The falling m otion is com pleted
using an internal cam era position.

FIG URE 11.18 O pposed directions for a continuous m ovem ent are obtained by using an Internal
and an external reverse shot.

The external cam era position is level w ith the players, but the internal coverage
is from  a low  angle show ing the end of the pushed m anɋs fall.

C ase 19



It is conceivable that both players m ight m ove together, reclining on one side.
This m ovem ent is fragm ented in tw o sections and the players w ill have opposed
directions of m otion in the external reverse shots. They w ould m ove as a single
unit. Their positions w ould be constant on the sam e areas of the screen from  shot
to shot. A bout one-third of the m ovem ent is seen from  the first cam era site, the
rem ainder in the second (Fig. 11.19).

FIG URE 11.19 W hen both players m ove to one side, reclining together, a reverse angle cam era
coverage produces opposed senses of direction for both characters on the screen.

C ase 20
In these tw o exam ples the actors m aintained the sam e screen sectors but the



follow ing exam ple introduces a variant-the m oving perform er in Shot 1 m oves
from  side to centre of the screen and com pletes his m otion in the second shot by
m oving from  the opposite side of the screen to the centre (Fig. 11.20).

FIG URE 11.20 O pposed senses of direction and an exchange of screen areas is obtained by the
m ethod depicted here. In the first shot the reclining player m oves from  left to centre, and in the
second she m oves from  right to centre. She is alw ays kept in the centre of the screen. Her partner
shifts sides.

Shot 1 Players A  and B  sitting w ith their backs to us. Perform er A  begins to
recline tow ards B . She m oves from  the left to the centre of the screen.

Shot 2 R everse external shot. Player A  m oves tow ards from  B . She com pletes
her m otion by reclining from  the right to the centre of the screen.

The first shot w as a full shot of both players, and the second is a close shot of



both facing the cam era.

W alking and running
The m ovem ents exam ined in the previous sections concerned m otion on a spot.
It is tim e now  to liberate our player and allow  him  to w alk or run. R unning and
w alking, w hether continuous or interrupted, are am ong the m ost frequent
m ovem ents that m ust be film ed.

U sing external reverse shots

C ase 21
A n external reverse coverage of a w alking or running m ovem ent records
m ovem ent of the player in tw o neutral directions, going straight aw ay from  and
tow ards the cam era. These tw o directions can be alternated in their presentation
to obtain tw o sim ple and basic variations. The operation is sim ple. In the first
shot w e see our m ain perform er m ove aw ay. In the second he com es tow ards us
and stops. O ne-third of the m ovem ent w as covered in the first shot and the
rem aining tw o-thirds in the second (Fig. 11.21).

N otice that both cam era positions are on the sam e side of the line of
m ovem ent. This becom es im portant if an object seen in the background in the
first shot is included in foreground on the second. This object m ust be in the
sam e sector of the screen in both shots.

The cam era can be placed at the sam e or different height in the shots. Instead
of w alking tow ards an object, our player m ay w alk to a w aiting person, using the
sam e technique. The am ount of trajectory recorded in each shot can be reversed.
Tw o-thirds of the m otion in the first shot (going aw ay), one-third in the second
take (com ing tow ards us).

C ase 22
A  reversal of the tw o basic shots is the next solution, as pointed out above. In the
first shot the player com es tow ards us, and in the second he m oves aw ay. H e
does not go out of the screen in either shot. W hen he reaches a full shot or a
m edium  shot m oving straight tow ards us in the first shot, cut to the second shot
w here he is seen from  behind m oving aw ay in a neutral direction, also fram ed in



a full shot or m edium  shot (Fig. 11.22).

FIG URE 11.21 An external reverse cam era coverage for a line of m ovem ent.

C ase 23
The w alking or running m ovem ent m ay be a continuous or discontinuous
m ovem ent.

N ow  for the second variation. The m otion is interrupted once near its m iddle.
O ur perform er approaches, stops for a m om ent, and then goes aw ay to his goal.
H ere is how  the takes are edited as show n in Fig. 11.23.

Shot 1 Player A  com es to us and stops in close shot, looking off-screen, right.



H e m ay rem ain silent or speak som e lines.

FIG URE 11.22 M ovem ent in a neutral direction is covered by a frontal and a rear cam era position,
w ithout letting the player go out of the screen on either shot.



FIG URE 11.23 A discontinuous w alking m ovem ent can be covered w ith tw o shots.



FIG URE 11.24 A player advancing tow ards an identifiable goal, in a discontinuous m ovem ent can
be covered w ith four cam era positions.

Shot 2 R everse. Player A  starts m oving aw ay tow ards B  in the background,
w ho is w aiting there.

C ase 24
This continuous m ovem ent w ithin the screen can also be recorded using four
cam era positions, as in Fig. 11.24.

Shot 1 Player A  in foreground w ith his back to us. B  in the background
w aiting. A  starts to m ove. H e w alks aw ay from  us.

Shot 2 R everse. Player A  approaches and stops in close shot, looking off



screen, right.
Shot 3 R everse. Player A  in foreground w ith his back to us. B  seen beyond in

the background. A  again starts to w alk tow ards the w aiting perform er.
Shot 4 R everse. Player B  in foreground w ith his back to us. H e w aits. A

arrives and stops in front of B .
B oth actors m aintained constant sectors in all the shots into w hich the
discontinuous m otion of one player w as fragm ented.

C ase 25
If the neutral m otion of the w alking or running player is film ed from  tw o high
cam era positions, the player w ill ascend in one take and descend in the other
(Fig. 11.25). A s w e cut from  shot to shot, the objects or persons around the
m oving perform er w ill change from  one side of the screen to the other.

FIG URE11.25 A neutral direction covered by tw o high cam era positions set on reverse angles,
records this m ovem ent as a descending one in the first shot and as an ascending m ovem ent in the
second.

C ase 26



C ase 26
The m ovem ent covered from  tw o external reverse cam era positions is not alw ays
in a neutral direction. M ost of the tim e this m otion has a diagonal path that
extends from  one side of the screen to its centre. The five preceding exam ples
can be film ed w ith the w alking or running player m oving obliquely.

Som etim es the sense of direction of this oblique m ovem ent can be changed to
m ake it appear continuous on the screen. That is w hat happens in our next
exam ple, as illustrated in Fig. 11.26. The real direction in w hich player C  m oves,
is changed from  shot 1 to shot 2, so that on the screen it appears to be the sam e
continuous m otion in both shots.

In the tw o shots into w hich the m otion is fragm ented, Player C  m oves in the
sam e sector of the screen, from  right to centre, in a diagonal path. In the first
shot A  and B  have their backs to the cam era. Player C  is seen m oving behind B
and approaching the centre of the screen.

W hen w e cut to the reverse shot, B  and A  reverse positions on the screen and
face the cam era. Player C , seen in foreground close to the right side of the
screen, m oves aw ay from  us to the centre and stops, facing the other players.

The second fragm ent of the m otion is false because the reverse position of the
second cam era site changes the sense of direction of the m oving player: she
ought to m ove from  left to centre.

To obtain sm ooth continuity her direction of m ovem ent is changed, giving
this fragm ent the sam e direction as the first. The floor plan illustrated in Fig.
11.26 show s the situation clearly.

U sing a com m on visual axis

C ase 27
N ow  exam ine a w alking or running m ovem ent from  tw o cam era sites on the
sam e visual axis. These neutral m ovem ents aw ay from  or tow ards the cam era
straight or obliquely and in the sam e screen sector. Fig. 11.27 illustrates a sim ple
approach to running m ovem ent. A  player m oves from  foreground to a position
far aw ay. Tw o-thirds of the path are covered in the first shot. In the second,
{forw ard, on the sam e visual axis) the player nearest the cam era m oves aw ay to
his goal and halts. The cut is m ade on the action w ith the rem aining one-third of
the path covered in the second shot. The player m oved in the sam e sector of the



screen in both shots: from  the right to the centre.

FIG URE 11.26 Som etim es the direction of m ovem ent is changed for the second shot to m ake It
consistent w ith the direction show n in the first.

O f course, w e can reverse the direction of the oblique path so that it runs from
left to centre in both shots. The sam e principle applies. It is the concept used that
m atters m ost-the execution is quite sim ple.



FIG URE 11.27 Tw o cam era positions are placed on a com m on visual axis, used here to cover a
running player.

To shoot this you let the perform er run or w alk from  one point to the other in the
first shot. Then, w ith the cam era forw ard, and the actor in front and w ith his
back to it, start the shot and instruct the player to run again along the rem aining
part of his path. Later, in editing you cut on the action, first rem oving the latter
part of the first shot and the static section of the second.

C ase 28
This sam e solution can be applied to tw o people m oving together aw ay from  the
cam era. In the Fig. 11.28 exam ple this is a short distance.

Shot 1 Full shot. Players A , B  and C  are talking. Then B  and A  turn and w alk
aw ay together.

Shot 2 M edium  shot. This position is an advance on a com m on visual axis.
Players A  and B , close to the cam era, stop w alking aw ay from  us and
stop to talk.



FIG URE 11.28 Tw o players m ove aw ay in a neutral direction and are covered by tw o cam era sites
on a com m on visual axis.

N o m ore than five steps w ere involved in the distance covered by the tw o
perform ers. In the first shot three steps w ere w alked, and tw o in the second,
num ber contrast has been added by excluding one actor (player C ) from  the
second shot.

C ase 29
In the previous exam ples the second cam era position w as forw ard on the
com m on visual axis. It could have been further back (Fig. 11.29).

Shot 1 M edium  shot. The player is facing the cam era in the centre of the
screen. H e turns and w alks aw ay.

Shot 2 Long shot. The perform er in the centre w alks aw ay.

C ase 30
In the preceding case the first shot covered a short distance travelled by the
player, the second a lengthy one. R eversed, but using the sam e visual solution is
Fig. 11.30.



FIG URE 11.29 In this exam ple the second cam era position is further back, instead of forw ard as in
the previous exam ples-on a com m on visual axis.

Shot 1 M edium  shot. Player A  standing nearby, back to the cam era and on the
right side of the screen, w alks aw ay in an oblique path tow ards B , w ho is
w aiting in the background, left. W hen A  is close to B , cut to . . .

Shot 2 Sam e visual axis. Full shot. A  (centre) w alks tw o steps tow ards B and
stops beside her.

The key to this technique consists in having the m obile subject conclude his
m ovem ent at the beginning of the second shot, in the centre ofthe screen, by
w alking only one or tw o steps and stopping at that point.

The sam e principle can be applied to a full shot-m edium  shot cam era
coverage.

C ase 31



N ow  consider som e cases w here the player m oves, not aw ay from  but tow ards
us.

In the first of these shots the m an (or vehicle) is approaching in full shot
(centre). W hen he is crow ding the film  fram e (and this does not m ean that his
body obscures our view  com pletely, it suffices for instance to have his head
reach the top boundary of the screen), cut to Shot 2. O n the sam e visual axis this,
too, is a full shot.

FIG URE 11.30 The m oving player concludes his m otion in the full shot.

The m an placed in the centre of the screen approaches once m ore and stops in
foreground. The effect is to w iden the view  in the second take because the
approaching m otion of the player m ade him  grow  on the screen, and creates the
visual need to cut back to relate him  w ith his surroundings and show  his final
goal. The first fragm ent of this continuous m ovem ent served to identify the
player to the audience as w ell as to show  his intentions or feelings. Fig. 11.31
show s this situation.

There w as alm ost equal m ovem ent in these shots but a higher or low er



cam era position could be used for the second to contrast w ith the (level) first.

FIG URE 11.31 A neutral m ovem ent tow ards the cam era in both shots can be covered w ith tw o
cam era positions on a com m on visual axis.

C ase 32
The follow ing exam ple is w idely used by film  m akers to show  the beginning of a
w alking m ovem ent. It m akes use of repetitive m otion in the sam e zone of the
screen {Fig. 11.32).

First, A  is seen in close shot looking off-screen right. H e then starts to m ove
to that side. H is head approaches in a diagonal from  the centre to the right. W hen
his face touches the edge of the screen, cut to the second shot. This new  (full)
shot is placed further back on a com m on visual axis w ith the player seen
centrally, m oving diagonally right.

C ase 33
N ow  a static subject is seen in the shot of a rapidly approaching figure.
Perform er B  in m edium  shot, back to the cam era and on the right of the screen,
w aits for A  w ho approaches in a straight line (left side of screen). The second



shot is a close shot placed forw ard on the sam e visual axis as the first. H ere B  is
seen in foreground on the right, w ith his back to the cam era, and in a huge close
shot.

FIG URE 11.32 The beginning of a m ovem ent Indicating departure can be Initiated in a close shot
and com pleted in a full shot placed on a com m on visual axis. There is screen sector repetition for
the fragm ents of m otion.

A  on the left, seen closer too, stops w alking and arrives in front of B . The first
tw o-thirds of the m ovem ent are show n in the full shot, the rem ainder in the close
shot (Fig. 11.33).



FIG URE 11.33 A m otion Indicating the arrival of a player at a destination in the foreground on both
shots.

C ase 34
Tw o cam era sites on a com m on visual axis can be used tw ice to film  a
discontinuous action such as that show n in Fig. 11.34.

Shot 1 The lone rider m oves in the centre third of the screen in a full shot. H e
is seen sm all over the ridge m oving obliquely left to centre.

Shot 2 M edium  shot. The rider at the left screen edge approaches us and stops
in m id-screen, looking to right.

Shot 3 C ut-aw ay. Full shot. H erd of horses grazing on the plain. This shot
represents w hat the rider is seeing.

Shot 2 M edium  shot. The rider in the centre of the screen begins to m ove
again, advancing until his figure is close to the right edge.

Shot 1 Full shot. The rider in the centre of the screen m oves to the right,
advancing tow ards us. H is m otion in this shot alw ays takes place w ithin
the central screen area.

Shot 3 R everse full shot. The herd of horses grazing on the plain, the rider in
centre foreground m oving aw ay from  us tow ards the herd.

Shots 1 and 2, on a com m on visual axis, w ere used tw ice, to cover the
discontinuous m otion of the rider. N otice how  the first tim e those shots w ere



em ployed, only the left area of the screen w as used in both shots. A fter the cut-
aw ay, both takes show ed rider m oving from  the centre to the right.

Thus the left and right screen areas w ere used in pairs, w ith repetitive m otion
in each sector before changing shot. The sequence w as: left sector (tw ice)-cut-
aw ay-right sector (tw ice)-reverse shot (sam e site as cut-aw ay). The rider w as
placed in foreground, descending the slope tow ards the valley, thus capping the
sequence and reaffirm ing the value of the cut-aw ay show n before, by the rider
covering the sam e ground. In fact, this cut-aw ay and reverse shot could have
been shot on a different location from  that of the player.

B y intercutting these tw o shots the tw o locations appear to be the sam e place.
This tim e and place m anipulation is quite frequent on the screen for practical

reasons. It perm its the film  m aker to m ake use of outstanding locations that are
far apart geographically. If the situation being shot allow s it, w e should resort to
this recourse.



FIG URE 11.34 Each of the takes show n here is used tw ice to cover the discontinuous m otion of an
approaching player w ho stops to reconnoitre the terrain and advances again Into new  territory.

C ase 35



C ase 35
In the diagonal m otion across the screen, as depicted in Fig. 11.35, half screen
areas are used for each shot.

FIG URE 11.35 A diagonal m ovem ent across the screen is covered using half screen areas in each
shot.

A  in the foreground, in full shot, w alks diagonally to B , seen in long shot in the
background. W hen A  reaches the centre of the screen cut to a m edium  shot. In
this second shot fram ing A  on the sam e visual axis and in the centre of the
screen, he continues m oving aw ay from  the cam era diagonally from  centre to
right and stops, facing B , w ho rem ained at screen right in both shots.

Right angle cam era sites
M otion inside the screen is enhanced by the use of right angle cam era sites,



because this m ethod allow s to cover m otion over a larger span of terrain. A
com m on visual axis for both cam era em placem ents lim its the view  for across the
screen m otion, circum scribing it to a narrow  space. R ight angle positions afford
a com bination of across-the-screen and diagonal m otion, or across-the-screen
and neutral direction m ovem ent.

C ase 36
M otion by halves of screen space is em ployed in the follow ing exam ple, using
positions w ith a right angle rapport. In the first shot the player w alks across one
half of the screen, w hile in the shot that follow s he m oves diagonally in the other
half area of the picture fram e (Fig. 11.36).

FIG URE 11.36 Another variant of m ovem ent covered by half screen areas in each shot. A right
angle is used for the cam era view points.

Shot 1 Subject A  on the right side of the screen, near the border, m oves to the
centre across the screen. W hen he arrives there, and is still m oving, cut to . . .



FIG URE 11.37 A right angle cam era disposition covers the departing player.

Shot 2 C lose shot of A  w ith his back to us, occupying the full half right side of
the screen, m oves aw ay in a diagonal to the left side and stops in the
background.

C ase 37
A  perform er m oving from  one place to another w ithout leaving the boundaries of



the screen, m ay cover a long trajectory using tw o shots that have a right angle
relationship, by applying a neutral direction m otion in the second shot. Fig.
11.37 illustrates a device frequently em ployed by film  m akers.

A  crosses screen right to left. A s he reaches the third sector, left, cut to a right
angle cam era position, w here w e see him  m ove aw ay from  us. The end of Shot 1
and beginning of Shot 2 are on the sam e picture area-an im portant condition for
this type of cut. If the m oving figure is not precisely positioned the cut w ill not
be sm ooth.

C ase 38
Shot order can be reversed to cover an approaching m ovem ent, instead of a
receding one as above (Fig. 11.38).

FIG URE 11.38 Right angle cam era coverage of a m ovem ent that uses the centre of the screen as
the centre for cutting betw een shots.

Player A , close to the left border of the screen in the first shot m oves to the
centre. There w e cut to shot tw o, w here A , centre, is seen in long shot,



approaching in a neutral direction.
A  reversal in w hich the player com es to the cam era in a neutral direction in

the first shot, and upon reaching a m edium  shot, w e cut to the second shot w here
he m oves in m edium  shot from  centre to side across the screen. This device is
seldom  used, although technically feasible.

The technique being discussed here requires that the player in m otion has the
sam e screen size on both shots at the m om ent of the cut, so that his second
m ovem ent, either receding or approaching, enlarges or dim inishes his figure.
D iscrepancies in the size of the subject on the cut w ill render it aw kw ard.



FIG URE 11.39 Right angle coverage for a m ovem ent that takes place in the centre of the screen in
both shots.

C ase 39
W hen a neutral m ovem ent in the first shot ends in a half-screen m otion in the
second shot, it is not necessary for the m oving subject to enter the boundaries of



the screen in the second. H e m ay appear from  behind one of the perform ers
already located in foreground. Thus, his horizontal m otion is shortened.

In Fig. 11.39 w e see that in the first shot perform er A  m oves tow ards us
centrally on the screen. W hen she is near B , w e cut to the second shot. Shot 2 is
a side shot w here A  m oves from  behind B  and w alks across the picture area,
stopping in the centre betw een the static B and C . To shoot A  leaving, after
speaking to C , w e have only to reverse the shot order but using the sam e cam era
sites. W hen A  disappears behind B  (as seen from  the second cam era position)
cut to the first cam era site, w here player A  (centre) w alks aw ay in a neutral
direction.

C ase 40
The fram e of an open door or any other type of fixed aperture seen in the first
shot, can be used to fram e the second part of the fragm ented m otion in the
second shot (Fig. 11.40).

FIG URE 11.40 Another variant for right angle coverage of a m ovem ent that takes place in the
centre of the screen in both shots.

Shot 1 A  player advances dow n a corridor tow ards the cam era in full shot. A s
he nears a door left, cut to . . .

Shot 2 Inside the room , looking through the door. H e appears from  the left in
the doorw ay and stops to look in tow ards the cam era.

B oth fragm ents of m otion w ere centrally placed in the picture and the player



m oved from  left to centre in the second take, because the door w as on the left
side of the corridor. B ut if instead that door w ere on the right, the cam era (site 3,
Fig. 11.40) w ould see him  appearing from  the right. Shot 1 w ould rem ain the
sam e because of the neutral m ovem ent.

C ase 41
I f the approach in the first shot is oblique the second shot m ust be placed on the
sam e side of the line of m otion (Fig. 11.41).

FIG URE 11.41 Right angle coverage that uses half screen m ovem ents in different sectors for each
shot.

Shot 1 A  m oves on the right sector of the screen. H e w alks diagonally from
background to centre. W hen he is betw een B  and C , cut to . . .

Shot 2 Side shot. Player A  in the centre w alks to the left am t stops there.
B oth w ere full shots, and the centre of the screen w as used to m atch the
m ovem ent.

C ase 42



N ow  consider a case w here in the first take the m otion 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.

FIG URE 11.42 Another right angle variant to cover a departing player.

Player A , centre, looking right, m oves right: as he reaches the right picture edge,
cut to the second shot from  behind, fram ing him  left of centre w alking aw ay
diagonally to the centre screen area.

C ase 43
A  right angle coverage of a w alking or running perform er can be used to relate
tw o different areas of the set. Player A  w alks across the screen (centre to side) in
the first shot, going aw ay from  C . In the second shot he is already in the centre
(m edium  shot w ith his back to us, fram ed from  the w aist up) and w alks aw ay in



a diagonal to the right tow ards B . A ctor D  on the left side of the screen, in the
background, w atches his m ovem ent (Fig. 11.43).

FIG URE 11.43 Tw o different zones on the set are linked by the m ovem ent of a player seen from
right angled cam era sites.

C ase 44
Finally, a case w here three takes (one at right angles to the others) cover a
running m an. The exam ple has one peculiarity: m ovem ent is central in all three



shots (Fig. 11.44).

FIG URE 11.44 The second cam era position in this exam ple is at right angles to the other tw o
cam era sites. The m otion of the player is recorded on the central sector of the screen in the three
shots.

Shot 1 Full shot. A n escaped convict in the centre of the screen runs aw ay
from  us (neutral direction) on a bare m arshy plain.

Shot 2 Long shot. Seen very sm all on the screen, the convict runs across left
to right, w ithin the central sector.



Shot 3 Full shot. H e is seen sm all in the centre of the screen, com es up to the
cam era and stops in foreground (m edium  shot) to catch his breath.

B ecause 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 som etim es seen in very
sm all scale.

M ovem ent across the screen
W hen joining tw o fragm ents of a continuous action w ithin the boundaries o f the
picture, m ovem ent across the screen m ay be used to show  the arrival or
departure of a perform er as follow s:

C ase 45
A  sim ple situation; in the first shot the perform er (centre) faces the cam era and,
turning round, he m oves to the left. H is face does not leave the screen in this
shot but, on reaching the left m argin, cut to the m edium  shot w here the
perform er now  in the centre m oves out of fram e left (Fig. 11.45).



FIG URE 11.45 A m ovem ent across the screen seen from  tw o cam era sites on a com m on visual
axis.

C ase 46
The next exam ple (Fig. 11.46) differs from  the preceding one only in that the
perform er is already profiled on the screen in the first shot. H is m otion there is
sim ilar to the first shot in the previous exam ple, w hile the second shot is the
sam e.



FIG URE 11.46 This exam ple is sim ilar to that preceding, w ith the difference that the player is
already profiled to the cam era in the first shot.

C ase 47
The variation show n next (Fig. 11.47) uses a long shot for the second shot. The
first shot is sim ilar to the one in the preceding exam ple; w hen his face reaches
the side of the screen, cut to the long shot w here the tiny figure of the player,
right, w alks slow ly to the left w here he stops.

C ase 48
The technique of m atching action in the sam e screen area in consecutive shots,
serves also to unite a panning shot and a static cam era shot that record an across-
the-screen m ovem ent (Fig. 11.48). The player in the first shot runs from  right to
left fram ed in the right screen sector in a m edium  shot that pans w ith him . H is
body position is m atch cut at the end of this first shot w ith the beginning of the
second, w here he is fram ed in full shot w ith a static cam era. In the second shot



he runs from  right to left, w here he stops. B oth takes have the sam e visual axis.
This solution is often used to conclude a w alking or running m otion across the
screen.

FIG URE 11.47 The difference betw een this exam ple and the tw o 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.



FIG URE 11.48 By keeping the player constantly in the sam e sector of the screen, a panning and a
static shot can be joined sm oothly.

C ase 49
H ere a horizontal m otion is film ed using opposed screen sectors but w ith the
m otion alw ays having the sam e sense of direction. In the first shot (close shot)
the m oving player w alks from  centre to right, close to the screen edge. In the
second (full shot) he w alks from  the left to centre and stops (Fig. 11.49).



FIG URE 11.49 A horizontal m ovem ent covered by tw o parallel cam era positions uses different
areas of the screen for each shot. In the first, the player m oves from  centre to side, and in the
second from  the opposite side to the centre.

C ase 50
U sing consecutive screen sectors side/centre, centre/other side, on a com m on
visual axis, Fig. 11.50 show s som eone in front of a group w ho starts to leave in
the first m edium  shot profile view  (screen right), and m oves to the centre. C ut to
a full shot of the group w ith him  m oving centre to left, and so out of the picture.



FIG URE 11.50 The horizontal action show n here is covered for the m ovem ent 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 com m on visual axis line.

C ase 51
N ow  the arrival of a character treated in the sam e w ay but in reversed order: he
arrives (full shot) m oving right to centre and in the second (m edium  or close)
shot w alks centre to left, w hich needs only one or tw o steps. A  slight variation is
obtained by repeating a m ovem ent across a sm all sector of the screen: the
m oving player enters the picture from  one side and crosses say, tw o-thirds of the
screen w idth (Fig. 11.51). Then cut to a close shot on the sam e visual axis,
w here he m oves from  centre to edge on the rem aining sector.

The repetition in the second shot uses the central third of screen area.

C ase 52
A ll cases of m otion across the screen exam ined up to now  have had cam eras
sited on the sam e visual axis and the sam e sense of direction in both shots. B ut
tw o external reverse angles, or a com bination of external-internal angles could
be used instead. In Fig. 11.52 player A  is departing. In the first shot he m oves



from  centre to left. A s he reaches the picture edge w e cut to shot 2, a reverse
view  w here A  in the centre m oves to the right and, so out of view .

FIG URE 11.51 The m ovem ent is repeated in a sm all sector of the screen in the second shot to
conclude the arrival of the w alking actor.



FIG URE 11.52 The departure of a player covered from  reverse cam era positions. His m ovem ent on
the screen is in divergent directions.

A n act of arrival reverses the situation. In Shot 1 he w alks into shot and finishes
the m ovem ent in shot 2 (Fig. 11.53).



FIG URE 11.53 A player arriving as show n by tw o contrasting m ovem ents on the screen. In the first
shot he m oves 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 form ula presents a player w ith his back view  in one shot and face-on in the
other, so, if he is profiled, the suddenly opposed direction w ill not give a sm ooth
effect in editing. This is because in profiled positions the centre of interest
m oves ahead, in front of the player, and by show ing the m otion in opposite
halves of screen, that interest is shifted abruptly from  one side to the other, thus
breaking the principle of constant screen direction. B ut if the player in m otion
has his back to us in one half of the m ovem ent, and faces the cam era in the other
half, the centre of attention rem ains in the centre of the screen. So, for this
form ula w ith profiled positions either a neutral direction of m otion (as in Fig.
11.54) or a pause (see C hapter 15) m ust be introduced betw een the shots.



FIG URE 11.54 A neutral direction of m ovem ent is Inserted betw een tw o conflicting shots to sm ooth
the passage from  one side view  to the other. Thus, the action is seen as a continuous m ovem ent
on the screen w ith a constant direction, despite the opposed directions of shots 1 and 3.

C ase 53
A  significant m atching lim b m ovem ent can som etim es serve to unite tw o
otherw ise incom patible reverse cam era view s of tw o players (Fig. 11.55).

The girl (right) slaps the m anɋs face (left); as her hand reaches his face w e cut



to the second shot w here the arm  m otion is com pleted.
Their positions are now  reversed, yet the shots cut sm oothly because the arm

m ovem ent in the sequence has been in a continuous direction.

FIG URE 11.55 The continuous sense of direction of m ovem ent, in this case the sw inging arc of the
girlɍs arm  as she proceeds to slap the m an, m asks a sudden sw itch of screen areas for both
subjects in the cut from  the first to the second shot.

G oing through a doorw ay

C ase 54
This is one of the m ost frequent m ovem ents in film s. W ith a regular treatm ent,
w here the cam era sites, inside and outside, rem ain on the sam e side of the line of
m ovem ent, the result is as Fig. 11.56.

C ase 55
If an irregular solution is consciously chosen, the fragm ents of action are in
opposed directions, because the cam era sites are on opposite sides of the line of
action (Fig. 11.57).

This solution is m ore dynam ic on the screen, especially if the m otion is
through an open door in both shots. If the door has to be opened, that m ovem ent
is used to m ake the cut from  shot to shot. The half circular m otion w ill help



m ask a change of direction.

C ase 56
Som e film  editors save tim e w hen show ing a perform er w alking through a door
that m ust be opened. Peter H unt, film  editor of G oldfinger, in the first sequence
of the film  show s Jam es B ond, clad as a frogm an kneeling at the base of a huge
tank. B ond presses a hidden sw itch and a concealed door hinges open. C ut.
Inside the tank Jam es B ond closes the door behind him  and com es forw ard (to
lay plastic explosives over nitroglycerine drum s). The actual m otion of crossing
the threshold w as om itted, only the first part and the conclusion of the m otion
w as show n, com pressing tim e spent on a m ovem ent that had no dram atic value.



FIG URE 11.56 M ethod of show ing an actor passing through a doorw ay uses the triangle principle
for cam era placem ent in the regular w ay. Both cam era sites are on the sam e side of the line of
m ovem ent.

C onversely, should the opening of the door take place in a very dram atic
situation, that could be stressed by delaying the opening as m uch as possible,
w ithout harm ing the effectiveness of the scene.



FIG URE 11.57 An Irregular approach to crossing a threshold.

O n other occasions, a pause at the beginning of the second shot is used, w here
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.

C ase 57
If tw o players are show n w alking together in a neutral direction tow ards an open
door, their screen positions w ill be reversed as w e cut to the reverse shot for the
second half of the action (Fig. 11.58).

C ase 58
The sam e reversal happens if one of the perform ers stands close to the door
w aiting for the other to approach and enter the room . The m ovem ent of the
w alking player has a neutral direction in both shots. W henever possible his
position on the screen is m atched (preferably in the centre), so that the w aiting
perform er is seen first on one side of the screen and then on the other, w hile the



m oving player is kept in the centre of the fram e.

FIG URE 11.58 Tw o players w alking aw ay in a neutral direction exchange screen areas in the
second shot as they approach the cam era.

C ase 59
A  pause is som etim es used w hen a player enters a closed door. In the first shot
w e see him  arriving outside the door and stopping to knock. A fter the knock w e
cut to the second shot-w e see only the door, from  the inside. Either som ebody
answ ers from  off-screen telling the player outside to com e in. or after a pause the
player outside opens the door and enters. This pause at the beginning of the
second shot serves to m ask a change in the players direction of m ovem ent. The
static view  of the door from  the inside, w ith no m ovem ent at all on the screen,
held for one or tw o seconds before being opened, constitutes the visual pause.

C ase 60



C ase 60
A s w e are dealing w ith cases involving a door, let us digress for a m om ent and
return to the coverage of tw o static players placed one on each side of a closed
opaque door. To obtain the feeling that they are com m unicating, the shots should
be in opposed directions. Thus the feeling of rapport through a physical barrier is
obtained in situations w here tw o players have to speak to each other through a
door that neither of them  can open. Fig. 11.60 show s such an exam ple. N otice
that one player looks to the right w hile the other on the opposite side of the door
looks to the left (the edge of the screen to w hich the other player has turned his
back).



FIG URE 11.59 A reversal of the playersɍ screen positions also occurs w hen one player m oves close
to a stationary player w ho w atches him  go by.

Brief sum m ary
The m ost im portant factors dealt w ith above m ay be sum m arized as follow s:



FIG URE 11.60 O pposed direction of looks w here tw o players on different sides of a closed door
m ust be presented to relate them  visually on the screen.

1, a m otion is broken into at least tw o fragm ents; 2, the cut from  shot to shot is
on the action itself; 3, a change of cam era to (m oving) subject distance is
involved as w e cut; 4, there are tw o basic types of m otion-on the spot and along
a path; 5, for on-the-spot m otion, three variants o f the triangle principle for
cam era placem ent are used to register a broken action-reverse shots, right angles
and a com m on visual axis and all the variants (five) for m otion along a path; 6,
all the form ulas presented can be reversed, changing from  shot 1-shot 2 to shot
2-shot 1; 7, to film  the fragm ents of action the screen is divided into tw o or three
sectors; 8, the action film ed covers one sector per shot.

Three com m on rules m ay be said to apply to dynam ic presentation of



continuous m ovem ent split into tw o shots, each using half-screen areas:

The m otion is repeated inthe sam e sector ofthe screen, eitherin the sam e or
opposed directions.

FIG URE 11.61 A m otion is repeated in the sam e screen sector, either in the sam e direction or in
opposed directions.

The m ovem ent begins and ends in the centre or starts on one side and finishes
on the other.



FIG URE 11.62 The m ovem ent 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 m otion converges tow ards the centre of the screen or diverges from  it.



FIG URE 11.63 The m ovem ent converges on the centre of the screen or diverges from  It.

A personal preference
M any film  directors and editors prefer the econom y of action offered by
Ɋm ovem ent inside the screenɋ. The film ed m ovem ent is edited so that it does not
go out of the screen in the first shot and enters in the second.

These film  m akers find that the suggestion of m otion given by a subject
m oving from  centre to border or vice versa, is m ore effective and econom ical
than allow ing him  to really m ove out of the film  fram e. A nd it does not m atter
how  fast the subject is m oving. The standard chosen rem ains unchanged.

U sing that criterion w ith the form ulas and exam ples exam ined so far you w ill
really obtain fast, econom ic and dynam ic transitions from  shot to shot that
register a w hole continuous m otion of a perform er, anim al or vehicle.

A lternatively, the subject can enter and exit the pictureɇ an approach
discussed in the chapter follow ing.
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M O T IO N  IN T O  A N D  O U T  O F SH O T
W ith this technique the m oving subject in the first shot leaves the shot totally or
partially, and re-enters (or not) in the second shot. B ut there are tw o alternatives
for the second shot: The subject re-enters shot by the opposite side to his exit, or,
he is already in view  in the second shot, either in the centre of the picture or
placed to one side.

The three basic rules sum m arized at the end of the previous chapter are
applicable here except for the m odification im plicit in prolonging the m otion
itself, so that it really enters or leaves the shot com pletely.

W ith a m ovem ent out of shot the cut w ould im m ediately follow  the subjectɋs
exit:

1 The cut occurs w hen the subject is partially out of fram e.
2 The shot is held for a few  fram es after the exit.
The techniques are reversed for subjects entering the screen. W ith the

triangular cam era coverage (p. 32) all its five variants are applicable here:
external reverse angles, internal reverse angles, right angles, parallel cam era
sites, and a com m on visual axis for tw o or m ore consecutive shots.

M ultiple fragm ents
I f m ovem ent is short generally tw o visual fragm ents are enough to show  the
beginning and conclusion. W ith a long repetitive m otion a single shot w ould
usually be a very poor solution. Instead it could be broken into three or four
fragm ents, or a cut-aw ay could be inserted betw een the beginning and
conclusion of the m ovem ent, thus shortening it w ithout confusing the audience.

A  repetitive m otion can w eaken a story by adding length w ithout significant
m eaning or detail to the story. If the w hole of a lengthy m ovem ent is to be
retained it m ust be endow ed w ith visual qualities that justify its use, although
those m ight som etim es represent a forced, contrived m ise en scene. A  m ovem ent
in w hich the subject goes out of the screen in one shot and com es into it in the
next helps blend separate locations together m ore naturally and easier to
accom plish as a convincing transition betw een tw o separate areas.



Fig. 12.1 show s a m an w alking in front of a building in the first shot and in
front of a scenic m ountain background in the second. The building and the
m ountain range m ight be oceans apart but on the screen the m otion of the player
w ill tend to confirm  that they are close to one another. If the scene is shot in a
studio the actor m erely w alks tw ice in front of the sam e back projection screen
or blue backing for travelling m atte process.

FIG URE 12.1 A player w ho crosses horizontally in front of tw o locations fram ed by the cam era
m akes those places coexist side by side on the screen, notw ithstanding the fact of their actual
distance apart.

M otion in three fragm ents
Som eone w ho begins to m ove from  one area to another can be covered by three
parallel cam era sites that record distant fragm ents of a continuous m ovem ent.
The subject exits from  the area he occupies, travels through the space that
m ediates betw een his departure base and his arrival area, and finally stops at his
destination. Figure 12.2 show s that case sim ply covered by three cam era sites on



a line parallel to the subject m ovem ent. Thus, the cam eras register view s that are
fram ed at the sam e distance from  the subject.

In the first shot there is a half screen m otion from  centre to side, w here the
player w alks out of shot. In the second shot he enters from  the opposite side,
crosses the screen profiled to the cam era and leaves by the other side; the w hole
screen is traversed. In the third the actor enters again from  the opposite side and
stops in the centre. Thus, a com plete cross-screen m otion placed betw een tw o
half-screen m ovem ents, served to record the w hole path travelled. A
m odification of this is to change cam era-to-player distance. The m ost dram atic
effect is obtained by selecting the centre cam era position and m oving it
backw ards so that a triµ angular cam era disposition is form ed w ith all three
cam eras pointing straight ahead.

The cam era sites covering the extrem es of the line of m otion record the
departure and arrival of the player, w hile the centre cam era m ay fram e:

1 The centre space betw een departure and arrival.
2 The interm ediate space and the arrival area or departure zone.
3 The w hole space, including in the shot the departure area, the
interm ediate space, and the arrival spot.
(The screen can be split into either tw o or three zones).

C ase A
Figure 12.3 show s the first possibility described above. The first and last takes
are close shots w here the departure (beginning) and arrival (concluding) parts of
the m ovem ent are recorded. The in-betw een take is a full shot w here our
perform er is seen entering from  one side and w alking only to the centre of the
screen. H e and his destination are in opposed screen sectors.

In the exam ple discussed w e get screen sector m otion repetition in the last
tw o shots. The editing of these takes is quite sim ple. In the first take as soon as
the perform er is out of the screen com pletely (or alm ost) cut to the second shot
w here he re-enters from  the opposite side and m oves to the centre. O n reaching
the centre, cut to the third shot w here he again enters into the screen and stops.

This com bination of close shot-full shot-close shot, clearly show s a perform er
changing from  zone to zone. The m iddle take acts as a sort of re-establishing
shot (and is often used for that purpose) by show ing the next zone tow ards w hich
the perform er is heading, or by show ing both adjoining zones together.



FIG URE 12.2 An horizontal m ovem ent covered by three parallel cam era positions. All these are full
shots.

C ase B
W hen both adjoining zones are show n in the sam e 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 m ain perform er.

FIG URE 12.3 By placing the central cam era position further back in a full shot the destination of
the m oving player is revealed before he reaches It.

In such a case there is central m ovem ent only in the picture area (Fig. 12.4).
The shots are edited as follow s:
Shot 1 C lose 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

is a w agon on the right.



Shot 3 C lose shot. B  enters from  the left staggering back and his body slam s
against the w heel of the w agon, stopping violently.

The violence in the first and third shot is accentuated by the sudden cut to a
far aw ay view point.

FIG URE 12.4 In this exam ple the central shot includes the tw o zones of the set and the
interm ediate space betw een them  re-establishing the w hole locale for the audience. Shots 1 and 3
record departure and arrival respectively.

C ase C
In the previous cases the three cam era sites w ere parallel to the path of the
perform er, but can be placed in line w ith it. A ll view points have a com m on
visual axis, and the m otion is recorded in fragm ents w hich m ove forw ard behind
the w alking or running player.



A  further variation is obtained by com bining m ovem ent inside the screen and
m otion that enters the screen. A s show n in Fig. 12.5. The first cam era position is
located on the stern of a sailing ship, pointing to the prow . Perform er A  in
foreground begins to w alk tow ards B  in the background. W hen she is halfw ay,
cut to 2, a site on the sam e visual axis as the preceding shot. A  enters from  right
into the field of vision of the second cam era position and continues w alking
tow ards B . W hen A  is again halfw ay in her rem aining path, cut to site 3, w here
A , close to the cam era on her right, com pletes her trajectory and joins B .



FIG URE 12.5 In the case show n here the three cam era positions are located on the path of the
m ovem ent itself, and advance as the w alking player m oves aw ay to her destination.

C ase D
In the exam ple explained (Fig. 12.5) the subject in m otion starts from  one area
close to the firstɋ cam era site, and m oves to B . A  further variation can be
obtained by placing his destination beyond player B . This m otion can be either



continuous, or w ith an interruption in the centre. The follow ing exam ple,
illustrated in Fig. 12.6 m akes use again of three fragm ents aligned on a com m on
visual axis.

FIG URE 12.6 Another exam ple of cam era sites arranged on the line of m ovem ent Itself. Here the
m oving player goes beyond the stationary one, and on into the background. Player B on the left
side rem ains stationary but her figure grow s in size as each new  shot is introduced.



Shot 1 A  m oves from  the right hand screen sector. C ut to . . .
Shot 2 A  enters from  the right and stops in foreground w ith his back to us.

A fter a m om ent he w alks forw ard. H e m oves in the centre of the screen.
Shot 3 Player A  in the centre of the screen takes tw o steps forw ard and stops.
In the exam ple presented the perform ers have a com m on centre of interestɇ

the car in the background.
The three shots progress spatially tow ards the car. Tw o m ethods w ere used to

join the shots in sequence. From  shot 1 to shot 2 repetition of screen zone
m ovem ent w as usedɇ A  m oved in the right sector at the end of shot 1 and
beginning of shot 2. To join shots 2 and 3 a different solution w as applied.
A ction in the centre of the screen w as m atched precisely on that spot. B
rem ained static in all shots and her figure cam e nearer from  shot to shot, so that
w e see her in along shot in shot 1, in a m edium  shot in take 2, and in a
foreground close shot in shot 3.

C ase E
A n action fragm ented in three shots m ay use screen sector repetition in all the
shots, and can apply a right angle relationship betw een shots 1 and 2, and an
advance on a com m on visual axis betw een shots 2 and 3.

The sequence of shots (Fig. 12.7) is easy to assem ble:
Shot 1 A  enters from  right and m oves across the screen to the centre. C ut to . .

.
Shot 2 R everse right angle position. B  seen in the background, left. A , right,

enters and m oves aw ay from  us diagonally tow ards the centre. W hen he is near
B , cut to . . .

Shot 3 C lose shot of B . Sam e axis as preceding shot. B  on the left of the
screen. A  enters by the right and stops facing B .

B y piecing a m otion in this w ay, tw o different locations can be show n as if
spatially side by side. The illusion w orks perfectly on the screen.

The fragm entation of a continuous m otion in m ore than four or five sections
becom es annoying and defeats its ow n purpose. W here the distance is very great
four shots could be used as show n in Fig. 12.8.

M ovem ent can be confined to the sam e screen sector in the last three shots.
B ut the aim  is to find an editing form ula that suggests the length of the path
travelled w ithout the full m ovem ent w hich tires the audience and slow s dow n the
story.



FIG URE 12.7 This exam ple uses screen sector repetition in the three shots for the m ovem ent of
player A. A com bination of a right angle shot betw een shot 1 and 2 and an advance on a com m on
visual axis betw een shots 2 and 3 allow s this zone repetition of m otion.

For that purpose only three shots w ould be necessary. In Fig 12.8 w e w ould use
only shots 1, 2 and 4. O n the first, the m oving player leaves his area. In shot 2,
he is seen, sm all, traversing the space that separates him  from  his destination on
the right, w here the other perform er w aits. Shot 4 w ould begin by show ing the



w aiting actor alone on the screen for several fram es, and then the player in
m otion w ould enter the screen.

The length of tim e that the w aiting player rem ains on the screen before the
arrival of the other, suggests the length of the path travelled. A  tim e contraction
is usually resorted to w hen using this m ethod. M otion of a repetitive nature (such
as w alking or running) is seldom  of dram atic value in situations w here the
intention is to m ove a player from  one place to another.



FIG URE 12.8 M ultiple fragm ents applied to a lengthy m ovem ent of a player. Screen sector
repetition is obtained in the last three shots.

Fast, or violent m otions can be fragm ented into four or five pieces to stress
visually the violence im plicit in the m ovem ent itself. The case show n in Fig.
12.9 m akes use of reverse angles.

In take 1 (a close shot) perform er A  lunges forw ard violently going out of the



screen. In shot 2 (a full shot) he enters and runs to the background. H alfw ay
along his path w e cut to shot 3 w here he is seen in m edium  shot on the centre of
the screen. H e m oves quickly tow ards us going out of the screen.

FIG URE 12.9 M ultiple fragm entation of a m ovem ent to stress the violence of a personɍs m ovem ent.

The conclusion of this m otion accepts three solutions:



1 W e cut back to shot 2 (full shot) w here the player ends his m otion by
arriving to the door and pounding his fists on it.

2 H e arrives by entering close shot 4.
3 B oth previous solutions are com bined to conclude the m otion, using shots 2

and 4 after the first three shots.
Solutions 1 and 2 involve four fragm ents, w hile approach 3 uses five sections

to piece together the w hole m otion.
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PL A Y E R  A  M O V E S T O W A R D S
PL A Y E R  B

The num ber of visual perm utations possible for one player approaching another
or a group are alm ost lim itless. Those described below  are only suggestions for
basic situations that m ay be useful as a checklist for ideas.

C onverging m otion
The m oving player com es forw ard on the screen in both takes, but in the first his
m ovem ent is from  right to centre on the right side of the screen, w hile in the
second he m oves from  left to centre on the left side of the film  fram e. The
m ovem ent of the approaching player converges tow ards the centre of the screen
in both shots, using both right and left areas of the screen consecutively.

FIG URE 13.0 Converging directions of a single approaching m otion tow ards a static player.



FIG URE 13.1 O ne of the m ost frequently used form ulas for short range m ovem ents em ployed w hen
only one player m oves tow ards another. The cam era positions are at right angles.

The presence of a m irror in the first shot allow s the view ing of converging
directions of the sam e single action by the approaching player, w hile the static
perform er is seen on the sam e side of the screen in both shots.

The inclusion of one or m ore m irrors in a shot has alw ays fascinated film
m akers because of the opportunities they provide for unusual visual
arrangem ents on the screen.

Right angle cam era sites
W here the tw o m ain cam era positions have a right angle relationship, the
sim plest solution is depicted in Fig. 13.1. A , w ith his back to the cam era in shot
I, starts to w alk aw ay from  us tow ards player B . Shot 1 is a full shot. Tw o-thirds
of the m ovem ent are covered from  this view point. W e then cut to shot 2, a



m edium  shot, w here A  enters the screen and stops, facing B . B  m ay be either
standing, sitting or lying dow n.

FIG URE 13.2 The first shot is an Im provem ent on the previous exam ple.

The difference in distance betw een the cam era and the perform er in both takes
(FS to C S or M S) adds a visual variety. A  alw ays m oves in the sam e sector of
the screen. A lthough w e show ed m ovem ent from  right to left, the reverse
direction w orks in the sam e m anner as in all the exam ples follow ing.

A n alternative, or addition to the above is w here the beginning of the
m ovem ent is first show n in a reverse close shot (Fig. 13.2). Player A  begins to
m ove in close shot (1) w here he goes out of the screen, entering into full shot (2)
and concludes his m otion by entering again in m edium  shot (3). Several of the
follow ing situations also open w ith a close shot.

A nother solution is to m ake the first a panning shot. The actor w alks in a
straight path tangential to the panning arc of the first cam era site (Fig. 13.3).

The illustration show s the 180® pan used in the first shot. It achieves the sam e
as the tw o first shots in Fig. 13.2.



FIG URE 13.3 The first shot is panned. This is another variant of the basic form ula show n in
Flg.13.1.

In the first case exam ined, and partially in the tw o variations follow ing it, the
m oving player began his w alk w ith his back to the cam era and concluded by
arriving at a profile position. Fig. 13.4 uses the right angle set-up to show  the
player starting the m ove from  a profiled position and concluding it facing the
cam era. The perform er in m otion m ay com e to the cam era in either zone of the
screen in the second shot.



FIG URE 13.4 In this variant of the basic form ula w ith a right angle relationship of cam era sites, the
m oving player enters the second shot facing the cam era instead of being profiled to It as in the
previous exam ples.

A nother possibility reverses the variation exam ined in the previous exam ple.
The m oving actor com es up to the cam era in the first shot and concludes by
entering the screen in a profiled position. (Fig. 13.5).



FIG URE 13.5 In this approach to the basic form ula the stationary player is used as a pivot for the
cam era sites, keeping her in the foreground in both shots.

Fig. 13.6 show s the actorɋs m ovem ent profiled to the cam era in the first shot,
and w ith his back to it in the second.

FIG URE 13.6 In this variant the cam era sites are deployed in a pattern com plem entary to that
show n in Fig. 13.5.



The case show n in Fig. 13.7 show s a cam era pan applied to the second shot. In
the first shot A  is seen m oving aw ay from  us tow ards B  in the background. In
the second shot A  is in the centre of the screen (or entering it from  the right) and
being follow ed by a short panning m ovem ent that covers the conclusion of his
m otion as he com es to a stop facing perform er B .

Reverse cam era angles
Fig. 13.8 is the first (and m ost sim ple) of several variations using reverse cam era
angles to show  the m ovem ent.

In the first shot the player w alks up to the cam era, and enter in the second
shot w ith his back to us. W ith this form ula w e can also use a close shot w here
the beginning of the m ovem ent is recorded, as show n in Fig. 13.9.

So far w e have show n both players in the tw o shots. U sing internal reverse
angles w e can also cover the path traversed by the m oving player.



FIG URE 13.7 The change introduced to the basic form ula in this exam ple is in the second shot,
w here the cam era is panned.



FIG URE 13.8 A sim ple approach using a set of external reverse cam era angles.



FIG URE 13.9 The first shot is an Im provem ent added to the external reverse angle cam era
coverage in the previous exam ple.

This variation w as used before to show  the beginning of the m ovem ent at the
start of other form ulas, but has sufficient value in itself to be em ployed alone. In
the exam ple show n in Fig. 13.10 both shots are at the sam e cam era/subject
distance, but this can be varied.

Parallel cam era sites
Parallel cam era positions have been extensively exam ined before to record
m ovem ent of an actor across the screen, so it w ill suffice to include here only
one exam ple, the m ost sim ple (Fig. 13.11).

C om m on visual axis
C am era positions on a com m on visual axis are the key to the exam ples that



follow . Fig. 13.12 show s a frequently used exam ple.

FIG URE 13.10 In this variant, a set of internal reverse cam era angles is used to cover the player in
m otion.

The m ethod show n in Fig. 13.12 is sim ple to execute and quite clear in the visual
coverage that it affords. N o w onder that it is used so often.



FIG URE 13.11 A parallel cam era deploym ent used to register the m ovem ent of the player as he
w alks tow ards his stationary com panion.

FIG URE 13.12 A com m on visual axis line for both cam era sites is used here to show  the player in
m otion.

H ere (Fig. 13.13) the line of m otion runs parallel to the axis line of the tw o
cam era sites for covering of the m otion.

In the foregoing exam ples the arrival point (player B ) w as alw ays visible in
the tw o or three shots into w hich the m ovem ent of A  w as fragm ented. In the
follow ing exam ples she appears only in the second shot. This is due to the fact
that the m otion covered is a diagonal across our field of vision (Fig. 13.14).

In the first shot player A  m oves aw ay from  the cam era, in an oblique path,
and leave the picture, left. H e enters from  the right in the second shot and stops,
facing B . A  is seen from  behind in both shots.

In this case w e reverse the situation in the preceding exam ple. The m oving
player faces the cam era in both shots (Fig. 13.15).

In shot 1, player A  advances to the cam era in a diagonal and passes out of
shot, left. For shot 2 tw o solutions are available. B  is included in foreground in



both possibilities. A  is either in the centre of the right sector m oving tow ards us,
or he enters from  the right and com es to the foreground.

FIG URE 13.13 M ovem ent in a neutral direction is covered by cam era deploym ent on a com m on
visual axis.

This frontal approach to an unseen destination in the first shot is the one m ost
favoured by film  m akers. C om ing forw ard is a m ore dynam ic action than going
aw ay.



FIG URE 13.14 In the first shot A m oves aw ay obliquely from  the cam era and exits left. In the
second shot he enters from  the right, still seen from  behind, and stops, facing 8.

FIG URE 13.15 The difference betw een this exam ple and that preceding It lies in the fact that here
the m oving player arrives facing us, w hereas in the previous case he m oved w ith his back to the
cam era.

A  m irror can be present in the second shot, in the background, angled to the side
w here player A  is still m oving off screen. In this w ay, in the second shot, w e



first see her enter the screen (in the m irror) by the left, and as her figure goes out
of the m irror right, her real figure enters the film  fram e from  the left, and stops
facing B . Thus, her entering m otion in the second shot w as seen tw ice, and in the
sam e area of the screen (Fig. 13.15A ).

FIG URE 13.15A The use of a m irror on the second shot repeats the entrance of the m oving player
tw ice on the sam e section of the screen.



FIG URE13.16 The variant afforded by this approach is that tw o stationary players are involved. The
m oving actor advances from  one to the other in the tw o shots.

A s pointed out elsew here, the use of m irrors affords the duplication of m otion
w hich gives startling and off-beat visual effects.

The sam e form ula can be em ployed to show  player A  leaving C  to arrive
beside actor B in the second shot. (Fig. 13.16).

The m otion follow s an oblique path in both takes. C  is excluded in the second
shot. In the first take C  and A  are talking, then A  m oves diagonally crossing
behind C  and approaches, going out of shot, left.



FIG URE 13.17 The m oving player w alks beyond the stationary one, w ho serves as a pivot for both
cam era 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 com es tow ards B  w ho is fram ed in the foreground and then speaks to him .

A w alks beyond B
A  situation often found in a scene w here the player in m otion crosses beside the
static one, and stops beyond him . This m ight be film ed as follow s.

Player B , the static subject, can be used as pivot in both shots, thus relating
visually both shots into w hich the m ovem ent has been split. A s Fig. 13.17
show s, B  has his back to us in the first shot and is facing the cam era in the
second. A  goes out of the screen in the first shot and enters the second. H is
m otion can be m otivated 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 show n in Fig. 13.18.

FIG URE 13.18 A right angle cam era relationship em ployed for a m ovem ent w here the w alking
player passes beyond his stationary com panion. The first shot is used tw ice to show  the beginning
and conclusion of the m ovem ent. The second covers the central part of the m ovem ent.

In shot 1, player A  is seen in the background. H e w alks to us in a neutral
direction. B  is seated on the right side of the screen and seen in full shot. A s A
nears her, w e cut to take 2, w here A  enters from  the left and crosses our view
passing in front of B  and going out of shot, right.

C ut back to shot 1, w here A  having passed B  already, m oves tow ards us and
stops in the foreground.

A s m entioned at the beginning of this chapter the list of cases included here is
not an exhaustive one.
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U SIN G  M A ST E R  SH O T S T O  C O V E R
M O T IO N S O N  T H E  SC R E E N

V ery few  screen m otions so far exam ined have allow ed division and use of shots
in tw o or m ore parts. Inserts or cut-aw ays in a m aster shot m ay provide a pause
in the action recorded, serve to stress a situation or allow  recognition of the
characters involved.

In the follow ing exam ple the player pauses in front of a large building before
m oving on tow ards it. A  reverse shot is inserted.

M aster shot 1 large building in the background. A  enters view  from  the left
and stops w ith his back to us, Looking tow ards the building. C ut to . . .

Insert 2 R everse shot of A  seen on the sam e side of the picture. H e is looking
off right. H e advances and passes out of view  right. C ut to . . .

M aster shot 1 A , in the centre of the picture, m oving aw ay from  us tow ards
the building.

The com bination is easy to execute. The m aster shot 1 is film ed w ithout
interruption. Player A  enters, stops, then m oves aw ay tow ards the building. C ut.

The actor is brought back and positioned for the second shot. There w e see
his expression as he exam ines the building and then starts to w alk tow ards it. In
editing, a portion of the m aster shot 1, corresponding to the action seen in the
insert, is rem oved and replaced by the insert 2. This reverse shot, being a frontal
shot favouring the perform er, show s the playerɋs reaction m uch m ore clearly
than if w e stuck to shot 1 in its entirety.

in another case a subject seen m oving in extrem e long shot, generates in the
audience .the urge to identify him  before becom ing involved in his further
actions. This can be handled as follow s.



FIG URE 14.1 Player A, alone, faces the building. He enters shot, stops, then m oves aw ay (in the
second shot) tow ards the building, again covered by the first cam era position.

M aster shot 1 A  enters view  from  the left, running to the right. H e is show n in
very sm all scale, silhouetted against the sky, running across a beach.
W hen he gets about one-third of the w ay across the picture, cut to . . .

Insert 2 A  in the centre of the screen running tow ards us, exiting close to the
cam era, right. A s he advances w e are given a chance to recognise him .

M aster shot 1 A  runs the last third o f the w idth o f the screen seen in sm all
scale against the horizon and leaves right.



FIG URE 14.2 The first shot la used tw ice. The horizontal m ovem ent of the player is through thirds
of the screen areɉ the first and third. The m ovem ent that should be in the central part of the screen
in Shot 1 is substituted by the m ovem ent show n in Shot 2, w hich is from  a right angled cam era
position, closer to the m oving subject.

Player A  runs right across the picture in the m aster shot. A  closer shot show s a
segm ent of that m otion. The division of his m ovem ent in thirds of screen space
in the m aster shot, allow s us to show  the perform er and his environm ent at the
start and at the end, using segm ents 1 and 3. The m otion perform ed in the central
segm ent of the screen is taken out and replaced by the insert.

A n im provem ent uses the preceding set-up but after cutting back to the
m aster shot the sequence is concluded by adding a third shot to cap the action.



FIG URE 14.3 Floor plan show ing the arrangem ent of the cam eras to cover a sim ple m ovem ent of
one player.



Full shot. The girl, A , enters through a door into the corridor. She is unaw are of
the m anɋs presence, B . She closes the door w ith her back to us. H e says quietly:

ɊH elloɋ!
Startled, she begins to turn to us, w e cut on the m ovem ent, to a close shot on

the sam e visual axis.

She ends turning tow ards us and looks off screen, right. She sm iles as she
recognizes him . Then she starts to m ove tow ards us, (right) and w hen her head is
halfw ay out of the screen, cut to the full shot again.



The girl in the centre of the screen is w alking tow ards us and tow ards B  in the
foreground. A s she draw s near, cut to a side close shot of B .



A t the beginning of the shot, A  enters from  the left and stops. They talk.
A n elaborate m otion recorded in a single m aster shot can be enhanced by the

introduction of tw p inserts. Fig. 14.4 gives the cam era positions in such a case.



FIG URE 14.4 Floor plan of the cam era sites that cover a sim ple m ovem ent w ith various cam era
view points, one of them  used as a m aster shot (1).

The scene takes place in a rocky desert w here w e see a m ountain range behind.
A  path has been w orn into the ground by constant use. The riders m ove in a line
of three abreast, m ore or less equally spaced apart.

H igh long shot. R iders approach from  left to centre.



Full shot. C am era on the road travels w ith them . They ride tow ard us.

H igh long shot again. R iders turn the bend to the right and m ove across the
screen. Pan to the right w ith them .



Low  full shot. R iders approach diagonally from  left to right and exit the screen,
right.

H igh long shot again. The riders turn the bend tow ard the cam era, and m ove in a
diagonal from  right to left. C am era pans and tilts to follow  them  as they exit.



In this exam ple the tw o inserts w ere used to inject dynam ism  into the m aster
shot. This m aster is a panoram ic view . Its value lies in show ing the riders
isolated in the large, w ild terrain. The inserts provide violent m otion that
contrasts w ith the calm ness of the m aster. A n increase in sound level w hen the
tw o inserts appear on the screen, and a sudden decrease w hen the m aster shot
follow s accentuates a feeling of im pending m enace.

Several m aster shots can be edited in parallel to cover a perform erɋs
m ovem ent in order to stress all the dram atic possibilities, and build a succession
of im ages that create excitem ent, suspense or sheer action for the audience. H ere
is an exam ple from  an unfinished film  entitled El Seiior de/ Este (Lord of the
East). The scene is Santa Teresa fortress, U ruguay. A  gaucho, w earing the
uniform  of a Portuguese soldier he has overpow ered, is about to cross the patio
of the fortress tow ard the arsenal that he plans to sabotage. A  soldier on the
ram parts stands w atch w ith his back to the courtyard. The gaucho starts to cross
the patio (Fig. 14.5).



FIG URE 14.5 Sequence of shots edited in parallel as described in the text.

Shot 1 The gaucho m oves from  under the archw ay of the stone passage and
w alks out of shot, right.

Shot 2 R everse shot. The gaucho enters from  the left and m oves tow ards the
background. There w e see his target: the arsenal.



Shot 3 From  the fortɋs w alls w e see (foreground) the sentry standing w ith his
back to the gaucho, w ho is seen in the background w alking tow ards the arsenal.

M ood is im portant to this type of sequence. A  far aw ay m ale voice singing a
song to the tune of a plaintive guitar, punctuated by the harsh sound of the
sentryɋs boots scraping on the ram partɋs stones serve to highlight the sense of
latent danger that can be suddenly unleashed.

Shot 4 Low  angle. C am era m oves back w ith the gaucho as he w alks in
m edium  shot.



Shot 3 Full shot of the w alls. The gaucho m oves in the background.

Shot 4 Travelling low  shot of the gaucho.

Shot 3 Full shot of the w alls. The gaucho reaches the arsenal and disappears



behind it.

Shot 5 The w alls of the arsenal in foreground. The gaucho com es tow ards us
from  a neutral direction and kneels below  the lighted w indow . H e w aits.

Shot 3 O n the fortɋs w alls the sentry changes position and looks tow ards the
background.



Shot 5 The gaucho slow ly rises and peeps through the slit w indow  of the
arsenal.

The w hole sequence com prises ten fragm ents, taken from  three m aster shots and
tw o single shots. These single shots are used at the beginning of the sequence to
show  the tw o extrem e zones betw een w hich the m ovem ent takes place. In take 1
w e see the gaucho leaving his hiding place, and in shot 2 w e show  him  heading
for his target: the far aw ay arsenal. M aster shots 3 and 4 record his bold
m ovem ent through the danger zone. M aster 3 show s the sentry in foreground
w ho m ight turn at any m om ent and challenge him . The m ovem ent of the gaucho
is show n in this shot in three successive zones of the screen. They are intercut
w ith m aster 4 that show s us the feelings of the gaucho as he m oves across the
open courtyard.

A s our hero reaches the arsenal w e cut to the m aster shot 5, w here w e show
him  com ing to the w indow .



Then w e intercut the pay-off of M aster 3. W e had toyed w ith the em otions of
the audience by stating clearly (in a previous part of the story) that if the sentry
turned, the plans of our hero w ould be ruined. (The audience already know s that
there is a curfew  enforced every night w ithin the fortress w alls). B y show ing the
sentry turning now , w e stress that the danger w as as real as w e had indicated, but
our lucky hero saved him self on the nick ofɋ tim e. Then w e return to m aster shot
5 w here the gaucho starts the next phase of his operation. and the story m oves
on.
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IR R E G U L A R  C A SE S
D ram atic needs som etim es dictate visual presentations that violate the rules of
m otion already explained. The exam ples that follow  fall w ithin this category.
Tw o solutions w ere applied to m ake them  w ork-a pause, or use of a sm all screen
sector. In m any film s a problem  arises w here a perform er m ust m ove betw een
tw o different zones of interest that have opposed dom inant centres so that from  a
general cam era position w e face one centre of interest and see only the rear of
the other. If this is to be avoided, a visual pause m ust be em ployed at the
beginning of the second take. Im agine a case w here tw o players are seen, one in
m otion, the other static, as in Fig. 15.1. O nly tw o shots are used to cover the
m otion betw een both zones of interest.

Shot 1 Long shot. Player B  is on the right, w ith his back to us. H e faces the
scenic background. A , on the left, w alks across the screen tow ards B . W hen A
reaches the centre of the screen, cut to . . .

Shot 2 R everse m edium  shot. Player B  is now  on the left side of the screen,
facing us. H e rem ains alone for a m om ent and then A  enters from  the right and
stops beside him . B oth players now  face the cam era or look at each other.

The pause that m asks the change of direction is introduced at the beginning of
the second shot. The m oving player is m om entarily excluded from  the shot, so
that the static perform er is briefly seen alone. This allow s the audience tim e to
adjust to the new  cam era position.

In a previous instance, w hen discussing opposed m otion w ithin the screen
area, an exam ple w as exam ined w here the m oving player had his back to the
cam era in one half sector and faced it in the other (C hapter 11, C ase 52). That
condition w as needed to achieve a coherent m otion because in that case the
centre of attention for the player, and the audience, rem ained in the centre of the
screen.



FIG URE 15.1 A visual pause is introduced at the beginning of the second shot to obtain a sm ooth
change of direction in the m ovem ent of one player.

W ith the present solution a pause is introduced at the beginning of the second
shot and the m oving player presents a profiled body position in both shots. The
m otion of the player or other m oving subject can be either across the screen or
diagonally.

Visual pause w ith larger groups
W ith a large static group the fragm entation of m ovem ent m ight be prefaced by
the m otion 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 , w ho then m oves tow ards B . A s A  crosses one-third
of the picture area, the shot is cut to . . .



Shot 2 R everse m edium  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 aw ay
from  us and w alk in a neutral direction to the background.

FIG URE 15.2 The people m ove, w ith 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 m ain players (B  and A ) is
unavoidable w ith this solution, but a pause at the beginning of the second take
helps to create a m om entary distraction for the audience, allow ing their
reorientation by breaking the direction on the dom inant m otion.



FIG URE 15.2A O pposed m ovem ent of a player in the sam e screen sector. A pause at the beginning
of the second shot bridges both m ovem ents.

Instead of having the tw o subjects present in both shots, they can be show n
together in only one shot. (Fig. 15.2A ) Player A  goes out of shot by m oving
from  the centre to the left, in the first shot. The second shot begins w ith B
(static) on the right sector. A fter a pause A  enters from  the left and stops in the
centre. M otion w as accom plished in the sam e screen sector (left) in opposed
directions.

The pause is om itted
W ith a right angle cam era coverage, the pause is som etim es om itted. A  direct cut
is used, and the player w ho m oves does so on opposed halves of screen from
shot to shot (Fig. 15.3). W ith a peculiarity. In one shot his m ovem ent is across a



narrow  central area. In Fig. 15.3 the second shot m akes use of this short
m ovem ent.

FIG URE 15.3 A right angle cam era coverage w ith m ovem ent that converges on the centre of the
screen in both shots.

B oth fragm ents of the m otion converge on the screen tow ards its centre. This
visually interesting presentation w orks w ell not only w here tw o persons m eet,
but also in cases w here one perform er, for instance, helps the other clim b on to
higher ground w here the first player is already placed (Fig. 15.4).



FIG URE 15.4 The pause at the beginning of the second shot has been om itted, and a direct cut is
m ade. The m ovem ent 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 . C ut on
the action to the second cam era position, right angles, w here A ɋs body enters
from  the left and joins B . H ere the sm all m ovem ent w as in the first shot.

U sing reverse angles
W here one perform er is seated, the other, standing, m ay feel com pelled to m ove
from  one side to the other to stress a point or for som e other reason. O nce m ore,
this m otion is fragm ented using opposed halves of screen (Fig. 15.5).



FIG URE 15.5 The stationary player la excluded from  the second shot in this exam ple.

The speed factor is thus very im portant and m ust be considered w hen planning
this type of set up. In the exam ple show n, the sm all sector m otion w as used in
the first shot.

This solution is sim ilar to the one presented in C hapter 13, C ase 52 except
that in the second shot the player enters rather than just m oves from  the side to
the centre.

B y using a close shot for the second take, the entrance of the player into the
screen is m ade sw ifter, so that she traverses the half screen area faster than she
took to cover the opposing half screen area on the previous shot.

A s explained elsew here, a single m otion split in tw o parts should have both
halves m oving at sim ilar speeds. B ut a close shot by increasing the size of the
figure, also increases its speed of m otion. Since the close shot is used for visual
em phasis, this speed increase cuts w ell w ith the slow er m otion that preceded it.
W hat w ill not w ork so successfully is a reversal, w here speed from  shot to shot
decreases on the depiction of a continuous single m otion.



FIG URE 15.6 A diagonal m ovem ent w here the players interchange screen positions from  shot to
shot; m ovem ent converges on the screen centre in both shots.

A lthough subject B  w as excluded from  the second shot (w hich w as his
view point), he can be present in that shot too-creating a reversal of playersɋ
screen sectors (Fig. 15.6).

A s the illustration clearly show s, there are tw o alternatives for the sense of
direction in w hich the m oving perform er travels. She m ay either displace her
body horizontally across a half screen area in each shot, or she m ay m ove
diagonally in a receding direction first, approaching in the shot that follow s.

A  player m oving in a neutral direction can use the sam e form ula (Fig. 15.7).



FIG URE 15.7 M ovem ent in a neutral direction w here the players exchange screen positions in the
second shot as the m oving person a, com pletes her action.

Shot 1 B  in foreground, back to the cam era. A  (right) approaches us. W hen
she is near B , cut to . . .

Shot 2 R everse. B  in foreground, right. A  enters from  the left. W hen she is
behind B , she turns to him .

Instead of crossing the screen to the centre the neutral m ovem ent of com ing
and going aw ay w as perform ed in opposed sectors.

It is not necessary to show  the player entering the screen from  one side in the
second shot. A lthough the use of that entrance helps in m aking the m otion m ore
dynam ic, it w ill w ork if w e only show  the player w ith her back to the cam era,
standing beside B , and m oving aw ay to the background in the area of the screen
that is opposite to that em ployed for the first shot. The use of close shot fram ings
for both shots forces the screen reversal of both players in the film  fram e in a



m arked w ay. If the action is photographed in long shots, the sam e principle
w ould apply, but the reversal of the players w ould be less noticeable, since both
w ould be located in the centre of the screen, seen in full figure. Their area
reversal covers less screen space than the sam e action pictured in close shots.

FIG URE 15.8 The direction of the playerɍs m ovem ent diverges from  centre to sides.

D ivergent m otions
The perform er m ay m ove aw ay from  the scene from  the centre instead of
com ing into it.

First there is a m edium  shot of the group. A  m oves from  the centre of the
screen to the right, exiting by that side.

Secondly com es a reverse full shot. A  (centre) com pletes her m ovem ent. She
either exits by the left side or stops there and turns to face the group.



C onstant screen position for one player
In som e cases instead of exchanging sides of the picture one player m ay be kept
to a constant screen area w hile the other crosses (Fig. 15.9).

FIG URE 15.9 Player B rem ains stationary on the left side of the screen in both shots w hile the other
player m oves in a neutral direction in the first shot and across the screen in the second.

Shot 1 B  (left, static). A  (right) m oves aw ay in a neutral direction. C ut to . . .
Shot 2 Side shot. B  (left, static). A  enters from  that side and crosses the

screen, stopping in the right sector.

Both players m ove
A  further irregular variation is introduced w hen both players m ove. The actors
w alk on parallel paths, but in opposite directions. They stop sim ultaneously and
face each other (Fig. 15.10).

Shot 1 A ctors enter shot from  opposite sides and w alk tow ards the centre
fram ed in m edium  shot. A s their figures are about to overlap, cut to . . .



Shot 2 R everse. B oth players enter view  in close shot, again from  opposite
sides, and stop, facing each other.

FIG URE 15.10 The players m ove in opposed directions tow ards a m eeting point. The second
cam era position transposes them  on the screen but the cut w orks sm oothly because the
converging m ovem ents in both shots are equal.

The positions of the actors in the second shot are reversed. B ut their converging
m otions in each sector of the screen are identical, although perform ed by a
different player in each screen section from  shot to shot.
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PL A Y E R  A  M O V E S A W A Y  FR O M
PL A Y E R  B

Shots in w hich one character m oves aw ay from  another in sim ilar circum stances
to those previously exam ined, only of course, requires a reversal of the
procedure. It w ould suffice only to reverse the order of shots and direction of
m ovem ent, to obtain sm ooth and varied coverage for all these. A s in chapter 13
w here player A  m oves tow ards player B  the triangular cam era placem ent
principle still applies.

B efore going into the m ost used and classical approaches for this type of
m otion, let us record an oddity. B y including on the screen im age tw o m irrors
angled to each other, it is possible to show  the departing player beginning his
m otion by leaving one m irror and entering the other to record the second half of
his m ovem ent. The m irrors act as tw o m ini screens for his m ovem ent, w hile the
static player is ever present on the large screen itself.

FIG URE 16.0 Tw o m irrors record on opposed halves of the screen the going aw ay m otion of a



player.

FIG URE 16.1 Tw o variations offered to cover a departing m ovem ent. The first covers m ovem ent in
a neutral direction and the second, m ovem ent across the screen.

Tw o cam era positions placed on a com m on visual axis can be used to film  a
m otion of departure either across the screen or diagonally tow ards the cam era in
both shots (Fig. 16.1).

The fragm ents of m otion are recorded on only one half of the screen, and in
the sam e sector for both shots. A  exits by the side in the first shot and m oves
from  the centre to the sam e side in the second. A n external reverse cam era
coverage w ould look like that show n in Fig. 16.2.



FIG URE 16.2 An external set of reverse cam era sites is em ployed in this exam ple to cover the
departure of one player.

A  right angle cam era placem ent used to cover the departure of a perform er
w ould show  both players in the first shot and only the m oving one in the second
(Fig. 16.3).

A  m oves out of view  in the first shot but in the second she is already in the
centre of the screen, and w alks aw ay from  us in a neutral direction.



FIG URE 16.3 A stationary player is om itted from  the second shot.

This second shot becom es, in fact, the point of view  of the player w ho rem ains
in the place. The distance at w hich the m oving player is seen in this second shot,
corresponds to the personal point of view  of the static player. If both w ere seen
in full shot in the first shot, the m oving player can be seen in a full shot m oving
aw ay in the second shot, since the distance travelled across the screen to its edge,
is longer than if this action w ere w itnessed by the audience in: a m edium  shot. In
that last case the departing player is seen closer to the cam era in the second shot,
to correspond w ith the shorter distance travelled in the first shot.

B y seeing the player in m otion, first close to the cam era, then far aw ay, and
then close again, a dynam ic visual rhythm  is conferred on the fragm entation of
the continuous m otion.



FIG URE 16.4 The cam era is panned in the second shot to follow  a player w ho w alks aw ay from  her
stationary com panion.

A  further developm ent w hen using a right angle coverage is to m ake the second
shot a pan (Fig. 16.4).

First, (close shot) A  in foreground turns and goes out of view , right. C ut to a
full shot w here A  (centre) continues to w alk to the right. The cam era pans w ith
her.

The effect obtained is sim ilar 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 im personal
point of view  that stresses the m otion of the departing player. That is the subtle
difference betw een the tw o sim ilar m odes of covering such a scene. The first one
is em phatic, the other is less so. The film  m aker chooses the one m ost
appropriate to the narrative needs of his scene.



FIG URE 16.5 The departing playerɍs m ovem ent is divided into three shots.

The m ovem ent m ay som etim es be covered w ith several cam era angles,
especially for lengthy m ovem ents. Fig. 16.5 show s an exam ple using three
fragm ents.




