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“The camera is just a tool, and anyone who thinks making a movie
is about knowing how to use a camera is destined to fail. In Master
Shots, Christopher Kenworthy offers an excellent manual for using
this tool to create images that arouse emotional impact and draw
the viewer into the story. No matter what camera you're using, don't
even think about turning it on until you've read this book!”

— Catherine Clinch, publisher, www.MomsDigitalWorld.com

“Though one needs to choose any addition to a film book library
carefully, what with the current plethora of volumes on cinema,
Master Shots is an essential addition to any worthwhile collection.”

—Scott Essman, publisher, Directed By Magazine

“Christopher Kenworthy's book gives you a no holds barred, no shot
forgotten look at how films are made from the camera point of view.
For anyone with a desire to understand how film is constructed —
this book is for you."

— Matthew Terry, screenwriter/director, columnist for
www.hollywoodlitsales.com

“Master Shots might seem like a straightforward text on tackling
cinematography, but once you start reading, you soon realize it

isn't meant just for directors and cinematographers — it's also is

a terrific reference source for producers and screenwriters looking for
ways to inject energy into their projects and visually enhance their
storytelling. Author Christopher Kenworthy lays out his knowledge

in a clear-cut, no-nonsense fashion, from how to build more

tension into a horror/thriller film to how to capture the steamy
chemistry in a love/sex sequence to how to get the most out of a
chase scene!”

— Kathie Fong Yoneda, seminar leader, producer, author of The
Script-Selling Game: A Hollywood Insider’s Look at Getting
Your Script Sold and Produced

“This book is a crisp telling of shot set-ups for action scenes, fights,
and chases, but the amazing thing is the graphics. Not only is the
book clearly written, with the shot theories explained but clearly
illustrated; it shows you exactly how and why to use various camera
angles and lenses to accomplish first-class camera work at any
budget level and look like the big-screen, big-budget films we're
used to seeing. Really, a must have!”

— Richard La Motte, independent filmmaker, author of Costume
Design 101

“If you're looking for an easy-to-understand guide to putting your
vision on film in a powerful way, | don’t know of any better book to
start with. The way Kenworthy breaks down shots makes it so clear
and simple | was inspired to pick up a camera and start filming! And
if you're a writer, you must read this. Understanding the way shots
are actually set up will not only give you a greater visual sense but
also increase your ability to write scripts that can actually be filmed!
This is a worthy addition to any filmmaker’s library”

— Derek Rydall, screenwriter, author of / Could've Written a Better
Movie Than That! and There’s No Business Like Soul Business,
founder, ScriptwriterCentral.com



“Christopher Kenworthy's Master Shots provides an excellent
breakdown of the underlying narrative structure of scenes. No matter
how exciting car chases or fistfights may be, they are dramatically
static until the audience knows the final result. Kenworthy shows us
how to make these scenes work.”

— Neill D. Hicks, author of Screenwriting 101: The Essential Craft
of Feature Film Writing, Writing the Action-Adventure Film:
The Moment of Truth and Writing the Thriller Film: The Terror
Within

“Sometimes one punch can tell the whole story...! Such begins the
line in Kenworthy's vividly written, descriptive book. A winner.”

— Marisa D'Vari, author of Creating Characters: Let Them Whisper
Their Secrets

“Kenworthy has captured the unwritten and visual language of the
moving picture in this essential reference tool. Techies, directors, and
writers should read this book to practically and collectively harness
this powerful language.”

— Deborah S. Patz, Executive in Charge of Production, Magician’s
House

“Master Shots gives every filmmaker out there the blow-by-blow
setup required to pull off even the most difficult of setups found
from indies to the big Hollywood blockbusters. It's like getting all of
the magician’s tricks in one book."

— Devin Watson, producer, The Cursed

“Good books on film directing are rare, specifically books which
focus on staging and framing challenging sequences like action
scenes and chase scenes. In this engagingly written book, with
helpful illustrations from actual films, Chris Kenworthy goes a long
way towards bridging this knowledge gap. Essential for beginners or
those looking for a refresher before (or during) their next film.”

— Christopher Riley, author of The Hollywood Standard

"Master Shots is not only a great how-to manual for budding
directors, it's a terrific book for anyone who must communicate with
directors or understand their language. Whether you're a director,
writer, actor, designer, or producer, Master Shots helps you think
about storytelling from the camera’s perspective, making you a
better filmmaker and collaborator no matter what your discipline.”

— Chad Gervich, TV writer/producer (Redlity Binge, Foody Call)
and author of Small Screen, Big Picture: A Writer's Guide to the
TV Business

“THIS BOOK SHOULD BE BANNED! These are the really cool tricks
and techniques of shooting professional directors keep secret just
for themselves to use. Why should they be given away for a few
dollars?”

— John Badham, director (Saturday Night Fever, WarGames) and
author of 'l Be in My Trailer
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INTRODUCTION

This book will give you the inspiration to execute complex and original shots, whatever your budget. The examples
shown are generally from feature films with big budgets and all the crew and equipment you can imagine. And yet
every single shot in this book can be achieved on the cheap, with a handheld camera. That's why | don't waste any
time suggesting what sort of dolly or crane you should use, because you may end up improvising. Many of the greats
have done so before.

I've just spent the past few days on location with my Cinematographer, planning shots for my first feature film. | know
that the plans we make are only rough, but that gives us more chance to be creative on the day of the shoot. This
book can help you to start planning your own shots, so that when you are on set with just a few moments to come
up with a great idea, you'll know what to do.

I've been working in film and TV for nearly a decade now, but to my surprise, I've found this book an enormous help
in planning shots for my first feature. | doubt there will be a single shot from this book that appears in the finished
film exactly as it's presented here, but that isn't the point. These observations and ideas give me a starting point. | can
see how it's been done before, how it could be done again, and | can add new ideas as | go.

In TV, and even many films these days, people often move the camera just because they can. Or because people
think a moving or wobbling camera is somehow more exciting. But skillful, motivated master shots and well-executed
moves can make all the difference between shooting another journeyman scene, and capturing something truly great.
Never move the camera for the sake of it, but never sit it on a tripod because you're too lazy to think of something
more interesting. If you're stuck for ideas, look through this book, because somebody has almost certainly solved your
problem once before. And you can probably improve on their solution.

In almost every chapter | talk about lens choice, and suggest what type of lens you should use for a particular shot.
If you're not the sort of director who's interested in lens choice, | encourage you to get a basic grasp. Even if you
consider yourself an “actors’ director,” remember that you can’t do the actors' performance justice unless you know
the best way to shoot them. It only takes an afternoon with a 35mm Digital SLR, or even just using the zoom on a
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DV camera, to see what effect different lenses have. (Although a zoom is a single lens, you can think of it as many
different lenses, ranging from short to long.)

Don't leave the lens choice to your Director of Photography. Although your DP can do the job for you, there’s no way
you can accurately plan your shoots (or come up with them on set) unless you have an understanding of lenses.
There are many books that explain the difference between lenses, and what they achieve, but there is no substitute
for getting out there with a camera and having a go. If, in any given chapter, | suggest that a long lens works better,
try it, and then try it with a short lens and see whether you think I was right or not. What you learn from that is more
important than anything | could put in words.

This is not a book about lenses, but | know that a random lens choice leads to a random shot and a potentially
meaningless scene. This book is about camera moves, and the master shots that make your scene work. For every
scene you need to choreograph a dance between your actors and the camera, with the perfect lens choice. And that's
before you even think about directing performance. There's a lot to keep in your head, which is why a book like this
can help. The more techniques you know, the sooner you will be able to forget them and come up with your own.

The techniques in this book can not make you a good director, but by learning them you will gain great insight
into what makes shots work. By the time you've learned everything in this book, you'll be able to make up another
hundred of your own.
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ABOUT THE IMAGES

Each chapter contains several types of image. The frame grabs (on black background) are from popular movies, to
show how successfully the technique has been used before.

The overhead shots (light backgrounds) show how the camera and actors move to achieve this effect. The white
arrows show camera movement. The black arrows show actor movement.

The final shot (lower right) in each chapter shows how this technique could be used in a new way. You aren’t simply
recreating shots from other movies, but using the technique to create something original.

The overhead shots were created using Poser 7, which enables you to animate characters while moving a virtual
camera around them. The arrows were added in Photoshop.

To create the simulated shots, Poser 7 models were imported into Vue Infinite, and then buildings, trees and
landscapes were generated in the background.

X ] ABOUT THE IMAGES



CHAPTER 1

FIGHT SCENES




1.1

LONG LENS STUNT

The most basic approach to shooting a violent punch is one of the most effective. The very first punch thrown in
Fight Club was shot this way, and it's used again throughout the film, so it can't be bad.

Most actors are willing and able to pull off this stunt, because it doesn't require a great deal of skill, except in
terms of timing. It's a performance challenge that most actors relish. The basic technique is nothing more than
having one actor punch to the far side of the second actor's head. Although most filmmakers can guess the basic
technique, many forget the importance of lens choice. If you shoot this with the wrong lens, it looks ludicrous and
the illusion fails.

The secret is to use a long lens. When you shoot with a long lens, distances between objects are artificially foreshortened. In
Fight Club, you can see that the long lens makes the distant wall look close to the actors, even though it's a good distance
away. This foreshortening also applies to the actors. Edward Norton punches to one side of Brad Pitt's head, but it looks as
though he makes contact. The illusion is sold so well because Brad reacts at the exact moment of supposed contact.

Set up your camera with a long lens, and then frame the actors as required. The framing used here is only an
example, and the technique works well with tight or wide framings.

Position your camera so that when the punch lands, the fist is hidden behind the victim's head. Actors may be
tempted to punch quite close to each other, as they are determined to achieve realism, but this isn't required. Assure
them that the punch can miss by a good few inches and still look real. Run the scene in slow motion, and check

the shot in camera or on a monitor, to ensure that this is the case. The fist can even go in front of the face being
punched, so long as the victim throws his head back convincingly.

It's fine to include some camera movement to follow the action, so long as the punch itself is hidden behind the
actor’s head. You can shoot an entire sequence this way, with careful planning and rehearsal.
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1.2

SPEED PUNCH

Sometimes, one punch can tell the whole story. Your hero makes one huge, sweeping punch, and the victim is
knocked to the ground. There's no angoing fistfight, no battle for victory. It's all over in an instant.

If your story requires this sort of rapid fight, you need to create the impression that this is the most perfect and
forceful punch that's ever been thrown. Using a similar technique to that seen in Long Lens Stunt, your hero should
punch behind the victim's head. The difference here is that the camera's motion will be directly connected to the
actor's momentum, and will echo the feeling of the punch.

Set up your camera alongside the victim, looking towards the hero. If you're using a long lens you may have to get
quite close to the actor, to see both characters in shot at the same time. Avoid getting so close that this becomes an
over-shoulder shot from behind the victim character, or that the audience can feel like the victim of the attack, rather
than cheering the hero on. The hero should be the focus of the shot, so a central framing as he attacks works well.

As your hero approaches the victim — with a run, lunge or determined walk — the camera should move backwards
slightly, as though pushed by his movement.

Then, when the punch lands, the camera comes to a standstill, but pans in the direction of the punch. It's as though
the punch has also hit the camera and knocked it to the side. This will have the effect of putting your hero, and the
victim, to the left of frame. It takes good timing on the part of your camera operator, but when executed well, it can
make the safest of stunts looks like an extremely powerful attack.
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1.3
MATCHING MOTION

The traditional movie fist fight, where opponents stand opposite each other laying punches to the face, looks a little
dated. You still see it, of course, but if the nature of the fight is important to your story, or if you want the audience
to really concentrate on who is winning and what's going on, you need to be more inventive. You need to make the
audience feel as though they are really there, watching the painful and dangerous action.

One way to do this is to let the camera’s motion be dictated by the movement of the actors. So, as the actors move,
the camera moves with them. This works best when the actors are brawling and dragging each other around. As such,
it may come later on in a fight, when the characters are tired and struggling.

Set up your camera alongside the actors, at about head height. During their struggle, one actor should drag or push
the other actor across the room. Your camera should move with the actors as they go. To get the strongest feeling of
movement, don't change the camera’s height, pan angle or distance from the actors as you move.

When actors move as a pair, their pace will never be completely even. As such, it's easy to fall into the trap of
following the two of them as a combined unit, to keep everything in shot. This has the effect of reducing the sense of
maotion. Instead, focus your camera’s attention on one actor, rather than the two as a pair. The difference is subtle, but
it is impaortant.

As the actors come to a stop, hitting a wall or falling down, you can then change pan angle, camera height or
distance, as this emphasizes that their motion has come to an abrupt end.
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1.4

KNOCK DOWN

Having your character knocked to the ground is a powerful storytelling moment. It tells the audience that things are
not going well for the character, and that the fight is being lost. On-set, though, this can mean putting your actor in
danger, or spending money on a stunt person.

A cheap alternative is to show your actor being punched, then cut to a close-up of the ground as your actor goes
down. This tends to feel staged, however, and doesn’t have the power of a single shot, taken without cuts.

The solution is to combine the Long Lens Stunt with a simple camera move, which hides your actor's gentle
movement to the ground. Rather than having your actor fall dangerously to the ground, you can disguise a gentle sit-
down on to the floor and make it look like a dramatic moment.

These stills from Patriot Games illustrate the point. Harrison Ford fakes being punched, while the camera remains at
head-level. He then gently sits back onto the ground. Once he's dropped out of sight, the camera moves down to the
ground, where Ford acts as though he's just hit the ground hard. It's extremely simple misdirection, but with the right
timing and use of sound it looks completely convincing.

Set your camera up at eye-level, behind the attacker. As the punch is faked, the victim fakes being punched and
lowers gently to the ground and lies down. At the same time, the camera drops down to the victim’s eye level,
with the attacker shielding the victim's movement from view. It helps if the attacker continues to make aggressive
movements towards the victim during this camera move, so the audience has something to watch other than the
camera move itself.
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1.5
CUTTING FOR IMPACT

In real fights, feet are used as much as hands. In films, kicks can be used throughout a fight, but are especially useful
when showing the build up to a defeat. One character is on the ground, and the other is kicking. This can even occur
after the main fight is over, and the winner is enjoying the victory.

How do you shoot this type of kick, without getting involved in complex stunt work? The best way is to shoot with the
edit in mind from the outset, getting coverage that will enable the editor to make the kick look effective. You cut from
the shot of the attacker, to the shot of the victim, at the exact moment of impact. By planning for this edit, you can
get a better result than trying to show the entire kick-and-reaction in a single shot.

To emphasize that one character has the upper hand, everything should be shot from down low. Point your camera
up at the aggressor, who can kick something soft that's out of shot. Don't have your actor kick thin air, as that looks
fake. Always put a mattress or some padding in there, to give your actor something to work with. You camera should
be quite close to the actor, so that the audience really feels the kicks.

For the second shot, again position your camera low to the ground, some distance back from the victim of the kicks.
Use a long lens, which shortens apparent distance between aggressor and victim. On action, the aggressor should
simulate the end of a kick, by pulling his foot upward or backward. At the same moment, the victim should recoil, as
though the kick has landed. By itself, this will look terribly fake, but with sharp editing and sound, it will convince.

When it comes to editing, let the first shot of the attacker's face run for one or two kicks (to give the audience the
idea what's happening), then at the moment of the third impact, cut to the lower shot and see the victim's reaction.
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1.6

DOWN ON THE FLOOR

In reality, most fights end up on the floor in moments. In film, it usually takes a while longer, but characters who fight
usually end up scrabbling on the floor after the real punching has been done. Partly this is cliché at work, but it also
reflects the paradoxical intimacy of a fight. It shows that your characters aren't just thumping each other for the sake
of violence, but are involved in a confrontation as personal as a loving embrace.

When your characters end up on the floor, the imbalance of power is more obvious. After all, somebody is on top.
The same person may not stay on top for long, of course. Most fights usually end on the floor, because you can see
whether one person wins, or whether a truce is reached.

It's simple to shoot towards the ground, over the shoulder of the character who's uppermost, but a little more effort
is required to see this uppermost character's face in the reverse shot. Placing the camera on the floor, even without
a tripod, will put it too close to the actor's face. You could opt to widen the lens to compensate, but lens choices
should be dictated by you, rather than by the constraints of the location.

The solution is to raise the actors anto a platform or table, so the camera can be placed below them. This lets us see
the uppermost character’s face, and share in the second character's feeling of defeat. In both shots, use the same
lens, and keep the camera the same distance from the face that's in shot.

It goes without saying that great care should be taken, and that padding should be placed around the table. Don't
have your actors carrying out complex choreography on the raised table; save these close-ups for the point where the
fight is coming to an end.
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17
OFF-SCREEN VIOLENCE

If you want to show a violent attack, but don't want your film to descend into a gore movie, you might not want to
see blood and suffering on-screen. Sometimes, your film requires a strong implication of violence, without actually
seeing the impacts that are taking place.

These frames from Sideways show one character beating another with a motorcycle helmet. She repeatedly hits him
in the face with the helmet, breaking up his face. It's vital for the story that we sense the extreme nature of her anger
and violence, but as this is more of a comedy than a thriller, it would be completely wrong to see his face being
smashed to pieces. The solution is to show her attack, but not its result.

This technique enables you to create the effect of a violent attack without great risk to your actors. Set up your camera
at about waist height, looking up at the attacker, who simulates repeated blows to somebody who is on the ground.

It works best if we see the victim upright in the shot, before the attack begins, so use one of the other techniques

in this chapter to introduce the victim and get them on the ground, and then continue with this shot. The actor
playing the victim should, of course, roll out of the way and be replaced with some padding, so that the attacker has
something to actually hit.

The real strength of this technique is that it requires no cuts, and allows a direct view of the attacker's face. It reveals
far more energy and character than a sequence that relies on stunts and cuts,
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1.8
THE MOMENT OF DEFEAT

When a fight comes to an end, you want it to be very clear who's won and you also need to see the effect this has on
both characters. In film, this usually means that the victor sits atop the loser and either knocks him out or kills him,
but befare that moment, it's important to relish the moment of victory.

As these stills from Patriot Games show, the choice of lighting and lens are completely different for each actor. The
victor is shown sitting atop the loser, and we see his expression and read what's going on in his character. The victim,
meanwhile, is shot in an almost surreal light, with a long lens, from the point of view of the victor. The contrast in
styles shows the contrast in their predicaments.

At the very end, the loser falls back out of sight, leaving Harrison Ford alone in the frame. This is important, because
it signals that the fight is over, and allows the audience to refocus on the hero of the story, and watch the emotions
play out.

The first set-up, showing both actors, can be the same as Down on the Floor, or you can simply shoot from ground
level, with the camera off to one side. The second set-up can be shot with a long lens, high above the actor, or

a short lens, with the camera close to the actor. Each will give a different effect, and the choice depends on the
requirements of your particular story.
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CHAPTER 2

CHASE SCENES




2.1

TRAVEL WITH SUBJECT

When somebody is being chased, you don't even need to see the person who's chasing them for the scene to
work. In fact, seeing nothing other than empty space behind your actor is more terrifying than watching somebody
approach.

A shot such as this only works once the chase has been established, because we need to know that the character
is being pursued. It works best when the actor is struggling through difficult terrain that involves climbing hills and
changing direction. If you shoot at night, make sure that enough of the background is lit up sufficiently for the
audience to feel this sense of movement,

Set up your camera quite close to the actor, but with a short lens. This accentuates the sense of movement, but
exaggerates the background space around your actor. You should keep the camera the same distance from the actor
during the shot so the audience feels a strong affinity to her movement.

In these examples, the actor is centrally framed. You don't have to use central framing, but whatever framing you use,
keep it exactly the same through the shot. This persistence of framing means the camera is locked onto the actor's
movement, so we feel her struggle. The mare changes of direction there are during the shot, the better it works. A
windy path up a hill is perfect, as it includes the struggle up the hill, as well as many changes of direction.

You need never see the attacker in the background, although this shot can easily be adapted to include the attacker
appearing at the very end of the shot. You create far more suspense if the escapee does not see the attacker appear
in the background.
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LONG LENS PAN

Most chases involve one person running away, and another following them. You can create a far more original sense
of fear, if you have your character run across the screen, while the attacker runs straight towards camera. This won't
work in all story situations, but if your main character has a definite goal that must be headed towards, and the
attacker can come at them from the side, it's great imagery.

A long lens is used because as you pan with your actors running left to right across the screen, the sense of
movement through the environment is greatly enhanced. This works best if there are trees or other obstacles around
them and in front of them, flashing across the screen. Equally, the long lens foreshortens the distances, so the
attackers appear to be horribly close, even though they are quite distant.

Set up your escaping actors and their path first, then set-up the attackers and camera at equal distances on either side
of them. You can track along with the actors, but if you're using a very long lens, there’s really no need, and a pan
creates just as powerful an effect with a lot less effort.

The effect only works if the attackers can be clearly seen. In this shot from The Fellowship of the Ring, the scene
is very busy, with lots of trees and terrain, so it only works because there are many attackers in the background.
If you only have one attacker, the scene should be set in a much quieter environment, so that the attacker is
immediately visible.
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2.3

PASSING THROUGH TIGHT SPACES

When somebody is being chased, you can raise the tension by having them pass through a tight space. When space
begins to run out, it indicates to the audience that the scene is about to reach a conclusion, and that the pursuers are
going to catch up.

To shoot this you'll need a location (or set) that is genuinely narrow. Use a short lens, to exaggerate the character's
apparent movement towards you. Although short lenses can make tight spaces look bigger (which isn't what you
want), a short lens also shows more of a location and exaggerates character motion. In other words, the short lens
fills the screen with more wall, and makes the character rush artificially fast towards camera. This combination of
effects makes it look as though the character is moving into a tight space.

To get this to work well you need to position your camera in the middle of the alleyway, so that it's in the way of
your character's intended path. As your character is just about to hit the camera, track away from this path, and pan
to follow him as he looks back over his shoulder. You can keep the camera low, looking up at the character, to really
emphasize that he's moved into a tighter, darker space. Let the camera come to rest as the character runs out of

the shot.

With a slight variation, this shot can have the exact opposite effect. You can show your character looking back, seeing
that the pursuers are no longer following, and then pan as he passes the camera and follow him as he runs off into
the distance. This indicates that the chase is over, and that he got away.
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2.4
THROUGH OPEN SPACES

During any chase scene, it's wise to give your hero a goal at some point. There should be a house, doorway or car
that he is trying to reach. When you get to this moment the audience becomes even more tense, knowing that a great
deal is at stake.

If you want the attacker to actually catch up during the scene, that's easy — you just film him catching up. But if you
want to film the scene with no change in distance between the two characters as they head towards the goal, how do
you make it scary? The danger is that it will just look like they are both plodding along with no real sense of urgency.
The secret is to shoot this with two cameras moving across the set at different speeds. You can create an optical
illusion that makes it feel as though the hero is going to lose, without actually having the attacker catch up.

To the audience, it simply looks as though the hero is trying to get away, and the attacker is in hot pursuit. It doesn’t
look as though the attacker is actually catching up, but it feels as though he is catching up. This is a very subtle
difference, but one that can make all the difference to your story.

The frames from Hide and Seek show how a potentially dull chase can be made terrifying. As Robert De Niro runs
towards his house, the camera following him catches up quickly. This creates the sensation that he's being caught.

The camera that faces the attacker moves backwards slowly, while the attacker runs towards it at great speed. This
creates the feeling of being caught. It's vital that this camera moves backwards, so the audience feels as though they
are about to be caught.

When you shoot the hero, a longer lens can enhance the nightmare effect; it makes the goal look closer, but the goal
doesn't get much closer no matter how fast he runs. A shorter lens on the second camera makes the attacker's speed
seem almost superhuman as he approaches.
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2.5

SURPRISES ALONG THE WAY

Chase scenes work well when you allow for a few moments of suspense, rather than making every moment a
breathless chase. You can create suspense either by seeing something in the background that the character can't see,
or by having the character see something befare we do. Here, we're showing how to create a moment of suspense
for the audience, which leads to fear.

The frames, from Behind Enemy Lines, show the hero having stopped along the way, assuming he's got far enough
away from the enemy that's pursuing him. If the camera was at his head height, we would see the enemy walking
behind him, and this would create one kind of suspense. But for more of a shock factor, to jolt the audience out of
this moment of calm, the camera is kept low. Then, when the hero hears something, he turns away from the camera.
For a few moments we have no idea what he's looking at. Then we cut to a long-lens shot of the enemy walking
through the woods.

To create this effect you need to set-up the camera below head height looking up at the actor. It's ideal if there's
some sort of barrier for him to be leaning against, as this creates a plausible shield between him and the enemy,
making it plausible for him to be unseen.

At the moment the actor hears the enemy, have him look around. Take a moment to watch his reaction, before
cutting to the shot of his point of view. It's this moment of anticipation that makes the audience feel a sense of fear.
Keep the enemy unseen, for just a moment, and when they are seen it's much more tense, and we know the chase
is on again.
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2.6

THE UNSEEN ATTACKER

It's often said that the unseen is far more frightening than what is seen. To take advantage of this, however, you need
to make it clear to the audience that something or somebody is actually there, chasing the victim. An effective way

to do this is with sound. In this example from An American Werewolf in London, the victim is walking alone in the
underground station, when he hears wolf noises. The first few shots show him listening and peering around, with
nothing being seen. Only vague sounds are heard.

Then, when the werewolf appears, rather than seeing the wolf, we see everything from the wolf's point of view. Best
of all, the camera creeps around the corner, with the victim gradually coming into view. This makes it feel like we,
the audience, are creeping up on our prey. If the scene began this way, we'd have no sympathy for the victim, but as
we've seen him afraid, and looking around for the werewolf, this shot works extremely well.

To use this effect, make sure you show your hero or victim listening, and peering around for the unseen attacker for
some time. Then, set-up your camera, low to the ground, and around the corner from the victim. Use a short lens, to
make the victim seem a long way away. The short lens also means that as you turn the corner and advance towards
him, the camera’s movement appears to be much faster than his attempted escape.

You can carry this principle to its extreme, by not showing the werewolf, or attacker, until the very last moment.
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2.7
THE CLOSING ATTACKER

There are many conventions in cinema, and sometimes you can create a powerful effect by breaking them. One
convention, during a chase scene, is to follow the escaping victim from the point of view of the attacker, getting closer
and closer. A slight adaptation to this shot creates a great moment of shock.

In the frames from Murder By Numbers, the hero is trying to escape, and the camera is chasing. The audience expects
this to continue, until she reaches a door or trips up, or some other cliché. Instead, the attacker moves into shot

and grabs her. What we thought was a Point of View shot, was nothing of the sort - we were running alongside the
attacker, and he suddenly made a gain on us. This is guaranteed to make an audience jump, as it breaks expectation.

Set up your camera with a short lens, just behind the character that's escaping, and give chase. It helps if you give
your character a goal to be aiming for — a door or corner. This gives the audience something to hope for. They hope
your character will make it that far before the camera catches up. During the take, your camera should catch up
slightly, but before you get there, have the second actor speed up and move into shot, making a grab for the victim.

This works best if you don't give the audience time to guess what you're about to do, so the whole shot only needs
to be a few seconds long. It works best if there is a desperate sense of urgency, with the victim scrambling and falling
and trying to keep going through difficult terrain.
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2.8

UNFAIR SPEED GAIN

Not all chase scenes are a mad rush, with one character chasing another. Sometimes, your hero is simply trying to
hide, hoping the attacker won't find him. When this is the case, you create a jolt of fear in the audience, when the
attacker makes a sudden gain on the character.

In reality, this could never happen, but with careful shooting and editing, you can make it look as though your hero's
slight hesitation has given the attacker the chance to make great progress in his pursuit.

The stills from Blue Velvet show how Dennis Hopper approaches the building, walking (but not running) across the
street, and moving briefly out of sight. We then see Kyle MacLachlan looking down, pausing as he decides what to do.
A moment later, we look down again from Kyle's point of view, and see Dennis much closer than should be possible.
It's a frightening moment and one that means the full chase is on, and Kyle's character has to run and hide. It makes
an ordinary man seem much more frightening.

To make this effect work, you must have the attacker disappear briefly behind a wall, stairwell or other object, and
then cut back to the observing hero. The third shot should be taken with a much longer lens. This not only increases
the apparent gain the attacker has made, but also works to make the effect more plausible.

In the Blue Velvet example, Kyle is looking down, but you can easily shoot on the level or locking up, so long as the
attacker disappears briefly. Although you can have the attacker running, there is something far more sinister about
somebody who's walking making a sudden gain.
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2.9
ALMOST THERE

The sensation of almost getting away, but suddenly being trapped, is frightening. In film this works best when there's
a lot at stake. Use this technique when getting caught would mean instant death or the failure of a quest.

The frames from Children of Men show how three characters are running down a corridor, to get away from a man
they've just beaten to the ground. As they run towards a jammed door, and struggle to get out, the camera chases up
to them and catches up.

This is crosscut with a camera watching the fallen attacker get up. This camera moves slowly backwards. The
combination of two cameras moving towards the characters at the jammed door creates a great sense of urgency. In
this example, the attacker isn't even coming towards them, but it merely getting up. The effect can be even stronger
when the attacker is in actual pursuit.

When you set-up this shot, give your characters an obstacle that is potentially impossible to pass, such as a locked or

jammed door. That gives the first camera time to rush up to them. The other camera, which moves slowly backwards,

does not need to show the attacker in great clarity. The attacker can be on the ground, or distant, and the effect is still
extremely powerful.

You can also use a mix of handheld camera and dolly work, which enhances the nightmarish quality of the moment.
The camera that chases your characters can be handheld, while the camera tracking away from the attacker can move
on a dolly. This mix of panicked camera work, with something slow and steady, makes it feel as though the attacker is
getting the upper hand, and will catch them no matter what.
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2.10

FOOTWORK

Chase scenes aren't always about an attacker and a victim. Sometimes, you have one character trying to catch up with
another for more innocent reasons. For this to work, it's best if the person being pursued has no idea a chase is on.

In this scene from Amélie, the male character is in a rush, and Amélie is trying to catch up with him. By putting the
camera low down and shooting her feet, we get to see the energy of her pursuit, as well as how close or distant she
is from the hero. This is much smoother than if we were watching this from over her shoulder, or from a wide shot.

Set up your camera slightly behind the character who's in pursuit. The other character should be slightly offset to the
right, rather than directly in front. This makes it easier to get everybody in shot. The character who's in pursuit should
run directly ahead, rather than directly towards the character she’s pursuing. This enables you to move the camera
slightly faster than her, pan on to her legs, and still keep the other character in shot.

The effect of being low-down, with this sort of smooth motion, is that the audience is forced to guess the character's
emotion, purely through their movement and distance from each other. It must, therefore, come in the middle of
other shots that have established the nature of the chase.

It's easy to pull this off, even with a handheld camera as you run, or with dolly tracks. You can even adapt this shot
to include changes of direction, as well as going up or down hills. Don't stay in this shot for too long, though, or the
audience may become frustrated.

Although it is used here for whimsical reasons, it can also be used effectively in a more serious shot, where one
person is secretly pursuing another.
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3.1
CHARACTER SWITCH

A powerful way to introduce your main character into the film is to show a crowd, and then have your character come
to the front of the crowd and become the focus of the shot. This underlines that this character is a hero, and mare
important or interesting than everybody else in his world.

These frames from Children of Men show exactly how this works, because when this scene opens, we think we're just
watching people observing a television set. We don't expect Clive Owen to push through to the front. When he does,
and looms into view, it's clear that he's made an entrance to the film.

There are several ways to make your character strand out at this point. One is to give him maore light than the other
people in the scene. Another is to make sure that everybody who's on the same plane as him is shorter. The Children
of Men shots show this well. Everybody else on the front row is relatively short, so he towers above them, making it
clear he's the hero of the piece.

Set up your camera to the height of your main character, and angle down towards the crowd. Make sure there are no
faces among the extras that are too distinctive or distracting, or extras that are trying to steal the scene by over-acting.
The extras should keep quite still, as your hero pushes through the crowd.

This technique also underlines that your hero is an active character, somebody who will do things to the world, rather
than have the world just happen to him. While everybody else stands there observing, he moves in and out of the
scene. To the audience, this signals that we've met a character who's going to take action throughout the film.
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3.3

THE TURN IN

We love to see a character's face, so when a scene opens with a character's face hidden, we can’t wait for the actor
to turn around, The Turn In is a good way to introduce a character to a scene, when they are about to make an
important announcement or change in their life, or start approaching their problems in a different way.

You can even start the scene with a few lines of dialogue, as the actor talks to somebody off-screen, before he ever
turns to face the camera. It might help to set-up your camera so that the other actor's shoulder is just visible in shot;
otherwise the audience may think your hero is talking to himself.

When Gérard Depardieu turns into the shot, the moment is made far more powerful because he walks straight up
to the other character. If he had only turned around, it would look like he was staring out of a window and finally
joined a conversation. The Turn In works because he turns in and storms into the scene, taking over and showing his
strength and determination.

Don't get your actor to stare at a wall, or something else close-up, because it looks ridiculous. Give your actor a
window or balcony to peer out from, so that there’s a reasonable justification for him to be staring off into space.

Set up your camera behind the actor, with a long lens. Although you can move the camera to accommodate the
actor's movement as he walks towards the other actor, the less movement this shot contains, the better it works. Set
up your actors' marks so that the camera barely needs to move.
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