Excerpts from:
Digital Filimmaking Handbook,
“Shooting”



naking Handbook

INT. THE UPTOWN BAR ® T
albne at the

The place is desd, a woman, DEBRA, sits drinking
bar. -
She -djpesn’t lock wp as JOE, & greasy-looking character in his
mid-thirties, enters. @ -

1A¥. the bartender, comes out from behind the bar.

Joe stops dead mhis trac s.®

JOE
I thought you quit. Iz.eit town -
sonething about dlesning up your act. ..

Debra|locks uneasyly from Jbe to lax

MAaX .
Doesn’ t jlook thatjway, doep i

JOE ;
She‘s with ne, ardn’t you Deh?

Debralnods nervously.

MAX
L_ Idon't t‘:hink s0.

Max pulls out a gun, and without waifing for Joe's Heaction,
shoots. Joe falls to the floor, dear_i. i

__ =

FIGURE7.16 A lined script and script supervisor's marks.

script supervisor lines the script, drawing lines with arrows o show the
portion of the script that each shot covers (Figure 7.16). .

Clearly, script supervising isn’t necessary for every shoot, but tble
longer your project and more complicated the shoot, the more valuable
this information can be later on.

After all of that writing, previsualizing, scheduling, planning, and prcpanflg,
there will (believe it or not) come a time when you'll be read}_/ to start gsmg
your camera to shoot some footage. In many ways, shooting is the‘besl part
of the entire movie-making process. You get to go out to fun lgcatl(?|1s, Y;:u
get to boss people around, you get to use cool gear. It's also ll.m first time that
you can start to see the ideas in your head turn into something real.
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Unfortunately, shooting can also be really difficult. Many things can
go wrong, there are many things to keep track of, and you're usually
working against the clock. During the shoot, you're going to have to
muster all of your artistic sensibilities to create a good shot, and all of
your directing skills to make that shot happen.

In this section, we’ll cover how to deal with all of those concerns, as

well as learn how to get the best-looking, most usable footage that you
can manage.

Composition

Composition is simply the way an image is put together; that is, which vi-
sual elements are included in the image, and how they're arranged.
While shooting, you'll frame your scene in your camera’s viewlinder to
build a composition. Composition is essential to creating video images
that are attractive, and that serve to tell your story.

Good composition skills let you do far moere than simply create pretty
images. By carefully crafting your compositions, you can convey impor-
tant information to your audience. For example, look at the images in
Figure 7.17.

In the upper image, the man looks confident and powerful, while in

e lower image, the same man looks lonely and possibly afraid. In both
of these images, the man is striking a similar pose and a somewhat neu-
tral expression. The sense that you have of how powerful or weak he is
comes mostly from the composition and framing of the shot.

In the upper image, he has been shot from below and framed so that
he fills the frame. In this image, he is a very strong-looking, imposing fig-
ure. By contrast, the lower image shows a man who seems small. He is
literally lower than us, and therefore appears to be overwhelmed and

weak. When used well, these compositional differences can add a lot to
your story.

& Watch the compandframe QuickTime movie located in the Chapter T>resources
ovthepvp  folder of the companion DVD to learn more about different types of compositions.

Composition is a complex subject that requires not only study, but prac-
tice. Great camera operators are able to compose beautiful shots on-the-fly,
a skill that’s necessary for documentary-style shooting. Nevertheless, there
are some basic compositional rules that you can learn fairly quickly:

Headroom. One of the most common mistakes that beginning photog-
raphers and cinematographers make is that, simply enough, they



rmrnakirsg Handbimsk

FIGURE AT The differerd campasiions of 150 Tuc images presenl bao very
diffevira lirgirasslons af this man,

danyt e artencien. The problem is, oo hiadn has an ineeedible alal-
iew 1o focus your ariencion on something, 11 you pay anenin wooshal
vour brain s “seeing” mstcad of what yoor eyves are seceling, you
inghat e upowith a shon ke the ene shown an Figore 7, L,

[0 yon wwere intending e sbos a wide sl of the entice scene, then
ihis shot meight e ckay—ering, bue okay, 10 you were intendimg o
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shoms the person in the scene, Thotigh, vou'd be better off with some-
thing like the hmage sheswonin Flguee 7,18,

When composing o shot, 395 very impoctant toget ino e habin of
Inoking ae the imase o the viewlindee, ratler than lowrkbng trreits
the viewlinder at vour scene.

.

FIGURE?.1E (&l Framing with s mugly hemireom is coe of te rast comman

compasibamal mestakes af begirming < insmatagraphiers. (bl Less hesdreom beirgs
mure focus o your suEject,
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Figure Y08 has ton mnch @x01a space arowsd 11 subyedt is noag
clearly presenied and Tramed. 1 yon wer in the habic of checking the
edges ol your frame when vou're composing, then vonll lorce vonr.
self o notice any exrraneous space that needs 1o be clraprgmed aie,

Lead your subject. Composition e framing care also e gsed o helgs
your audicnce understand the physical relationships of the people

and abyjecs i your seene—to help them beer understand the spagcis
ire sehiich your sceow takes place. When you hiee a single shot of
vou shauld usually “lead” them by putting some
crnpiy sefeen space in Jrot of them.
For example, Figure 709 shows a peson 1alking 1o amelber Persnm
wehie is afl=Trame, I wee put the hlank space in o of them, we 9e1 A
rmuch more comfortable sense than il we put the space Behind thein,
Don't be afraid to get too close, Alihoogh s Impozan o have the
proper headroom and leadiog in a shon there are limes whee a shot
calls [or sonrething more dramaiic, Bon' be afraid ooget in close w
wirar actors and o crop theic heads and Todics oot of the Tame, as
sbacwwrt in Figuee 7,20,
This is a wery “deamalic” type of i mirg In chis case, 00 Being wsed

i
Loy bt

ETRTRR TSR R TRl e | ki

bt suspense. Irea more dematic moment; D ocould b wsed
Lo give the andienee tme o see an agtor's maed Clange or develap,

Eyelines. IF youre shooling o conversalion betmeen pwo sr more a0mors,
yrrtl menl oo make sure e evelines in ocach close-up maich, so thar
wlten the shots ane edited g thier, the perforers appear to be look-
ing a1 each ather (Figire 7,215 1s also pswally g good idea to shaol
separaie close-ups within o dialog seene nsing 1he same Tocal lenaib
Tevs and Jrome the same distance, sothar the focal Iengaih distorions
are e same in all close-ups,

Clearing frame, Wher framing @ statie shot that will be psed Lo slarl or
el g scene, 11780 good fdea o have vour aceors enter e Tame from
lhsereen, perlorm, and then exi e frame entinely, This will make
ciliting the shut easier. You might nol need o use the part of the shar
where they enter and exh Trane, Dut von'll an least Tave the apilnn.

Beware of the stage Hoe, Crossing the 1807 axis, also known as (be
e fee, o1 axis o dine i jarmng. 10 you think ol VOLIY SCL a5 o e
atrical stage, e 180" axis lalls along the peoscenivm iche frenn of e

stagey, Dnwe yoi'™ve sel ap your camera oo one side of e axis, avisid
meviing 11 ta the other side o you might end up il comera angles
thal dom’t ewt gether (Figuee 7.220, Be aware that this nrimarily
sanererns action and dialog shots, Cutasways ainl estallishing shos 1
van efien et away witlt crossing the stage Hne

FIGURET1T By Teading” your sultjoct witn ipby spac, W Give war audisnce J Lette
sndlerslanding of the physical refazianships af the goees in WO bpone,
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FRSURET.20  You canrcrease e drama amd sispense of a scens Ly p=ttimg inrealty
elusg fovaur suaject, Ahbaugl this “tighs® fraiming cuts off soone of our gctars Fead, %3
Hlla el compased, efife:tive image
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FIGURET.22  This camera dingram carmspands 1o the images in Figuie 7.2 1, Camera angle B
is grythe wiong sds ol the ssage e, sl ssalts inthe mismabched i in Figuine #.21.

Beealeing he rules, In Western cultare, eur jdeas ghoui goned Traming are
heavily dependene un che radition of Goe an painckng, The shape of
thie liloe and vides Trame §s similar o that of 2 teaditional landscape
painting, and s concept of Tow a medivm cose-up should be framed
is sirnilir tooa teadidonal portrail, Breaking fron shese raditions can be
ipsteresting and ewctring when it looks intentional, Dol bevaare: it can he
disastroms when i [oesks Bke vou dide’ Koo any Letler,

SHOOTING FOR THE WEB e

FIGURE .21 The upper image has oyelines that are incorecr, they doa't manch while
the lewsr image has mateh nif eyelines

Celivering video on the Web requires § huege amount of comprassian, I
wol plin your shoot witf this in mind, the autcome will be much mare suc-
cessful, Here are some things that campress poorly:

* Motlon: This means both motion of the subject and motion of the
camera. lee a tripod ta lock down your shots, and keep the move-
rnent of the actors ta @ minimum,

= Wisually complex images: Keep the images simple and fconic—
clase-ups veark best.

= High-<ontrast lighting: Compression algerithms for the Web
don't seem to handle high-contrast lighting vory well, resulting in
clippirg of darks and lights, Try for o brightly and avenly lit look,

* Fine lines; stripes, and other patterns: Again, simplicity Is the key.

* Shooting fine detalls: If you have fine details that the audience
needs 1o see—written words, for example—then be sure to shaot
these in close-up. Remember, your Web-based wideo image will be
very small,




