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Foreword

Pat Miller’s book on script supervision is the first, and insofar as I am aware,
the only complete and thorough work of its kind ever published. It covers in
detail the hundreds—and I mean literally hundreds—of tasks a good script su-
pervisor must perform: the recording of how the director is shooting the
scene; if a master, how he breaks it up; a description of each shot, including
who is in it, etc.; where there are changes in the dialogue or action that would
a‘ﬂ:ect the story line; how the characters are dressed; how the characters are po-
Sitioned, and in what direction they are looking; the points at which the char-
aCFers sit, stand, or otherwise move; the times at which characters enter and
€x1t, and whether or not their actions accord with the scenes that precede and
follow; whether or not the action matches from one cue to the next; how long
tbe scene runs in screen time; which lens was used; whether the camera was sta-
tionary or moving and, if the latter, when movement occurred; whether the
take was good or not, and why; and so on, ad infinitum.

No one but an experienced person in the field could possibly have written
such a full treatment of the subject, since it reveals not only the various problems
confronting the supervisor but also the most efficient methods of handling
_the_m. Most important, though, is the fact that the text is written in language that
18 simple, unaffected, and understandable.

_ Lconsider the book a genuine breakthrough for those who aspire to become
SCript supervisors, and in my opinion it can be read with profit by many others in
our business: beginning directors, assistants, editors, and, in fact, those in every
branch of our industry.
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The importance of a good script supervisor is a fact of which I have always
been conscious. He or she is a must for a smooth and successful production,
but I have never realized the amount of work necessary before and after shoot-
ing that the script supervisor had to do.

Irecommend the book heartily. It is sorely needed, and a job well done.

Vincent Sherman

Preface

This is the third edition of my book that delineates the methodology of film
_ tontinuity—an integral facet in film production.
- My first and second editions were published under the title Seript Supervis-
.. ‘g and Film Continuity. Recently, the IATSE (International Association of The-
 atrical and Stage Employees) revised the title to: Script Supervisor/Continuity
~Coordinator. Sadly, this nomenclature perpetuates the misconceptions that
- 3bound with regard to the complex nature and major responsibilities of the
‘ Job. I rejterate: the particular aspects of the craft have nothing to do with creat-
- 118, revising, or supervising the written script per se.
V During principal photography of theatrical motion pictures, movies for
tek’5Vi5i0r1, episodic television, or commercials, there is a technician, who is re-
Sponsible for ensuring that every aspect of the filin’s continuity is meticulously
Tansmitted from script to screen. That technician is the continuity supervisor.
The motion picture industry worldwide has adopted the (inappropriate)
~Merican nomenclature: Script Supervisor—instead of adopting Britain’s
More appropriate) title: Continuity. And it is my fervent wish that when you,
€ reader, acquire expertise in this complex craft, you will insist that your
Screen credit read: Continuity Supervisor.
extrn he continuity sx'lpervisor is cox}cemed with the im?,ges th{it the director
cony Cts from tl}e script and transmits onto ﬁim. The dlrec_tor. interprets anfi
o sse €Trts the written words to filmic Prociuct, while the' continuity supervisor is
it Ntially the liaison between the director and the editor during the complex
Cedure in which the script is transformed into a motion picture. What is



xvi

widely acknowledged in the film industry is that the job of film continuity con-
stitutes a vital component in the filmmaking process.

In years past, most films were produced by major studios; there were inten-
sive apprenticeship programs for the various craftspeople who comprise a mo-
tion picture crew. But those days are long gone. In the current era of
independent film and television productions, film technicians must learn their
skills by attending courses at film schools or by having a professional friend or
relative train them in a specific craft. Learning nowadays is catch-as-catch-can,
whether acquired in classrooms removed from the real action or on the often
frenetic set itself—and usually without proper instruction. There is nothing
better, of course, than on-the-job experience. Still, a person has to make a start
somewhere. Thus, this book might serve as a stepping stone.

Because a goodly number of women are now active in the technical crafts—
where the tasks, heretofore, carried masculine labels: cameraman, soundman,
boomman—the gender designation for any craft title has been carefully
avoided.

Between the date of my second edition and the present writing, a techno-
logical revolution has erupted in the film industry. My research, at this junc-
ture, reveals that the advent of the computer has generated a burgeoning
electronic phenomenon that has inextricably transtormed the historical art of
filmmaking. But at this point in time, the electronic revolution mainly impacts
the camera and film editing processes: particularly, the introduction of the
Avid and other digital nonlinear editing (DNLE) apparatus. Filmmaking today
has become two industries: theatrical and technological (digital). Be that as it
may, to function as a continuity supervisor, one must first master the disci-
plines of conventional filmic structure. Afterwards, computer literacy is a must.

The continuity supervisor’s tangible role during principal photography re-
mains intact, as well as the disciplines inherent during the period of prepro-
duction: (a) comprehensively reading the script; (b) breaking down the script
for shooting out of continuity; (¢) timing the script; (d) providing the editor
with the organic information that results in a well-crafted motion picture. The
computer’s phenomenal capabilities have not yet replicated the human ability
to read, the faculty to comprehend, and the eyes to observe—although the
voice to communicate is becoming a reality.

My third edition endeavors to update the tools of the trade and embody
the high-tech innovations that come within the purview of the continuity su-
pervisor. The duties have expanded from the prescribed liaison between the
director and the editor. Today, the role demands practical knowledge n: vi-
sual effects, special effects, the numerous crafts, and the postproduction oper-
ations. Computer (digital) rechnology engenders amazing visual effects and
animation photography that poses somewhat of a departure from shooting ra-
ditional dramatic live action performed by professional actors and animals.
Nonetheless, the expertise of the continuity supervisor is mandatory.

Because of the frequency with which astounding technological innova-
tions are penetrating film production, I recommend that you be on the alert
for all developments in this field.
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It is virtually impossible to enumerate all the technical and philosophical
challenges that the continuity supervisor encounters in the course of a day’s
work. While computerized notes may reach the editor swiftly and be artistic
enough to frame, the editor will be hard-pressed to overcome technical errors:
glaring mismatches in the performance, or jarring film cuts that violate
smooth continuity. The basic fundamentals (nuts and bolts) of film continuity
still prevail.

My best continuity lesson came during apprenticeship: The scene was in a
forest. Three hobos were sitting around a campfire drinking hot coffee. Sud-
denly, the sound of approaching horses. The hobos react—hurriedly, they
douse the fire and run out of the shot. The posse rides in—assesses the
situation—and rides out in pursuit. CUT.

The production company then moved to another scheduled scene in the
script and remained there for several days. On a later day, the schedule called
for shooting the continuation of the previous forest scene (in another part of
the forest): The three hobos run into the shot, and are followed by the posse
on horseback.

At the start of the first rehearsal for this shot, my teacher asked, * In which
hand did the hobo Jason grab a cup as he ran out of the campfire scene? . . . he
should have it in his hand for this shot because itis a direct cut from the shot of
the other day.” Of course, I had no recollection whatsoever of this action. My
single concentration was on their correct progression: left o right. My teacher
then showed me her script. In the margin at the appropriate scene number,
she had jotted down: Jason/cup RH. (Of course, this notation alerted her that

Jason must enter holding the cup in his right hand,)

Years later, another unforgettable goof. The scene reads: Ext. House.
Eleanor gets a letter out of her mailbox. In the film, the actress comes through
the front door, and the camera pans her walk to the mailbox installed at the
curb, She removes an envelope from the mailbox, tears the envelope open,
takes out a letter and reads it; then—with the letter in her hand-—the camera
pans her walk back to the open front door and she disappears into the house.
CUT. The continuation of the scene—inside the house—is scheduled to be
filmed at another time. On that date, we are inside the house. The script reads:
INT. FOYER. Fleanor enters. The camera is focused on the front door, which
is open. (To ensure smooth cutting, editing dogma dictates an overlap of the
action through the open doorway.) Everything from the exterior scene
matched: wardrobe, hair, make-up, props—and Eleanor is holding the enve-
lope and letter properly. She comes into the foyer, and the camera pans her
walk into the next room; the shot is cut. When 1 heard, “ Cut. .. Print,” I ut-
lered an anguished “ E-E-E-E.” It suddenly hit me that the actress's fingernails
Were painted pink, and I subliminally remembered that her nails were bright
red during the exterior scene. “Now what?” snarled the director. I sputtered an
3pology for not catching the error during a rehearsal: “Her nail polish was a
d’ﬁo@!‘ent color!” To make a retake, the shooting was halted for the time it took

. o change the actress’s nail polish from pink to red. Holding up production is
- 3 costly mistake!
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By acquiring the basic wols and studying the explicit filmic details depicted
in this volume, students and beginning professionals will gain enough practical
knowledge to proceed to active participation in a studio or any location in the
world where films for theater and television are produced.

Additionally, the book provides a comprehensive overview of both the
technical and aesthetic components of filmmaking. So it should be of interest,
also, to those who are curious about, or aspiring towards, other film pursuits:
film directing, film editing, scriptwriting.

The fledgling FILM DIRECTOR could gain awareness of the camera’s
filmic idiosyncrasies, and thus be able to avoid technical pitfalls when rehears-
ing the dramatic elements of a scene.

The fledgling FILM EDITOR could gain a comprehensive overview of
what transpires on the set as the script is transformed into numerous disjointed
(discontinuous) pieces of film—and will glean an insight regarding the edi-
tor’s influence on well-crafted motion pictures for theater or television.

The fledgling SCRIPTWRITER could gain insight into the metamorphosis
that takes place when a script is transferred to the screen. Properly structuring
a screenplay or teleplay would enhance its sale potential. A producer will be
more inclined to purchase a good story which has already been developed into
a viable script—and thus preclude the expense of extensive rewriting by pro-
fessional scriptwriters.

This volume furnishes samples of all the requisite daily reports together
with the continuity supervisor’s final lined script (cutting continuity script)—
the editor’s bible. Additionally, the text is replete with film-industry terminol-
ogy and jargon.

May this book be your career bridge into the twenty-first century.
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Getting Into
the Act

It would benefit you enormously to gain entry into a movie studio lot—at your
earliest opportunity—and observe a studio sound stage while filming is in
progress. A sure way to get an inside track is to apply for any kind of a job. In the
meantime, I shall endeavor to acquaint you with an overview of the wraditional
studio lot.

VISIT A STUDIO LOT AND MOVIE SET

A studio lot is a complex of sound stages and buildings that house the equip-
ment, offices, and personnel connected with the production of feature pictures
or television shows.

NOTE: For someone entering a studio lot for the first time, here’s a warning:
Heed the red light. Sound stages are marked with huge numbers on their outside
walls. There is also a red light above every door, or on a stanchion just outside
the door. When the red light is blinking, it means filming (shooting) of a scene
is in progress. In industry parlance, the process of transmitting a live perfor-
mance onto film is referred to as shooting the scene. Do not open the door to peek in
or enter the stage. Why? Because the squeak or slam of the door will be picked
up on the sound track, causing an actor’s speech to be obliterated; and if the
scene were lit for darkness or other special effects, a shaft of light from the out-
side may well ruin what is being filmed. In each instance, the scene might have




to be done over because you have possibly shattered a delicate mood. Also,
you've caused a costly, time-consuming disturbance. So I repeat: Heed the red

light.

When the shooting takes place at locales away from the studio stages, other
methods of forewarning are implemented. You will also profit by observing a
movie set that is filming anywhere other than a studio sound stage—where there
is no red light or forbidding door to forewarn you. At those locales, when the
camera is ready to roll, the first assistant director (1st A.D.} or the production
assistant (P.A.) will yell, “Quiet. .. rolling.” All must instantly stop in their
tracks—and not resume activity until the announcement “Cut” or “All clear™—
at which time you may resume talking and moving about.

It will also benefit you to visit a local independent production company
where filming is taking place—indoors or outdoors. I advise this because con-
temporary movie-making is no longer the exclusive domain of the time-honored
major studio with performances confined to conventional studio sound stages.
{Once again, a sure way to get an inside track is to apply for any kind of a job ata
film or television studio, or an independent production company.)

A word of caution: Do not carry any camera onto a sound stage or shoot-
ing locale. You may be summarily asked to leave the premises, and the film in
your camera may be confiscated.

Inside a Sound Stage

Having gained entry to the inner sanctum of a sound stage, try to remain there
for the better part of a day. Carefully observe all the activities. Much may be in-
comprehensible at first, but before long you will be able to understand the
functions of various technicians. But you will find one technician whose scope
of work will not be readily apparent. He or she is the continuity supervisor.

You will observe this person concentrating on the scene and making notes
in a book (known as the script), also conferring with the director, the actors,
the director of photography, and other production personnel. Primarily, the
continuity supervisor is recording critical information for the editor: notating
the way the director is transforming the script into motion picture scenes that
will be projected onto theater or television screens.

More intricate aspects of the continuity supervisor’s functions will be de-
picted in subsequent chapters, and you will gain a perspective of the knowledge
and skills that are mandated for the career of continuity supervising.

QUALIFICATIONS FOR THE JOB

Continuity supervising is a multifaceted and highly responsible job that re-
quires specific qualifications: prerequisites and requisites.

Prerequisites*

= A sharp eye for visual details and a good ear for sound,

o Composure under stress and the ability to function with aplomb when the
atmosphere is fraught with tension, and speed is a priority.

o A high level of energy to sustain you during the long days and nights of 2
shooting schedule.

o Ingenuity to improvise whenever circumstances arise that were not cov-
ered during your training, or encountered in past experience.

o An analytical mind and a keen sense of organization.

© An aptitude for basic arithmetic.

o Legible handwriting or hand printing.

o Arespectable command of the English language,

& Some form of shorthand or speed writing.

o A pleasing personality, well-mannered deportment, and good grooming,
Requisites

o Comprehension of the dynarmics of the camera and film progression: to be
proficient in matching camera angles and action cuts.

o Techniques for rehearsing and cuing actors.
& How to time rehearsals and performances.
o How to calculate picture running time.

o Expertise in reading a script to analyze and break it down according to
standard procedure for filming scenes out of continuity.

o Knowledge of screenplay and teleplay forms. It is suggested you read as
many scripts as possible. Scriptwriting has undergone significant modifica-
tions in recent years, and you should be familiar with the changed formats,
There may be times when part, or all, of a scene will be performed ad 4b;
not according to the written dialogue and description in the script. In that
case, you will have to transcribe the improvised scenes per the particular
format of the script at hand. There will be times when a scene goes into
rehearsal—and sometimes even into filming—without benefit of script. In
that event, you are the only person who can provide the record of the ac-
tion and dialogue that has been committed to film. Here’s where speed
writing is valuable.

*If you do not possess the necessary prerequisites or are unable or unwilling to ac-
quire them, then you would be wise to pursue another vocation.




An understanding of the dynamics of camera direction and progression.
Both subjects mandate particular skill in matching camera angles and
action cuts.

Techniques for rehearsing and cuing actors.

How to time rehearsals.

How to calculate picture running time.

Basic computer literacy.

Basic knowledge of video and digital visual effects.

TOOLS OF THE TRADE

Ballpoint pens
Booklight: Tiny, batteried, clipped to script; or hanging from neck
Brads

Camp stool: To squeeze into tight camera spots, or for locations when
chairs are impractical

Clasp envelopes

Computer, printer, and up-to-date software

Correction fluid

Dictionary (including a software dictionary in your computer)
Envelopes: Legal size

Erasers

Felt pens—waterproof (Sharpies)

Filing folders

Flashlight

Index dividers and tabs

Laptop computer, portable inkjet printer, up-to-date software, and when
possible, a computer diskette (obtained from the Production Office) with
the most current version of the script in a software compatible with your
own

Mylar-reinforced three-hole paper*
One-hole punch
Paper clips

Paper for printer

*For students and neophytes, the three-hole-punch paper used with selfstick rein-
phy P pap

forcements can serve until you are able to afford reams of the more costly Mylar three-
hole reinforced pages.

5

@ Pencils: Lead and colored—mechanical pencils eliminate need for sharp-
eners. I discourage highlighting words on the script page. This may oblit-
erate the text when photocopied. Underscoring with colored pencils
makes neater copy.

© Polaroid camera (or one of the new, small electronic digital cameras). In
the past, at major studios, the use of Polaroid or any other kind of camera
by the continuity supervisor for matching purposes was forbidden. Accord-
ing to the then union rules, only the still photographer assigned to a fea-
ture or a TV show could provide you with photographs you required for
matching. (Rarely were they exactly right for your matching purposes.)
Present-day continuity supervisors must provide their own cameras, so you
are in control.

o Rubber bands

o Reinforcements (self-stick) for three-hole punch paper

o Ruler: Clear—attached to script binder by a cord

o Scissors

o Scratch pads

@ Script binder: Spring-back or three-ring; different sizes for shorter or
longer scripts

o Stapler and remover

o Staples

o Stopwatch

@ Three-hole punch

@ Timepiece: An accurate wristwatch or pocket watch is an essential tool be-
cause it is your official duty to record the time of the day’s first shot, the
time lunch was called, the time of the first shot after lunch, the time for
dinner, and the time the company wrapped

o Typewriter and typing paper: If not using laptop computer

o ‘Writing paper

FILM CONTINUITY IS A CRAFT

What is film continuity? It is the unique methodology by which a story is dra-
matized on film.

In a legitimate-theater stage play, actors perform the story in chronologi-
cal order. That is, the curtain rises on Act 1, then drops and rises for Act 2 and
Act 3—and the final curtain comes down. Applause. This format is not fol
lowed when scenes are performed in front of a camera and filmed for movie
theaters or television screens. (Films for television are crafted the same way as
major feature pictures, only the pace of operation is accelerated.)

g e




6
SHOOTING OUT OF CONTINUITY

Like the scripts for stage plays, scripts for motion picture and television shows
are written in standard sequential order. (See page 12, Figure 2.1.) But there
the similarity ends. For motion picture and television productions, the actors
do not perform the scenes in the sequential order written in the script. In-
stead, the scenes are shot (filmed) out of continuity. In other words, all sequences
that take place in a given locale—no matter when they occur in the time frame
of the story—are scheduled to be performed and filmed concurrently. Early
filmmakers devised this format for economic reasons. It is very costly to equip
(rig) a movie set for filming. Extensive preliminary work is involved: construct-
ing overhead scaffolds on which a network of lights is mounted, building struc-
tural framework according to the production designer’s specifications, and
installing whatever equipment is required to make the set practicable. It would
be cost-prohibitive indeed to construct and move in and out of sets—or travel
to different locations—in order to film the script according to its chronologi-
cal structure.

In the past—as a consequence of the nonsequential (nonlinear) order in
which scenes are committed to film—the editor had to keep loads of pieces of
film systematically stored in bins before assembling (splicing) the disjointed
pieces into coherent, smoothflowing dramatic sequences. The earliest term
for joining cut pieces of film was “splicing.” This was accomplished with the
vintage Moviola: the film editors’ primary viewing and editing device. In later
years modernized devices for editing were machines calied flatheds: the Kem or
Steenbeck.* Those devices—with their attendant bins bulging with processed
film, the ever-present scissors, the splicing glue, and the obligatory white
cotton gloves—have all ascended to movie heaven. The editing room now
houses a computer-run editing console: the Avid or Lightworks. The advent of
computerized digital film editing and image manipulation continues to revolu-
tionize the motion picture and television industry.

To further explain the dynamics of shooting a script out of continuity, let
us envision a schedule wherein actors will perform three different time-lapsed
scenes in a kitchen. According to the shooting schedule, the cast and crew will
work continuously in the kitchen area for as long as it takes to comumit all three
sequences to film.

Baut there is another twist in the scheme of filming scenes out of continu-
ity. The shooting schedule lists Scene 37, Scene 46, and Scene 2 to be shot in
that order (for reasons best known to the production planners). Consequently,
the actors will perform their roles in that convoluted sequence.

In the chronology of the story, Scene 37 (the first scene to go in front of the
camera) takes place twentyive years after Scene 2. So for Scene 37, the actors

*These were electronically controlled machines that permitted multiple rolls of
picture and sound film to run herizontally on a table to be coordinated; then projected
on alarger screen.
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are made up to appear twenty-five years older and are dressed in contemporary
clothes. The decor and accouterments in the kitchen are also CORtEMpOrary.

The next segment to be filmed is Scene 46. It takes place only a few days or
weeks after Scene 37. Here, the decor of the set and the actors’ makeup remain
much the same, with the exception that the actors are in different wardrobe.
Sometimes only a change of wardrobe lets the audience know that there has
been a passage of time (today’s movie and television audiences are very sophis-
ticated).

Finally, Scene 2 is scheduled for filming. At this juncture, all the furnish-
ings are changed to transform the room into an old-fashioned kitchen of the
era; the actors are made up to appear twentyfive years younger than they
looked in Scene 37; and they are dressed in the fashion of the period.

NOTE: Nowadays, instead of refurbishing a kitchen on a sound stage in the
studio, or a movie set, the kitchen scenes may be shot at three different au-
thentic locations, and shooting may take place weeks or months apart.

WHAT THE CONTINUITY
SUPERVISOR OVERSEES

The procedure of filming scenes out of continuity mandates exceptional ex-
pertise on the part of the continuity supervisor.

Let us picture the three kitchen scenes that have been filmed. In each seg-
ment, we saw the actors come in {enter) through the kitchen door (from say,
Fhe back door). They spoke their lines (dialogue) and sat at the table or moved
nto positions prompted by the director. We saw them walk out (exif) through
another door (into, say, the dining room). According to the production sched-
ule, the dining room and backyard sequences are scheduled for filming at fu-
ture dates. When those connecting scenes are enacted before the camera,
flawless continuity is the supervisor’s major responsibility. The actors must
appearnin every minute detail—exactly as they were when they entered and
exited the previously filmed scenes.

Each department has its responsibility to ensure editing continuity: the
wardrobe department makes sure that the actors are dressed correctly; the
fnakeup department makes sure the actors’ makeup is correct; the hairdress-
Ing department makes sure the actors’ coiffures are correct; the property de-
Partment makes sure all the hand props carried by the actors are correct.

) I}ut the continuity supervisor is concerned with myriad infinitesimal de-
tils in each of the related scenes: In Scene 2, the top button of an actor’s shirt
Was open as he entered, and he was wearing a sweater as he exited the room. In
Ss:ene 37, the actor’s hat brim was rolled on the right side as he entered, and

18 coat collar was turned up on the right side as he exited the room. In Scene
46, the left corner of a shirt-collar was outside the jacket as the actor entered,
and he exited the room without the jacket. In Scene 37, a cigarette, smoked
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one-third down, was in the actor’s left hand as he exited. In Scene 46, an actor
was wearing eveglasses as he entered, and he put them in his jacket pocket when
he exited. In Scene 2, an actress’s nail polish was pink, whereas the nails were
dark red in Scene 37. An actress was wearing three rings in Scene 2 and two
rings in Scene 46 (description of the rings and on which fingers they are worn
must match). In Scene 87, a belt was tied in a bow to the right side of an ac-
tress’s dress. In Scene 46, an actress was wearing pearl button earrings, and
gold hoops in Scene 2. The actress pushed her hair behind her right ear as she
crossed to the window before she exited Scene 2. In Scene 46, an actress en-
tered with a purse in her left hand. In Scene 37, an actress exited with the strap
of her purse over her left shoulder.

Every one of the above details must be meticulously matched for the ac-
tors’ appearances in the scenes that precede and follow the kitchen scenes.

In additon to matching makeup, props and wardrobe, the continuity su-
pervisor must also be on top of the following details: At what pace did the actors
enter and exit the kitchen? Did they dash or saunter through the doorways? Ac-
tion of entrances into and the exits from connecting sets must be made at ex-
actly the same pace. And who followed whom? Were the doors open or closed
at the start of each sequence, and what were their positions at the finish?

In each of the three kitchen segments, the actors first gave a continuous
performance of all the dialogue and movement (much the same as in a stage
play).

This is known as shoeoting a master scene.
Breaking Up the Master

Now another filmic convention comes into play. After a master shot has been
filmed, the next procedure is: covering (or breaking up) the master. The terms
mean the same and are used interchangeably. Covering (or coverage) is de-
fined as shooting the scene from different camera viewpoints and also shoot-
ing closer on the same action and dialogue as played in the master shot. These
component angles may feature three, two, or just one of the group of charac-
ters in the scene.

Every cover shot necessitates the repetition of either all or a portion of the
master scene’s dialogue and movements. The camera is focused on the individ-
ual character or characters while the other actors deliver their lines from off
camera (OC). Each actor whose turn it is on-camera must remember—or be
reminded of—what his or her movements were during the performance of the
master. This communication calls for utmost diplomacy on the part of the con-
tinuity supervisor. You must be delicately specific: On what word was a puff of 2
cigarette taken—held in the left or right hand? On what word of another’s
speech was a cup picked up with the right hand (with or without the saucer)?
On what word was a fork (with a bit of potato on it) lifted in the right hand?
On what word did the little girl turn to speak to the person at her left while her
braid fell to her right shoulder? On what word did the strap of the actress’s
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gown slip off her left shoulder? On what word did an actor stand up or sit
down? On what word were legs or arms crossed right-over-left or vice versa? On
what word was the right hand placed on the hip, and when was it taken down?
On what word did an off-camera actor stand up or sit down? This would
change eye contact, requiring actors to look upward or downward. At what
point in the dialogue did another actor enter or exit the scene? The list of ac-
tion matches is incalculable.

Filming all the requisite cover shots in each of the three kitchen sequences
may take days, weeks, or longer—depending on the complexity of the scenes.

The techniques for scene matching and action matching are delineated in
Chapter 13.

THE EDITOR’S BIBLE

An indispensable tool for the film editor is a comprehensive record of what has
been transmitted to film on a studio sound stage, or at a movie set elsewhere
(independent productons). Consequently, it became evident—during the
shooting of a script—that the details recorded by the continuity supervisor (as
liasion between the direcior and the editor} would serve as a comprehensive
guidebook (bible) for the editor: (a) notations of how all the disparate pieces
of film go together; (b) notations of deviations from the final script; and (¢)
notations of salient comments regarding the director’s preferred shots.

Technology has also altered and added new facets to the continuity super-
visor’s role: (a) Records for the editor that heretofore were handwritten or
typed are now often computerized. (b) Where the facilities exist, daily logs and
notes can be faxed directly from your laptop in any location to the editor’s cut-
ting room. (c) Various records (logs) have been devised to be compatible with
advanced methodologies in digital nonlinear editing (DNLE). Nonlinear
means executing entities that do not follow in sequence. Digital means a com-
puter process wherein variables are easily manipulated and changed via key-
board and clicking a mouse. (Curiously enough, the hallmark of continuity
supervising was predicated on this unique method of performing scenes not in
sequence—but out of continuity.) The editing term is: nonlinear. (d) Interac-
ton with visual effects technicians to become conversant with the advances in
technology for digitally created effects.

CONTINUITY SUPERVISOR/
ENTREPRENEUR

Years ago, when a major studio hired you as the continuity supervisor, the stu-
dio prop department furnished you with all the big and small stationery items
Yourequired for the assignment. However, when independent companies took
Over a great share of the feature film and television production, all these good-
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ies sadly faded away. The continuity supervisor is now, essentiaily, an entrepre-
neur. Itis necessary to own all the tools of the trade and supplies prior to apply-
ing for any assignment.

Nowadays, it is mandatory that you negotiate a deal memo with every assign-
ment. Each company prepares its individual form. However, a document has
been prepared and distributed to members by the Business Agent of Script Su-
pervisors and Continuity Coordinators, Local 871, of the International Al-
liance of Theatrical Stage Employees (IATSE) *

CONTINUITY SUPERVISING
IS ASOLO ACT

Now that you have entered the challenging and fascinating world of continuity
supervising, I caution you about an important prerequisite: Your health.

Production company departments usually consist of a key person plus a
few assistants. But there is only one continuity supervisor. Yours is a completely
autonomous position; you are quite literally a department of one. Should ill-
ness or death or gross incompetence cause your absence while filming is in
progress, there is no one in the company to take over for you; a substitute con-
tinuity supervisor has to be hired. And what a Herculean task it is for the conti-
nuity supervisor who takes over—at a moment’s notice—without the essential
prior preparation.

So before you contemplate this engrossing career, be sure you are blessed
with robust health and can endure working long and laborious hours. Movie-
making is as arduous as it is glamorous.

*With reference to industry union rules, admissions vary in different locales. One
should call the TATSE office where one will be living and inquire about the latest re-
quirements.

2

Dealing with
the Script

The written material from which a motion picture or television film is crafted is
called the script. The written words undergo many modifications before they
are considered a shooting script. A script written for a feature film is termed a
screenplay; a script written for television is termed a teleplay. The script’s format
is the same in either medium.

FIRST COMES THE WORD

The following pages are a sample first act of an early teleplay.* In this sample,
Scene 3 is the number of the master shot, indicating the locale where the ac-
tion takes place. The consecutive numbers that follow (4,5,6) are the auxiliary
numbers that suggest different camera angles. Consequently, scene numbers 3
through 6 constitute the master scene.

In previous eras, the standard format for screenwriting was to designate a
number for the master scene, which was followed by auxiliary numbers denot-
ing various camera angles for dramatic impact. However, contemporary direc-
tors ignored the writers’ concept of film drama, and the scripts underwent a
metamorphosis. Present-day scripts apply only one number to signify the master
scene for each separate locale. Consequently—during principal photography—
it is now incumbent on the continuity supervisor to assign slate identifications

*Episode of “The Brian Keith Show,” written by Perry Grant and Dick Bensfield.
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ACT ONE
FADE IN:

EXT. SEAN'S FRONT DOOR - NIGHT

1t is late and dark. SEAN comes up with a suitcase and
a flight bag. He is tired. He unlocks the door and
enters. He is wearing a Hawaiian shirt and slacks.

INT. SEAN'S LIVING ROOM - NIGHT

The lights are out. Sean enters. He yawns, He is tired
and wanis to go right to bed, He sets down bhis bag, then,
as he heads toward the bedroom, he takes off shirt and
casually tosses it onto a chair or sofa. He enters the
bedroom.

INT. SEAN’'S BEDROOM - NIGHT

The lights are out. Sean enters, kicks off his shoes
and slides out of his pants. Down to his shorts, he
sighs, yawns, then slides into bed, stretching out.
After a beat, a female arm comes lovingly across bis
chest and a sweet, female voice says...

CELIA'S VOICE (0.8.)
1 love you.
WIDER ANGLE
Sean's head snaps toward the voice. He finds himself

nose to nose with a lovely young bride, CELIA. She
gasps. Sean reacts.

SEAN
"¥What. the...!
CELIA
{screams)
Ahhh. ..}

She grabs the blankets up around bher.

ANOTHER ANGLE

DAVE, the groom, bursts in from the bathroom. He wears
a bathrobe. Light comes in from the bathroom.

{CONTINUED)
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Figure 2.1

8,

5 (Cont.)

DAVE
Baby, what is it?

ANGLE ON SBEAN

He is balfway out of bed, still not certain wbat this is all
about. He whips his bead around to look towards the new voice.
It bas all bappened in a split second, We FREEZE FRAME,
catching him in an awkward position, halfway out of bed.

CUT TO:

INT, SEAN'S LIVING ROOM - NIGHT

Sean, Celian and Dave are there in robes. MOE is there in
uniform. Dave is bolding his arm protectively around Celia.

MOE
You wanna press charges, Doc?
DAVE
¥hat do you mean? He attacked
my wife.
MOE
{to Sean)

Sorry, Doc...it's my duty to
inform you of your rights.

SEAN
1 didn't attack her, 1 just got
in bed with her.

ANGLE ON FRONT DOOR
MRS. GRUBER lets herself in. Celia comes up to her.

CEL1A
Mrs. Gruber, thank goodness. Will
you tell them you rented it to us?
They don't believe us.

GRUBER
{sees Sean)
¥bat are you doing here?

S8EAN
1 live bere,

(CONTINUED)
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8 (Cont.)

3,
GRUBER
You weren't supposed to be
back for a week,
SEAN
Well, I'm back now and I got
mugged in my own bed.
MOE
{to Dave)
You bhave the right to remain
silent. You bhave the rigbt to
seek counsel.
DAVE
Officer, she rented this place
to us,
SEAN
{te Gruber)
You rented my apartment without
my permission?
MOE
(to Gruber)
You have the right to remain
silent. ..
SEAN
Moe, will you shut up.
GRUBER
Dr. Jamison, if you'd just once
listen to reason. It is my property
and this young couple is on their
bhoneymoon.
CELIA
And our reservations fell through.
DAVE
1 told you. The hotels are packed.
GRUBER
I found them sitting on a bench,..
on their wedding night. You said
you'd be away, so, being a romantic
person, [ let them stay bhere.
SEAN
For a modest fee, no doubt.
(CONTIRUED)
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8 (Cont. 1)

GRUBER
Just a breakage deposit.
(trying to explain this)
Well, I was just thinking about
tbe night of my third wedding.
Mario was a gymnast,

CELIA
(tearfully)
What are we going to do?
DAVE
I guess we'll bave to leave.
SEAN
{relenting)

Well..,.no. You can't leave in
the middle of the night, 1I'll
sleep on the sofa. You kids can
have the bedroom.

There is silence as bride and groom exchange glances.
They obviocusly don't want Sean so close by.

SEAR
{(getting the message)
Okay, I'11 find someplace.

GRUBER
{quickly)
There's no room at my place.

SEAN
I wouldn't trust you, anyway.

MOE
Doesn't anybody want to be informed
of their rights?

DISSOLVE:

9. INT. RECEPTION ROOM - DAY

PUN]1 adjusts some flowers in a vase, picks up the vase and
starts with it towards Sean's office. DR. CHAFFEE enters.

CHAFFEE
Good morning.

PUNI
Morning, Dr. Chaffee.

(CONTINUED)
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3 (Cont.)

CHAFFEE
Puni, I've told you snd told you...
stop putting flowers around.

PUNI .
But Doctor, this is Hawaii.

CHAFFEE
1 don't care., They're full of
pollen. They'll make my psatients
sneeze,

He exits into the corridor. Puni looks after bim and
makes a farce.

PUNI
Yankee, go bhome.

CuT TO:

10, INT. SEAN'S OFFICE - DAY

Puni enters and sets the vase of flowers on his desk.

11, ANOTHER ANGLE

Sean, wearing a rumpled sport shirt and pants, ig stirring
on the sofs where bhe spparently has spent the night.

PUNI
Dr. Jamison, what are you doing
here?

SEAN

(stretches, feels back)
i*ve been asking myself that all
night.

(rubs back again)

Onbh, ..
(gets up)

PUNI
But, Doctor, why couldn’t you
sleep in your own bed?

SEAN
It was iwo against one...

Puni reacts.

cuT TO0:
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for the auxiliary shots that reflect the director’s interpretation of the scene.
Thus, the editor is provided with a comprehensive record of the day’s shoot.
The most common format is to attach consecutive alphabetical letters to the
master scene number.

Writers often resort to variations on the script format when writing their
scenarios. Therefore, you should read as many scripts as you can to familiarize
yourself with writers’ innovations.

HOW TO READ A SCRIPT

From the preceding sample teleplay, you will discern that a typical script con-
sists of three major elements: the locale or set, the business or action, and the
dialogue.

1. The Locale or Set

This is the site where the master scene (the establishing shot) takes place. The lo-
cale is always written in CAPITAL LETTERS and designates whether the scene
takes place indoors (INT.—interior) or outdoors (EXT.—exterior), And the
time element is always indicated: 1. INT. KITCHEN—DAY, or, EXT. RESI-
DENTIAL STREET—NIGHT. The designation of DAY or NIGHT in the master-
scene heading quickly conveys to the D.P. (director of photography), and the
gaffer (key electrician), the basic lighting for the set. If a day scene takes place
indoors, sunlight will come through the windows; if it is a night scene, darkness
will be seen through the windows, lamps will be lit, and perhaps street lights
will glow in the background.

At major studios, sometimes a scene marked EXT. is not actually filmed
outdoors. Instead, the exterior scene is built inside the sound stage. Studio
craftspeople can duplicate an exterior scene so realistically, the audience can-
not detect that the filming was done indoors rather than outdoors. When the
story calls for rain or other atmmospheric conditions, the artistry of the special ef-
Jects department even reproduces the inclement weather. In that way, the scenes
are filmed under controlled conditions—a more convenient arrangement
than subjecting cast and crew to the whims of Mother Nature. (The classic film
“Singin’ in the Rain,” with Gene Kelly, is a superb example.)

However, most present-day shooting—for major films or television—takes
place at natural locations, and during unpredictable weather conditions. So
rain and snow fall where they may, and the actors and technicians get soaked
and chilled. (If you know you are going to be oun such an assignment, always
carry rain gear as well as some cold remedy.)

At major studios, shooting anywhere away {rom the sound stage—indoors
or outdoors—is designated LOCATION, and the address will be listed in the
1st AD.’s Shooting Schedule. Independent companies’ shooting schedules sim-
Ply list the proper address where the shooting will take place.
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When (STOCK) is written alongside the locale, it means that the scene will
not be filmed by the company crew, but footage will be procured from a film
library. During the editing process, that piece of film will be judiciously cut
into the final picture. Stock shots are always indicated in the script: EXT. LOS
ANGELES AIRPORT—ESTABLISHING SHOT—DAY (STOCK), OR EXT.
DOWNTOWN BUSINESS DISTRICT—NIGHT (STOCK).

2. The Business or Action

The written description of what takes place in the scene is referred to as busi-
ness or action. The text describes characters’ general movements, their physical
appearances, their distinguishing marks, and the essential details of the decor
and ambience of the set. Everything written in the script other than the dia-
logue is referred to as business or action.

3. The Dialogue

All the words spoken by the actors are referred to as dialogue or called speeches.
The dialogue is written in a narrow column down the center of the page. Each
speech is headed by the character’s name in capital letters.

The words in parentheses under the character’s name indicate their mood
or motivation. These designations are the author’s concept of the emotions that
the actors should display. Sometimes the mood or motivation is suggested in
the business or action part of the script. Example:

Albert gazes ruefully at his burned-out house.

AT.BERT
BEverything’s gone! Everythingi

When dialogue is to be spoken in unison, that is, two voices speaking si-
multaneously, the speeches are written side by side:

JOHN MARY
(startled) (startled)
What are you doing What are you doing

here? here?

If AD LIB is written in the script, you should be on the alert when shooting
the scene. The script may read: The two couples meet in front of the church,
AD LIB greetings. This is fine for the written script: the reader then visualizes
the scene. But in filming, every spoken word is picked up by the microphone
(on a boom or hand-held fishpole) and recorded. Therefore, your continuity
script to the editor has to include the actual words spoken in the ad lib greet-
ing. Your revised page could read as follows:
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MARY AND JOHN (in unison)
Well, hello, there.

AGNES
Mary, it’s good to see you.

JOHN
How ya doin’, Tom?

When (OS) or (OC) is written alongside a character’s name, it means that
the voice is coming from off-screen or off-camera. This could be from another part
of the room or another location. The speaker is not in the scene at this particu-
lar spot in the film. However, the speaker may or may not be put on film subse-
quently, depending on the director’s discretion. At times, in the final editing,
only the VOICE is heard—for a reaction on the face of an on-camera actor.
Sometimes the letters OS denote any sound that comes from off-screen or off-
camera.

When VOICE OVER (VO) is written in place of a character’s name, it refers
to the voice of a speaker whom the audience will not see. It may be a voice
heard over a public address system at an airport or train station, a voice coming
from a radio or television set, or the voice of a narrator. At the time of shooting
that portion of a scene, the “voices” are usually spoken by the director, the first
assistant director, an actor pressed into service, or the continuity supervisor

(you). Later, in final editing these voices are replaced with recordings of pro-
fessional voices.

HOW TO BREAK DOWN A SCRIPT

First and foremost, read the script. Read it, read it, and read it again. Become
thoroughly familiar with the story line and the characters.

Primarily, breaking down the script for shooting consists of marking each
page with notations that will enable you to spot salient details at a glance dur-
ing pressured shooting hours. A helpful hint: use different colored pencils to
underscore different elements in the script: Green for characters in or enter-
ing a shot; Blue for props; Red for characters or props exiting a shot; Purple
for overt action; etc. And keep your color code consistent. That way you can in-
stantly spot the pertinent information you need on the page. When shooting is
in progress, accuracy plus speed are high priorities.

The following numbered paragraphs delineate a simple routine for break-
ing down a script. While the record-keeping models depicted in this book have
proven very efficient (after years of trial and error), they are mainly for guid-
ance. You may devise any course that is easy for you—so long as the records are
thorough and accurate, with all the information readily accessible, and so long
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as your method enables you to reply quickly and accurately to the numerous
and urgent questions that will be fielded to you.

1. Master Scenes

Underline each numbered master scene; it is always identified in CAPITAL
letters. A master scene encompasses a segment of the scenario wherein a con-
tinuous performance is staged in a specific setting (locale). Every new locale au-
tomatically signifies another master scene.

As mentioned earlier, the author’s concept may differ substantially from
the director’s aesthetic interpretation. As continuity supervisor, you will aptly
revise the script during the course of shooting so that the editor will bring the
director’s interpretations to the screen.

In the reading of the script, you will find some extraneous scenes interjected
into the master scene, such as POINT OF VIEW (POV), FLASHBACK, or MON-
TAGE. These scenes should be underscored as master scenes, because in all
probability they will be staged and filmed separately from the original master.
The term CUT BACK TO (or BACK TO SCENE) means returning to the action
of the original scene following the interruption of any extraneous scenes.

The point of view shot refers to what is seen from the actors’ point of view as
they observe something off-camera (OC) or off-screen (OS). This may be an
object or an activity. In the confines of a stage-play, the actors verbalize what
they see offstage and the audiences visualizes the scene. But in filmic drama,
when actors react to something off-camera, the audience’s curiosity has to be
satisfied. So a picture of the activity or the object is intercut.

The flashback is a story-telling technique by which past events or images are
interspersed (intercut) with contemporary scenes. Some flashback scenes call
for special cinematic effects.

The term montageis used for a series of quick shots that depict a passage of
time, set a mood, establish a sequence of events, or rapidly present images that
sharpen a story point or intensify the suspense of a scene.

The interjected scenes written in the script are, of course, viewed in proper
sequence. The editor judiciously intercuts these filmed extraneous, but rele-
vant, scenes into a compelling master sequence.

Writers do not always designate individual scene numbers for POV,
FLASHBACK, or MONTAGE. Often the descriptions of the interrelated scenes
are included in the business/action part of the script or expressed in dialogue.
Example:

Sc. 23. INT. SERGEANT MARTIN'S OFFICE—DAY
In a darkened room, a group of people are viewing slides

projected on a screen. Martin’s VOICE explains each
picture:

21

MARTIN
That’s our suspect posing as a gas attendant.

A CLICK, and another slide appears.

MARTIN
That’s our man playing tennis at the Wilshire
Country Club.

CLICK, and another slide is flashed on the screen.

MARTIN
There he is betting on the horses at
Santa Anita.

The pictures in those slides are in the category of montage. Therefore, in
all probability, they will be transformed into filmed master scenes—for the ben-
efit of the audience.

According to traditional screenplay or teleplay format, the end of a scene
or sequence is designated by a term such as CUT TO, DISSOLVE, WIPE TO,
or FADE OUT. However, contemporary screenwriters often dispense with
these traditional designations, and the only way you get to know that a scene or
sequence has ended is to recognize that the following scene is the next master
scene. The unmistakable clue is: capital letters spelling another locale. It is op-

tional, but I draw a line across the page to separate each master scene, and jot
down its page count.

2. Story Chronology/Time Breakdown

Mark each sequence with the chronological time lapses that manifest the
progress of the story: 1st Day (indicated as D-1); 2nd Day (D-2), sometimes
written as NEXT DAY; 3rd Night (N-3) which may take place three weeks, or
three years, later in the story; 4th Night (N-4); 5th Day (D-5), which may take
Place two months later. (These time lapses should be properly noted on the
Page.) At the right-hand margin, below the line separating master scenes, or
alongside each captioned master scene, mark the succeeding chronological
humbers of the time lapses. When a sequence takes place later in the same day
or night, I place a plus sign (+) alongside that chronological number, rather
than spell out “later that day” or “later that night.” If a master scene runs for
More than one page, repeat the notation at the upper right-hand corner of
e?.ch successive page of that master scene. This eliminates the time-consuming
flipping of pages in order to find information needed instantly (Figure 2.2).
Prepare a Story Chronology/Time Breakdown (Figure 2.3).
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3. Time Elements/Day or Night

Underline the particular time when it is mentioned in the script: 8:00 AM,,
5:30 P.M., etc. The scene caption may read: DAWN, MORNING, LATE AFTER-
NOON, DUSK, MOONLIGHT, etc. Once again, this information alerts the
D.P. and the gaffer to the basic lighting of the set—whether filming on a sound
stage or on location. The designated time elements are also essential for the
production manager—when reading the script. And you should check these
details with the respective members of the crew. Often, special time factors
crop up in the business portion or dialogue. For instance, references to time
on a clock, or in a speech: “T'll meetyou after school.” Watch out for such clues
and make notation alongside the scene caption; also make notation of the
time factors when they affect the pages of any preceding or following scenes.
Your conspicuous notation will alert you to be especially aware of wardrobe,
makeup, or props in the affected scenes. Here’s another lighting situation
that’s gleaned from dialogue:

Mary enters the living room, sees Jim slouched in a chair.

MARY
Jim, why are you sitting in the dark?

In preparing your breakdown, make notation at the caption of this scene:
room starts in darkness. Alert the gaffer of this lighting factor. Further on in
the script you will learn that blinds will be opened to let daylight in, or light of
some kind will be switched on, or perhaps a candle will be lit, if the script de-
picts a period story. Mark these notations on the page where these light changes
are apt to occur. This will remind you to carefully watch the action during re-
hearsals. Then mark the page where the light changes physically occur. Such
notations will be valuable clues when making pickup shots and subsequent cov-
ering shots.

By the same token, if a scene starts with an illuminated room and the script
reads that lights are to be switched off during the performance, you should
make notation at the caption of the scene: light change—and mark the page at
the point where the room goes to darkness. Also alert the gaffer, who will appre-
ciate being informed as to the precise moment this light change must occur.

4. Names of Characters

Underline the names of the characters as they are revealed in each scene. Tra-
ditionally, the first ime a name appears in the script, it is written in CAPITAL
LETTERS. Subsequent references to this name are then written in upper and
lower case. Regrettably, current practice by many writers (and some scriptwrit-
ing software) has evolved into capitalizing all instances of a character name in
the stage directions.
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5. Characters’ Physical Distinctions

Underline the written descriptions of the characters. But keep in mind that the
physical characteristics described by the author may not always correspond
with the features of the actors cast for the parts. The script may mention a
buxom blonde, but the actress cast for the role is a slinky brunette; or the
script may call for a handsome, macho young man, whereas the actor cast for
the part is corpulent and bald-headed.

As soon as possible, ask the director or the 1st A.D. if the actors cast for the
roles fit the descriptions in the script. If not, you will have to alert the individ-
ual actors before they memorize dialogue containing erroneous descriptions.
For instance, John, speaking to Harry, says, “Did you get a look at that buxom
blonde in the accounting office?” Instead, he should say “that slinky brunette.”
These changes are critical when shooting out of continuity, so be on guard
when specific images are mentioned in dialogue, and alert the actors whose

speeches need to be changed (revised pages do not always get to the actors in
time).

6. Overt Action

Underline the overt action written in the business and mood descriptions in the
script. Overt action means the conspicuous movements that the characters dis-
play in a scene: engage in a fight, hug, kiss, pace the floor, read a book, feed
the baby, parachute out of a plane, break glasses, smoke feverishly, ring a door-
bell, put on or take off garments. Such obvious movements are overt action.

The underscored overt action in your designated color on the page will in-
stantly alert you to the overall activity in the scene, and will be helpful when
shooting is fast and under pressure.

It is also good practice to underscore the characters when they enter and
exit the scene. Use one color for entrances and another for exits. In that way,
you can instantly spot the comings and goings of the characters within the
scene. Color codes are helpful—especially when scenes run for several pages.

7. Props

Underline references to props or make note of them in the right-hand mar-
gins. There are two kinds of props:

a.  Hand props are articles that are held or handled by the actors, such as
pipes, eyeglasses, suitcases, crutches, newspapers, briefcases, jewelry, purses,
or any obvious articles.

Stage props are articles that are placed as significant dressing in the set, such

as candlesticks on a table, a vase of flowers on a piano, pictures on a desk

or mantelpiece, desk plaques, clothing placed on furniture, or any such
visible item.
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Among stage props are breakaway props. These are articles of set dressing
used in overt actions, such as a vase that is broken over someone’s head, a
wooden or glass door that is shattered, a chair that falls apart when sat upon, or
a baseball bat that is used to conk an actor on the head (such bat or weapons
are made of balsa wood or other weightless materials). Sound effects that simu-
late a break or a thud are put in later during the editing.

Props are often mentioned in dialogue—watch out for those speeches.
Underscore the item and/or make proper notation.

8. Read the Script Again

In rereading the script, you will frequently discover some vital detail in either
the dialogue or the business that escaped your attention in previous readings.
The detail might be an essential carry-over from one scene to another, relating
to props, makeup, wardrobe, chronology, the weather, or whatever. Just one
small word may trigger the need to add notations to preceding and subsequent
scenes that are affected by the carry-over detail.

9. Back-Matching Notes

Because films are shot out of continuity, you must be sure to make accurate
notes when details carry over from one scene to another. The detail may affect
either a preceding or subsequent scene. This is called back maiching and intro-
duces the concept of direct and indirect continuity.

Direct Continuity. This occurs when a conditon or detail (some business or
prop) carries over from one scene to the next consecutivescene—swith no time lapse.
For example, the script reads: 1. EXT. HOUSE—DAY. John goes into the house. 2.
INT. FOYER—DAY. John comes through the front door and races upstairs. In
keeping with filmic procedure, the end of Scene 1 will be cut as John goes
through the door to inside the house, or it may be cut just as he opens the door.

Asis inevitable, according to the shooting schedule, Scene 1 is to be filmed
a week later than Scene 2. The shooting schedule lists Scene 2 to be filmed a
week later. Now then, when the filming of Scene 2 takes place: we see John
coming through the front door with a key in his right hand; there is a newspa-
per tucked under his left arm, folded with the front page facing the camera.
Therefore, at the start of shooting Scene 1, a week later, you must make sure
that every detail about John’s appearance and props matches Scene 2 (shot
previously). This is direct continuity.

Here's another scenario. The script reads: 5. INT. BEDROOM—DAY. A
maid enters carrying a bowl of fresh flowers. As she crosses the room and
places the bowl of flowers on a table, we see a person asleep in the bed. The
maid opens the drapes partially, then leaves the room.

During the course of shooting Scenes 6 and 7—which take place at other
locales—it is revealed in dialogue that the sleeping person in the bedroom was
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murdered while the house was unattended, and the body wasn't discovered for
several days. Now, at Scene 8, the script reads that the dead body is being re-
moved from the room on an ambulance gurmey. Now, let us suppose Scene 8
were scheduled for filming before Scene 5. In that case, the bedroom would be
furnished as per Scene 5: the drapes partially drawn and the bowl of flowers on
the table. But here, in Scene 8, the flowers should be visibly wilted (after a
lapse of several days). Now let us consider the day for filming Scene 5: accord-
ing to the script, the maid enters with the bowl of fresh flowers, places it on the
table, opens the closed drapes to the position seen in Scene 8—and exits. Of
course, the bowl of fresh flowers must now match the wilted ones we first saw in
Scene 8. The principle of direct continuity still rules. Even though a time lapse
occurred, the rationale is: inasmuch as the house was unattended between
Scene 5 and Scene 8, nothing in the bedroom could have been changed dur-
ing the interim. Be extremely attentive to direct continuity details when scenes
that take place later in the story are filmed before the earlier scenes.

Indirect Continuity. This occurs when a condition or detail does not follow
through from one scene into the next consecutive scene, but carries over into
alater scene. Once again (as usually happens), the Jater scene may be shot be-
fore the earlier one. In such instances, your back-matching notes are crucial.

Let us consider another scenario: In reading Scene 21, you learn that
Dorothy will be taking a pill at a later hour, and she places a pillbox in her
purse. In Scenes 22 through 25, you read about Dorothy in various locales and
with different characters. But shooting starts with Scene 26: where Dorothy is
to take her pill. She reaches into her purse, finds and opens the pill box—only
to discover there are no piils inside. The actress is vexed and the director is
irate—counting how much this reshoot will add to the cost of production.
(You and the property department were asleep at the switch.) But had your
script been conspicuously marked at Scene 26: Dorothy’s purse with pills in-
side pillbox, this disturbing situation would have been prevented.

By preparing your script breakdown with meticulous back-matching notes
to signal direct and indirect continuity, you will have no problem shooting out
of continuity. Your notations will be beacon lights that will steer you clear of
mishaps.

10. Scene Count

Tally the number of scenes in the script. Every scene number, including those
numbers carrying A, B, G, etc., count as separate scene numbers. However, do
not include in your total scene count the numbers marked (OMITTED) and
those marked (STOCK SHOT).

A good way to control the scene count is to make a list of every scene num-
ber in the script. List the omitted scene numbers, but draw an X through them;
also list the stock shot numbers, but mark them with an S. And remember, do
Dot add these numbers into your total scene count (Figure 2.4).
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11. Page Count

Tally the total number of individual pages in the script. Every numbered
page—even those repeated with an A, B, C, etc.—is counted; 154, 158, and
15C count as three pages. Starting with page 15, the total page count for that
sequence is: 4 pages.

When a page number reads 44/45 it means that a deletion has been made
in revisions and the two pages have been combined. In this instance,
count for 44/45 will be one page (if it is full, or its fractional €quivalent).

Page count is determined by the amount of written material on a page—
that is, how much space the description of business/action and dialogue takes
up. For shooting purposes, the standard practice is to divide the page into
eighths. Every page holds an individual total of eight eighths (8/8) within the
standard margins at top and bottom. If the text does not fill the page, then the
total for that page is the number of eighths contained in the written portion.
Several pages may not total 8/8. Therefore, it is good practice to verify your
page count with 1st A.D.

The breaking down of page count into denominations of eighths was de-
vised when filmmakers came to the conclusion that it would be more practical
and economical to shoot scenes out of continuity—in other words, to film sev-
eral sequences in one locale concurrently, no matter when they occurred
chronologically. In order to make this procedure viable, it was necessary to first
determine the actual number of pages that each sequence contained and then
to calculate the aggregate number of hours or days it would take to shoot all
those sequences. It was found that dividing the space of a Page into eighths
provided the most practical unit of measure for shooting on a day-to-day basis.
Thus, the introduction of the Shooting Schedule, which is prepavred by the 1st A.D.

your

NOTE: In figuring your page count, do not include the space taken up by
(STOCK SHOTS). It is customary to deduct 1/8 page per stock shot. Exam-
ple: if three stock shots are included on one page, your total count of the writ-
ten contents for that page is 5/8. Should the page consist of only three stock
shots, then the count for that page is zero (0).

A good way to ensure an accurate page count is to make a list of each con-
secutive page number and record the number of eighths for each fractional
page (Figure 2.5).

12. Master-Scene Page Count

At the end of every master sequence, jot down its individual page count. A mas-
ter scene may add up to only 1/8 of a page. When one page contains several
master scenes, each master scene scores its own portion of page count. Exam-
ple: one master scene takes up 3/8 of the page; another master scene, 1/8 of
the page; and a third master scene, 4/8 of the page. The sum total of the page

27

is 8/8. When a master scene continues for several pages and adds up to, say
22/8, the page count for that master scene translates to 2 6,/8 pages (22 divided
by 8). As a double-check for accuracy, total all your individual master-scene
page counts. That total should be identical to your total page count for the en-
tire script, as well as the total page count listed in the Shooting Schedule.

13. Continuity Synopsis/One-Liner

Prepare a continuity synopsis of the entire script. This record is sometimes
called the One-Liner. It constitutes a composite of the script breakdown. Listed
are: (a) the scene numbers of each sequence; (b) the locales, interior and exte-
rior; {c) the time elements of day or night; (d) the chronological time lapses;
{e) the page count of each master scene; (f) the names of the characters who
appear in each sequence; and (g) a terse description of the action in the scene
(Figure 2.6).

14. Wardrobe Outline

The wardrobe department—imen’s and women’s costumers—have their own
methods of preparing a wardrobe plot. Those departments are totally responsi-
ble for seeing that the actors are dressed in the correct articles of clothing—in
every detail—at the start of every scene, or part of a scene. Nonetheless, my ad-
vice is to prepare your own outline—a record for your personal reference. By
the same token, I recommend that you confer with the wardrobe personnel
and confirm your record with theirs—particularly as to when costume changes
must occur.

The Wardrobe Outline form suggested in this book is a practical record-
keeper that has proved highly efficient. It automatically provides a quick dou-
ble-check on all the scene numbers and locales that occur in each time lapse of
the story. And you have—on one page—the wardrobe description of every
principal actor who appears in the listed sequences, together with the dates on
which the scenes were shot (Figure 2.7).

It is good practice to snap your Polaroid {or digital camera) picture—for
wardrobe and makeup—at the moment the actor is ready to go before the
tamera. Otherwise, the attire and/or makeup may not be entirely correct.
Your chief responsibility is to match what appears in the film.

15. Script Revisions

Invariably, constant changes are made in the script—before and even during
principal photography. Every revised page is dated and printed on a different
colored page from the previous page. Generally, the rotation has been: white
for the original, followed by blue, pink, yellow, green, goldenrod, then back to
white. Today, companies may vary this color routine. It is sound practice to in-
Corporate every revised page into your work script as quickly as possible.
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NOTE: While it is customary that you send photocopies of your work on the
filmed script pages to the editor, copies made from colored originals often
produce muddy or unclear duplicates. Therefore, for your purposes, the pro-
duction office will {at your request) duplicate the colored-page revisions onto
white pages. These white copies will, of course, still retain the printed legend
across the top: REVISED—BLUE/PINK, etc.—(DATE).

Instead of revised pages, you may sometimes receive a2 memorandum from
the production office that reads:

PLEASE NOTE:

Ehmer and Alice Lester should be changed to:
ELMER and ADELE NESTOR

Mark scripts accordingly.

Now you must go through the entire script and change “Alice” to “Adele” and
“Lester” to “Nestor” on every page where these names appear. Most important,
you must go through the dialogue with a fine-tooth comb to see if any of the
other characters mention these names. It is imperative to personally communi-
cate with the actors and alert them to the changes before they study and mem-
orize the wrong names. Also, make sure that the correct names are printed on
doors or desk plaques or wherever else these names might appear. Stage sets
and props are often prepared in advance of shooting. When you receive re-
vised pages, heed the following instructions:

¢ Immediately transfer all your notations from the original script pages to
the revised pages.

o Revise your One Liner/Continuity Synopsis (if affected) to conform with
the new version of the script.

@ Correctyour Scene Count and Page Count to reflect any deletions or addi-
tions.

2 Do not discard previous pages after receiving revised pages. File them nu-
merically for reference. There is a good reason for this: Occasionally, the
director will want to see, or will even prefer, an earlier version. In all prob
ability, you will be the only person on the set who has a complete file of
every revised page at your fingertips.

16. Special Forms

Prepare the various blank forms you will need during production. Photocopy 2
supply of each form for future use (see Appendix C).

SAMPLE SCRIPT BREAKDOWN

The following pages consist of the sample script breakdown of the teleplay
presented at the beginning of this chapter.
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ACT ONE

FADE IN:

i EXT. SEAN'S FRONT DOOR - NIGHT

It is late and dark, SEAN comes up with a suitcase and
a flight bag He is tired. He unlocks the dgoor and

enters He is wearing a Hawaijap shirt and slacks. ??

2 INT, SEAN'S LIVING ROOM - NIGHT Xeff ..

The lights are out. Sean enters. He yawns. He is tired
and wants to go right to bed. He sets down bis hag, then,
as be heads toward the bedroom, be takes off shirt and
casually tosses it onto a chair or sofa., He enters the

.qggroom, '/f

3. _ INT. SEAN'S BEDROOM - NIGHT (krre cwaAncd)
WPRYIL g
The lighbts are out. Sggu/enters kicks off his shoes
and glides out of bis pants. Down to his shorts, he
sigbs, yawns, then g] i , Stretching out.
After a beat, a femal comes lovingly across his
chest and a sweet, female voice says...

CELIA'S VOICE (0.8.)
I love you...

4. WIDER ANGLE
Sean's head snaps toward the voice. He finds bimself
nose to nose with a lovely young bride, CELIA, S8he

gasps.

SEAN
What the...!

CELIA
{(screams)
Abbh,., .}

Ehe grabs the blankets up around her.

5. ANOTHER ANGLE

DAVE the groom, bursts in from the bathroom., He wears
b Light comes in Trom the bathroom.

o%

(CONTINUED)

Figure 2.2
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5 (Cont.)

DAVE
Baby, what is it!

6. ANGLE ON SEAN

He is balfway out of bed, still not certain what this is all
he new voice.

8 (Cont.)

about. He whips bis bead around to look tqoward
It has all bappened in a split second. Ve FREEZE FRAME
catching him in an gwkward pogition. balfway out of bed.
CUT TO: 74’
N-1+

7. INT. SEAN'S LIVING ROOM - NIGHT (émTuc THAT NIGNT)

Sean, Celia and Dave are there in robes. MOE is there in

uniform. Dave is holding bis arm protectively around Celia.

MOE

You wanna press charges, Doc?
DAVE

What do you mean? He attacked

my wife.
HOE

{to Sean})

Sorry, Doc...it's my duty to
inform you of your rights,

SEAN
I didn't attack her,
in bed with ber.

I Jjust got

8, ANGLE ON FRONT DOOR

M‘Y‘
MRS, GRUBEB/iets herself in., Celia comes up to her.

CEL1A
Mrs. Gruber, thank goodness. Will
you tell them you rented it to us?
They don't believe us.

GHRUBER
{sees Sean)
¥hat are you deing here?

SEAN
I live here.

(CONTINUED) %’

GRUBER
You weren't supposed to be
back for a week.

SEAN
Well, I'm back now and I got
mugged in my own bed.

MOE
(to Dave)
Y?u have the right to remain
silent. You have the right to
seek counsel,

) DAVE
Officer, she rented this place
to us, i
SEAN

(to Gruber)
You rented my apartiment without
my permission?

MOE
{to Gruber)
You have the right to remain
silent. ..

SEAN
Moe, will you shut up.

GRUBER
D?. Jamison, if you'd just once
listen to reason. It is my property
and this young couple is on their
honeymoon,

CELIA
And our reservations fell through.

DAVE
1 told you. The hotels are packed.

GRUBER
I found them sitting on a bench...
on their wedding night, You said
you'd be away, so, being a romantic
berson, I let them stay here.

SEAN
For a modest fee, no doubt.

(CONTINUED)
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8 (Cont. 1)

GRUBER
Just a breakage deposit,
(trying to explain this)
Well, I was just thinking about
the night of my third wedding.
Mario was a gymnast.

CEL1A
{tearfully)
What are we going to do?
DAVE
1 guess we'll bave to leave,.
SEAN
(relenting)

Well, no. You can't leave in
the middle of the night. 1'l1
sleep on the sofa. You kids can
bhave the bedroom.

There is silence as pride and groom exchange glances.
They obviously don't want Sean so close by,

SEAN
{(getting the message)
Okay, 1'11 find scomeplace.

GRUBER
{quickly)
There's no room at my place.

SEAR
1 wouldn't trust you, anyway.

MOE
Doesn't anybody want to be informed
of their rights?

N-1+

V4

DISSOLVE:
9. INT. RECEPTION ROOM - DAY (REXT MORNIAE)
PUN1 adjusts some [lowers in & vase, picks up 1hg vase and
starts with it towards Sean's office. DR, CHAFFEE enters.
CHAFFEE

Good morning.

PUNI
Morning, Dr. Chaffee.

(CONTINUED)

0-2
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V {Cont .}

CHAFFEE
Puni, 1've told you and told you...
stop putting flowers around,

PUNI
But Doctor, this is Hawaii.

CHAFFEE
I don't care. They're full of
pollen. They '11l make my patients
sneeze.

He exits into the corri . Puni 1
EKEEE—E—T;E;T____—Q_ idox ooks after him and

PUNI
Yankee, go home .
CUT TO: gé
INT. SEAN'S OFFICE - DAY CrmorRrrra) b-2

Punj enters and gets the wvase of flowers on bis desk.

ANOTHER ANGLE

fean, wearing a fumpled sport sbhirt and pants, is stirring

on the sofa where be apparently has spent the night.

. PUNI
Dr. Jamison, what are you doing
here?
SEAN

, (stretches, feels back)
;iggtbeen asking myself that all

(rubs back again)
(gets up)
PUNI

But, Doctor, why <ouldn't you
sleep in your own bed?

Ohhh

1 SEAN
t was two against one...

Puni reacts.

CUT TO: 7?
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STORY CHRONOLOGY/TIME BREAKDOWN

TITLE:
SCENE NOS. TIME

=& (57 NiTE

7-8 Laree 157 Nira
-1 2" oay

LR =14 LaTer 2 7° pay
Vs i 27 NiTE
l9-20 LATER 2% Mire
31- 34 2" Doy
3é4-39 ST ooy
Ho-do Later £ bay
Ld - gl LT piTE
P LATER & T
bo-bo T pay

Li- 43 S M

(END)

The above reflects the scene numbers of the complete script.

Figure 2.3

SCENE COUNT
TITLE:
/ 2/ i &
2 2, 42 £
3 2.3 g3 ¢ 3
4 2uL/S 44
s 28 HE TeTAL &0
(2 2L e el STveK o
7 i -7
g % H g
7 29 29
/0 3o 498
1/ 2/ So
/2 32 &1
13 32 4
/1247 3 oL &3
y272 s 54
/S5~ 357 e
/& 3¢/s K¢
/7 »7 =l
[ g 58 ¥
/9 39 N
Ao Yo Lo

The above reflects the scene count of the complete script.

Figure 2.4
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PAGE COUNT
TITLE:

/ 21 Fvie Aegs 33
2 2.2 FParr Paset
3 a3 glaL. 3%
3 A o 7oT A - 3 L_7/§
v AYA -3

b b

) 2l

g 2] b

9 25

/0 29

(1 30~

yi3 a1

/ 3 Y]

1< 33

/5 - 7 224~ Y

/& 2.4

/17 NG

|19 — b

(7 372-2

<0 2 g

<0 A2

The above reflects the page count of the complete script.

Figure 2.5
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CONTINUITY SYNOPSIS/ONE LIKNE

TITLE PROD. NO.
DIRECTOR DATE
SCENE NOS SET DESCRIPTION PAGES | CHARACTERS
i EXT SEAN DoeR _|Scam wiinss wwiocks Y2 | suan
LoOK, Gol s NS DE
o2 SEan Liviwed Ror | Semw ANTERS Flpr gr?t (N-i ?’Y Saan
PRoLS WAL+ DA, (rx;7s
Te JEppcom
B G b |San BerRoom  \seay gnvexs pisgosas, (N-1 I |senn
GETY saTeo OEr, CELIA 1N CELrA
Lap. LAE BuRSTS v Flor PAVE
Barikporm . FREEZE oN S&y
LT
28 Seaw Lvine Bri (@ Ruap sRgus Seaw COus 2 50 sany
Omvit 18 RoBES rios N eeL A
LHIFEoRIM A NTE Tv PAES % LAYE
CHARGE L., THUBER £HTER Mo
Thils GnE Kenlip povie To GRUGER
/'/nn}Mnarf CovPlE, Saan
RLLbenTs, wntl SLud P on SorR
9 s
LecEPTion Rrmy Punt BrineiNe Aovers |D-a & | Poms
To SEAN'Ss oFFrck_ CARFEEE CHMFFEE
ENTERS CorMPLANS oF Phite N
fO st lSEAN's OFFIcE Foni ENTERS wiiTh Flaweps D-a| /8 Pont
et SEAN ASLEGP ¢4 SopA sS&Epn

Figure 2.6




WARDROBE OQUTLINE

TITLE Time Breakdown /¥~/
Scene Nos. Set Date §
/ EXT SEAN FRONT DOOR ¢ Shot
—a 0 SCAN LIViHe Reoorl
—2 4 = (seaN BEbRoOM
—F ANGLE BpTHRODM
- Sean BEDRODM
CHARACTERS
SEAN CELIA
DAVE _
—_—
-
Figure 2.7
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WARDROBE OUTLINE

Time Breakdown /Y'( !U?ER)

TITLE
S Nos. Set Date Shot
NN A SEAN LIVING RO0M
CHARACTERS
SEAN CELIA
DAVE GRUBER
Meg

&
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TITLE

WARDRCBE OUTLINE

Time Breakdown -2
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A ter absorbing the detailed script breakdown and the examples: Figures
through 2.7, you will be PmPamd with the essential data you should have
ready reference when attending the production meeting.

Observe the underscoring of master scene captons, names of characters
8 their distinguishing marks, overt actions, and special details of props and
keup; also study the notations of direct and indirect continuity, story tme
bses, lines separating the master scenes, and page count for each master

Every script breakdown mandates all the exacting procedures outlined in

revious pages—whether shooting episodic television, a movie made for
on, or a four-hour feature film.

Up to this point, you have been introduced to the first phase involved in

craft of continuity supervising: how to read and hreak down a script—to be

Data Sho
Scene Nos. S?E(EPT."&H Roafﬂ ta
10,/ SEAN OFFICE
CHARACTERS
SEAN FUN |

ed for principal photography.
' en you are confident of the accuracy of your script breakdown, you are
| position to focus your full attention on the other important functions that
e within the scope of your responsibility in the preeminent role of conti-
ity supervisor. I shall end this segment with the caveat: BEWARE THE 5 P's:
POOR PREPARATION PRODUCES POOR PERFORMANCE.

CHAFFEE
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Prior to Principal
Photography

Before the start of principal photography, key personnel are given the then-
final version of the script. Each member prepares the script according to his or
her specific job.

PREPARATION TIME

There is a period known as prep time. The number of days or weeks allotted for
prep time depends on the complexity of the script, the number of shooting
days—and the budget.

During this period, you will be conscientiously preparing your script——that
is, breaking it down according to the procedures outlined in the previous
pages. The better you have prepared your script, the better control you will
have during the hectic days of shooting out of continuity.

THE PRODUCTION MEETING

Before filming begins, a production meeting is held, in the production office,
or another designated place. All key personnel attend with their respective
script breakdowns. Page by page, the business/action elements of the script
are read and discussed.

First, the producer and director make known how they perceive the film
version of the written script. Then the crafts personnel discuss the technical

43
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elements relating to each respective craft. If a technician brings up a possii)

45

problem with regard 1o achieving on film what the author has writien, the
ter is discussed, and a decision is made to maodify, veplace, or eliminate (He
troublesome element. These changes will appear in new script pages of a di
ferent color. -

If, in the process of breaking down your script, vou found a discrepancy of
an inaccuracy that is not brought up by the others, you must bring the item 1p
attention before the meeting adjourns—so that all concerned can make thei
necessary corrections. If you do not attend the production meeting, you will
have to convey your findings individually to each crew member whose work

-
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Director:
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may be affected. Before you do so, however, clear your findings with the '\"

A.D., the director and/or the producer. It may very well be that your questions
were fully answered at the meeting. You must then correct your script accord:
ingly. :

It is indeed important for vou to attend production meetings. Here you
will be privy 1o the interpretation of elements in the seript that are not aly ays.
spelled out by the writers. Thus, you will have the opportunity to fix your script
to conform to the changes decided at the production meeting. Frequently, res
vised pages do not come from the production office in good time. In such cases;
your seript notations may make it possible for the company to start shooting
without delay.

.

NOTE: Should the production meeting and/or scheduled rehearsal days co-
incide with your preparation days, you must stipulate in your deal meme that 2
you will receive compensatory pay [or those days, apart [rom prep time. =

THE SHOOTING SCHEDULE

.

A few days before the start of filming, you will receive the Shooting Schedule
(Figure 3.1) which has been prepared by the Lst A.D. This is the official b{“_
print that lists (a) the order in which scenes will be shot; (b) a terse descripto _
of each master sequence with iis corresponding scene numbers and pag
count; (¢) the total number of pages to be shot each day; (d) the actors W8
perform in each sequence; (€) all the required props: (f) all the required § .
cial effects; and (g) any extraordinary iterns called for. When shooting &%=
place at an outdoor location, the schedule lists the address of the site. If the ""
dress has not been confirmed by the time the schedule has been complete
the letters TBA (1o be announced) will be listed. You should pl'OmP'-l)J "':ﬁ
pare the Shooting Schedule with your Continuity Synopsis/onf'uf‘er “i.
certain that all the details you have notated in your One-Liner arc 10 3‘2
with the shooting schedule. Any variance should be discussed with the et il
without delay. The figures in your daily reports must always correspond Y3
those of the shooting schedulg ‘

1/16/89 Uniz Manager: PAUL CAJERD
1/26/89 (Camers Days - 7)
VEHICLES oAY
DESCRIPTION OF SET CAST & ATHMDS TAGES LIVESTOCK ar
FROFS SITE
EXT, PHOME BOOTH HEAR POLICE DOLPH i/8 | puops D2
STATION PThone
Sck, 1l pt,L2 pe. 4-standins
v/cars VEHICLES:
Delph tells Weoelridge "hat the I-cop cats
Sinons sire Tesearching "Terry ATHOS
Ammpon .’ 4-uniforoed CAMERA L
cops wichange I-camurss
for gallery
li-grreet rypes SET DEC:
w/change for Fay phone
Kallery
(L=s/cars)
| EXT. PHONE NEAR HRESTAURANT POLPH 2/8 | VEHICLES: 0-3
Ses. 234 .24 pr. Caparo 7
ANadw 7
Outside rescauranc, Dolph RICK ?
calle Holridse . ELISE ?
JEFF ?
d=gtandins
wicarn
ATHOS
li-street cvpes
({2-w/cars)
INT. RESTAURANT &t 2-1/B  PROPS: -3
Ses. 22,22a RICK Food & drink
ELISE
Over lunch Elise tells the JEFF VEHIGLES:
s about UTerry." fLegtanding w/cuss famaes
ATHOS
l-busboy
l-waiter
6-custopers
B-street types
(Z-w/cars)
————

(1T DAY CONTINUED)

,i-_'_. )
b UBh courtesy of Universal Television,

Figure 5.1
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SHOOTING CALL
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Reprinted through courtesy of Universal Television. Reprinted through courtesy of Universal Television.
Figure 3.2 Figure 3.2 (continued)
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THE CALL SHEET

On the day prior to the first day of filming, the 2nd A.D. will distribute a Call
Sheet (Figure 3.2). This form lists all the scenes scheduled to be shot that day. It
also stipulates the time of day at which all personnel (cast and crew) must re-
port to the stage set or location. A Call Sheet is distributed for each shooting
day.

’ Once again, if you discover any discrepancies between your One-Liner and
the Call Sheet, communicate with the 1st A.D. and make both your records co-
incide.

PRODUCTION PERSONNEL

Before we proceed with further specifics of the continuity supervisor's craft, let
us get acquainted with the members of the production staff with whom you will
have daily interaction during the course of a shoot.

Executive Producer: brings together all the creative and financial elements in
the making of a motion picture or television film; presides over the pro-
duction.

Producer (also known as Line Producer): works with the executive producer, or—
at a major studio—is assigned to administer and oversee the production.
Associate Producer: an assistant to the producer; handles certain administra-

tive operations.

Director: is responsible for transforming the dramatic and technical elements
of a script into a successful motion picture; communicates with the actors
in regard to the interpretation of their roles.

Production Manager: in charge of all business affairs concerning preparation,
preproduction, production, and postproduction operations of the com-
pany; oversees the budget and hires the crew.

Unit Manager: serves under the production manager; is responsible for the ef
ficient operation of a company shoot when on location.

First Assistant Director (1st A.D.): works most closely with the director; pre-
pares the production board and the Shooting Schedule for the entire pro-
duction; is responsible for expediting each day’s agenda; provides every
requirement for the director; is responsible for maintaining a harmonious
working atmosphere throughout the shoot; answers to the production
manager.

Second Assistant Director (2nd A.D.): serves under the 1st A.D.; handles all the
required clerical details; distributes the daily Call Sheet; is responsible for
informing the cast and other personnel of their respective work calls;
keeps time cards on the cast and crew in accordance with guild and union
rates and regulations; gathers daily reports from all departments and con-
veys them to the production office.
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Director of Photography (D.P.) (also called Cinematographer or Cameramany:
the chief camera person—confers with the director to achieve the artistic
aspects of lighting and camera composition that best reflects the style and
ambiance of the story.

Camera Operator: physically operates the camera and is responsible for prop-
erly framing the subjects being filmed; is under the supervision of the D.P.

Camera First Assistant (also called Focus Puller): reloads the film into the cam-
era and also removes it after the footage has been shot; focuses the lenses
during filming.

Camera Second Assistant: functions as the Slate Operator (sometimes referred
1o as the Clapper) during shooting; keeps records of all the camera shots
and takes; compares camera report with continuity supervisor’s report to
ensure accurate designation of slate numbers and printed takes; turnsin a
daily report to the 2nd A.D,

Loader: works under the Camera 2nd Assistant; is responsible for loading the
raw (unexposed) film into the magazine and then unloading the exposed
film into metal film cans for shipping to the film lab.

Film Editor: determines the creative approach to cutting and intercutting the
filmed footage—to achieve the quintessential irnpact of the story.

Assistant Film Editor: chief aide to the film editor; prepares the dailies: all the
printed film from the previous day's shoot.

Sound Mixer: operates the sound mixing panel and sound recorder: a Nagra
for analog recording, or a DAT machine for digital recording; balances
and controls the recording of the dialogue and all sound tracks during
filming; keeps record of slate and take numbers; confers with the continu-
ity supervisor to ensure accuracy of printed takes; turns in a daily report to
the 2nd A.D.

Boom Operator: handles the boom or fishpole that holds the microphone.
This apparatus picks up the dialogue and sounds that occur during the
shooting of a scene, and transmits it to the sound recorder. The Boom
Operator is responsible for the placement of microphones (mikes) in
the set; also for equipping the performers with body radio mikes (when
required).

Property Master: furnishes all the described articles (props) called for in the
script; attends to the props that are handled by the performers; places and
moves set dressing as required.

Assistant Property Master: aide to the property master; keeps track of the
props that work during the shoot.

Production Designer: conceives and provides illustrations for the decor of the
scenes described in the script.

Art Director: creates or locates articles for the sets depicted in the script; has a
professional staff for building necessary sets.

Production Hlustrator: on the staff of the art director; creates storyboards—il-
lustrations that depict the action written in the script to assist the director
to visualize the characters and layout of the stage set.
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Set Decorator: handles the purchasing or renting of furnishings for the sets as
conceived by the art director; arranges the furniture and decorations in
the set.

Makeup Artist: attends to the normal cosmetic needs of the actors during film-
ing; creates distinctive makeup as called for in the script: period and science
fiction characters or for visual effects.

Hair Stylist (Hairdresser): responsible for grooming actors’ hair during filming;
styles and dresses the coiffures as specified in the script: wigs and hairdos
for period pictures or science fiction characters.

Costume Designer: creates the style and personality of the garments worn by
the performers or furnishes the wardrobe depicted in the script.

Men’s Costumer: responsible for procuring, fitting, and maintaining the
wardrobe for male performers.

Women’s Costumer: responsible for procuring, fitting, and maintaining the
wardrobe for female performers.

Stand-in: substitutes for a principal performer while lights and equipment are
being adjusted after a scene that has been staged by the director.

Double: substitutes for a performer when risky and dangerous action is in-
volved; or when the performer’s actual appearance is unessential—such as
in long shots of the actor walking, running, or mingling in a crowd. The
double often physically resembles the principal actor. Sometimes a double
is also a Stuntperson.

Stuntperson: performs actions and feats that cannot be executed by the princi-
pal actors or would endanger them: car crashes, leaps from buildings, vi-
cious fights, being engulfed in flames, etc.

Extras (also Atmosphere or Background): those people who appear in scenes
without speaking—in crowds, in street scenes, as diners in a restaurant, as
dancers in a ballroom, as soldiers on a battlefield, as audience in a theater.

Bit Player: an actor who performs small parts in a film—with or without dia-
logue. When an extra is singled out by the director and is given a special
piece of business or some dialogue (even just one word), that extra be-
comes a bit player.

Dialogue Coach: assists performers in their speaking roles; practices with actors
when certain dialects or accents are required, such as from Texas, Boston,
the Deep South; assists foreign performers to improve their American
speech, or American actors to speak with a foreign accent.

Special Effects Personnel (divided into two categories): (1) those who invent,
construct and operate mechanical atmospheric simulations or illusionary
concepts—Tfor science-fiction epics, action-adventure films, etc.; make op-
erable the appliances and gadgets that must function for the actors during
the performance of a scene; and (2} those whose domain involves using
computerized digital imaging to create desired picture elements that were
not {or could not be) actually photographed “live” by the camera; their
specialized needs in postproduction will often affect the manner in which
the original scene or shot is made.
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Still Photographer: shoots still photographs for publicity.

Gaffer: key electrician—supervises all the lighting equipment and the place-
ment of lights under the supervision of the director of photography (DP).

Key Grip: the principal stagehand and master carpenter—keeps stage sets in
working order; supervises the installation and handling of movable walls
and background scenery; lays dolly tracks and installs camera mounts,

Best Boy (electrical department): first assistant to the gaffer.

Best Boy (grip department): first assistant to the key grip.

Dolly Grip: pushes the wheeled platform (called the dolly) on which the cam-
era is mounted; makes directional moves called for by the action in the
scene. .

Electrician (also called Lamp Operator—sometimes, facetiously, referred to as a
Juicer): on the staff of the gaffer’s department; assists with the handling of
lighting equipment and adjustment of light fixtures.

Cable Operator: responsible for connecting cable for the sound and camera
equipment on the set.

Generator Operator: handles the apparatus that supplies electricity for the
equipment used when shooting is done at outdoor locations or at any lo-
cale away from the studio.

Scenic Artist (also called Scenic Designer): paints the background walls and
scenery in the set.

Assistant Scenic Artist: repairs the damage done to walls and scenery during
the shooting of a scene.

Craft Service: responsible for opening and closing sound stage doors; keeps
the stages clean; provides coffee and refreshments for the cast and crew;
generally does helpful jobs around the stage.

First Aid Nurse: a registered professional hired by the production company
who administers first aid; ministers to the discomforts and minor injuries
of the cast and crew; is present when shooting on location; accompanies to
the hospital anyone who sustains a major injury; makes the required writ-
ten accident reports.

Welfare Worker: makes sure that babies and children are properly handled on-
and off-camera in accordance with established labor laws.

Schoolteacher: hired through the public education system to teach prescribed
curriculum to underage performers. Classrooms are provided on the sound
stages or at the location where the filming takes place.

Animal Trainer: trains and controls animals that appear in films.

Animal Handler: takes charge of handling the animals used during filming.

Wrangler: handles the horses that perform in films. (The name is sometimes
applied to the handlers of all other species in the animal kingdom—pigs,
cats, canaries, tarantilas.)

Greensperson: furnishes and maintains all the plant life (natural and artificial)
that is called for as set dressing—from a jungle in the comer of a sound
stage to a geranium plant on a window sill. The latter, if artificial, might be
handled by the property master.
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Musical Director: supervises staging of musical productions; composes or se-
lects the music for scoring the completed film.

Music Editor: fits the music to the completed film.,

Sound Effects Editor: incorporates into the completed film all the necessary
sound effects: off-screen door closing, telephone ringing, gunshots, baby
crying, or sound emitted from any special sound effects apparatus.

4

A Day on a
Movie Set

hfﬁchael Engler, Director, and Licia Wolf, Continuity Supervisor, viewing a shot via the
Video monitor. Courtesy of “Party of Five,” Fox Television.
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BEFORE THE CAMERA ROLLS

: If necessary, dolly track or plywood boards are laid to facilitate the cam-
_ - movernenis in following the action.
There is no such thing as a routine day in the life of a continuity SUpervis
Every minute holds something unpredictable. The ensuing text will introd
some sights and sounds that fill a motion picture or television stage setting dur
ing the filming of a scene and after the filming has been completed. s

The day begins with all personnel reporting 1o the sound stage or
nated location at the umes specified for them on the Daily Call Sheet.

NOTE: The multiple hand-held camera systems now in use have, in many
ases, done away with the laborious laying of dolly track or boards.

THE LINEUP

[ 'iT;-a the technical crews finish the basic structure of the set, the director of
lography (DP) notifies the director and the 1st AD. that the stage is ready
lineup. "That means the stage is set for the camera to view the action that
ake place in that setup.

¢ 1st A.D. instructs the 2nd A.D. to summon the actors to the set. The
A-D- finds the actors wherever they happen to be—in dressing rooms, at
akeup 1ables, in wardrobe departments—and announces: “Ready on stage,”
~ f%dyon ser,” “Ready for setup,” “Ready for walk-through,” or some other typ-
SXpression that registers a call to action. If stand-ins are required, they, too,
d this cal] . ;
A the cast approaches the set, the 1st AD. loudly orders: “Put us on a |
',:_The sound mixer presses a button that triggers a loud ring or buzz heard
ghout the sound stage or the location set. The bell alerts all personizel in-

Yolved ; .
i' N the scene to assemble at the camera. !

RIGGING THE STAGE

A preliminary step in filming procedure is rigging the stage and furnishing the
It may be inside a movie sound stage or a designated location. The technical
crew: key grip, carpenters, key gaffer and electricians, and other stagehands
arrive earlier and prepare the stage and the set. This may entail constructio
scaffolds for hanging of lights and installing apparatus for placement of the
equipment and furnishings that are to be utilized in the scene. -

For a scene that takes place on a sound stage (indoors or simulated out
doors), the crew mounts overhead lights on the scaffold (also called cal )
and installs walls, floors, and any called-for fixtures. The special effects
nicians prepare the apparatus that will activate any appliance that w
functional during the performance; they will also install the equipment
will create the armospheric conditions indicated in the script: rain, §

e
OTE: When filming on location (away from a soundstage), the bell or
wind. !

UZZ?T is usually replaced by verbal instructions—either shouted or transmie
: §dvia walkie-talkie or bullhorn.

NOTE: When filming is done a1 a location away from a studio (indoors or ol -
doors), the rigging equipment is transported by truck to the site: generators, ;
lights, set furnishings, etc.; also trailers with dressing rooms and washroom ﬁ?'_ :

ke by key personnel: DP, 1st AD., 2nd A.D., gaffer, grip, property
OO operator, set decorator, and continuity supervisor—the dircctor .

cilities. . . dies the set and expresses thoughts on how the master shor might be ¢
nga}_)hed_ Each of the crafispeople listen for the menton of any detail
~ *Within the scope of his or her responsibility.
THE SETUP

B
CKING THE SET

o1 ]

A setup is the confined area upon which the camera focuses during th -
s

ment of a scene. It can take place on a sound stage in a studio, or an
away from the studio. 40

An indoor (INT.) scene performed on a sound stage has the ?dvjq‘n o
lights mounted on scaffolds—allowing work to proceed more effici

cause itiswithin a - > i i . ] O

AT RAEE v '[,hr\u bt o - P J Sield, and gives the gaffer a perception for suitable lighting.
room;ilcll aor (}H;J.—..) }m..cnc ii\ﬂ.;ll}' .fr}om th:j: s{ugho is confine S’a;c “Crors go through their prescribed movements, the DP watches the

anda crowde > y 1] (2881 - 1 e ==, . ‘. . 3 i
o with o e | « equdio: P e 'S determine where to place the key light: the principal lamp for illu-

For an cutdoor (EXT.) scene al a location away from the st i iy 2 0 . S A
.o o . 2 1 . Jeseribed 3 © ser; also to determine the modality of shooting—a stationary or a
sional crafts personnel arrange the set dressing and decor 06 : ca‘nervl : ’

L1y
. -ted by the dialogne and written business, the director sketches out the
of Movements for each actor. The actors take their respective starting
he DP and the galfer look through their viewfinders: a small instru-
8 ey ) 0}"15{ on a cord around the neck; it shows the DP the limit of the stage
foa fouI: g
'
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Camera Modes

1.

Stationary. The camera is mounted on a tripod, and its head can be panned
360° horizontally, and/or tilted 180° up and down.

Moving. The camera is attached to a dolly. A dolly is a small platform with
wheels, and is pushed to follow the action in a scene.

a.

Some scenes may require the laying of tracks to accommodate the
camera moving on a dolly. The wheels of the dolly are usually made to
conform to the particular design of the tracks. The laying of tracks is
the domain of the grip department.

The Crab Dolly. This is a vehicle designed with four wheels that are so
constructed that they can be steered in all directions: forwards, back-
wards, and even sideways—as the crab moves, which accounts for its
name. The crab dolly is equipped with a central pedestal and/or a
flexible arm (jib) on which the camera is mounted. The pedestal or
the arm function—either hydraulically or electronically—is operated
by controls on the dolly. This feature allows the camera to be raised or
lowered vertically which gives the camera smooth movements to follow
continuous action as characters rise from or drop to a seated or kneel-
ing position. The camera’s vertical movements on the pedestal are
distinct from the up/down movements effected with the tilt of the sta-
tionary camera head.

Hand-held. Instead of being mounted on a tripod or a dolly, the camera is
portable—held in some fashion by a camera operator.

a.

The Panaflex is today's standard studio 35mm camera. But, it can be
configured into a hand-held camera and kept stable when attached 1o
the operator by a special shoulder brace.

The Awmiflex comes in a range of small, light-weight cameras, and is
held by a camera operator.

The Steadicam is the trade name of a mobile camera mounting system.
The unique apparatus permits any camera to be strapped to the opera-
tor’s body. During shooting, the camera has the flexibility of a hand-
held camera (without its inherent jerkiness and bounce), plus the
steadiness of a stationary camera. Hence, the Steadicam. The equip-
ment frees the operator to walk or run in any direction and maneuver
into the tightest quarters. Additionally—if the mounted camera on the
Steadicam has the capabilities of a zoom lens and variable speeds—the
system is then operable for uninterrupted filming of continuous ac-
tion. An invaluable time-saving feature.

Hand-held filming can be highly effective: weaving through a crown
and capturing spontaneous reactions in extreme close-ups can dra-
matically punctuate a scene when intercut with general photography.

5
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_The sctors repeat their moves several times while extemporizing the dia-
m*m from their scripts—until the camera blocking is finalized.
The DI Gecides where 1o place the secondary lights to achieve the most realis-
tic atmosphere for the particular scene. The gaffer stays close to the DP for in-
structlons, and, in turn, instructs the electrical staff: the best boy and lamp
operators. The electrical department will also install the lights that are to be
snapped on and off during the performance. These lights may be overhead fix-
tures, wall fixtures, or table lamps. If a fixture in a set has to be functional dur-
ing & performance, it is called practical; if the same fixture is not operative in
the set, it is called set dressing. For instance: during a day sequence, a table lamp
will be set dressing, while the same lamp will be practical i it is lit or has to be
switched on and off during a night sequence.

When filming is done on a sound stage, the key grip determines whether a
wall, a part of a wall, or some fixture needs to be moved into, or taken out of,
the set; how a dolly track or plywood “dance floor” has to be laid; whether a
backdrop is required beyond a window for either a day or night sequence. A
wall that is moved in and out of a set is known as a fly wall or wild wall. When
scenes take place at outdoor locations, the grip also determines the equipment
that will be required for laying dolly tracks, etc.

The set decorator has already installed a few pieces of furniture and decor.
The director may approve, or may suggest changes.

The boom operator observes where the dialogue and action are taking
place and informs the sound mixer where best to station the recorder panel.
The boom operator also determines the best position for the boom (or fish-
pole) microphone. If pre-set floor mikes are used, they will be placed strategi-
cally so as to be hidden from camera range. The boom and floor microphones
record all the sound and dialogue that takes place in the scene. Sometimes,
when neither boom nor floor mikes are feasible, actors have to be wired for
sound. That means, an actor is outfitted with a tiny microphone (called a lava-
liere) attached invisibly to clothing as close to the actor’s mouth as possible. A
wire is run from the microphone-—under clothing—to a separate tny radio
transmitter also hidden somewhere on the body under clothing. The dialogue
is thus transmitted to the sound panel. This “radio mike” technique is custom-
arily used for filming outdoors, when actors engage in dialogue while walking
in a park, along a street, or while riding in a vehicle. Otherwise, the boom mi-
crophone (a long pole, hand-held or mounted on its own dolly) is used to pick
up and transmit all the sounds to the sound mixer, who turns to the mixing
panel and adjusts the quality and level of the sound before the signal is relayed
to a Nagra (analog) or a DAT (Digital Audio Tape) recorder.

The property master provides all the hand props and stage props de-
scribed in the script, or assures the director that they will be ready when
needed.

The special effects technicians will have made ready the proper installa-
tion of all the practical fixtures called for in the scene: running water from a

nnnnn
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sink fancet or a garden hose, gas burning on a stove, wood burning in 3 fire- U measurements of distances berween the subject and the camera permit the
place, breakaway articles, explosions—all the conurivances conjured by the -1 camera assistant to maintain the correct lens {ocus as the aciors make their
wiiter. i the script indicates special weather conditions—rain, wind, fog, ok ~ moves during filming.
siaw —the special effects rechnicians will have installed the NECEssary equip- : ' )

ment ready for action,

::.LIGI-ITING WITH STAND-INS

-

- When the actors have been marked. they leave the set and the stand-ins (if

THE WALK-THROUGH
needed) take their places. The electrical crew then proceeds with the lighting,
After the director has blocked the set for camera and made it ready for re- .

- while the other craftspeople ready the furnishings and dressings that are fea-
hearsal, the actors walk through their moves, again. The scene is rehearsed as

] ~tured in the scene.
miany tmes as the director deems necessary 1o make adjusunents in the block-

ing or to try variations to heighten or intensify the dynamics of the scene.
If stand-ins are required, they watch the actors” movements closely so they
can repeat the action exactly for the lighting technicians. Customarily, cver}":
principal actor has a stand-in. Usually, the stand-ins resemble the actors some-
what physically, especially in height, as that affects their lighting. For the same
reasort, it is required that a stand-in’s attire be similar in color and texture to
the atire worn by the actor. s

NOTE: The huge vintage lighting equipment that once produced enormous
heat has been replaced by a wide variety of modern, smaller Lunps that gener-
ate a fraction of the earlier heat and, furthermore, can diffuse more enhanc-
ing lighting on the actors. These lights—plus the advent of ultrafast color filin
which requires very litde light—eliminates the need for both actors and stand-
ins to suffer under large banks of hot lamps as in years past.

As continuity supervisor, it is of utmost importance that you pay close at - 'l _
| ACTIVITIES WHILE WAITING -
' FOR THE SET |

tention to all the rehearsals, for you must recognize every deviation from the
written dialogue and/or business. Furthermore, vour continuity script must
record every detail that differs from what appears in the film. .

During this space of tme, the director may also express some concepls e
parding coverage (Chapter 12). You will hear these comments: “T want 1o geta
two shot of Hillary and Bill . . . a close-up of Albert . . . a tight three at the door

_and an insert of the calendar.” You should make careful notations of the

comments, They are importaut reminders for later coverage shots. -

In the course of the blocking (and repeated rehearsals), you will become
steeped in the dynamics of the scene. This will prove invaluable when doing
coverage (Chapter 12). '

D“mlg the period when technicians are busy with the lighting, erc., the sound

»--‘._!:Zige Or location set undergoes a transformation: You will, perhaps. sec a few

§ PEople reading newspapers or the “wades” (Hollywood Reporter and Daily Variety), "
ﬁ" Working a crossword puzzle, knitting, telephoning stockbrokers, or taking a
Hap.

This interval may alford you some free time, but don’t count on il— o
Pecially when shooting for television. You may snatch a few minutes to grab a

B ire o :

sop of coffee and the ubiquitous doughnut, or dash out to the washroom—

i) m‘i‘thing

: '_E__Qm,]y natu
5|

€3

you cannot do while shoating is in progress, no matter how ur-

. , P e ke s him - -Jearsals. ; ! = Y e
NOTE: Yo are not always in the fortunate position of observing rehears re calls. (When asked what is an essential prerequisite for a continuity

s A 4 : L o il su . :

Oceasionally, scenes get filmed without rehearsals. With experience, you Wit 28 e l:.er"lsor, I reply, “Asuwrong bladder.”) I also recommend that you keep a rain- -
. 'S Lok . foag - e & - -

tige to the occasion. e ©vershoes, and umbrella handy for rainy days. The washrooms on a stu- e

io ] ; .
_ "OLor atlocation sets are usually a distance from the sound stages, and for
890q] : i _
Teason: the flushing of toilets comes through the sound system like the

MARKING THE ACTORS ' par

of a wounded buffalo, with a disastrous result upon the scene in progress.

i _ ; S _ _ _ he scelt] Eou ord of advice: 1t is imperative that you inform the Ist A.D. or 2nd A.D. that
When the director and the DP are satisfied with the blocking of the o ‘-'*'o s leaving the stage or [if on location] the set. They will need to cover for
D apisoanees, “NMark ‘em.” That's an instruction for the camera HEL?Tof e i Sol‘nethi-nq urgent arises.) '

it o place a sinall piece of colored tape or a chip of wood at lh((":;;(':[oppi_ﬁ l'e. le posszibiliity {hal vou will indulge in any of the alorementioned pastimes

actors where they stand at the start of the scene and again at €2
paint ol their designated moves. The camera 1st assistant stretches
sitte frons the camera to the actors’ noses in each of their positl

m 3% : ; : 3

2 ape o Cte. In all probability, you will be preoccupied making notes for the edi-
2 ) (o) iy ; - s

ons. S 3 "®™Viewing the next shot, or answering questions: Who's in the next shot,

he time element, details of wardrobe, makeup, props, or sct dressing:
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or perhaps a member of the executive staff will want 1o know: the time of the
first take, how many setups are planned, how many pages in this sequence, ho
long will this scene run, etc., cte., ete.? Your responses to all questions mus
quick and accurate.

the minute. There will be many times when yours will be the only script that ; 5

extremely useful.

CUING ACTORS
Camera

important facet of your craft. Running lines means cuing (prompting) actors | Rehears al
with dialogue while they study and memorize their speeches. Frequently, you : S
may have to be present wherever the actor happens to be: in dressing rooms, at-
makeup tables, or somewhere away from the set. :
There is a basic method for cuing: yon speak the sentence (or last few
words) of the preceding speech that leads into your actor’s next speech.
You may also be called upon to run lines with a group of actors who wis
rehearse their scene ensemble. This manner of rehearsal entails a slightly 1
ferent cuing approach: yon follow the dialogue as each actor recites his or h
lines, and, when one of the actors falters, you will prompt (cue) with the
couple of words of the missed speech. Some actors have a preference as (o
they like to be cued. You should become adept at this. Of course, if lht.e cOrs
pany hires a dialogue coach, you will be spared. But, be sure to check with the
coach for any alterations that may affect your continuity script.

€ stage crafts near the finish of their work, the D.P. signals the 1st A.D.
f_he: stage is now ready for the first team: the principal actors. (The stand-ins
: usually referred to as the second team.) Now, the 1st A.D. insiructs the 2nd
o =2 IO o ce again summon the actors o the camera setup.

“lst A D, having carefully watched all the operations taking shape, inquires
€ director whether any foreseeable contingencies need to be addressed
5 'e thie final dress rehearsal. If all is well, the Ist A.D. calis out, “Let’s have a
& f!? < sound mixer activates a bell or buzzer. This is the signal for everyone
€ Vicinity of the set to refrain from chatting or creating noises. “Quiet!”
the 1 5¢ A.D., and then addresses the actors with, “Places, everyone, please”
Doy ouar marks, please.” The stand-ins (if still there) Jeave the set, and the
S NLovy move into their respective positions in the scene. At this juncture,
cheargal will be a dry-camera rehearsal (no film turning). During every re-
rehearsal, itis advisable that you make only light pencil markings of the
movements; these may have to be erased when the scene is actually
€ Gl ed. By the same token, you should make bold notations during the
i .T.llg that can be quickly spotied for matching the coverage shois. Invariably,
-. Ml Aiscover that when the camera is rolling with the performance, the ac-

" ACtions de not always fall precisely at the same moment or on the same

SCENE READING
Sometimes the director wishes to have a scene reading. For this, lhf‘- Pcrfo.'
ers convene with the director in a quiet comer or in one of the dressing ".OO .
As the actors recite their speeches and the director stresses the fine points
motivation and interpretation, you will make note of any suggested chang :
ther in dialogue or business/action. Yeur notations may prove vitally lﬁ’..
tant at the next rehearsal.

As you ean see, your status during a shoot is anything but
rience, you will learn how to prioritize these extracurricular deman
the time to your best advantage.

static. With eXPS
ds and U
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words as in rehearsals. Remember: only the action and dialogue captured on PROMPTING ACTORS
film are your concerns for matching.
‘ During rehearsals, your eyes must closely follow the actors’ dialogue. Most im-
portant, listen for ad libs, altered phrasing, or switched lines. When this occurs,

get the direct w's approval for such changes. If the director disapproves, then

WARDROBE NOTES DURING

REHEARSAL the actor must be corrected promptly. The director will speak to the actor, or

: instruct vou to do so. Sometimes an altered phrase might mean the same, but
While the actors make their way to the stage, you might take this opportunity. . if the proper word cue is omitted, the vis-a-vis actor may be confused and cause
to quickly jot a note or snap a picture of their wardrobe. Keep in mind, how- = an unnecessary holdup, or it may spoil the dialogue’s rhythm. This is especially
ever, that actors do not always get into full proper attire until the last dress re- = critical in comedy.

hearsal. It is advisable to check with the costumers as to the actor’s complete 2
outfit. But be cautioned: your notes and pictures must reflect the exact wardrobe:
that is in the film—not the costumer’s records, or your untimely photo. it ..
bears repeating: Only what is put on film matters for matching purposes. As
mentioned earlier, wardrobe accuracy is the responsibility of the wardrobe de_,-f
partment. But as continuity supervisor, you are responsible for matching *"I— 1
modification in the state of the clothing that occur during the performance.
Status of attire must match from shot to shot. .

If you choose to make wardrobe notes (because using a Polaroid or dig)'ml -
camera is inconvenient), do write descriptive details: grey felt hat, brim dO\:m'
black knit tie; maroon/blue diagonalstriped Ue; pink polka-dot blouse i.nSId
white skirt; tan cardigan over shortsleeved blue shirt tucked inside blue jeans, =
etc. Abbreviate as much as possible. Sharp hicroglyphics instead of wordy
scriptions are time saving and help you to quickly spot deviations in appearance

1t is vitally important that you know your script backwards and forwards;
then you can instantly recognize a changed word or phrase that conflicts with
previous or subsequent scenes. The inconsistency must be corrected before the
actor comimits the incorrect words to memory or, worse, to film. Be on the alert
particularly for inaccuracies in the mention of a date, an address, an amount of
money, or the time on a clock. If the director opts to keep the altered version—
but it impinges on a preceding or subsequent scene—you will have to make the
changes in the affected script pages without delay, and also alert any personnel
who must conform: actor, prop master, costumner, etc. By the same token, if the
change conflicts with a scene that has already heen filmed, then the dialogue
and/or action in the scene at hand must remain as written. Be on the alert, also,
for the proper pronunciation of names and technical terms. It is your responsi-
bility during repeated rehearsals to catch and correct any variations from the
SCript. Should an unacceptable ad lib or a mispronounced word occur during
the ﬁlming, it may mandate a (costly) retake of a scene.

. During run-throughs (rehearsals) an actor may hoarsely whisper, “I'm
UP.” or “Line!” Those words are for your ears. The actor has forgotten the next
SPCech, or part of it. And it is up to you to “throw the line.” During all re-
hearsa)g you should closely follow the dialogue on the page so you can prompt
_r‘he urgemnt Jine without missing a beat. In bygone days there was a caveat: You
May “thyow a line” during rehearsals, but never while the camera is rolling.
.d OWever, the reversal of this rule—in present-day shooting—is addressed in
UC Course (Chapter 7).

REHEARSAL REFINEMENT

The first dry-camera rehearsal calls for the actors o go through thewr rt?]
with a modicum of accuracy, so the camera operator, viewing rhc‘HC-U
through the camera lens, can make sure each move is correctly framed, CORES
posed, and in focus, and also that the boom mike following 1}’.1C 'ddoﬂrsr-m .
not edge into the picture frame or cast a shadow onto the performers OFES
area being photographed.

The dolly grip also concentrates on the rehearsals—to becom o
with the performance. Frequently, the dolly grip will ask you o'n wlnch‘?ac_t_l 4
dialogue an actor will make a move; the dolly grip must anticipate this 868
in order to instantly push the camera to its next position. From ¥
notes, you should be able to give an instant response.

TIMING THE REHEARSALS

AT . - . .
P 1€ {irst really refined rehearsal of the masier scene, you should activate
Your

_ - Gy Stopwatch and attempt to get an overall timing of the performance. If

The actors rehearse a scene several times—each Lme jnolc_ Sma[ic _::‘ﬂcs I dialogue or action, or technical malfunctions canse stops and starts, be
more expressively, more emotionally. The director watches for d"(?""; A fc:lire 'o click off your stopwatch at the break points and be ready to instantly
pact, the D.P. watches for lighting perfection, and the camera 0P&s ok

L on again at the precise word or action that continues the scene. Thus,

rsed aS:m O =

dy An arrive at an approximate running time of the shot.
rea

oty

watches for perfect framing and focus. And the scene 18 rehea
times as necessary—until the director deems the performante

‘A good habit is 1o clock every rehearsal. By comparing the result of cach
committed to film.

18, von will acquire a good sense of the pacing of the performance. Iemay
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tend to speed up o stow down. If the variance 1s significant, discuss vour find-
ing with the director. The practice of ¢ mistanily operating your stopwatch dup. 4
ing rehearsals will sharpen your accuracy in timing a performance while the
camerd is rolling (Chapter 8: Timing the Performance).

With experience, you will acquire the skill of automatically operating the
stopwatch while simultaneously writing, seeing, hearing and speaking. It be-
comes second nature.

DRESS REHEARSAL

After several rehearsals, and after all the creative and technical components of
the scene have been fine-tuned, the director will declare, “Let’s have a dress re-
hearsal.” That calls for a final disciplined run-through with proper tempo, dra-
matic fervor, accurate wardrobe, functioning props, and camera moves—exactly
as if the scene were being filmed. (But there may be one distracting detail: the
white tissues tucked into the collars of the performers to prevent makeup from
soiling their garments. These tissues will be removed in good time.)

During final dress rehearsal, be keenly aware of actors’ spontaneous overt
actions. Jot down a key word or a symbol at the appropriate spot on the page.
This will be treasured information should the actor ask vou, “What did I do
when I said such-and-such?”

NUMBER THE SPEECHES

When the dress rehearsal is pretty well locked in (and the performance is
ready for the camera), you may choose to include another detail onto your
script page: add a consecutive number for each speech within the scene. (The
reason is explained in Chapter 10, Page 126.)

£ pm e -
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SHOT DESCRIPTION*

Between rehearsals, you will have opportunity to write the shot (!f.ﬁrj"/f’[f077 O.f_the 1
scene about to be filmed. This is a vital component in your conurul'lty_lsc:;ﬁL
Shot description means a pithy summary of the action in the scene, "‘1‘* ;cing
the camera moves. This legend is written on the blank ]cft—har_ld page g
the seript scene page. Following is an example of a shot description.

valk X-L-R o door-

Start MS angle toward office door. Smith enters. Pan his v e

way into Charles (Chas.) office. Hold Full 4/5h over Smith L-shoul

—— T
o . . T . " ‘ 3t descripHtiia o
#See Appendix A for a comprehensive list of abbreviations used in shot [~
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seated at desk: Chas, Miry, Bert—dial—As Smith moves fg o desk, DI 1o
Tire /4 Smith (ste), Chas, Mary, Bert—dial—Mauary rises and exits shot R-L.
Simith follows. DI to Tite/2: Chas & Bert—dial—Chas rises and exits shot R-
IL—71 1o CU Bert. He nises, picks up phone, dials, talks and XO/ R-L. (Exits
out of shotright to lefi.)

When writing shot descriptions, develop the habit of listing the names of
characters in their respective positions (standing or seated) as seen in the cam-
era. Train yourself (o see and note all persons and objects in their relative posi-
dons (left to right) within the camera frame. For example, in the master (Full
Shot) Chas is on camera left (CL) seated right of Mary, and Mary is on camera
richt (CR) seated left of Chas. In writing the shot description of their closer
two shot, do not write 2/Sh: Mary and Chas. Record them as they appeared in
the Master: Chas and Mary. In that way, you will never make the mistake of
placing characters in incorrect positions during coverage—the blight of
“wrong looks.”

YOUR PLACE AT THE CAMERA

Always position vourselt as close to the camera’s viewpoint as possible, even if
you have to crouch on the floor or stand on a ladder (Figure 5.1).

It is of utmost importance that you observe the scene from the camera’s
angle, not from the periphery of its vision. Your immediate concern is the
ilnagc thatis in the camera frame at any given angle, whether the camera is sta-
tHonary or moving. Therefore, you must choose the best vantage point from
which to see and hear every nuance of action and dialogue during the filming.
You may even have to diplomatically ask someone (perhaps even the executive
Producer) to move to another spot so that he or she is not blocking your vi-
sion. By the same token, you should not, in your zeal to get the best view, block
the director’s vision. Another caution: during rehearsals or filming, always be
Sure to sit or stand out of the range of an actor’s eveline. Your constant hand
movements and turning of pages may distract an actor’s concentration. Some
Performers become unnerved by this distraction.

When the setis lit for filming, the rest of the surrounding area is in dark-
Ness. Years ago, this was a problem for the continuity supervisor: trying to read
the script page. But today, you can purchase various attachable book lights
which are practical for use on the set. (Should your book light fail, the electri-

tal department can accommodate you with a work light [Figure 5.1].)

THE VIDEO MONITOR AND COMTEC

The

admonition menuoned earlier: viewing the scene from a close position to
the camera—has been obwviated by modern technology: A video monitor

CR

it
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phu.‘c('l a distance from the set, accompanied by earphones and a Comtec* al-
lows you to view the shot exactly as the camera sees it and the sound recorder
hears it Most all departments today avail themselves of this device.

The video signal is sent by wire or radio transmitter to the monitor from a
vidleo tap (atiny cunera) within the body of the filim camera. Thus, rehearsals
and actual takes can be viewed. But I caution your relying on the monitor for
matching purposes. It may be adequate for the basic information: frame lines
and points of dialogue when actors enter and exit the frame; but the monitor’s
two dimensionality and lack of sharp screen resolution may be less reliable for
accurate match-related details.

The most ideal solution is: watch the actual performance during repeated
camera rehearsals to become familiar with the dialogue and get a firm feel of
the physical moves for essential matching. Then, when the camera rolls, you
will watch the video monitor with confidence and follow the dialogue via the
headset and Comtec. **

CAUTION: The sound department furnishes you with the earphones (head-
set) and the Comtec. When you are finished with these two items at the end of
the day, you must return them to the sound department without fail.

——

*The Comtec is a small battery-powered wireless radio receiver pack with a socket
Lo plug in your carphones. The gadget can be clipped onto your belt or your desk.
**There is a new vicinity on a movie set today. It is humnorously called: Video Vil-
lage. Here, a number of video monitors may be set up—at a distance from the shooting
Area—surrounded by a group of chairs for the assemblage of interested personnel who
a0 sit {or stand) and watch rehearsals as well as the filming of scenes. The modern ex-
Pedicncy obviates the former inconvenience of crowding around the cameri.

iy
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The Slating
Syndrome

principal photography, every camera shot is identified via a slate
This number is the umbilical cord that connects the editor with the
the sound mixer, the film processing laboratory, and the continuity

\makers pondered a modality for providing a line of communication
ﬂ_'le stage—wherever principal photography takes place—and the cut-
~CINg) room, The scheme devised remains today the time-honored
d the assigning of slate numbers—during principal photography—
1€ unequivocal jurisdiction of the continuity supervisor. Your daily
ether with the Editor's Log are the inital frame of reference the edi-
S prior to the processed film.
Taditiona] slpqe (Figure 6.1) is a square picce of black wood; hinged
Te two black and white striped bars. ‘When the two bars are snapped
ILemits the sound of a clap. The camera 2nd assistant operates the
etimes called the clapper).
und of tlye clap (on the audio track) together with the image of the

1m) provide (he precise aligniment points for the editor to synchro-
Clemenys,

71
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Figure 6.1

PROD.NO.

DIRECTOR
CAMERA

THE SMART SLATE

When the phenomenal digital computerized nonlinear film editing (DNLE)
consoles superseded the earlier editing devices (Moviola), the standard 5]—313_
also underwent cosmetic enhancement, plus an electronic implant. Ths 1'1f:':,i
model (Figure 6.2) is similar 1o the traditional slate with ifs attachﬂfl bl?‘-‘\ “;’
white striped clapper sticks, But the body is now made from a rectanguiar
picce of (usually) white plastic, and features a timecode apparatus.

NOTY: The Smart Slate is used only for shots where sound is 10 be recorded; it
is turned off for shots without sound (MOS, SIL). According © "fﬂf“fif,.\‘,h?
term MOS originated with a foreign director who ance gave the Or_di;'og CICL
shoot dis mit r_;ut sound.” A crew member then coined ihe acronyin: HEEes
remains in use w this day.

73

Figure 6.2

Smart Slate (Courtesy of Denecke, Inc.)

TIMECODE

The term denotes a standard electronic marking process that identifies each
frame of picture, sound, or videotape. On the face of the slate is a digital dis-
Play: a timecode module. On its back is a small battery (Figure 6.3). When that
ffallery is activated——by raising the clapper arm—the row of large red nuinbers
lights up and runs like a digital clock. The illuminating element is known as:
LED (Light Emitting Diode). The signal displayed is in the form of hours, min-
utes, seconds, and frames. Example: 20:24:48:10 translates to: twenty hours,
['“’ij.ufour minutes, forty-cight seconds, ten frames. These running nurmbers
orrespond to the identcal timecode functioning in the computerized digital
€diting console and—via an electrical device—the flashing digits also corre-
Pond 10 the identica) audio timecode generated in the contemporary sound
fecorder, known as DAT (Digital Audio Tape).

It
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Figure 6.3 mecode nunber—displayed to the camera and simultaneously recorded
tally on the audio track—that marks the sync point. And this is the method-
that launched the automated synchronization of picture and sound. The
ing of the two media is processed at the film lab or at the telecine house.

- NOTE: At the beginning of each shootung day—depending on the mode of
~ shoot—the smart slate is symc-generated by someone either in the sound or
 camera department. The operation involves the jamming of the smart slate
- with the specific imecode required for the particular shoot.

‘And now that you have been afforded a cursory delineadon of the Smart
te—your chief concern is to be sure that the correct scene and take num-
sare displayed on the slate for each and every take.

§

‘I

It ¢
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THODS OF SLATING

wors i

_ Lhere are two systems for slate nuumbering:
;J

1. Via script scene numbers. This is the most commonly used method.

ﬁﬂ‘ 2

) ' Via consecutive numbers (also called numerical slating).

Face of Smart Slate ;

Yhen using consecutive number slating, the routine is: On the first day of
:lng, you will announce: “Slate number one (1)” regardless of where the
1€ occurs numerically in the script. Subsequently, no matter what the next
appens 1o be, you will announce: “Slate number two (2).” Slate #1 may
My 10 Scene 96, and slate #2 may apply to Scene 5.

Q_Onsecutjve number slating mandates an added measure of clerical detail:
; Pefal:ive that you record—alongside the slate number—the script scene
g bemg filmed. This detail must assiduously be adhered to—and no-
—m your shot description page, your Daily Continuity Log and, especially,
our Daily Editor's Log. Subsequently, every shot—no matter where it ap-
10 the SCript—will carry the nexi consecutive number, with an accurate
11_Umbe-r alongside. Withcut the vital reference numbers, it would be vir-
3&?55}}31‘6 for: the editor to assemble the disjointed (nonlinear/out-of-
1Y) pieces of film in proper sequence,
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& SLATING PROCES S
Courtesy of Denecke, Inc.

! Mgy 2 : ;
IP neipal photography, the slating procedure is as follows: You an-

S APpropriaie slare g bers the slate operator affixes the number 1o

'mll‘ the sound mixer speaks the mnmber into the andio mixing

‘ELLLP::::;c fﬂ"' recording on the N'.lrgra or the I)A'I:. ‘

e -tudu'z components fun.c.lum soparately. The action (visoal)
cdon filn, while the diatogue and nonverbal sounds (audio)

Prior to making a take, the camera assistant opens the clappet s{i
which activates the LED that lights up the panel on the face of the sl’azle
starts the running of its numbers. For the length of the time the ¢lappe! g
raised, the timecode digits run continuously—until the hmpact of ”’f" ;i
that moment, the flashing digits stop running and freeze in place. Itss
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are rendered on magnetic tape. The two components are synchron;f;diind uz
terlocked during the editing phase. When picture an.d sound i9;1'(3(:‘0]:5 " :y:o;
the actors’ lip formations do not fit the sounds of their words'. ?Cumng ey
adept at lip-syncing, the editor may have to resort to the tactic ol o Ao
from the on-camera character and laying in the sound of the cle

over another character’s face.

A new slate number is announced and photographed:

o Every time the camera is repositioned.

o Every time the camera lens is changed—-—ev'en x«fhen the c?m%raéliﬁ;z:;i 21
the same position. The recording of lens sizes is automatically e
sibility of the slate operator. However, when the'ma‘tchmg o B
volved, it is advisable that you also notate the lens size in your scrip

o Every time there is a pick-up shot at a different starting point on the script
page (see Chapter 7: The Pick-Up Shot).

MIS-SLATE

When the camera assistant holds up the slate at the start of a shot (head ;rl:’cfz“,
always look to see if all the information on it s correct. If you noncet srz; ; slat;
alert the slate operator to be prepared at the finish of tl?e shot r{d  er
(sometimes called end marker, end sticks, or tail slate). Also noni’y‘the s?uhe vl
to voice the correct slate number. Immediately upon complgnon Offt e et
and before both the camera operator and sound m%xer switch :)h :orrected
operator will shout “End slate” or “Tail slate” and will hold up . ewz‘sham e
slate (in upside-down position). The slate will be photographe ‘i" ‘here will
clap sound. Should the camera have been switched off prematx.?”teh };,t peppens
be no end/tail slate pictured on that piece of film. Therefore, 1d b date vl
the camera operator will immediately switch the camera On an¢ e ot head
be duly photographed. Thus, the editor will be appn?e,*fi of the inc bty 0
slate. If a head slate is not corrected via an end slate, it is y«?ur respok g
advise the editor of that incorrect slate number. It is essential to mar 3 in your
“T/8” (for end slate or tail sticks) alongside the slate~ num‘ber’ llffs

script notes, in the Daily Continuity Log, and in the Daily Editor’s Log.

END SLATE/TAIL STICKS

. t: when pho-
At times, it may be impractical to clap the slate at the start of a sho the sharp

those shots

e head siott.
rat 3

tographing animals or sleeping babies who woul.d be startleg by
sound. Such a disturbance could impede the shooting process. ot;“]
usually the camera assistant’s hand motion is phoFograPh'ed aus1 o ambe
This silent signal alerts the editor that there is an identifying sla

the tail end of the shot—held upside down and without the clap.
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THE TAKE

A take means that an action has been recorded
sound track. Takes are recorded consecutively
on the lefthand page facing the script page.

many times as necessary. If you change the sl
take numbers must be
additional take.

When a take is acceptable, the director calls: Print. That announcement is
an instruction for you, the slate operator, and the sound mixer to circle that
take number on your respective reports. The circle signifies that this piece of
negative film is to be developed and printed onto positive film at the laboratory.
Itis filmic tradition to indicate the printed take by circling the number. Some
people note the word “print,” alongside the number,

If the director requests another shot of the printed take,
nounce the next consecutive take number. The slate operator and the sound
mixer will mark their records accordingly. You should always ask the director

the reason for repeating a take, and notate the reason alongside the take num-
ber in your records.

in the camera and/or on the
with each slate number: written
The action may be repeated as
ate number, the corresponding
gin with number one (1) and run consecutively for each

you will an-

THE RUNNING PICK-UP

Contemporary acting disciplines sometimes dispense with the time-honored
foutine of slating additional take numbers. Consequently, now when some-
- thing goes awry in the performance, the practice is to make corrections with-
. Outstopping the camera to reslate.
With the camera rolling, the director prompts the actors to “pick up™ go
"+ back and correct the fauly dialogue and/or action—then resume to the end
- of the scene in progress. When this occurs, you must make notation for the ed-
¢ ltor alongside that take number: running pick-up.
This now-common practice imposes on the editor the task of Jjuggling the
+ film until the spot where pick-up of the scene is viable. The procedure may
%ave some production time during photography, but it has an impact on the
editor’s valuable editing time—searching for a salient continuation point in
the master shot—not to mention wasted film. However, the consensus is: the

®Xpense incurred is offset considerably by the high speed efficiency of the
“omputerized editing consoles now in use.

€8 that are listed but not printed are called out takes. These takes may be
PMplete or incomplete. It is good policy to clock and notate the running time
B ach take. The reason is: on occasion, a flaw (scratch, fog) caused in the lab-
£y will appear in a strip of film. The editor will immediately refer to the
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left-hand page of your continuity script and search for an out take. Your} ni}tled
timings and the reasons for not printing those takes will tell the e@mr whether
there is sufficient footage in those out takes to replace d:ie defectsin the maste;
film. With judicious cutting, several out takes can be intercut with the goo !
portions of the damaged strip of film. Thus, the editor can salvage the origina
costly retake.
Sequ;flgihag’dr:xé;afo?iirimg each take: the camera 1st assistant .(who closely
watches the camera film gauge) may ask you, “Will 120 feet of film in th; maga;
zine be sufficient for the next take, or should the camera be reloaded: ngse.
on your timings of the recorded takes, you should be able to respond deci-
Swd}l:;Iuch depends on your quick and accurate reply: (3) By not spendlrfg time
to reload the camera, the mood of the scene 1s preservefi,v and valuab‘le time on
the set is saved; and (b) utilizing the maximum of film in thf: magazine dimin-
ishes the waste of raw stock short ends—this can be cost effective for a small pro-
i any.
du{:t”ll?}?ec;r:rz d?strcssing and costly mistake is‘to begin a shot and run out of
film. Therefore, your timing of every take will dlct‘ate whether or not thi scene-
in question can be shot with the amount of film in the magazine (see Appen
dix B: Conversion Table and Conversion Chart).

RETAKES

When it is necessary to redo a printed s:hot because of questionable I}zeﬁz
mance or any other reason, the new shof is §alled a retake, To slate .? }feta ; o
the original slate number and precede it with an R (for retakef). is 1; o
sential detail that applies to both scene-number and consecutive-num fr ;)tes
ing. For the consecutive-numbered slate, be sure to notate in your s’c1np Zecu-
and the editor’s log the scene number that corresponds to the original con

tive slate number.

MULTIPLE CAMERAS*

. . o
When shooting with more than one camera, a prominent letter is attachei:a
the outside of each camera, identifying it as A-camera, B-camera, C—cam t(;
and so on. The slates, likewise, are marked: A, B, C. (On sc‘)me producﬂor;s——; o
further differentiate—the slate for each camera is of a different color plas
white for A, yellow for B, green for G, etc.)

. . - 2
%1t is advisable to include in your deal memo that you will receive additional pa¥
when multiple cameras are used.

‘. thre
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Figure 6.4

A

Camera Positions

It is necessary to write a separate shot description of the subject matter and
actors’ moves in each camera; also include the lens sizes, the distances between
the subjects and the camera, and the directional moves, if any, of each camera.

A helpful hint: Always note on which side of A-camera the other cameras
are positioned. This will preclude any mishap with regard to directions or pro-
gression when filming coverage for that sequence. Often, in staging a scene, a
character may walk out of the range of B-camera into the range of A~<amera,
or vice versa. To be sure of accurate screen direction: draw a diagram of a
e-walled space with configurations that denote the camera positions. Place
the diagram either in the right-hand margin of the script page, level with the

scene number, or on the left-hand page with the shot description.

THE COMMON SLATE

When two or more cameras are positioned to shoot in proximity to one an-
other, a more efficient method called common markers may be employed. Prior
to the take, each camera separately photographs its own slate (without sound).
And the camera letter is displayed prominently along with the correct scene
and take numbers, When all cameras start to roll for the take, a camera assis-
@nt displays only one slate (the smart slate) and shouts: “Common Marker!”—

then claps it in view of all cameras. This is a timesaving measure compared to
‘Voicing separate markers: “A Marker” (clap), “B Marker” (clap), “C Marker”

(clap), and so forth.

| - SLATING AUXILIARY SCENE
- NUMBERS

When the director shoots additional camera angles and close-ups that comple-
Ment one script scene number, each camera shot mandates a separate slate

;“ufnber. These shots should be regarded as auxiliary scenes, and you should
 88sign suitable slate numbers to each,
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The routine for designating auxiliary numbers is to append a letter Qf the
alphabet to the written script scene number. Let us assume that Scene 26 is bro-
hen up (covered) with a reverse angle and several cl‘oser shots. The slate for the
original shot will read: 26. Each additional shot will be slated: 26A, 268, 26C,
etc. The letters may run the gamut from A through Z.

NOTE: The letters “I” and “O” are excluded from slate numbers', script page
numbers, and script-scene numbers. It is standard industry practce. The rea-
son is: the letter “I” may be mistaken for the number “1” {one) and the letter
“O” may be mistaken for the number “0” (zero). If additional shots need to be
linked to the auxiliary numbers, the typical format is to double the lftters:
96AA, 26AB, 26AC, etc.; then onto 96BA, 26BB, 26BC; then 26CA, 26CB,
26CC, etc.

When appending letters of the alphabet to a scene number marked on the
slate, it is customary that you enunciate names of people, places, or objects
whose initial letter is the clue: Adam, Baker, Charley, David, or @bany, Boston,
Chicago, Denver, o1 apple, banana, cookie, dog. For doubhng letter§, an-
nounce: Double Adam, Double Baker, Baker Apple, Boston Charlie. Or, if you
prefer, announce double letters: Adam Adam, Baker Baker, and so' on. (thin,
1 purposely change the familiar names, using Cabana for Charlie, Devil for
David, and so forth. It breaks up the monotony and assures me that camera
and sound are accurately repeating my slate designations.)

ALTERNATE NUMBERING METHOD

There is an alternate method of numbering auxiliary shots: Instead of appegg*
ing letters of the alphabet to scene numbers, append numbers: 26-1, 26.2,2{ g
and so forth; or use an “x” instead of the dash; 26x1, 26x2, 26x3, etc. This (?r
mat allows a more expansive range of successive numbers when a scene ug
volves extensive coverage. The alphabet mode sometimes gets clumsy an
confusing with doubled and tripled letters. - ed

The aforementioned consecutive numbering system preciudes mis-slate
nummbers and saves shooting time on the set.

SLATING EXTRANEOUS SCENES

At times, you will be confronted with a script in wh.ich ext}*ar}eous scenes, SEIC:
as montages, flashbacks, and points of view, are writien within one scene n o
ber. A case in point: refer to Chapter 2, page 20. In that scene, the actor W:&'1 .
izes what is being shown on three projected slides. As mentioned garhe-r, e N
slide scenes may be transformed into filmed master scenes. Shooting-wise, y*;n '
should regard such integrated scenes as auxiliary master scenes. But these nu
bers must not be construed as added scriptscene numbers.

SRS PRI SR
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NOTE: Any auxiliary number appended to a scriptscene number during
shooting does not alter (add to) the original total of the written script scenes.

Let us analyze the short scene depicted in the above-mentioned chapter.
By means of dialogue and projected slides, the writer disclosed what may be in-
terpreted cinematically as three montage sequences. But the writer failed to
allot individual script-scene numbers for them. This is a shortcoming within
the script-writing format. Nevertheless, as continuity supervisor, you have to be
prepared for any circumstance. In this case—to identify the above-mentioned
montage sequences—I prescribe that you precede the slate number with an
“M” to stand for montage. Then append a letter (or a number)—depending
on your preference—to each described slide: the first slide: M23A (M23x1);
the second slide: M23B (M23x2); the third slide: M23C (M23x3), and so forth.
As mentioned earlier, the sequential takes for each slate will begin with num-
ber one.

If the above sequences happened to be in the nature of flashbacks, the let-
ter preceding number 23 would be “F” (for flashback).

Now, suppose the director opts to cover (break up with close-ups) each of
the three montage master shots. In this event, you would number the first
slide: M23AA (M23x1A); for the second slide: M23BA, (M23x2A); and, for the
third slide: M23CA (M23x3A), and so forth. This numbering convention en-
ables the editor to simply and unerringly assemble the continuity of the three
filmed montages into the master scene number 23.

For normal coverage of the script’s original master-scene number 23, slate
numbering would follow the conventional format.

CAUTION: When you employ the numerical slating system, be sure to place
an “M” or an “F” (as the case may be) to precede every consecutive number
that relates to the montage or flashback episodes. Thus, it is made clear to the
editor that any slate number preceded by an “M” or an “F” belongs to the
montage sequence within the master scene written in the script.

SLATING PICTURE WITHOUT
SOUND TRACK

When scenes are to be filmed without a corresponding sound recording, you
must announce this fact when voicing the slate number. The slate operator will
mark the slate MOS. And, if using the smart slate, the flashing code numbers
will not be activated when the slate is held up to the camera. Additionally, an
experienced camera assistant will hold the slate in such position—with the
clapper-arm fully opened-—so that the clapper cannot fall to a closed position—
even accidentally.

Filming of inserts, trick shots, and slow and fast motion is mostly done
without recording sound simultaneously. In such case, be sure to notate MOS
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or SIL alongside the recorded slate numbers in your continuity script, your
Daily Continuity Log, and your Daily Editor’s Log. In years past, when the cam-
era rolled at other than the standard 24 frames per second (fps), sound would
never be recorded simultaneously. Today, it is not uncommon for sound to
roll on almost every shot even when camera speeds are other thaI} 24 fps—a.nd
even when the camera speed varies during the shot. The sound mixer will voice
slate the recording with the same slate number as the camera but add verbally:
No clap sticks . . . rolling wild for effects only. Yopr script notes should accu-
rately and completely describe this situation, noting (a) at wl.lat speed(s) the
camera ran, (b) that the shot had a head ID slate but no clap sticks, and (c) that
sound rolled wild to pick up whatever sound effects were present.

SLATING WILD FILM FOOTAGE

Scenes not written in the script but filmed at random—wherever and however
they happen—are referred to as wild footage. These may be scenes ‘of casual
street activity, riots, scenes of disaster, public demonstrations, or the l}ke.

Wild footage is often filmed with hand-held cameras, and sometimes even
without slates. You will need to call out the shot numbers, to the sound mixer
who will voice them into the recorder (Nagra or DAT). ‘ .

For slating wild footage, you should employ an arbm:ary high number—
say, 500—and precede it with WF (for wild footage): WF.’J.OO, WF501, and so
forth. Also, write a terse shot description of the filmed subject ‘matter. Include
it in your script notes and forward a copy to the editor. If wild film ‘foc»taget
(WF) shots are made without an accompanying sound track, the slate mus
also be marked MOS or SIL. In the haste to capture random footage, scenes
sometimes are caught by the camera without benefit of slate or sound track.
In that event, you will have to confer with the camera personm‘zl as soon a8
possible—and write up 2 shot description of each scene or subject that wag
filmed. Keep this list of wild-footage shots—with identifying numbers an
dates—and send a copy to the editor.

SLATING WILD TRACKS FOR PICTURE

Recorded sound tracks that are not synchronized with the roilinngf f’he cam-
era are called wild tracks. Wild tracks are recorded for the “practical” sounds
that are heard in a scene: a food blender, a ringing phone, an idling automo
bile, a running vacuum cleaner, a door slamming, or the noise fro'm' any object
that makes a sound in a scene during dialogue. Although the flexibility and se-
lectivity of modern recording techniques have incre?sed enormously ?md an(:i“s'
the recording of much “live” background sound during a scene, certain soun
cannot be recorded simultaneously with the rolling camera because they are
too obtrusive and obliterate the dialogue. - N
Itis preferable to record practical wild tracks while in the aura of tl.w wor
ing set. In that way, the room fone will be compatible when the film is bemg
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edited. (Room tone is defined in Chapter 16.) As it is not always expedient to
record the practical sounds while in the actual set, you should conspicuously
note SFX (for sound effects) in the right-hand margin of the page at the line
where the sound must fall in the scene. This will alert the editor to either look
for a set-recorded wild track, or be prepared to order the appropriate sound
from a sound library. Sometimes wild tracks may be recorded right after the re-
spective camera shot is completed. But often, in the interest of cost efficiency,
the recording of such tracks is put off to the end of the day, after the camera
crew has wrapped. Therefore, you must keep an accurate, cumulative list of all
the necessary wild tracks so that when the often-rushed, end-of-day recording
session descends, you will be prepared and ensure that no essential wild tracks
are overlooked. Of course, your Daily Editor's Log must also list all the wild
tracks recorded that day.

Furthermore, it is advisable that you prepare an accurate list—with respec-
tive scene numbers—of all the wild tracks written into the script, and include
any incidental wild tracks that were recorded during the filming. Give a copy of
this record to the editor.

Another procedure: scheduling a recording session for a future date, at
which time every required wild track for each scene will be recorded. At this
session, you will announce the slate number that corresponds to each filmed
scene. The sound mixer “voices” the slate number into the recorder, preced-
ing it with “WT” (for wild track). The property master will activate the appli-
ances or create sounds of the objects that were featured in the scenes. The
appropriate sounds will be duly recorded. And you will mark your script page
at the proper spot: WT (the number), then draw a wiggly line through the
words that denote the sound (Chapter 10: Final Lined Continuity Script).

SLATING OFF-CAMERA
(OFF-SCREEN) SOUNDS

When the sounds written in the script denote intrusions in the scene: a burst of
thunder or lightning, footsteps, sirens, or any distinguishing noise-—obviously,
such intrusions cannot be rendered during the shooting of the scene. Instead,
the director or a designated person in the company will either call out the na-
ture of the “sound” or do a hand-clap as substitute for that sound to be heard
in the scene. Again, you must conspicuously note SFX at the appropriate spot
on the script page. The editor will obtain the necessary sound tracks from a
sound library and fit them into the filmed scenes.

SLATING WILD SOUND

The term wild sound refers to any extraneous sounds that are not relevant to
the script and are recorded separate from the camera. Such recordings are
usually made during outdoor filming to capture environmental sounds: birds
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chirping, dogs howling, hydraulic machines drilling, brass bands marching, or
a helicopter whirling. The editor will intersperse these sounds wherever appro-
priate in the scenes during the final editing of the film.

For slating wild sound: use consecutive numbers, starting with XW1 (for
extraneous wild sound), XW2, XW3, and so forth; and advise the sound mixer to
do likewise. Also, list the sounds with a brief description, and notate the date
and place where recorded. Send a copy of this list to the editor (who will also
receive the customary report from the sound mixer).

SLATING MUSICAL PRODUCTIONS

Musical productions or musical numbers interpolated in dramatic scenes are
filmed in the same manner as normal action and dialogue scenes, cxcept the
filming is done to playback. The songs that are sung and the music for dancing
are prerecorded at a recording studio. During filming, the recordings are played
back (PL/B) through large sound speakers on the set: the singers synchronize
(lip-sync) their voices and the dancers perform their choreographed routines
to the playback music. This technique was devised years ago in order to elimi-
nate live orchestra accompaniment, which posed enormous staging problems
and costs. The playback approach is also employed when a single musical in-
strument is portrayed: piano, violin, guitar, saxophone. In those instances, the
actors’ or doubles’ hands feign the playing when the act is being filmed.

The Musical Director usually presides over a musical production in
progress. But you, too, will follow the performance: watch the lip-syncing and
the dancing in concert with the playback music. Each recording is assigned a
separate PL/B number. You will also receive a copy of the sheet music, giving
the title, lyrics, and/or musical score connected with each playback recording.
The bars of music are numbered sequentially, so you can make critical nota-
tions at specific bars of music.

The routine is: you announce the scene or shot number together with the
PL/B number. The slate operator affixes these numbers on the slate, and the
sound mixer repeats them into the recording panel. This is a temporary sound
track-—used only for the dailies and as a guide track—to give the editor an
inkling of what has transpired on the set. The finished film, of course, will in-
clude the correct professionally recorded sound track. Be sure to record in
your script notes the PL/B number along with the slate number of every shot.

If stops and starts occur in the performance during a take, you should
mark the precise music bar where these interruptions occurred; also, record
the timing or the footage of each take. Such information is often helpful to the
editor when editing and re-editing the film. It is also good policy to frequently
check your notations with the music director—to make sure that you are in ac-
cord. Regarding the picture time of a musical number: you know, of course,
that is predicated on the timing of the prerecorded music.

7

Getting the Scene
on Film

At the completion of a satisfactory dress rehearsal, the director signals the 1st
AD. “We're ready to roll,” or “Ready to shoot.” The 1st A.D. makes the an-
nouncement public. It is the signal for all concerned personnel to get to
their appointed posts. The actors remain on set, and the 1st AD. calls in the
wrecking crew—an affectionate term for the makeup, hairdressing, and
wardrobe people, who will enter the set to give last-minute finishing to’uches
to .the actors: the hairdresser smoothes a lock of hair; the costumer adjusts a
wrinkle in a garment; the makeup artist mops the actors’ perspiration, re-

touches their makeup, and, finally, removes the white tissues (if any) from
the actors’ collars.

FIRST SHOT OF THE DAY

A‘s t.hc crew leaves the set, the assistant director calls, “Places, please” (or some
Simll'ar phrase). That's the cue for the performers to move into their respective
Starting positions in the scene, or the places from which they will make en-
trances onto the set. At the same time, the camera assistant picks up the col-
ored tapes or wooden chips that marked each actor’s primary and then
Stopped positions during rehearsals. And the gaffer may take this opportunity
to make some last-minute lighting refinements.
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When everything is ship-shape and the camera is in position, the director

signals the 1st AD.:

The Ist AD. ShOUts. .ocomrisinricinncersinsinenn.
The Sound Mixer presses a button

“Let’s have a bell.”

on his panel........on. ONE BELL or BUZZ

(This also activates the red light
outside the sound stage door
[when filming takes place ata
traditional movie studio]. This
sound warns that shooting is in
progress and no one must enter
or exit the stage door.)*

The 1st AD. yells oo

Dead silence engulfs the room and
the magic of movie-making
begins:

The Continuity Supervisor may
€Al OUL vttt

(The experienced Continuity
Supervisor will have already
communicated this information
in advance, when possible, to the
Camera Assistant and the Sound
Mixer, thus preventing
unnecessary lastminute shouting
at the start of a take.)

“Quiet”

“Scene 26, Take One”

The 1st AD. calls.cooiiviienicenrverrrireeeveaes “Roll” or “Roll sound”

There is silence for a beat as the
Sound Mixer waits for the
recorder to come up to the
correct speed and stabilize, and
then voices the slate number
into the recorder.

SoUnd MIXEF.iooeiieiicinresresaneeeseesrereesssensrions

(In many instances, when given
the number in advance, the
Sound Mixer will usually pre-slate
[voice record the slate number
on the tape in advance of the
actual take]—to save time.)

*When filming is not done within the confines of a traditional film studio—but out
in the real world—the essential restrictions are administered verbally by the 1st and 2nd

U“Scene 26, Take one”

A.D.s, with the aid of walkie-talkies, walkie headsets, and bullhorns.

The Sound Mixer calls......coocorvinincncnnnns
The Camera Operator (peering

through the lens and certain

that the picture is in perfect

frame and focus) snaps the

camera SWitch ON.cevevriiiennienccciaccns
The Slate Operator holds the slate
up to the camera’s view.*
The Camera Operator

(seeing the slate} calls.....ccoovvicnicrnnnnnnne
The Slate Operator snaps the

striped bar, hinged onto the

top of the slate (clapsticks).......cocevivernnnns
With the smart slate, the large red

timecode numbers on the front

start running when the Slate

Operator flips the switch on the

back of the slate; then, at the

instant of the “clap,” the

numbers stop and freeze. This is

the point at which picture and

sound are in sync.
The Slate Operator then dashes

out of the set.
The Camera Operator calls......ccoeverecnecnn
The Director, after a beat, calls......ccooveeennnn,
Now the actors exhibit their

histrionic best, and the

performance is committed to

film. When (a) the scene is

completed, or {b) something

goes wrong with the

performance:
The Director calls ...
The Sound Mixer signals.....ooonvrcnnndd
(This signal, at a traditional movie

studio, automatically switches off

the red door light, allowing

normal activity to resume—until

the red light comes on again. At

an outdoor location or an

independent company’s indoor

scene, the bell signals may be

improvised.)

*See Chapter 6: Misslate.

“Rolling” or “Ready”
“Action”
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NOTE: With every change of take numbier or slate nnber, the entire litany i
repeated, Many takes may be filmed hefore the director is satisfied and calls

“That's a print.” The 1st A.D. then announces where and what the nexr setiup is -
to be, and the process begins all over again!

If you neglected to make the necessary notation at Scene 49—and if your
iy did not serve you—something contrary may happen during shooting
e 42: the exchange of fisticuffs might end up with the actor holding hit;
nt over his left eye, the punch having landed on the wrong eye. Itis your re-
ibility, when going into rehearsal for Scene 42, to inform the actor (or
stuntperson ) who does the socking that he or she must aim at the opponent’s
teye—becanse it has to match Scene 44, which is already on film.
OMCHIne s renn with the BT ONTR: o TR i ey 1 -
Whern you hear “Action,” snap on your stopwatch® and focus your attentio ":1. secur in the ﬂ.;: :‘:::;:r:)f:g_]gh:; ;ﬂg;thf—og;(;:z:lrl]dm:]?; ﬁg;’);:?muun& errars.do
the performance. If there is a great deal of activity in the scene, don't atemptia ; 3 PEL,
make notes on everyone and everything there. From the rehearsals, you will
gained a good concept of the consequential elements in the scene. Now concel
trate mostly on the principal actors—with side glances toward the others. :

WATCHING THE PERFORMANCE

. re a portion of the
e, or all of i, may have to be done over in order 1o match the previously
scene. A costly retake.
L Letus con sider another example: In Scene 8, a chair breaks during a scluf—
___hﬂrc Is a tirme lapse between Scene 3 and Scene 6 but, storywise, there is
Yy that sormeone could have replaced or removed the broken chair. Con-
. ently, that broken chair must be in iis place at start of shooting Scene 6
Qnce again, while shooting Scene 3, you must turn 1o Scene 6 and make nota;
that the broken chair must be in view to match Scene 3. The filming of
tbmay take place weeks later. While this detail is essen tially the proplerty
| __Im‘em’s responsibility, your double-check could prevent a mismatel
gotcostly production time.

COPIOUS NOTES

With practice and experience, you will become adept at writing hastily whi
seeing and hearing everything that is taking place during the performan
You will be amazed 1o find that you can mentally retain a host of details. Bu
there is good reason for profusely jotting clues on the script page while a pet
formance is in progress. It is fine 1o rely on your photographic memory if yo
are so endowed, but something written is less disputable—provided, of cour
the notation is accurate.

—a

tend of o shot, the director calls: cut. If the director is pleased with the
trézilz:c an d the tc‘:cl:r_iica] departments do not announce any problems,
e will call out: l rint! (More often these days, the director will merely
-rgi‘:(l;rar;d say, “‘Prm.t," .lea\-’m.g YyOu Lo i'nform the_camera assistant :mc'l

3 and‘ ll.n y(_-)ur (.oan’L_uty script, you mll' draw.a circle around that take
Pectiye g le.camera asmalam ar}d sound 1.mx{:15 will do likewise on their re-
dOgS. I'his segment of the film negative will be printed at the labora-
: dS;::;:;fi Lt;_'hing section of audio tape will be transferred to magnetically

i ilrn.
- Occasion,,
N

BACK MATCHING DURING FILMING

The practice of back matching during filming is similar to the manner I
which you back match the particulars in the scenes when reading and
structing your breakdown of the written script. While shooting is in pro
you will notate carryover details from preceding o subsequent scenes ai Y
versa. For example: Scene 44 is being filmed before Scene 42, In Scenc 42"
seript reads that a fight takes place: the actor is hit and snstains
The writer, of course, did not indicate which eye. However, in prepa
Scene 44, the makeup artist arbitrarily blackened the actor’s right €y6: 22
quently, you wili make 2 notation at Scene 44: right eye blackened. Then!
mediately turn the script pages to Scene 42 and make a conspicuous O
1o rieht eye, \ T
: 8. - NO PRINT” (OR “CUT. . .

GAIN'-‘)

ne” jg i
s Cleclared 3 At I o ", . . U A A i B
.. 1eclared afier a completed take, or the direcior peherviss dndi:

Ve Fene . - Al . :
R ol ¢ for another take, you will announce the next take number on
Ae and continue with consecutive take numbers untl the shot is

in haste to move on to the next setup—the director may ne-
m yvou of the print(s). Itis then incumbent on you to cormer the
s A8 §0y g ible, and i 1 ‘hic 4
BT On as POSS}b-lL, and be informed which take numbers are o be
€n, convey the information to the other concerned departments,

rillg'

or,

“When purchasing your stopwatch, test to see (hear) thatitis ;n'r)s'nlutil])'-;i‘:’h ;
It the watch emits an audible click when activated, be advised that the little c,lod"
microphione like a burst of thunder, and will unnerve the sound mixer. (ABSSSY
swonal watcl supplier can remove the “click” for you.)
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weepted for printing. As mentoned in Chapter 6, always discreetly ask the di-
rector the reason for rejecting a fake, and notate the comment legibly along--
side the take number.

VERIFY PRINTS

Camera reports, sound reports, and vour Daily Editor’s Log must be in ;?b.
solite accord for each and every slate and prin ted take number. Make a point
of checking prints with the camera assistant Eﬂ.ld sound l.mx.er se\'eral.umcs dur-
ing the day. Or, devise any viable method of ccm_lmumcauon for this purpose.
It is your responsibility to correctany discrcpzmues‘ that show up on any of the
reports before the camera and sound records are forwarded to the l'abomtonlv
and the editor. A suggested automatc routine: Have the camera assistant and
the sound mixer periodically hand you their reports (or tape them onto your
table, chair, or script book). You can ther, at your converience, compare their
records with your Editor’s Log or your Daily Continuity Log, and make any
necessary corrections.

WHO CALLS “CUT"?
Only three people may call “Cut” to stop the rolling of the camera.

1. The director—lor whatever reason.

9. The camera operator—when there is: (a) Mechanical difﬂf:ul[)t; 51'1252115};
ling, battery failure, or light shift; (b) unsau’sfac'[ory fri'lmllilg.' eca * e
actors have not hit their marks as established in rehearsal; (c) a bo
mike or its shadow has crept into the frame.

3 The sound mixer—when there is some mechanical sound proble’in\ordil;
off-sereen disturbance: overhead airplane, loud coughing, or ® hen

actor’s dialogue is indistinguishable.

right t0 call "Cut

B £ I : ) hemselves the 5
- . 12 but themse
NOTE: Some directors forbid anyone b I fots are bemg

~riallv de o e . or special effects s
However, when potendally dangerous stunts or spect 1] efl e puthority 10
filmed, a stunt coordinator or special effects coordinator hn:,l : Unplanl‘lt.‘d

oo A, Brvcor i . -esult In
call “Cut"—when something is going awry that could resu

damage or injury to personnel.

n when the actors

: 1 1 1 X T 3 o — VO
e contnuily supervisor never cuts the shot—mnot ¢ afier the call

have spoken incorrect dialogue or made incorrect gestures:
“Cut,” you will apprise the director of the flaws you noted. ,

The director may choose t repeat the shot from mc.begl
top), or the decision -ma.\r' be to repeat only the faulty purlrlo‘x_l (
the shot is to be repeated from the top, you will announce e

nning (ﬁ’om the
do a pick-up). If

pext take num-
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per o the same slate. Takes will be repeated until the director calls “Print.” Be
qre vou notate the director’s comments for cach take, whether incomplete,
complete, printg, or no print. Also mark the timing of each wake,

'THE PICK-UP SHOT

The director will call for a “pick-up” shot when only the faulty portion of the
scene is 10 be reshot, In that case, you will announce a new slate number and
start with take 1, as opposed to using a new take number when reshooting from
the top of the scene.

Pick-up shots are designated by appending a letter (A, B, C, etc.) to the
original slate number. When the slating system is by consecutive numbers: the
next consecutive number will necessarily be the pick-up number as well. Con-
sequently, it is important that you add PU (for pick-up) alongside that number
on your (left hand) description page. This notation should also appear along-
side that number on your (right hand) lined script page, the Daily Continuity
Log, and Daily Editor’s Log.

There are several ways in which pick-up shots are handled:

By reslating: A new slate number is placed at the spot on the page where
the scene is being picked up.

no

By not reslating: Picking up at the flawed part of the scene and repeating
the scene flawlessly with the camera continuing to roll. This practice is
much more frequent in present-day shooting. Pick-up methods may entail
a different approach for different circumstances:
(a) False Start. If a flub in dialogue or action occurs near the beginning
of the shot, the director will prompt the actors to “start again from
the top.” That means: go back to the beginning of the scene, and
continue the performance to the end. When this happens, be sure to
make the notation IS (for false start) alongside rhe take number on
the descripuon page. It is important that you also note FS alongside
the slate number on the Daily Editor's Log.

NOTE: Be sure to reset your stopwatch at the second start of the shot

for an accurate timing of the scene.
(b)  Running Pick-up:  When an actor [lubs a line during a take, the direc-
tor may opt not to cut the shot. Instead, with the camera stll rolling,
the director will prompt the actors to go back to an earlier speech or
business, correct the blooper, and continue 1o the end of the scene,
Let us now recall the rule mentioned in Chapter 5: Never throw a
line while the

camera is Tolling. Here is the exception to the rule:
You may throw the line from the pick-up point—uwhile the camera is




.
yolling. Your eyes st guickly spot the exact dialogue on the page so On occasion, the divector will instruct you to print one or more of the in-
you can instanily cue the actor with the earlier speech indicated by lete takes. Be sure (o cirele the numbers of these desired takes, and pass the
the director. When prompting (cuing) dialogue—vou must ne_\' aformation on 1o the slate operator and the sound mixer; their daily reports
pick up in the middle of a speech—ulways start at the top of an dyours must be in absolute accord.
actor's speech, or a couple of ending words from another actor's pre- y
ceding speech. The reason for this rule is technical: The editor can-
not cut in on an actor's face during the middle of his or her speec . ALTERNATIVE SHOTS
Mark the precise spots on the lined page where the pick-ups in dia ;
logue or action clearly begin and end. Also, make prominent nota 1. When a master shot has been printed, and the director requests the scene
tions to the editor in the right-hand margin of the script page. . 1o be shot again from another camera viewpoint, or for any substantive change
the performance, that piece of film constitutes an alternative shot. The pri'nt
that will be used in the {inal cut of the picture is decided in the editing room.
THE BRIDGE SHOT ‘

2. At times, an alternate shot is filmed (in anticipation of censorship by broad-
cast standards). Perhaps the filmed scene contains potentially objectionable
acton and/or dialogue that may be prohibited in certain geographic or for-
fign regions. .

When a piece of flawed film remains in a shot—picked up without reslaing,
described above—that unusable portion of film must be excised, and a suita

piece of film inserted by the editor as a bridge shot. The bridge shot is nece ¥
in order to achieve a smooth transition of the action that was disrupted m the
master shot. A bridge shot may consist of: )

~ An alternative shot filmed during principal photography will save time and

Rncy after the film has been released. Having an alternate print on hand, will

- preclude the editor’s difficult wask of cautiously excising the offensive portions
1 that one version, while retaining the cohierence ol the scene.

During photography, you will assign a new slate number tor the alternative

oL In your continuity script, you will notate how the two shots differ in action

d/or dialogue; also, the reason for making the change.

. ) 1
1. A separate close-up of one of the charactersin the scene.

2. An appropriate angle change to correct that portion of the scene in whi ;‘-'_
the acton or dialogue was disrupted. -
9 An effective shot of some other subject matter, called a cutaway. ':
(Another aspect of the cutaway shot is delineated in Chapter 12, under the
heading Covering Wrong Action.) '
Itis essential to provide the editor with a bridge shot for every pick-up ma

whether the master shot was reslated at the break or continued wiﬁ" the .4’"
rolling. Your carefully marked page will preclude unfortunate oversights.
MULTIPLE PRINTS

At times, one slate number will include more than one pn‘nted take: \}/:;'2"';" {
director has okayed a take for printing and then opts t© shoot more l‘? ‘;l
same action. In that case, vou will announce the next consecutive take yd
on the same slate, and continue with successive numbers until ano.L:_;ccrr'
designated for printing. Again, always ask the director the reason fox l\t.wai"'l
and note it alongside the take number. Sometimes the director simp oS il
see if a better pe_rfoxmancc will emerge. If the second printed m.ks .‘?;so .'
way from the first one, make this notation in your continuity scrpt arhiéh 2
the Editor’s Log with the variances in cach take. The decision as 10 WEEE
will appear in the finished film is made in the editing roorm.

™=
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Timing Is of the
Essence

* Starting your stopwatch as the director calls “Action” and clicking it off at “Cut”
- will give you the running time of the shot, but not the picture time of the
» scene. Picture running time is not based on the amount of footage printed, but

* on the amount of usable film—that portion of the footage that holds the quin-

tessential story elements and which, most probably, will be used by the film edi-
tor in final editing.

: TIMING THE PERFORMANCE

. A careful timing of the dress rehearsal can afford you a fairly reliable timing of
the master shot. But it may not always be the exact timing for the complete se-
quence. Elements to consider: an actor rewving up at the start of an emotional
Scene. You must reckon how many seconds to deduct from your stopwatch
- time. Inasmuch as some thirty or more shots are filmed in a day, you can ap-
Preciate how much unusable film would be “left on the cutting room floor”—
and how inaccurate your picture-running total would be.
' Another timing adjustment occurs when filming coverage shots (see Chapter
. 12). Actors will sometimes linger when filming their close-ups. Your timing ex-
Pertise will dictate how many seconds need be added to the total of the master
- shot. Several prolonged close-ups can significantly stretch the picture time.
Also, comedy action may run longer or shorter in the closer angle than in the
Master shot. Consequently, it necessitates that you consider, compare, and, if
Necessary, alter the originally estimated picture time.
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Another imporant factor that reflects on the 1iming of a show is vour abil- “ent place. You will clac k the speeches for only the character on-camera, The
respanding dialogue may be spoken by Sn.unu}/ne other than the a;LLu;'" "'L‘; fw‘
the part. [he procedure is as follows: At the siart of [ilﬁ’.‘Jli*;ﬂl'l)t‘rdt’::;'1’0‘1'
spcr_-clf‘ snap on your stopwatch, and shut it off at the end of the speech L\':\";;ilc?
th olf-camera person speaks, your stopwatcli is disengaged. At the ﬁlliih' of the
off-camer speech, start your stopwatch again. Repe;-:t S'xe procedure \fﬁl" i":lCl:
succeeding on-carmnera speech. This gives you the picture time for onc:h\-lf i
the telephone conversation. And you will record time credit f;:r that -1"[. o O-
on the date it is Glmed. When the responding actor is oﬂn.»camc:ral ;r"* ‘13[.-;‘1‘
date and place—you will follow the same prncc?:lurc. Thus, you have Lht(:Ja' f"".r
time for both halves of the telephone conversation. On) that latter d.' lt lCUYJ‘@
will include in your Daily Continuity Log (Chapter 9, Figure 9‘1) Limi (cyr;g'li
521 rhT s;n'ond half of th: telephone conversation. To repeat: 'e;u;h timing i:
corded separately and included only on the dates the dialogues were filmed.

ity to discern what is excessive in the shot: Jong walks o doors and exits, preg- -
NN L PRuses, drawn-out histrionics.

The timing of a film carries huge I‘L:sl’)(msibilily. When your daily reports
indicate that the film is running long—going beyond the projected length of
the show—the director and the producer may be inclined to make deletionsin
the script. But if your timings are not accurate, the film may end up oo short
Conversely, if your daily reports indicate that there is legs ilm than required
for the projecied length of the show (running short), the director and the pro-
ducer may opt to add or lengthen scenes. In that case, if your timings were in-
accurate, the finished film may end up too long. In both circurnsiances
(assuming no script changes were made), the editor will have to spend tedious
hours trying to either «uetch or condense the film footage into acceptable

length.

Assuming your timing is consistently accurate, here’s a rule of thumb: If;at
the halfway point in the script, your timing reflects practically pwo-thirds of the
scheduled time for the show, then the shoot is obviously running long On the -
other hand, if your timing at the halfway point in the script reflects only a third
of the scheduled film time, then the shoot is running short. Al that juncture, ilii_.
advisable o discuss the picture time with the director or the producer, or both

A helpful hint: when you feel uriceriain about your iming, confer with the
editor, who will have the assistant editor prepare a timing log of those scenes—
shot by shot—which have already been cut together. Now compare the edited

version with your on-set timings. While there will always be some plus or mint

variance, you will gain insight as 1o the general Correctness of your tjm'mg: AF;-,
taally, the editor does—to some degnfe——manipu]aw the picture ume L‘,
may even impose a wholly different pace than existed during ﬁlming)-‘ S“‘_“
can be shortened by oimming the fronts (heads) and ends (tails) of mas

TIMING TRAVELING SHOTS

;\1}\1?)16“1 oy fCrip[ specifies TRAVELING SHOT, it means the scene will be filmed
velii("ll;e dialogue recorded while actors are walking, running, or riding in a
Thére ate sove s g , .
QR e = s e it o i, g rodenuss S
a truck equipped With i dlestiical enne g e, calle iln znsm'(-d.r_ I[.]S
mounting cameras—in several @ cal generator and customized ‘devices for
B e pér[in;nt - u:\(ufa .1dJu_\-L:-1]_)1e POSlt.lorlS as well as sound, lLights,
personnel. The inser[qc;pg-lf“,tl’ﬂlogemm‘ with \1deo. monitors and sears for key
. e f()cusyed 6n E _lr ave b. fro?i a vantage point on the road—while the
shots and by judiciously clipping drawn-out close-ups. Conversely, the pictt B v, o rofest 2 F_’“r"C{Pd-}_VChld.ﬁ W’l[fithe actors inside. The insert car
fime can be lengthened by using every inch of the master shots and holding eqUipme-l;t)andp- O L,SSI(,)I?JH) r_lggtd ‘erIl‘C]C' For low-budget productions, the
longer on the clbsu—ups; and extend tming even further by lingering o 4 B o veyvan ce )req:lc?iw' “’;J}l}?t'fhl _O“ ded into a car, a pickup truck, or some other
away reaction shots. But in the final analysis—during filming—it 15 ¥0 y 2R e R R0
expertise upon which the company depends. e Dai
It is good practice to keep a progressive total of picture ume 11\')'0“‘r -{; A
Continuity Log. In that way, you will have up-to-the-minute picture Lme ﬂ[).‘ :
fingertips. This is the detail the producer is most likely to ask for at any B!
hour of the day. Only yon have the answer. And if you can reply P‘:Ompdu
without engaging in extensive arithmetc while the pruduccr js breatd
down your neck—your efficiency will not go unrecognized.

! haﬁg;ttl{zxczl:[h?d r_)f.ﬁlmin.g a traveling :shol: a camera operator—focusing
L Ih:-.” . (;]-iléd xrzls?mppud t‘o the outside of thcl actors’ vehicle. Crouched

| d‘u-e(-m,.‘(m‘ui ed r,u;‘n \ﬂ?\\-) wan:: the sound mixer (with tape recorder),
N Sque_(‘?e z 1Inpgl§‘ u?m hcddsg[.e-arpho'nes), and—if there is room—you,
. s[op\;_v.c;_l(-h'__-lnd ‘1? lclr(;ﬁ)lpe;i p_osmon“ughtly holding vour script, pencil,
o e o z = «_?_: 1 I’l(,.a.d..%t..'l clamped to your ears—you will follow the di-
; s simultaneously timing the shot.

Stll another m od of llmi ]
Strateg: dlilULli(.‘l’ method of llming a traveling shot: a prefocused camera is
2 s ted ¢ ot ; it
e 1i1chu ally mowunted on the body of the moving vehicle with actor(s) inside
: ) 1e sound recorder will be hidden i 2 \ i
2 : wdder - back se unk. Si
Wil e 1in the back seat or trunk. Since there
{," L ” _/ @ ian i the vehicle during the take, camera and sound must
- be foesiated with the correct scene v s i ¢ ‘
*ang P gt ,'n( ctscene number and take number. The camera
G st recorder are activated by remote control: a switch made available to
ad ) l 1@ i J Y T3 . P . - . ! o F
Sber,. = ¢ '”. tors, who will clap his/ter hands in view of the lens immediately
4 1 dinlogue begins—in licn of proper clapsticks. Now the actor (s) ])r'rl-

TIMING TELEPHONE
CONVERSATIONS

1med concurrs
Jatac

Two-way telephone conversations in a scene are not 1
Rather, each character's dialogue 15 filmed at a different Ume 4

=
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form the scene. At the finish, the camera and sound recorder are turned off—
by the remote control switch.
In most cases, the director and key personnel, including the continuity
supervisor, will ride in a follow van accompanying the principal vehicle on its
journey—but staying out of view of the camera. Usually the van will be close
enough to the actors’ vehicle to permit you (and the director) to hear the scene
through your headset and Comtec unit. (See Chapter 5, page 67). The director
can also communicate with the actors via a walkie-talkie and the one hidden in
the actors’ vehicle. With this technology, the director can also call for “Roll,”
“Action” and “Cut,” or give other instructions to the actors, If the distance be-
tween the picture vehicle and the follow van becomes too great for the Comtec
units to receive a signal, it will be necessary for you to ask the sound mixer—as
soon as possible after the take—to play back the audio tape for you. With script
and stopwatch in hand, you will listen to and time the dialogue. If you find that
improvised lines or words vary from the script, you must bring this to the direc-
tor’s attention immediately for the decision to: print, pick-up, or retake the
shot.

TIMING RUN-BY SHOTS

A run-by refers to shooting a traveling vehicle with a stationary camera. Your
timing of these shots is based on your educated guess as to how much film will
actually be used by the film editor—irrespective of the amount of footage shot.
Ninety feet of filin shot may become a snappy six seconds of final edited pic-
ture time.

TIMING FAST AND SLOW MOTION

When actors perform at normal pace, but the film is run at fast or slow motion
speeds, you must make critical adjustments in calculating total picture time.

Fast motion is achieved with an undercranked camera. This means the camera
is running at a speed lower than its standard 24 frames per second (24 fps)- Slotw
motion is achieved with an overcranked camera. This means the camera is running
ata speed higher than its standard 24 frames per second (24 fps). When varied-
speed film is put through standard projection machines—which are fixed at 24
fps—the undercranked film speeds up the subjects’ movements, while the over
cranked film slows down the subjects’ movements.

Years ago, to achieve fast and slow motion on the old-fashioned (Mitchell)
camera, it was necessary to stop filming for the time it took to reload the cam”
era with different motors: one for fast motion, another for slow moton. But
current filmmaking techunologies have eliminated this clumsy proced\}fe'
Today, motion picture cameras are equipped with the facility to shift swifdly
into fast and slow motion speeds at the tap of a computer key.
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For varying the camera speed, a laptop computer is connected to the cam-

era by cable. The camera assistant controls the speed settings while simultane-
ously resetting the camera’s iris to compensate for the different exposures as
the speed changes. Indeed, a time saver during principal photography.
. These days, it is not uncommon—when a director opts for a unique effect
inascene—to have the camera run at other than its normal 24 fps—even while
shooting a take with dialogue. New technological advances have produced
sou.nd recorders that can also run at off-normal speeds—even able to record
various speeds within a scene. (The sound recorder’s normal speed is: 7 1/2
IPS [inches per second].) .

Traditionally, fast and slow motion filming was shot without sound (MOS)
for the reason that recorders were not geared for running at varied, non-
synchronized speeds. ’

When necessary, correct synchronization is obtained at a post production
lab where the film is optically, or computer altered to its normal speed; and the
sound recording is changed electronically to its normal synchronized ;peed.

The term for increasing speed is: Ramping U d fi ; .
Ramping Down. ping Up, and for decreasing speed:

VARIABLE SPEED CALCULATION

The following is the formula for figuring accurate timi h i
b g i guring g when variable speed

Fast Motion: For a shot made at 16 fps i
[ » Your stopwatch registered 21 sec-
onds: multiply 21 by 16, and divide the total by 24: ¥ “

21 seconds stopwatch time
%16 fpscamera speed

336 feet camera-running footage

3?6 divided' by 24 fps (standard camera speed) = 14 seconds of picture
time (as against 21 seconds clocked on the stopwatch).

- Cf e you Wil Ye T ture- ? & ty
: s me in T ]Dal O
I]le] ($) H CO (i pl(: re-r ll]l]l]llg ume (8] 1 C( mbinu L g.

Slow Motion: For a shot made at 36 fps, your stopwatch registered 21 sec-

onds: multiply 21 by 36 and divide the total by 24:

21 seconds stopwatch time
%36 fps camera speed

756 feet camera-running footage

.756 d%vided by 24 fps (standard camera speed) =31 1/2 seconds of
picture time (as against 21 seconds clocked on the stopwatch).
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Therefore, you will record picture-running ume i you Daily Continuity :

importan t that you establish a compatible routine whereby those technicians
Lou: 31 1/2 seconds.

hill relay to you the vital imformation you require for the editor and vour
records.

N

TIME /FOOTAGE CONVERSIO | ’ & s

T

Footage is the measurement that relates 1o the number of feet of s:xposcd ﬁl: \

as xc-‘fim-xcd on the camera’s footage counter. A 35mm magazine holds ap
s yegistered

st cormpanics prefer to get a general idea of the playing time (picture-
proximately 1 000 feet of raw stock, and the lm runs through the camera at

mnning timme) of a script before the start of photography. To be able to prede-
! , A ermine picture-running time by reading the script is a talent you can develop.
the rate of 90 leel permnute. ctopwalch on when the camera gtarts 10 How? By practice. With stopwatch in hand, you must emote (not just read) the
Should o lorget 1o Sf]_ap )".O‘U} ..htu} ~: ask the camera second assista itten dialogue, and enact the business/action described in the scripu slowly
soll; doo't panic. tmmediately afier ¢ re-ta\ht(: fosomure to minutes and secon walk to thie door: rush to the window—and open it; climb up a ladder; sit down
fopstine Ibouxgc il ShOL Lhc%l C]OI.“e(; ("n‘-VCI‘SiO?) Chart.) nachair; take the time to laugh and cry as prompted in the script. Glance at
(See Appendix B, Conversion A L our stopwatch and note the number of minutes and seconds your perfor-
mance registered. While emoting and skillfully using your stopwatch—when
culating picture-running time—it helps if you also possess an innate sense
FILM/TV SYNCHRONIZATION 3 -
Let us consider a scene wherein a [ilm camera is. PhOL.ngth.g a le[Jr;ZT-:_(;IE;“
television set. Since the standard American television 1s broacllc(lifl‘l;j[_umnéh
30 fps and the camera's normal speed is 24 fps, a t’echnolr?%;xclx lhg Lue]evi.si
mandated in order o get a clear synchronized image t\om_ub‘ o A
screen. One method is: the device of a moving bar over Lh? Su‘('e:n-mg'ﬁ.‘
‘omized TV set which is in sync with a unique playback S'\]SICT\-’ l: when su
fps. This will produce a proper sync wi[‘h the film cgmcﬁi- 1;10‘%?“:(1“612 a:, /
equipment is not available, an allernative method '1?.:_run .I !urne Bl;t this né
fps-—which will synchronize with the nor.m'al te}evuwil PI‘C. : d'ucedwop :
sitates that the viewing speed of the television Gitm be 1?%1 ye "
or digitally—to the camerw’s speed of 24 fps. The conversions
during post production ata post production 1ab.

- At best, total picture time can only be approximated. There is no way of
kowing the pace at which the cast of characters will speak (an actor may de-
Gde to stylize his role with a stutter). There is no way of knowing how the direc-
sstage: vechnique will pace the performance. One can only guess how much
¢ to allow for traveling vehicles, car chases, pregnant pauses, or panoramic
“nery. "I'he accuracy of your pretiming technique is a measure of your profi-
Cy 48 & continuity Supervisor.
There is another complicating factor: constant revisions. Every revised
€ invariably aliers your original timing. Despite the inexactitude of the re-
» Many companies insist on being given a general (if vague) total playing
e of a script before the start of photography. At one time, the major studios
dseparate departmentfor script imers.

:;_ Here’s another caveat: Do not attempt to pretime scripts before you have
C“Teasonable experience as a continuity supervisor. When you have developed
“tnt for proficiently calculating picture-running time—during filming—
-fnigh[ undertake the responsibility of pretiming scripts. A practical sugges-
2 When preparing your script breakdown, practice timing the written
ter Sequences—interior and exterior. Jot down your timings of each master
S and then compare them with the actual picture time durng the filming
€ scenes. See how close your timings came to the recorded filin time.
3 erfﬁl'xﬁing' sCripls is a source of extra rlemuncraLifm: the pay for prleu'ming a
-de:-s Separate from the pay for prep ume. The number of hours it takes 1o
R Laa complete scen’c-by—scenc uming estimate dcp.ends on [h‘c lcngtb of the
FAnd the complexity of the story. Pay for these assignments 1s negotiable.

CONTINUITY SUPERVISING IS
CONTINUOUS

-ccorder
No matter how varied the combination of camerd an(% SOL'mliii:yLsC\?per""” |
are indulged, one indnsty mandate will prevail: The L't)FCt_I12011rjllLliD’ serif ®
be responsible for annotating accarately l.hr, pages ot t_x o ced dur ﬂ
well as the Editor’s Log, with all the variables tl*_un were -Puu- dircrc[(’f-'-
shoot. This data is your lifeline o the editor, and it reflects tie ..
ization for the film.

Ceascless technological advances in camera Ope
frequent communication with the camera as%mlanu, o
other po:.rsomu:l—t-ﬁpccial]y when sr:gmems o.T :1;11.1?15161 =
speeds and/or elements ok compmcnzcd sp(-:cmi/ visud

ration requiré youl
the sound mixe
hot include ¥
Theref )
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“That’s a Wrap!”

d the finish of shooting a sequence, the director is likely to ask you, “Am I
ed?” You should be able to give the answer without hesitadon. But before
ding, refer (o your list of notations taken at the time the director was
Xing and rehearsing the scene (Chapter 4). Every entry there should b=
ked off (done at the time the shot was filmed). You should be sure there is
Tded coverage on film for every bridge shot and/or companion angle.

»
D:]l: assurance that all the requisite shots in a sequence have been duly

€ 1st A.D. will declare: “That's a wrap for this set,” and will announce
S’Che(i_l_ilcd locale to which the company will move.
'€ "wrap” denotes the finish of activity in a given location, at which

Various crafis people gather and “wrap” their equipment to be moved
€r place.

the

\E THE SET
‘ ’&'D' gives the order to strike the set. This calls for the construction crew
ande all the lights and remove all the furnishings of the filmed set. It

- COstly indeed to have 1o reconsiruct the set—or revisit the location—
an overlooked bridge shot or closenp.
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[he word strike is also a command w eliminate a certain character, prop.
or action from the scene. When you hear “Strike the litle girl,” “Suike (he
dog,” “Strike the waiter,” be assured that no violence is suggesied.

At this juncture, if you possess that intangible dramatic perception (or
have acquired it), you might venture a suggestion to the director: a shot that in
your estimation might enhance the scene’s impacl or ensure a smooth editing
wransition. (Be prepared to be embraced or dismissed!) 5

KEEPING TRACK OF THE DAILY DATA

In the course of a day’s shoot, myriad details come within the purview of the
continuity supervisor. But vou will find. by following the guidelines delineated
in this volume: all components fall neatly into place.

The Daily Continuity Log (Figure 9.1) is your personal control sheet—
your bible, so to speak. This record reflects a chronicle of the day’s activity
{rom start to finish:

Q

Every filmed setup. (Each slate number represents a camera setup; when
multiple cameras roll simultaneously, each slate number is listed individ-
ually.)

Every corresponding camera roll number.
= Every corresponding sound roll number.
All the printed takes of cach respective slate number.
2 The recorded picture-time credit.®

5 The recorded page-count credit.®

*NOTE: These totals must not include the timings of any coverage shots. To do
so would give you grossly inaccurate daily totals,

It is imperative to keep your Daily Continuity Log up to the minuge. With
impeccable entries, you are in a positon to momentarily give corfect ANSWELS
to any production-related question. Inevitably, these (|uc’srions-kﬂ1‘ ﬁ&ldﬂé at
you at the most trying time of a hectic day. Keeping up-to-the-minute running
totals in your Daily Continuity Log also avoids your hurried arthm:_:-nc at the
end of the day for completing your Daily Progress Report (Figure 93), and you
will be able to hand this record without delay to the 2nd AD, who requires It
for his/her end-of-day report to the production office. s s

It is advisable 1o make the entries in your Daily Cc)r\lillui_t){_LOg in .Con.-mﬂ.
with entering the necessary data in your Daily Editor's Log (Figure 9.2), Thi
Editor’s Log has to be in the cditing room at the close of each day or the firs
thing next morming—for the assistant filin editor to prepare il

he dailies.

e ——

DAILY CONTINUITY LOG

PRODUCTION NO. /S5 & O pate_ 8/ao
TITLE L o WORK DAY 4~T% B
FORWARD [—‘ | lbs| 23 —[ | /534 /7
Sheot. Call_7:imo A 'g?ﬁﬂ "B E | s - 2] i | s
_ | RC SCENE SLATE PRNT | [..“E._ [IME PACES PAGES
lst Shot ¥ 012 A2 } 1oz d 27 # | . Lal - =
Linch /ov- R oo £ |2 |safe B0 lepx | — | = | B
Ist Shot_R: 2 P 3 34/¢] 72 |2 | .ot] =3 |
Dinner__ 7:e0 -7 30 F ¢34 B2 lpa| - | ‘
st Shor  7: 485 P | ENR 73 / - | |
Gan. Wrap_ 52 P el s | 742 | odltoal 11 1 %
SndwWrap_ ®:5a £ 7 /678 725 12 129 lz.29] 1- ale
Senes Covered | Y 1e)9 |5 25 =
2 1 ERVES Ll 191 s¢ Ze | 4| =
2% w2 por || lolae | 77 17 | 20lowa] =7 |2 35
e e vl age "5 [ 4 | - .|
B Tracs — | | /2| 79 19 |4 250304 | =1 | 2 %
14131 29 80 | |ros 419 -4 | 3
L 14 Y g/ = |
Wrakes =1 Wl 2 22 ! - | [ _
¢ |wuad™es | 4 |10 29| 12 | o %
T Scenes|Pages £, » (583 |4 | - '
Tota] A & | ot .Ki’:‘ﬁ e So | &af| /- :5{/‘?
S:r:p[_ b o 3L 7/9 | |79 > 25 o — | =
Added ! £ ol 2 1 ge |71 = |
Deleted A -] 2o ; 79 13 | - 1
feu Total @) |37/ 2] 3 23 Laox] — T
Shot Prior 23 | /7 22| 43 | g9 | | — ]
Shot Todsy 1] | 9 g | pv| » | 9, |, |- [
Tobate o0 |aprh 2alava | 91 | 4 | aolzuq| —2 |53k
O 2 12%| 78 | 92 |a | .d5|ss4lo-gy |7 %
"“?’4 mn;ar—;q--r-rb -ﬂf _59-? 2 &= B
B2 TE2 | lpel ¢ 23 | s lsor ] 525 -
APD Se. A-uza | p,__,L_)_ B3 | J i [
TOTAL | ksl 719 & 3 | 7%
FORWARD | 2| Ho Al | 20 7
\%__ — —_— _
Figure 9.1




106

—

107

DAILY EDITOR'S LOG

RAP FOR THE DAY

hen all the scenes listed on the day's Call Sheet have been shot and covered,
orwhen the time on the clock signifies the end of the workday, the 1st A.D. will

WILD TRACKS REMARKS

o Y misstared 33 TRE

e
Tantinuily Supervi

e sroclaiim: That's a wrap for today!
DATE 3‘/3 (. L X y g 5 .
TR 14 DIRECTOR The different departments are allotted wrap time for gathering their
WORK DAY LATH ; p i ot 8 :
ROD, NG, IS equipment and preparing whatever daily reports are required of them for the
- sroduiction office. Now is the time for vou to assemble all the data from your
AN . S i o 3 . )
201} 2oL SET SCENE# |SLATES| PRINT|TIME DESCRIFTION - Daily Contnuity Log (Figure 9.1) and complete your Daily Progress Report
= ] : Sean -3 . =
Lr\fth/ﬂﬂ?fﬂ a-g | 20 L4 |S2imesT P .r:”%"rp:z:—ﬁ— - (Figure 9.3).
5 Bl 73 e J Saan ) ' "B
3 ~cEl r o
=l Bapm petjL | 72 Lou A Sseay A ’
2 Bralha T2Fo Lo\ SEnN ATLY PROGRESS REPORT
< P 73 ! 2 Bpr-INBED A
21V &m & 24 | 2 Y| MAST F. S PAVE DASH | ) ) )
—T P& T /N FRom BATHRoo M L the end of cach day, you will give your completed Daily Progress Report to
[Liv &m Jaap gm |16 -/% F’SQ; 2 |.dg LOAST. _SEAN KLBTY — | 2nd A.D., who turns it over to the production office. You may design any
T Beptm - . y . .
| 5 | sxan * ‘HS'L'-:—F—————. rmat for this report, so long as the production office receives daily accurate
| w 2 - & . % aty
| pepRov m —|p7s | & ﬂ/ﬂf‘-—”;f—’ [ecords. FFollowing are guidelines for arriving at accurate totals:
f N - 26 | b ov/SH on CHAT ’ S
2 2. | 77 ¢ TEAE S ihakins
! rx o — —=
5 25 BiT. o,gﬂ;l%"ﬂ‘?{%f__,_ h 1. Page Count. Tally the number of pages shot for the day. If company-re-
— 3 N A ' = s ; . .
| = (9 1291 ¢ L ¥ ::..4 am e | d pages have changed the original total page count (by adding or deleting
MARST. g . [P . . .
| Ly km{BepRm | 21 go | { L.ub€ ﬁ‘%‘o—@ﬁ‘éﬂﬁ%—‘ ji €s), you should use the revised figure. However, if improvisations during
s | = ’ ~ ] e Ooring }.1:1.\-'8 increased or decreased the page total, you must take credit only
; 5ol 7 cu cpar the original page count recorded in the Shooting Schedule and your Con-
1] g - - . . i . -
. 2 T T I P “"': .:.; s thurty Synopsis/One-Liner. Do not revise your breakdown total. For instance, if
T ke & 3
2 Bg3| A f‘g::"r/ "L Egay come3 € director played a full-page scene down to only half the page and deleted
DooR XL~ e " . - +
Bams am [BpsRen | 4tk r gY | 2 | M3 mmae e Zecomar | rest, you must consider the last half of the written page as covered-—to jus-
NmigRol  ——— ; - : :
5 | 2 M,.La_:_m,_ﬂ,._: Py the total page count listed in the Shooting Schedule and your One Liner.
25 | 1 PU 0N 8BS ST - “hversely, if ad libs and extra business extended a half-page scene to a full
" v D . - . i b
[ 77| 3 | Eu cHAr Lo ' P3ge or more, do not count the extra material as additional page length. Sim-

(conN 75 V . 5 B i »
redit only the half-page written in the script. (The terms covered and cred-
are synonymous.)

_CAVE*‘\T: You may find, contrary to traditional practice, that a company’s pol
~ 'Cy today mandates adding or deleting page counts predicated on the daily

warkload. Therefore, always check your day’s totals with the st AD.’s. Both
Te€cords must conform at all times.

£Qr

W Scene Count. Tally the number of scenes covered. If in the course of
L ;

Figure 9.2

MO0 t 1y ) . : :
w oUng, vou found it necessary to append the script scene numbers with A,

» ©lc., do not add these lettered numbers to your original total scene
AL Count {credit) only the script’s original scene numbers. On the other
{1 a,dif‘ c'ompany-rcvi:scd scenes have ah_ered Lhi& original total scene count
: clitions or deletions), you must revise the figure under “New Total” on
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DAILY PROGRESS REPORT

r 2

Shoor. Call 7:30 A Date /.;’0 —

lst Shot g-o04 A Work Day 4%

Lunch five - 2:00 il Prod. Ho. /&5 &0 1
1st Shor__R:a b4 P Title

Dinner Zioo-7:30 F Director__

1sc shoc__ i 46 P

Cam. Wrap §&'5.2
Snd Wrap 5 .2

Scenes Pages Minutes Sectups

.
Total Script A0 3¢ /¥

2
Added i e

Deleted
)
New Total & 37 /3
Shot Prior 22 /7 J17 36 4 b

7 .
Shot Today /17 7 /é 235" —=h5
Shot To Date Ho '?g'ré 24:11 7/
-,
lefe To b0 21 (AR

Scenes Covered W/Tracks Rectakes Remarks

Avb Sa A-d2

; -
Continuity Supervxso

Figure 9.3

the date vou received the change. (See Chapter 6, "Slating Auxiliary Scene
Numbers.”)
 If coverage for, say, scene 25 is not completed in one day, you will enter
der “Scenes Covered™ 25 pt. (part). For as many days as it takes to complete
age of the unfinished scene, your Daily Progress Report will list, under
es Covered: 25 pt. And the day’s total remains unchanged. On the day
the coverage is completed, you will list under Scenes Covered: 25 comp
{_ra_. plete). And on that day, under “Shot Today,” you will increase the day’s
- wtalbyone (1).
3. Serup Count.  Tally the number of setuprs made. Your total will be correct
ou have accurately listed a new slate number for every shot. As noted earlier,
must announce a new slate number, or a letter appended to a scene (slate)
ber, every time the camera is repositioned or the lens is changed. Each
ange counts as an individual setup. And when two or more cameras run si-
Illtaneously, the change of camera position and/or lens—in each camera—
ounts as a separate setup. Conversely, you must not include in your serup total
ick-up shot that only corrects a mistake in dialogue or action. The reason is:
tither the camera position nor the lens was changed—only a portion of the
dtlion and / or dialogue was repeated.

- NOTE: With consccutivenumber slating, be especially mindful to mark PU
- (for Pick-up) alongside the sequential numbers thatwere pickups within a shot.
- Donot include these numbers in the total setups made.

———

———

There is reason for emphasis on the actual total number of setups. It's a
- Qe for the production office: Is the director’s coverage excessive or inade-
&€ for the number of pages shot?

.“_?1 DPi'CLure—RL_mn.ing Time.' Tally the picture-running t'z'me'fc')r the an. Refer
.- Paily Contunuity Log (Figure 9.1). Note that the individual tmings of
; Tminutes and seconds—are recorded cumulatively, and the “Total
e. Brecorded progressively. (See Chapter 8: Timing Is of the Essence.)

o -

<]

>the film that is shot during a given day—developed at the laboratory
8hout the night—and rushed to the editing room for viewing the next
8. This is the film that constitutes the selected shots (circled take nmum-
2 have been printed into positive film, called: “A” Negative.

fough all the exposed film is developed during the night, the unprinted

o f‘“‘Otage is stored for possible future printing. This film is called: “B”
i
€, 5
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TRADITIONAL DAILIES FOR
FEATURE FILMS

Now almost completely supplanted by digital computerized editing, the older
method still exists: The technician viewing the developed negative at the lab
follows the list of slate and take numbers on the camera reports, noting the
take numbers that are circled: shots that are to be printed. All the pieces of
film corresponding to the circled numbers are cut out of the bulk of negative
footage and immediately wound onto rolls that are printed onto 35mm posi-
tive film: A Negative. The day’s sound recordings are likewise transferred onto
magnetically striped 35mm film.

The next morning—upon receiving the printed takes and transferred
sound—the assistant film editor syncs up (synchronizes) all the various rolls of
picture with their matching rolls of magnetic sound—using the slate’s clap on
both picture and sound as the sync mark. This composite is put onto reels.
These dual recls—one for picture and one for sound—become the dailies. It is
this film that the editor begins to cut and splice—fashioning it into the first
semblance of the finished film. Once cut and spliced, that film becomes
known as the workprint, ‘

It is customary with big-budget features to run the dailies in a screening
room for critical viewing by the director, producer, D.P., editor, and other key
personnel.

INTRODUCING TELECINE
(Pronounced: Tella Sinny)

In the early 1990s, the editing of film—for features and television—shifted dra-
matically to the computerized (NLDE) editing consoles: Avid and Lightworks
are two of the most common. As a consequence, a new, vital electronic process
was developed by which film—picture and sound-—is transferred to tape. The
process is called: Telecing, and the transfer is performed at a video transfer
(Telecine) facility. The product can be used for either videotape cassettes Of
digital disks. Now with this transformed mode of tape, the editor can prqceefi
with the editing of movie film via the latest editing systems. The editors
painstaking effort to cut and splice the actual pices of celluloid is movie legend.

TELECINE FOR FEATURES

The procedure for feature films is currently somewhat different than for
filmed television production. For features, the reels of positive film dailies (1_&3
described earlier) are sent to an electronic postproduction house, where—via
the telecine process—the film (picture and sound) is transferred to videotape
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cassettes or digital disks. The video cassette is then used to input or digitize the
dailies into the computerized editing consoles which allows the editor to begin
the editing process. And video cassettes containing the edited film are pre-
pared for distribution to the directors and producers to apprise them of the
film’s progress during the editorial procedure.

After all the editing has been completed, the Negative Cutter conforms the
film to the final cut version. The conformed (cut negative) rolls are then
printed with sound. And it is these reels of prints that are ultimately distributed
to the movie theaters for projection to audiences.

TELECINE DAILIES FOR TELEVISION

For television projects, the procedure for dailies is somewhat different. All the
exposed negative is likewise processed in the laboratory during the night. Butat
this stage, the processed negative is immediately sent to an electronic postpro-
duction house, Here, the electronic technician follows the list of slate and take
numbers on the camera reports, and notes the take numbers that are circled:
shots to be printed. It is these takes only that are electronically transferred from
the film negative to positive images on videotape—via the telecine frocess. Also,

~ during the telecine process, the sound is simultaneously added to the video

and synchronized with the picture. At this point, it is the telecine operator—
not the assistant film editor—who syncs up the dailies. Consequently, the assis-
tant editor's morning job—manually syncing picture and sound for the
dailies—is eliminated.

Multiple video copies of the dailies are made up for distribution. One set of

video cassettes is automatically sent to the editing room to be put into the com-

puterized digital editing console, so the editor can proceed with the editing.
Copies of the video cassettes are then sent to key personnel (director, producer,

- etal.) who view the film—as their time allows—in the comfort of their offices, at

lunch in their trailers, between takes on the shooting set, or later at home. Af-
terwards, the key personnel communicate their critical comments to whomever
is concerned. For most television companies and low-budget feature film com-

_ Panies, the use of a screening room for dailies has been eliminated.

CLEANUP/WRAP TIME

~Itis customary to be allotted time at the end of the shooting schedule to clean
" up your script. This entails making a final, neat, and comprehensive body of
. Dotes for the editor—computer-generated if you are so equipped and skilled.
* Depending on the daily work load, one may sometimes accomplish some script
- cleanup and computer entry of notes (via laptop) for the editor during waits
= while sets are being erected or lit elaborately. However, with present-day fast
! shooting, this luxury often goes glimmering.

1
#
i
i
|
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The amount of cleanup time you will need at the end of a major shooting
schedule——film or television—is an unknown quantity, and a matter to be re-
solved with the production manager. It is advisable to stipulate in your Deal
Memo that cleanup time at the end of production will be paid in addition to
daily wrap time, since the latter is spent preparing daily reports.

10

Continuity Script
to the Editor

You have seen, first, a writer's original script (Chapter 2, Figure 2.1}, then the
same script with the continuity supervisor’s breakdown notes (Chapter 2, Fig-
ure 2.2). Now, in this chapter, you will gain insight into the final continuity
script—a composite record of what has been put on film—the editor’s bible.

CONTINUITY NOTES TO THE EDITOR
At the end of each day, the required procedure is to dispatch to the editor:

Your Daily Editor’s Log (Figure 9.2).

Photocopies of both your left-hand and right-hand script pages which re-
flect the scenes filmed that day (Figure 10.1, pages 118-127).

NOTE: Never send your original pages to the editor. These must remain in
your possession at all times.

. Pages often get messy because of the myriad changes that occur during

shooting. If your pages become too messy, it is wise to get fresh script pages
. and neatly write or hand-print all your pertinent continuity notations, as well as
Tepeat the perpendicular lines delineating the coverage. Legible photocopied

. Pages to the editor are essential.

&

Inasmuch as you are the line of communication between the set (wherever
: that happens to be) and the editor, it is mandatory that your notes be easily

113
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E RIGHT-HAND SCRIPT PAGE/
HE LINED SCRIPT

readable as well as comprehensive. Valuable editing time (therefore companys
expense) is saved when the editor is spared tedious poring over illegible
notes. "

'I (5 the right-hand page of the script you will have recorded the following in-
formation.

=
-
'

THE LEFT-HAND SCRIPT PAGE i >

i Notations of any deviations from the written script in dialogue or action
The data on this page, facing the script page (Figure 10.1), cites all salient that occurred during the performance.

formation pertaining to the contents of every essential shot. You may design.
any format that serves your purpose, so long as the following information is

properly recorded for the editor: V.

Marginal notes of any disruptions in the scene: offcamera noises or on-cam-
era overlaps; also notes an which cover shots eliminate the interference.
Markings at the exact spots on the page where inserts will appear in the

film: a piclure, a letter, the dme on a clock, a gun, a book tide, a newspaper

1. Slate number headline, etc.

o)

Date of shot Markings at the exact spots on the page where sound effects (SFX) occur

in the scene: a phone ringing, a door slamming, a baby crying, off-screen
sounds of hammering, footsteps, thunder, sirens, etc.

Take number: noting prints complete or incomplete; reason for |
printing*
4. Running time of each take. One of the most vital details is the 1‘e_c?"
uming of each take. This notation enables the editor to quickly utlize
out-take that could solve an editing dilemma: a defect the proc
film negative.

Perpendicular lines. These are the editor’s blueprint for cutting the film.
The procedure is simple: At the start of each shot, mark the slate number
and ID; then draw the perpendicular line from the slate number down to
the exact spot where the shot ends: the action or dialogue stopped. Indi-
cate the stop point by a small horizontal line or a tick. 1f the shot continues
o following pages, place an arrow at the bottom of the line, and repeat the
- arrow and the slate number at the top of the next page; then draw the line
- down to the finish of the shot, with an ending mark. All the succeeding
- Pages should be treated likewise.

Camera and sound roll numbers
Lens size {when mandated)

Shot description

Following are standard abbreviations for critical comments:

) _VVhen a shotis interrupted (cut) before completion, draw the perpendicu-
x line and the tick to the spot in the dialogue or business where that take
OPped. (The reason for numbering speeches suggested in Chapter 5 now be-
| les clear: If you cannot take the time during hectic shooting to immediately
the lines, jot down the number of the speech alongside that particular
€ Number. The speech number lets you and the editor know how far each
Ewent. In a calmer moment, you can draw the necessary lines.)

_ FOF continuation of an interrupted shot: place the new slate number at the
0 g point of the pick-up and add the letters PU (for pick-up), then con-
:.,}-le: the line to the finish of the shot. Frequently, several pick-ups will need to
) Made before the filming of the scene 1s completed. Every pick-up spot on

NG (No good)

NGD (No good for dialogue)

NGC (No good for camera)

NGS (No good for sound) 3

HOLD (Good, but not yet for printing. Or instead of the word, an

attached to that number) _ =

INC (Incomplete: NG or Good to the break; jot down speech nu ' a :

other reference mark)

%_t uled line must bear the letters PU

When multiple cameras are used, draw the perpendicular and wiggly lines
¢ same manner for each camera, and designate at each slate number

e h «Ch Camera applies: A, B or C. Draw lines for cameras B and C adjacent to

' L tamera line, Thus, the editor sees where essential preces of film are

M each camera (Figure 10.1: Final Continnity Script).

. L)

*Traditionally, a circle around a number indicates this tak't }]Zé;’ngii
whether complete or incomplete. Some contemporary formats (.".K(—,lmd 3
forraars) add (P) alongside the take number or superimpose @ box ar F
take number instead of the raditional circle.
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NOTE: Some continuity supervisors have dispensed with ruling a line for each
operating camera; they simply note beside the slate number that it encom-
passes two OF MOYe Cameras,

o The wiggly line always evokes the question, “What’s the significance of the
wiggly line?” The explanation is simple: A straight line is drawn through
those speeches and actions that have been filmed, while a wiggly line is
drawn through any off-camera dialogue or sound. This classic pattern pro-
vides the editor with a quick sight reading as to which characters are speak-
ing on-camera and which are off. It also alerts you to spot off-camera
dialogue that may need to be filmed.

IMPORTANT: Make conspicuous notations in the margin of the righthand
script page regarding any mismatches that you called to the director’s atten-
tion, to which the response was: Not necessary to retake. These notations will
exonerate you from criticism later. Also, it will give the editor the opportunity
to judiciously cut around the mismatch, thus saving valuable editing time.

LIFE IN THE COMPUTER AGE

Some continuity supervisors have made the transition to using a laptop com-
puter on the set. They have created an electronic version of their Daily Editor’s
Log; then input information—as it accumulates during the day—directly into
the predesigned blank form in their laptop. After wrap, you may transmit that
form to the fax machine in the editor’s room directly from your laptop, or
later from home or your hotel room. Likewise, the photocopies of your cont-
nuity script notes may be faxed to the editor.

The advent of the fax machine and the computer’s fax ability are enormous
time savers, especially when filming on distant locations. Furthermore, if both
the editor and you are “online” (connected to the Internet}, e-mail messages
and attached files of needed information may be exchanged with lightming
speed.

X
¥
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FINAL LINED CONTINUITY SCRIPT

‘The pages 118 through 127 in this chapter constitute the final lined continuity
script.

NOTE: This sample reflects a shoot that used consecutive-number slating and,
occasionally, two cameras. Observe the perpendicular lines. They convey to
the editor that there is a piece of film for each line; furthermore, the lines
show who and what is on-camera and (per the wiggly lines) who and what is
off-camera. Also observe that the shooting of Scene 7 occurred 41 setups later
than the shooting of Scene 9—a good example of numerical slating.
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Figure 10.1

ACT ONKE
FADE 1IN
/
=2l SipE N1
£y EX®. SEAN'S #RoNF DOOR - NIGHT
AL
It |is late and dark. SEAN comes up with a sultcase mmd
E He is llr(‘-d He unlocks the door and &eq A&
enjers. He is wearing a Hawaiian shirt apd slacks. ?f‘
7 L
2, INT. SEaN'S[LIVING ROOM - NIGHT Vi ‘lce 24
The lights dre out. Sean enters. He yawns. He 1s tired
and wants tg go rieght to bed. lie sets down hls,lm_ then, AR
as he heads |toward the bedroom,
Caosnallu ¢ 3+ + ﬁhu-ﬁp@:—-ae-h. He gnters the
¥ /f
> Bl wa? 7. S B Jees
2, INT. SEAN'S BEDR{UM - NIGHT TE aM
fim ,‘,_(,flf PATS, $:75 ow #a~arm, Ao mod &5 SHess ,
”.
The lights ade oht. Sean esters, :'
e : ; Down to bis shorts,,he A T-£e

si1ghs, yawns | then slides igto bed, stretching out.
After a beat | a female arm domes lovingly across his
chest and a gweetl female vojce says. .. 2
=nEes 7

CELTA'S [VOICE (0.§.)
I lpve gouA

a8

4. WIDER ANGLE

Sean's head g
nose Lo nose
Easps. Sean

toward the volce. He finds himself
a lovely ypung bride, CELIA. She

| o Yadl
SEAH plan w
%

She grabs the|blankets up arfund her.
Y

5. ANOTHER ANGLE 7“‘,,,;

DAVE, the groom, bursts in freom the bathroom. He wears
a bathrobe. Light compes in from the bathroom. ‘/I

(CONTIRUED}

Tipt: Right-hand page
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e {Cont. ) Ak
BAVE
=3 Hlby what ig L%
2 “Z Y
74 2 82 ¢ BZA i
/- _5“_,74{ g ANGILE ON SI-:
e LS He| is balfwa} out of bed, still not certain what this is all
abput, He whips his pead around to look Lowards the new voice.
It| has all hjappened ih a split second. We [FREEZE FRAME

ching bi in an aw ward , halfway out of bed.

7%

COT T
"
T2 g Bige -1+
IRT. SEAN'|S LIVING ROOM - NIGHT (LATER THRT Wie~T)
o 14 P
S¢and i and Dauve are there in robgs. MOE is there in
umiform. ave is holding bhis arm protectively around Celia.

,‘t.r’
WOE (preloris forica caxd)ph,
ou wahna press charges, Doc?

74 DAVE HoTd To A0 ITeR
‘ WoTd Te dvI72f
you mean? _}ig attacked V$E covigachk axp

0] sk 0.5, L/irES 7o Covet
W MNE mASTER Soon P

HOE

Fou of your rlgth )’ou wAave
T Te B8 A/~ S/ & T,

SEAN

altack her. I just got
“ith bher. z77% ry Asp .

ANMGLE ON FRONT DOOR 7 4

@ - MRS ; o
W AR ] . GRUBE 1e1.5 hersel Celia comes up to her, cuiﬁﬂf
CEL1 )/. VKK HERE. IN HAIR
Gruber, tfapk goodness,. Will
ou te‘l them Fou rented it to us?
hey don't beligve us.
GRUBER
(sees Sea)
Woat are you dbing here?
SEAN
live here.
(CONTINUED) [ 4
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Fu pavd

yf THIN 7o Mk

{(to Grub

T )
ented my [apartment %ithout
rmission?
MOE
(to Grubegd)

have the rdght to rehain
. TP T AT PRV AR

@w’nf B

SEAN o,

Mug, reod, M

L oo .
£ smyr VO

hut up, #~
GRUBER

Jamison, 1f you'd Ju
listgn to reasfn. |

his younglcouple s

L once
my propekiy
on their

77
@ Corrrf /3

CEL1
And |our reservgtions fel

through
T hotels e packe
them sipting on bench, .,
r weddi night. ‘i-ﬂ-u——e&i-d—((ﬁo...lr»/o— TxaT
e Bway , _being ja romanti
1"":.‘2% t em:gf {'_5 h

ere.
SEAN

2
For aymddest f(e ,['_Tlo douh j [L qjsdmhj

(GONTINUED)
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GRUBER
Jus breakage deposit.
ying to expglain thisp
Vel Y was et tHinking abbut Mok
the Gight of my thifrd wedding.
Maribp wgs a gymnasd
CELIA
{gearfully)
What a we going to do?
DAVE
I guess| we'll bave g0 leave.
SEAN ™
lentin PE Lilied
Wedel 7. . No. Yog)ca 't leave P -yeY s 77
the e of the night. '
sleey api-tbro—aofm: o dalon
9 bave bodroowm, PYAR THELECoN THE KoSert:
il 4 A J
[herq is silende 45 Uride andlgroom exfpange glances.
Fhep lobviously fdor 't lwant Sea$ so clos@ by.
b
,e
EAN e hED
wdrwsme,won” {gEBLiNE the mbssage) TeL s
A0kay / 1'%1 ¥ind sompplace, se€)
2z
(quffc 2’)3% Z LA
There}s o room at #y place. . 4
(ReRpovrive cvuf ¥ RS

AN
I wouldnjt frust yot, anyway
B xe&s Koy, E"ﬂﬂ' e o
Doesn/t #nyPody want to be informed
of thyir ts?
ke
DISSOLVE: %
S/
INT, REQEPTION ROOM - DAY  (NEXT MoRyinE) P-a
PUNI ad justs some Ilov(zggg’{’r{ a vase, picks up the vase and
starts with it jowards Sean's office. DR, CHAFFEE enters,
chse Akt
CHAFFEE
Good morning.
PUNI
Morning, Dr. Chaffee.
(CONTINUED) *
Vv
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3

makgs

A7
/
]

T RS
Puni |

CHAFFEE
I've told you and told you...

stop putting Ilowers around.

PUNI

But Doctor, this is Hawaii.

I don'

CHAFFEE
t care. They're full of

pollen. They'll make my patients
sneeze,

a face.

Puni locks after bim and

b2

8/ s
S£o /¢ Sc. 10,07 by orwerATES o)
"-Rt-—‘v- (- 1A }71(‘¢£24,— ﬂ. = ¥anhoe 5? e
J"Cfrrf = .24 WJW MR E a-{)/ AT ENTE SANEFETE ... AcHao! P
@50‘-2{ e K T i LS, T Sdans errics. CUT TO: v

Senn‘

NT. SEAN 'S OF

Puni enters and
ANOTHER ANGLE

0n the mofa whg

F o

ICE - DAY (memni~&)

wWemring g

sets the vase of flowers gop pis desk,

rumpled sport shirt and pants, is stirring
re he apparently has spent the night.

PUNI

Dr. Jamison, what are you doing

beref?

I've
night

Ohhh

But ,

SEAN

(stretches, feels back)
been asking myself that all

-(rubs back again)

(gets up)

PUNI

Doctar, why couldn't you

sleep in your own bed?

SEAN

It was two against ocne.. .

CUT TO:

D-a&
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WARDROBE OUTLINE

TITLE Time Breakdown /‘/-/

Scene Nos, Sets Date Shot
v EXT xndﬁ&mr Dook 8/r3
L SEAN L/vio& Roor /20
3 L Sean BepROO M 3/z0
N ANGLE BatiRoom (LITE) 8/z0
& SeAN BePRoor &/ ro

CHARACTERS
S&EAN CELA

ie;u/uaé ﬁm«/ ;Zﬁm

VMMMW

WW

D/z 2

A

T

Figure 10.2
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WARDROBE OUTLINE

TITLE Time Breakdown a-/—(WE‘f)
Scene Nos. Sets Date Shot
X SeaN LiviNe Roor) g/ 2/

CHARACTERS
SE=a9 CELIA

gyl g
me;u-z

W?/'My

CRUEER

WM@«—W

wu&m/w
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WARDROBE CGUTLIRNE

Scene Nos.

RECEPTION Ro0M

TITLE Time Breakdown Q-'g

Date Shot
g/

YA W74 SEAN CFFICE £/7¢
CHARACTERS
SEAN PUnN 1

S 10 Ro FEANS terdn) M -
ey éay1ii;;/‘70

fect [k grord PhoT pobt| Lowemilon v 0K frrnd)

e £5

CHAEFLEE

c:A;z/Lc,‘ ﬂZ&QﬂJé /gL‘A;’k
Blee shin” .
betpfpat oo T

PRODUCTION STOCK SHCTS

re will be times when principal and second unit photography will be re-
ed 1o shoO Ot cerain scenes as STOCK SHOTS (Figure 10.3). This is more

When st ek shots are filmed (usually without a script), it is your responsi-

bility to corm ppose a comprehensive description of each scene, including the

. The practical method I suggest is to number the shots consecutively,
ingwith: 1, and precede each number with an S (for stock): $-1, S2, and so
Attach thiis list 1o your continuity script, and forward copies to the cditor

4nd the produaction office. Itis advisable that you communicare your particul::+
format to the 2nd unit continuity supervisor.
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TITLE:

SLATE #
5-1

50 ft.

75 ft.

PRODUCTION STOCK SHOTS

DATE:

EXT. MEDICAL BLDG - DAY.
Unmarked blue Ford pulls up to curb L-R,

stops. Smith driving, Jones alongside.
Both get out, PAN their walk across side-
walk, and HOLD as they go into the building.

EXT. MEDICAL BLDG - DAY

Unmarked blue Ford parked at curb R-L.
Smith behind wheel, Jones alongside. Both
get out. PAN their walk R-L. EXIT into
the building.

EXT. MEDICAL BLDG -DAY
Start UP ANGLE on Medical Insignia - PAN
DOWN Lo Long Shot of Street. A
Ford parked at curb R-L. Smith is behind
wheel, Jones alongside. Both get out and
EXIT into the building.

EXT. MEDICAL BLDG - NITE

Start UP ANGLE on Medical Insignia (as
above), PAN DOWN front of building to
Long Shot on entrance doors. Smith and
Jones come out of building and cross to
parked car at curb (R-L). They get into
car: Smith at wheel, Jones alongside.
Start motor and drive away H-L.

Tk-1 Camera late panning.
Smith did not start motor.

Tk-2 Okay

Figure 10.3

PAN UP along front of build-
1ng and HOLD on sculptured Medical Insignia

Blue unmarked

11

Dynamics of the
Camera

I ;e preceding chapters have delineated the continuity supervisor’s role with

‘thodology with respect to the performance in front of the camera; and your
ble relationship with the director.

OF THE CAMERA

‘era technology isin the domain of the camera personnel and the director.
e It will benefit you to be somewhat conversant with the elementary princi-
Ple - . . . « I

S8 of the camera in connection with shooting theatrical and television films.

it

1§rls is an optical device on the front of the camera which transmits light
"C mage) into the camera and onto the film. It contains a variable opening

.Ffum) which regulates the amount of light allowed to pass through.
-"-'_n is gaugted in fmlhmc.ter_s: 35mm, 16mm, and 8mm denote the most
on dimensions of celluloid from which film is manufactured. In years past,
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motion picture photography was shot with 35min cameras, while docume
taries, home movies and student projects were shat with 16mm or 8mm ean
eras. But those classifications are now out-dated. The advent of mode
readily available, lightweight, inexpensive 35mm {ilm equipment and uliraf:
film stock—as well as digital video technology—are supplanting all the earljer
formats. Feature motion pictures, as well as a large percentage of television
programiming continues to be made on 35mm film. Increasingly, video—in all
its various home and professional tape formats—is replacing those smaller film
sizes. Also on the horizon is the new American HDTV (high definition, all dig
tal wide screen). In the not too distant future, digital imaging will be standar
modus operandi.

Focal Length is the gauge of a lens pertaining to the distance between the
optical center of the lens in the camera and the subject being filmed. The di
tance is referred to as the shot's field of view. Lenses come in a variety of foca
lengths, which are measured in millimeters. The standard equivalents are
follows: y

" (0 as Wide Angle, Full Shot, | ong Shot, and Extreme Long Shot) - the images pro-
~ jected on the screen appear smaller to the audience. That is because the
~ subjects are seen from a distant perspective.
The higher the lens number, the longer the focal length, and the
~ shorter the depth of field. High-numbered lenses project a larger image
on the screen (for a given screen size), bringing the suibjects seemingly
closer to the audience. Such shots are referred w0 as Mediwerre Shots, Close Shots,
and Close-ups.
llow Focus: Means adjusting the lens for changes in distances as subjects
 mave away from or toward the camera; or when the carn€ra moves o fol-
low the action. The camera Ist assistant (sometimes called the focys puller)
' controls the focusing apparatus when such shots are executed. If focus is
~ not followed to maintain depth of field while one subjeCt is in the fore-
~ ground of the shot and the other is in the background, the subject in the
- background may appear fuzzy because it is in soft focus. At times, such im-
- ages may be created intentionally for filmic effect.

~ When both the background and foreground images are sharply de-
. fined, the shot is referred to as having split focus.
top: A geometric measurement denoting the size of the OP(‘Jnil’lg (aperture)
. of the lens, through which the light passes to the film. A dimly lit set re-
i . quires a lower fstop number on the lens to allow more light to pass through
~ to the film. Conversely, bright light situations require higher fstop num-

' bers to lessen the light reaching the film.
'j“P= Refers to the matching of transmitted light from shot to shot.

m Lens: A lens designed with a variable focal length, which gives the cam-

- era the capability of attaining different perspectives ancl image sizes with
- the simple touch on a lever while the camera is rolling.

. #lephoto Lens: One that can bring an image into close view and focus from a
. Breatdistance.

25mm =1 inch
50mm = 2 inches

I

!

»

e 3 I
75mm = 3 inches "
100mm = 4 inches

[

There are also sequentially numbered lenses gauged below, between, aig
beyond the numbers mentioned above. The lens size determines the size .Of k
image that is projected on the film. Technically, though, the size of the Ima
is also predicated on the placement of the camera. For example: a lOOm.m lens
on a camera positioned a substantial distance form the subject may p.mje?-,’* ;
image approximately the same size as that projected by a 75mm Jensn a
era positioned closer to the subject.

-REEN (CAMERA) DIRECTION

e

NOTE: Some companies may require you to record the lens size ‘Jf_":"”)' shoS
Do so if you must. But it is patently unnecessary because that detail is .'1_11mmal—l
ically recorded on the camera assistant’s daily report. That being said, .how.:
ever, I refer you to the important note in Chapter 13, “Mastery of Matching, =
page 175.

S

\ .Crm screen direction (also called camera direction) r<fers to the move-
i ,il-OfS“bjﬂcLs within a frame of film—as they move from sidl€ to side (left-to-
) (LR) and right-toleft (R-L); then toward the background (BG) (away
amera); or toward the foreground (FG) (toward camera).
L JPunain yourself (o visualize a movie set in relatiorn: £O a frame of film,
i always think in terms of screen (camera) direction:. And the concept
€ mdelible i your mind.

Focus: The point at which a lens produces a sharp image. |
Focusing: The act of making a precise lens adjustment Lo ensure _[h?_oh
sharpness of the image. [n focus means that the projected 1IMage lhd :
defined. Out of focus means that the projected image is not 'shaﬂ)_“{l_ aIl =

Depth of Field: The area {spatial distance) in front of the lensin w,hlL_ 1‘.' e
ject will antomatically be in sharp focus for a given aperture !’P?“',
The lower the Jens number (25mm vs 75mmy), the shorier gt .

i e s are
length and the longer the depth of field. e ibead R .
| In such shots (r

T lel 18 4 threewalled area: there is the left side of thie frame, known as
. ft (CL), the right side of the frune, kinown as carzeera right (CR), and
tNICK 1 v - - — = . = e

W oriund (BG) of the frame. The camera and the audience are the “fourth

_When
1 shiooyg

all
sl’mmmg‘ mleriors, the background limit is @ wall or a siruciure.

for shots that encompass a large area ol the scene. ng exteriors, the background limit s detecmin el by the camera's
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cutoff point: the most distant point at which the camera lens can hold the
image in sharp focus.

INSCRIBED AREA

‘What the camera sees (what the frame holds) is referred to as the inscribed area.
More specifically, the inscribed area is the space that the image takes up within
a single frame—from side to side, top to bottom, and in spatial depth—
whether the image is in wide angle or close up.

Every movement of the camera, however slight, creates an image change.
Any change of lens size creates an angle change. Each modification alters the
inscribed area. As continuity supervisor, your criterion at all times is what the
frame is holding in any given angle: how the image is seen in the camera, not
how it appears in your normal field of vision. It is your prerogative to peer into
the camera to make sure that the shot description in your script notes is ab-
solutely correct. The expediency of the Video Monitor (see Chapter 5) may
not always provide exactly what you need to verify the inscribed area. ButI cau-
tion you to use your prerogative wisely so as not to ruffle the camera operator.

IMAGINARY LINE/ACTION AXIS/
180° RULE

The filmic principle that dictates the placement of the camera within 2 given
spatial sphere is referred to as the imaginary ling, the action axis, or the 180° rule.
A stationary camera on a tripod, moving its head left to right or right to left,
pans a semicircle of 180°. The circumference of a circle, of course, measures
360°. The camera’s viewpoint from a stationary shot predicates the principle of
the 180° rule/action axis/imaginary line of that shot.

The concept of the imaginary line can better be described as a theoretical
thread drawn across the scene extending between the line of eye contact of the
two subjects closest to the camera on each side of the frame. Therefore, the
camera position for all component shots—for that inscribed area—must bc
confined to the space prescribed by the imaginary line. Thus, congruity is
maintained when intercutting the related shots (Figure 11.1). Should a com-
ponent shot be made with the camera having crossed the imaginary line, the
image on the screen will appear in reverse (Figure 11.4). o

The only time that crossing the line will not disturb the flow of continuity 1S
when the camera follows the subjects’ movements within the setup, panning
and dollying with the action—or shooting with hand-held camera. So long 25
the camera and actors are in movement, there js no commitment to an imagr
nary line. However, should the camera and the actors stop at a given point while
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the dialogue continues, that stationary angle imposes a new imaginary line. And
if the director decides to shoot close-ups for that stationary portion of the scene,
then the component cover shots will have to adhere to that fixed imaginary
line.

CROSSING THE LINE
Example 1

Let us say that a master 2/8hot (Figure 11.1) is covered by two single closer an-
gles. In Shot 1 (Figure 11.2), the camera is focused on Character A looking CR
to Character B. In Shot 2 (Figure 11.3), the camera is focused on Character B
looking CL to Character A. But if the camera were positioned incorrectly for
the latter shot (having crossed the line), then—screenwise—Character B would
suddenly be looking CR, the opposite direction, even though the character and
the chair remained in exactly the same position as in the master shot (Figure
11.4). This shot therefore cannot be intercut with either the master 2/Shot or
the close-up on Character A.

Example 2

Let us visualize filming a vehicle that is traveling the road left-toright (Figure
115}, and it is later filmed traversing another location, caught by the camera
positioned on the opposite side of the road (Figure 11.6). The vehicle will ap-
pear on the screen as though it is suddenly traveling in the opposite direction
right-to-left instead of lefi-to-right to conform with the established traveling pro-
gression. If these two pieces of film were joined in editing, the screen would
show the car in the first shot and the car in the second shot traveling toward
§ cach other. In other words, it would appear to the audience that the same vehi-
~ cleis headed for a collision with itself (Figures 11.7 and 11.8).

In the course of shooting a film, you will sometimes encounter disputes
;- over this technicality. As mentioned earlier, there are rule-breakers among
~ filmmakers. Your expertise notwithstanding, the final decision rests with the
- director. All you can do is make a conspicuous notation in your continuity
* script to let the editor know that you mentioned this collision course to the
director.

Adherence to the imaginary line used to be an unbreakable law. But in
today’s cinematic climate (due to ignorance, indifference, or, perhaps, the cre-
% ative desire to move beyond the rigidity of the old rules) the discipline has
£ been knocked off its pedestal. Curiously, audiences have become accustomed

A% 0 the bizarre cuts and jumps. And some directors deliberately cross the line

B for stylistic, filmic effect.
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Figure 11,1 Camera positioned on opposite side of the

road, now shooting past the driver, makes
the car travel R-L (reverse direction).

Car traveling L-R, camera positioned Turn page upside-down to see direction
shooting past the passenger. from the point of view of this camera.
:
Imaginary line :
! Figure 1L.5 Figure 11.6

. Figure 11.7 Figure 11.8

Shot 2

: When these two shots are joined in editing, it appears that the one vehicle is headed for

y

ra collision with itself,

R,

TR TR T

Camera crossed the line and created 2 )
reverse shot. B's1ook to CR is wrong. This
shot cannot be intercut with either the
master 2/Shot or A’s close-up.

Shot 2

T e o " ST o
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PROGRESSION

The principle of camera progression is the maintaining of an uninterrupted
flow of movement in the same direction from one shot to the next. In other
words, if it is established at the start of a sequence—that subjects (persons,
animals, vehicles) will enter a shot via camera left (CL) and exit the shot via
camera right (CR}, or enter a shot camera right (CR) and exit the shot cam-
era left (CL)—all succeeding shots connected to that sequence must main-
tain the exact same progression, until the action stops at a predetermined
destination.

No matter how far apart the locations of the continuous shots may be, or
how differently the shots are designed—high angle, low angle, or side angle—
the established continuity progression must be maintained throughout. If kept
within the traditional cinematic tenets, this technique conveys natural progres-
sion to the audience. If it is violated in any one of the successive shots in a se-
quence, the result is a disconcerting picture—with subjects’ moves appearing
to flop from side to side on the screen.

CAVEAT: In today’s filmic arena—fostered by music videos, TV commer-
cials, etc.—there is less adherence to conventional dogma of smooth editing.
Audiences have become inured to all sorts of radical and outrageous camera
cuts that violate the time-honored principles of screen direction. When you be-
come a seasoned continuity supervisor {indoctrinated with traditional filmic
tenets), you may venture to suggest to a less seasoned director to shoot a pro-
tection shot (a direction-neutral angle or a complete cutaway) that may be
needed to salvage an otherwise jerky sequence.

Clean Entrances and Exits

It is mandatory that subjects make a clean entrance (from outside the frame)
into every shot—and a clean exit (to outside the frame) from every shot. The ed-
itor cannot preserve the flow of uninterrupted progression if a moving subject
does not completely clear the frame at the end of a shot or is in a still position
in the frame at the start of the shot immediately following. Experienced cam-
era operators are cognizant of this principle and will not switch off the camera
before the subjects have cleared the frame (Figure 11.9).
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Figure 11.9
PROGRESSION:
Clean Entrances and Exits
Right-to-Left Left-to-Right
Location #1 Location #1

¢ < &

Exit CL Enter CR

Location #2

Exit CL Enter CR

Location #3

Enter frame at CR,
stop at destination

Enter CL Exit CR

Location #2

L— [

Enter CL Exit CR

Location #3

Enter frame at CL,
stop at destination

% gt 4 Y
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The Chasing Action

When two characters are moving in the same direction (Figure 11.10)—stalk-
ing or chasing each other (left-to-right)—each character must make a clean
entrance into every shot and a clean exit out of every shot at the same pace as
in the preceding shot. This progression must be consistent, no matter how far
apart the individual location sites may be, or how much time elapses between
shooting the number of setups called for in the sequence. Also, be aware that
the locations involved in a chase sequence are often not shot in the order de-
picted in the script. Therefore, every segment of the chase must be unerring in
progression continuity.

i Vi SR B TSI i T

Figure 11.10

PROGRESSION:
The Chasing Action

Location #1

v

Enter CL Exit CR
Location #2
[ N A
— >
Enter CL Exit CR
Location #3
n r "
— Y D

Enter CL

Exit CR
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The Converging Action

The same strict fidelity to progression applies when characters or vehicles are
supposed to be moving toward each other. The progression will be as follows:
one will move left-toright (L-R) and the other will move right-to-left (R-L). In
every setup, each subject will make clean entrances and clean exits. At a point
in the story when the subjects are supposed to come together, each will make
the proper entrance from opposite sides of the camera and merge into the
same frame (Figure 11.11).

It all comes together in the editing department, where every separately
filmed piece will be assembled into the correct sequence. And the result will be
a suspenseful episode on the screen.

Location #1

Figure 11.11

PROGRESSION:
The Converging Action

Location #1

> ) (3 /3 &

Enter CL

Location #2

Exit CR Exit CL

Enter CR

Location #2

Y = {3 /= <

Enter CL

Exit CR Exit CL

Location #3
@ W

At destination, two characters
enter frame from each side of
camera and meet

Enter CR
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Direct Reverse Progression

placed in a reverse posmon For example: A couple enters a large room whem_'
a partyisin progress; in the background is a table with punch bowl and glasses,'_
The camera is focused on the couple’s backs (Figure 11.12) while they walk to-

ward the background table (away from camera). At a certain point in th‘if
walk, the director will cut the shot: (1) to reveal the couple’s identity to the'ay-
dience, or (2) to shorten the length of the walk for timing purposes. E:tﬁgr
purpose requires another setup and placmg the camera in reverse positio i
crossing the line. Here, the camera is focused on the door—which is no

the background shooting past the table in the foreground (Figure 11. 13), and

the camera is holding on the faces of the couple. Observe that this angle Te-

verses their posmons seen on the screen: in the first shot, the man ison CL and‘

the woman is on CR; in the reverse shot, the man is on CR and the woman is
on CL. As the couple continues their walk (moving toward camera) to: the
table in the foreground, the illusion of uninterrupted progression is cinemati-
cally maintained. Audiences accept this reverse technique as normal progres-
sion within the scene.

Figure 11.12
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Establishing Geography

When designing sets for a film production—whether on a studio soundstage or
at outdoor locations—the art director provides a blueprint for the director and
the cinematographer. This rendering depicts the various set locales in relation
to each other from a key point of view of the camera. For instance: the area de-
picted is a small town (Figure 11.14). The bank is to the left of the store and to
the right of the church; the farmhouse is to the right of the church and 10 the
left of the school. Once this geography is established, the screen direction—
from left-to-right and right-to-left, for all the entrances to and exits from these
sites—must conform in every shot. There can be no deviation. The audience
becomes oriented and identifies with the characters’ comings and goings to
and from the various locales. When the rules of screen direction are strictly ad-
hered to, it does not matter how disjointedly (out of continuity) the scenes
have been shot; ultimately, the film editor will orchestrate every sequence into
flawless continuity.

Doubtful Progression

Occasionally, a problern arises: There is uncertainty as to the progression of a
scene from one setup to another. Did the character exit the previous shot cam-
era right (CR) or camera left (CL)? Another problem occurs when proper en-
trance into a setup cannot be made because of crowded space. To overcome
this predicament, the following technique was devised:

1. Start close-up on the back of a subject—blocking (filling) the screen to
create a momentary distraction. As the subject starts to move away from
the camera, a different scene is revealed. The subject may then proceed to-
ward CL or CR as required for the scene’s progression.

2. Reversing the above: Start close-up on the front of a subject’s torso—
blocking (filling) the screen to create a momentary distraction. \s the camn-
era pulls back (dollies back or zooms out) o a wider angle (niﬁti}_tlm or full
shot), a different scene is revealed. The subject can then move 101’W3.Id lo-
ward the camera to either CL or CR as required for the scene’s progression.

Cross-Country Progression

1s to the design of

The progression for cross-country travel customarily conforn : R)
. fto-right (Lo

the United States map: west is CL, east is CR. You are waveling le

when going from Los Angeles to Chicago or New York, and you (a8
i s ) : o i 1oeles.

right-to-left (R-L) when going from New York to Chicago or Los Ange

are traveling

il T S

Figure 11.14
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Eyes-Following Progression

The geographical position of the camera that is shooting a parade or a moving
vehicle determines the way viewers' eyes will follow the moving subjects. For in-
stance, let’s say the camera is photographing a parade or a procession along a
street—marching rightdo-left (R-L). If the people viewing the parade are posi-
tioned behind the camera (unseen by the audience), then another shot with re-
verse camera position will be made to reveal the people at the curb viewing the
parade. The eyes of the parade viewers will move left-to-right (1-R)—the reverse
of the parade movement. To ensure the correct looks from the watchers, it is
customary to have a person (usually the 2nd A.D.) walking behind the camera,
holding up a flag, moving in the same direction and at the same pace as the pa-
rade. When the two pieces of film are judiciously intercut, it will appear to the
audience that the people are watching the parade in proper progression.

Entering from Off-Camera

The illustration, Figure 11.15, depicts a hypothetical scene to demonstrate a
wide-angle master shot, starting with six people seated at a table; and their sub-
sequent movements. During the playing of the scene, each character rose and
moved in the direction indicated by the arrows. As each character moved to-
ward and stopped at a respective door, the shot was cut. From this viewpoint,
each character must then make an entrance into his/her respective closer
angle—without causing 2 directional mismatch or jump cut. The illustration
shows from which side of the camera each respective character must enter to
proceed through the door—while preserving cinematic continuous movement
from shot to shot.
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Figure 11.15

SCREEN DIRECTION
Off-Camera Entrance

1. Move R-L 1o Lbg door.

2. Move L-R to Rbg door.

3. Move X-Room R-L to center door.
4. Move X-Room L-R to center door.
5. Move R-L to fg, exit past CL.

6. Move L-R to fg, exit past CR.

1A. Closer Angle on Lbg door; enter
from behind CR.

2A. Closer Angle on Rbg door; enter
from behind CL.

3A. Closer Angle on center door; enter
from behind CR.

4A. Closer Angle on center door; enter
from behind CL.
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Going through a Door

To maintain the semblance of uninterrupted filmic progression—while bring-
ing subjects through a door—mandates precise positioning of the camera on
both sides of the door (Figure 11.16).

Shot 1, Exterior (Frame 1): The character is walking left-to-right (L-R) to-
ward the door. When the character reaches the door and starts to open it, the
shot will be cut. Screenwise, when the camera is placed correctly inside the
house it will ensure the continuous movement of bringing the character com-
ing through the doorway and continuing to move into the house.

Shot 2, Interior (Frame 2): The camera is positioned on the appropriate
side of the door. When the door is opened, the only direction from which the
character can enter the shot is from camera left-toright (L-R). Thus, continu-
ous progression from exterior to interior is maintained.

Shot 2, Interior (Frame 3): Take special note. The camera is incorrectly
positioned at the interior side of the door {see broken line). On the screen it
will appear that—in the middle of the doorway—the character is walking in re-
verse direction: camera right-to-left (R-L). There is no way that shots 1 and 3
can be cojoined for continuous movement.

NOTE: Here’s a hint for ensuring flow of progression when going through
a doorway: Whichever side of the door is shot first, make a note (or a diagram)
indicating the placement of the doorknob: either on CR or CL. Then, when
shooting the opposite side of the door, check to see that the doorknob is placed
correctly on the direct opposite side of the door. Ifin shot 1, the doorknob was on
CR, then in shot 2 the doorknob must b ont CL. Study Figure 11.16.

There is a filmic convention that can technically preserve progression
through a doorway: End the exterior shot (Frame 1) with the opening of the
door and make a clean exit from the shot into the interior. When filming the
interior shot (Frame 2), start with an overlap of the door being opened from
the exterior. In that way, the editor has footage on both sides of the door to ef-
fect the smoothest transition.

An exterior scene may be filmed at an actual outdoor location, while the
corresponding interior scene may be built and filmed on a sound stage or at
another interior location. The filming of these individual scenes may take
place days, weeks, or even months apart. Whichever scene is filmed first—the
exterior or the interior—be sure to notate the screen direction of the initial
shot; also, carefully observed where the door hinges are fixed. If in the first
shot, the hinge is on CL, then in the second shot, the hinge must be on CR.

The technique of properly setting the camera to maintain consistent pro-
gression applies equally when going through interior doors from room to room.

Figure 11.16

SCREEN DIRECTION
Going through a Door

Shot 1
Exterior left-to-right

Shot 2
Interior left-to-right

|

Shot 2
Interior right-to-left

Camera on wrong side of doorway
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JUMPS ON SCREEN

When props within a shot are incongruously juxtaposed from one angle to an-
other, jumps occur on the sereen. The illustration (Figure 11.17) depicts a cou-
ple seated at either side of a table with a candle placed in the center. If the
master 2/shot is to be covered by two single close-ups, it must be determined
beforehand “who gets the candle?” It is a cinematic dictum that the prop can-
not appear in both close shots. If the candle is included in both shots, here's
what will happen: when cross-cutting the dialogue between the man and the
woman, the candle will appear to jump from one side of the screen to the
other: from camera right (close shot on A} to camera left {close shot on B).
Consequently, the audience’s eyes will gravitate to the glaring juxtaposition of
the candle on the table. Such filmic distractions cause diverted attention from
the couple’s important dialogue and dissipate the dramatic impact of the scene.

Figure 11.17

Master 2/shot

Close shot—A

Candle on CR
Close shot—B

Candle on CL




156
SPLIT SCREEN

The split screen is a trick shot that projects more than one image in a single
frame. This technique has been practiced since the early days of filming. Split-
screen is used when actors play dual roles, or when the director wishes to effect
a composite of different scenes in one frame. Today, most all such special ef-
fects shots are done digitally via image-manipulating computers.

12

The Concept of
Coverage

As mentioned in Chapter 1, scene coverage means the breaking up of a filmed
master shot into a variety of camera angles and closer shots. The concept of
coverage is predicated on the theory—evolved by early filmmakers—that punc-
tuating a master wide-angle shot with closer angles and different camera view-
points heightens the impact of a filmed performance.

- TECHNIQUES OF COVERAGE

In order to achieve the dynamic of coverage, the strategy evolved was: cut out a
section of footage from the master shot, and strategically cojoin (splice) the
gap with the piece of film from the close shot. That is feasible in principle. Butit
poses a daunting task for the actors: to repeat their action and dialogue in the

; close shot with impeccable fidelity. And the actors’ dilemma was compounded
‘ }Z in view of the fact that close-ups have to be filmed separately and at varying
% times: Close-up shots require strategic positioning of the camera with regard to
¢ the background, as well as special lighting (particularly on the actresses).

THE PURPOSE OF COVERAGE

#& As mentioned earlier, the breaking up of a continuous master shot is to accen-
[ tuate a dramatic or significant element in the scene: a shot of another charac-

B ter’s reaction to a speech or a piece of business adds a new dimension; a big

157




158

close-up of a menacing weapen held by the hercine—or aimed at her—
intensifies the suspense.

Another objective for coverage is to improve the tempo of a slow-moving
performance: By punctuating the action with different angles and close-ups,
the editor can accelerate the pace of the scene.

The province of coverage is the director’s domain, while the province of ac-
tion and scene-matching falls within the purview of the continuity supervisor
(Chapter 13: Mastery of Matching).

SHOT SIZES

The illustration (Figure 12.1) gives an overview of shot sizes relative to the
image captured in a frame of film. The designated terms and their abbreviations
are more or less standard.

COVERING MASTER SCENES

The director has to design the master scene so the coverage can be achieved
without incurring technical snags: jump cuts and directional mismatches. When
smooth coverage is achieved, the editor is able to intercut all the component
shots into a continuous, even-flowing sequence. Ultimately, a speech or an ac-
tion can be heard or seen only once in the final cut of the picture. Therefore,
copious coverage will afford the director and the editor creative options to em-
ploy the most dynamic shots and endow the scene with dramatic or comedic
impact.

The gamut of coverage depends on the virtuosity of the director. However,
that skill is sometimes throttled by mundane restrictions: the limitation be-
cause of budget, and the demanding schedule of production time. The tig?ncr
the budget and the tighter the schedule, the less fancy and varied are the uime-
consuming setups for coverage.

The following pages will give you a glimpse of the various angles (there are
many more) that a director may shoot when breaking up (covering) a master
scene.

Correct Looks

Because of an idiosyncrasy in cinematic technology, there is an inflexible rule
that governs screen direction when covering a shot: characteﬁ" correct looks.
Let us envision a scene of two characters engaged in conversation, anfi then
the subsequent filming of individual close-ups of each character. A filmic con-
vention mandates that the off-camera character be positioned at the‘ 3PQTOPH'
ate side of the camera—not in front of the camera. The explanation 1s: the
camera is now positioned where the offcamera character stood or sat in the

Above chin

; WHEN CAMERA CUTS:

Figure 12.1

OVERVIEW OF SHOT SIZES

ECU (Extreme Closeup)

Just under chin

£

At shoulders

Head and neck »/_.,Qj(\

HCU (Head Closeup)
BCU (Big Closeup)

i At chest

At waist

MCS (Medium Close

At hips

Shot)

MS (Medium Shot)

1 At knees

Full figure,

MFS {Medium Full Shot)

including feet
% Small area in Fg

FS (Full Shot)

MLS (Medium Long Shot}

. Larger area in Fg

& Character or object

LS (Long Shot)

EXLS (Extreme Long Shot)

in distant Bg
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SRR

master 2/shot. That makes the on-camera character’s eyes fixed straight into
the camera lens. This creates the impression on the screen that the on-camera
character is speaking to an audience, not to the vis a vis character in the master
shot. To circumvent this, the actors’ looks must go, unequivocally, to either
camera-right (CR) or camera-left (CL), as dictated by the scene. (Newscasters
and lecturers look straight into the camera lens: they are addressing a listening
audience—out there.)

‘When more than one off-<camera character is involved, each must be posi-
tioned at the correct side of the camera in the exact rotation as they were—
standing or seated—in the master shot. This will ensure the correct looks from
the on-camera character. Otherwise, there will be inconsistency when intercut-
ting the dialogue or the glances toward the off-camera characters. Observe the
consistent order of positioning of the offcamera characters: Figure 12.2,
Frames 1 through 10; Figure 12.3, Frames 1 through 8; Figure 12.4, Frames 1
through 6.

&

COVERING WITH DOUBLES

When risk is involved in the performance of a scene involving fights, stunts, or
dangerous special effects, a substitute person takes the place of the principal
actor. That person is known as a double, or a stuntperson. Usually doubles some-
what resemble the principals in physique—mainly they match the principals in
height, because height may affect the lighting of a scene.

Scenes with doubles are typically made in wide-angle shots—the reason
being that the doubles’ faces are not recognizable from a distance; thus the au-
dience is unaware that it is not the stars who are performing the feal‘s. How-
ever, for close angles of the action, the principal actors perform their role:s.
This gives the audience the impression that the stars are actually engaged in
the risky business. o

The coverage that will take place at strategic stages in the action (as re-
hearsed with the doubles) is necessarily preplanned. You should be extremely
watchful at the fixed-action spots where the principal actors replace the dou-
bles. Note how the doubles landed on the floor: in awkward positions, the con-
dition of the wardrobe, and of the makeup. The principal actors usually watc}.x 2
the doubles’ performance so they can approximate the action. But the conti- i
nuity supervisor is the authority with regard to matching. Always md“gltleg
your shot description and the Daily Editor’s Log the shots that were IImec
with doubles.

COVERING MOVING SHOTS

. . . . d
When the camera is moving—traveling with actors as they walk an

. . ; . / : The
rule is: Do not cut into a moving camera.or a moving actor. For instance: -7
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Figure 12.2

BREAKING UP THE MASTER-—4 People in Frame

1. Full 4/Shot—head to toe.

2. Med. Tight Group 4/Shot—hip figure.
Fill screen from side to side.

d

Frame 4

- X-Angle Rake Shot from stage left. Profiles of A and B in left frame to

full faces on C and D in right frame.

. X-Angle Rake Shot from stage right. Profiles of C and D in right frame

to full faces on A and B in left frame.
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BREAKING UP THE MASTER~—4 People in Frame (Cont'd)

5. Med. Close 2/Shot: A and B—waist figure. Look off CR to C and D.
6. Med. Close 2/Shot: C and D—waist figure. Look off CL 10 A and B.

Frame 6 B

Frame 7

7. Close-up: A. Looks off CRto B, C, D.
8. Close-up: D. Looks off CL, t0 G, B, A.

Frame 9 A fo Frame 10 B

9. Close-up: B (Split Look*). Looks off CL to A.
Looks off CR to Cand D.

10. Close-up: C (8plit Look*). Looks off CL to A and B.
Looks off CR to D,

*The Split Look: In Frames 9 and 10, the on-camera characters split their
looks to off-camera characters at both CL and CR (in the same setup). For
the sake of simplicity, the on-camera characters (B and C) have beer: drawn
to look straight ahead (neutral), leaving it up to the reader to visualize how
the heads and eyes will turn to CL and CR as dictated by the dialogue in
the scene (see Frame 7, Look CR: and Frame 8, Look CL).
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5. Close-up: A. Looks oft CR to B and C.
Figure 12.3 - Well intercwd with
1 6. Close 2/Shot: B and C. Look off CL to A.

— e

b i
BREAKING UP THE MASTER—S3 People in Frarme s
1. Full 3/Shot—head 10 toe. il A B C
2. Med. Tight 3/Shot—waist figure. |
3 |
a

I‘ Tame 7 Frame 8 v
.l 1
F B on CR B on CL

Frame 3

fm“ 7and 8 are raboo. NEVER break up a 3/Shot into two 2/Shots: center
.Crion With person on CL, then center person with person on CR. This will

n o

ke the cenger person jump on screen from CR o CL.

3 Close 2/Shot: A and B. Laok off CR 10 C.
Will intercut with
4. Close-up: C. Looks off CL 1o B and A.
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Figure 12.4
BREAKING UP THE MASTER—2 People in Frame

1. Full 2/Shot—head to toe.
2. Med. Close 2/Shot—waist figure.

Frame 1 Frame 2

Frame 4

3. Close-up: A. Looks off CR to B.
4. Close-up: B. Looks off CL to A.

Ao

MRS ot v

167

&. Over-the-Shoulder Shot: Featuring A looking CR to B. Camera setup is over
back of B’s left shoulder positioned in right side of frame.

6. Over-the-Shoulder Shot: Featuring B looking Cl. to A. Camera setup is over
back of A’s right shoulder positioned in left side of frame.

68 o [

Frame 6

is following (moving with, or frucking with) two actors as they walk and talk.
The director, in staging the scene, has decided beforehand which speeches
and reactions will be covered in single close shots. Therefore, the actors are in-
structed to come to a halt at the beginning of each specific speech. The cam-
era, too, must be stationary at the same spot. After the speeches have been
delivered, both actors and camera resume moving in continuation of the
scene. At a later time, the close shots are {ilmed at the exact spots where the
stops were made.

You should make careful note where the pauses occurred: jot down a land-
mark, as well as some conspicuous background activity going on at the mo-
ment. A well-matched background enables the editor to effect smooth action
editing.

Technically, there is an alternative for cutting into a traveling shot: repeat
the entire action with a closer lens on the moving camera. The editor now has
the option of judiciously cutting back and forth between the moving long shot
and the moving close shot.

A stationary camera in the process of a pan is tantamount to a moving cam-
era. You must constantly watch to see whether the camera head is in motion
(panning or tilting) at a point where a cutin of a close shot might be effective.
Should the director opt to shoot a close shot at a point in the master shot

e e A~ ——— .
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where vou happened to notice the camera was moving (or panning), you
should quickly alert the director. That proposed unusable shot may then be re-
placed with an inspired alternative. Your vigilance in preventng ﬂ)e unneces-
sary loss of time spent on an unusable shot will be appreciated. "

COVERING CLOSE-UPS

When filming medium close shots and close-ups, always be aware of off-camera
actors' intrusions into a speech that will everlaf (cut into) the dialogue of the
actor on-camera. When that happens, a double voice is heard over the face of
the actor being filmed-—causing a retake. Another disturbance to be aware of:
off-camera laughter and crying within a scene; such sounds tend to trailin the
atmosphere (a mechanical sound phenomenon). Those trailing sounds some-
times intrude on the continuing dialogue in the filmed scene. Therefore, it is
advisable that you caution the off-camera actors to sharply cut off their laugh-
ing and crying histrionics to ensure that the ensuing on-camera speech will be
in the clear.

COVERING OFF-SCREEN OVERLAPS

During a performance, be on the alert for any offiscreen noises that intrude
upon (overlap) a speech or action. Quickly mark your script where this has oc-
curred. If the scene is not stopped (cut) at that point, the director probabl}'
has made a mental note o cover that portion of the scene in another angle,
and thus climinate the disturbance in the sound track. Sometimes, however,
when concentrating on the performance, the director is oblivious to the 0"""3r'
lapping noise. It is imperative that you mention the overlap to the director.lm'
mediately after the take, although you will undoubtedly hear the _\'()urld_rl‘l:)iﬁr
immediately shout: There was an overlap! and the divector yell back: It btﬁ
covered! So you know the situation is under control. But make sure——bef?rt
leaving the set—that there is indeed another shot Lo cover (C“mi“a"e)‘ the o
screen (OS) distraction. Always make notations in your continuity senpt % lci
which shots cover which overlaps. The editor will appreciate your consCigh
tious indulgence. .

COVERING WRONG ACTION
. . . : S is followed

A hypothetcal series of shots is depicted in Figure 12.5. A master shot 18

by several coverage setups. In one of the illustrated coverage » ¢

. - . . . E, [ 9.

tion is shown: it demonstrates a disruption for smooth continuty ¢ diting

=]

shots, 2 wrong <

Figure 12.5

Covering Wrong Action

‘ TITIT
A

!||Ii,I :|;

|||';;'|I ||

T
H)|

Frame 1

Frame 2

Frame 6
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Frame 7

Frame 1: The scene is a wide-angle master shot of a street with a woman
in the background hurrying forward. She is carrying a suitcase in her right
hand and a purse in her left hand. She reaches the curb, and stops for a red
light. When the light changes, she steps off the curb with her left foot and
trips; she winces, and the suitcase falls to the ground. Recovering, she picks up
the suitcase, and continues across the street—limping toward camera. She
exits the shot lefr-toright (L-R). CUT. End of master shot.

Frame 2: A close shot of the woman standing at the curb waiting for the
light to change. Thus, the audience gets a closer look at the actress.

Frame 3: A medium shot at the curb. Stepping down, the woman trips
and the suitcase falls. She winces with pain.

Frame 4: A big close-up—the woman'’s pained expression.

Frame 5: A low-angle shot—the woman bends down and picks up the
suitcase.

Frame 6: A full shot—the woman steps off the curb and limps toward
camera foreground left-to-right (L-R).

As is common practice, coverage of the scene is scheduled for shooting at 2
later date.

In repeating the action for the coverage angles, it goes without saying that
the woman’s wardrobe and cosmetic appearance must match in every detail;
also, the purse must be in her left hand and the suitcase in her right hand. You
might also remind the actress to step off the curb with her lefF fot?t—-so the
suitcase will fall in approximately the same position—and she will pick up the
suitcase with her right hand and limp across the street, left-tonght (L-R). (I e
peat: when action in closer angles is matched as closely as possible to the ma.:;-
ter shot, the editing will give the illusion to the audience that the actress's
IOVEINENts were continuous.)
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Beware the Mismatch

Suppose that during coverage (Frame 6), the woman unthinkingly switches
the purse to her right hand and the suitcase to her left hand. All the camera di-
rections are correct—but there is an obvious mismatch. If this shot were inter-
cut with the last piece of the master shot, what would happen on the screen is:
in mid-run, the woman suddenly and unaccountably would be holding the
suitcase in her left hand and the purse in her right hand (the reverse of Frame
8). To the public, this mismatch is called a movie goof, flud, or blooper.

Sometimes a retake cannot be made on the spot: perhaps gathering clouds
changed the lighting of the area, or the company was running into costly over-
time.

Without a retake to correct the mismatch, the editor will be forced to
make a jump cut.

J; The Jump Cut

Conspicuous jump cuts cause jerky movements on the screen that are jarring
to the audience. However, as mentioned earlier, today’s audiences are less sen-
sitive to unorthodox transitions.

NOTE: The term jump cut differs in connotation from the term jump on

; screen, as demonstrated by incongruously juxtaposed props in a scene (Chap-
3; ter 11, Figure 11.17).

The Cutaway Shot

g ltis possible to remedy a conspicuous jump cut, or some other mismatch, via
the editorial strategy known as: the cutaway shot. That means a quick cut from
§ the flawed shot to a shot of an extraneous scene or object, or another person’s
§ reaction, to serve as a momentary distraction. The cutaway shot supports the
4 credibility that a sudden, unaccountable change—a prop being in a charac-
#: ter’s left hand in one shot and in the right hand in the next shot—occurred
. while it was offscreen during the interim of the cutaway shot.

: 7‘ Consider the mismatch that occurred in the aforementioned illustration.
$° Let’s assume that it was not possible, for whatever reason, to shoot a retake while
2 the company was still in the setup. When confronted with this dilemma, the ed-
® itor’s favorite tactic is the cutaway.

1 For example: After Frame 6 (showing the mismatch), the editor will cut
§ the film at a prudent point and insert a diversionary piece of film—perhaps a
4 stock shot of a clock on a building (Frame 7)—to give the audience the impres-
4 sion that time is of the essence in this episode. Therefore, it can be assumed
¢ that during the brief period when the audience’s attention was focused on the
. clock, the woman switched the purse to her left hand. To substantiate the
® switch, the editor will also interject the shot of the clock at a judicious point in

- |




the final footage of the master shot (Frame &). The audience will not be con-

scious of the interrupted flow of continuity. The action mismatch has vanished

Iy cinermatic iusion.

IMPORTANT: You must make a notaton in your script to apprise the editor
of the action mismatch pictured in Frame 6. The editor will then make the
scene viable by resorting to the stock shot solution or other editorial tech-
niques at his command.

There is one situation in which a snag cannot be technically rectified by a

cutaway shot: when the scene was filmed with the camera in the wrong position.
(See Chapter 11, Crossing the Line.)

The Protection Shot

The director may sometimes opt to film a protection shot: a picce of inportant
film that may or may not be used, except as insurance against a problem that
might otherwise mandaie a costly retake. A protection shot might consist of:

Another angle of the scene: protection against some dubious footage—
mismatch of action or direction.

A subject filmed both ways—when in doubt about a correct look (CR or CL);
the editor will use the appropriate one.

Extraneous material for cutaways when certain controversial footage may
need to be excised for certain markets or media—representing unaccept
able action or dialogue.

cated in

Expanded coverage for a sequence that was exceptionally compli o
r in theé

staging—to safeguard against any untoward defect that may occu
lab during processing or printing of the master shot.

. . . . . : /o1l
When you have acquired a good insight into cinemanc dramaturgy, Yo
will uncannily discern an element in a scene that begs a protection
discreet suggestion to the director to provide such critica

shot. Your
1 footage will distin-

guish you as a continuity supervisor.

CUTTING IN THE CAMERA

A director may opt to film a rather lengthy scene in one I 1 ex
fect, to preclude editing. This mode of filming would re ;
traordinary capabilities. Enter the Steadicam. The versatl
camera may practically dispense with otherwise obligatory cov
would require the moving of furniture and considerable re-
same token, this manner of shooting mandates highly discipline

in ef
mnaster Sﬁ[llp""in

quire 2 camera with
jlity of th
erage setups
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the actors as well as for the camera and sound technicians. Every position and
- movement must be impeccably coordinated with flawless dialogue.
Cutting in the camera dispenses with ime-consuming coverage (and spares
o the continuity supervisor the challenging task of matching the action in each
© setup). But the result deprives the editor the luxury of choice and variation.

3 SHOOTING THE BEGINNING AND
% END OF A SCENE

Occasionally, to save time, the director will not shoot a master scene in its sc-
quential entirety. Instead, a small segiment at the start and end of the sequence
will be filmed with a wide-angle lens. These shots will establish the atmosphere
and the spatal dimensions of the set. The entire middle segment of the scene
will be shot subsequently in various closer angles.

~ This mode of shooting disturbs an establish filmic rule: Any part of a scene
that is filmed for the first time is in the category of a master shot. Consequently,
you will have to carefully differentiate which portions of the filmed middle sec-
tions overlap the action in the master segments that constitute the beginning
ind end of the scene. For the continuity supervisor, shooting in this fragmented
mode demands more exacting skill in matching, as well as in calculating pic-
lire running time.

.

s ki

COVERING ALTERNATIVE

MASTER SHOTS

¥

;\.7011 will be prepared to do battle with coverage here if your notations on each
;;“f the printed master shots delineates how the performances differed: in cam-
l;;“ ‘Perrs_pcctive. business, an.d fli:alpgue (See .(.'.hapl-:r 7, Alternative Shots).
Sould time and budget permit, itis indeed preferable to have coverage on both
.:m?iSter shots. In that way, the editor has the luxury of using the last sc_:gmcnts of
“ch master shot with its respective cover shots. However, if the budget dictates
~ Atonly one master shot is to be covered, you must be careful to adhere to
i Ur proper matching notatons.

W TERCUTTING TELEPHONE

§ ONVERSATIONS

-;‘ieizsii‘ilit?}'l _ijl {:fhuptfsr 8_undcr'“Ti.nfing the I’crfm"mancc,” c‘.nch.(‘,hurnclm" in
a r}}:- 1\(')1\11;1 conversation is shot uTrimdl.ml.ly. A filmic convention is to position
- “Daracters so they are cinematically facing each other: one looks CR (right-
"cft) and the other looks CL (lefe-to-right). While this rule is now sometimes
Ued (with impunity), we shall cansider ita basic tenet.




T

174

Make it a habit to note the camera direction (look) of the character who is
filmed first (but who may not be the first to speak, scriptwise). Alongside that
name, note: Look CL {or Look CR, as the case may be); then, immediately
make notation of the opposite look alongside the name of the other speaker
(Figure 12.6). Thus, you will know instantly what the correct look should be for
that responding character—no matter when or where this dialogue is filmed.

Figure 12.6

JANET (Lack CR)
Hello, may I speak to Mr. Smith?

MR, sMITH ( Look C2)
This is8 Mr. Smith.

READING OFF-CAMERA DIALOGUE

On several occasions, you will be called upon to read off-camera dialogue:
when an actor is unavailable to perform vis a vis speeches for a previously shot
scene. So there you are, emoting dialogue while simultaneously watching that
the on-camera actors match their action, listening to the correctness of their
speeches, notating any deviations from the script, and timing the take!

G R L D b S

SENELPCIRTPR R P

. close-up angle, an action or dialogue that occurred in the master shot. T
: piece of close-up footage will then be intercut with the master
. Ppoint where the action in both pieces of film match. In the old

13

The Mastery of
Matching

Action matching and scene matching are cinematic idioms that pertain to a
signal function of the continuity supervisor. You acquire this eminent responsi-
bility by osmosis. The dictionary’s definition of osmosis: a process by which
something is acquired by absorption. Industry translation: a talent acquired by
experience.

The mastery of matching is inextricably linked to the concept of coverage
(Chapter 12). A cinematic methodology was evolved by cinematographers
(DPs) and film editors whereby a transition of movement (action) in a close-up

could be imperceptibly intercut with a wide-angle master shot—thus highlight-
ing dramatic impact.

ACTION MATCHING/THE MATCH CUT

The methodology for intercutting close-up shots with wide-angle footage intro-
duced the axiom: Cut on action, or Cut on movement. In other words, plan to
cut to a close shot from a point in the master shot when subjects are in motion:
rising from a sitting or kneeling position, sitting or falling from a standing posi-

tion, making conspicuous hand gestures or body turns. (Refer to Chapter 1:
. What the Continuity Supervisor Oversees, and Chapter 2: Overt Action.)

The operative word is “overlap,” which means: meticulously repeating, in a

ey
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actual celluloid would be physically spliced—one end glued 10 another. On
modern editing consoles, this is accomplished digitally.

The following is a rough description of editing the action overlap: in the
master footage, an actor’s hand is holding a glass of wine resting on a table; as
the hand moves upward (raising the glass), CUT. And the end of that piece of
film will be spliced to the cut film of the closer angle—at a point where the ac-
tion matches. Now stay on the close shot to see the actor take a sip, and gn-
mace: then, as the hand starts lowering the glass to the table, CUT. Now return
to the master footage at a later point where the action once again matches the
cut edge of the closer shot; the hand returns the glass onto the table; an.d th.e
performance continues smoothly in the master shot. With judicious e'ditmg,.n
will appear to the audience that the movement of the hand and taking a sip
from the glass was continuous—not pieced together. . .

The technique of overlapping close action for intercuttng with master
footage also applies when making pickup shots in a flawed master shot (Chap-
ter 7, “The Bridge Shot™).

The director and you should be cognizant of the spots in the performance
where overlapping action and dialogue are necessary.

With experience, you will acquire a keen sense of filmic dramaturgy %md
readily recognize which portions of a dramatic or comedic scene call for cine-
matic punctuation.

ACTORS AND MATCHING

E "y gave ME
Some years ago, the popular actress Ellen Corby (“The Waltons™) gql‘d davert
: « N (IR RIS L avs.
gift: a short poem she wrote when she was 2 “script girl” in the good 0 }
['ve recited it on numerous occasions in my career.

When I ask you to match your action
Why do you refuse it?

What's the good of a close-up

If the cutter can't use it?

It is immeasurably helpful if actors are intuitively mindful of Lhelﬂr i’
ing master scenes—and then ably duplicate their exact mo\‘fl.ﬂtfjacmrs =
logue)—as many times as required for every necessary r;‘;kc.»bumt 2
to be derelict in this discipline. Consequently, it is inlc.umbt'{11 Or:h{uhas s
fully prompt those actors how best to match their previous ALLIO?I ' -
committed to film. Highly professional film actors aulornatica } A
actions as closely as possible. However, less seasoned actors may req
oaching.
’ A wgrd of cantion: Some actors don’t like to be reminded N -
movernents, and some directors don't like for you to engage 1_“ i
are on the line:

(and dia-
dl

f their earl_i

course with the actors. So your communication skills

actions dur-

ou 1o mcl'..'

match theif
re a bitoh

gthy dis

| EFi4

An impasse may arise when actors are not consistently matching their
mowvements and dialogue for every take. After several unsuccessful takes, an
actor may balk at repeating an ill-matched take. You will hear the expression,
“Oh, they'll only use one or the other.” And thatis valid. Butitis not always the
best solution. A mismatch or a transposition of words forces the editor to make
a crucial choice: a take in which the actor delivered the best dialogue may not
match the important physical action. In opting to use the best dialogue take,

the editor faces the dilemma of a jarring jump cutin the action. On the other
harnid, if the editor opts for the better action match and leaves the actor’s best
speeches on the cutting-room floor, the audience will never know that the actor is
capable of a more compelling performance. Remember: the image and the
- words can appear on the screen only once. When film actors are mindful of ac-
H ionn matching, it ensures that their best performance—from any angle—will
always appear on screen.

Lt is humanly impossible and patently unnecessary for you to simultane-
ously watch and note every detail in a scene. The mark of a competent continu-
ity supervisor is not so much the possession of extraordinary powers of
observation (although that cannot be underestimated), but your confidence in

- knowing what is important to observe for matching purposes. By the same
loken, knowing when it is not necessary to match certain details proves invalu-

~able. Your expertise will save the actors’ vexation as well as save shooting time—
W¥hich translates into saving money for the company.

e
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MA TCHING BACKGROUND

~ The matching of background action is out of the scope of your responsibility; it
'bfﬁlc)ngs to the Istand 2nd A.D.s. Nevertheless, itis good policy for you to keep
A0 eye on the background—particularly when the action there happens to be
,tﬁrlspi(:uous.
_ Background (BG) and foreground (FG) action usually includes extras.
he most important factor in matching background acuvity is to know on
:_"Vhi(th speeches in the master shot did extras cross behind or in front of the
I_p_ﬁn cipal actors, and whether they were moving camera left-to-right (L-R) or
igh t-toleft (R-L). Your keen attention to background details will be appreci-
dled by the editor.

-
4
-~

g
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*RICCISION MATCHING FOR

ICLOSE-UPS

r

i a foregone conclusion that wardrobe, makeup, and hair must match flaw-

t" Iy in every angle. But there are additional elements in close-ups that require
let fidelity to the master shot (Chapter 2, “Overt Action”).
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Observe and notate: rhythm of each preceding running shot—no matter how much tme ela

petween setups; the first shot of a running sequence may be filmed in the

Sl e

o Body movernents: bending backwards, forwards, or sideways.
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psed

early

morning and the subsequent runs be filmed hours, or even days and weeks,

| Cigareties, cigars, pipes: on which word or action a puft is taken; each time l later. So_mﬂ'i“‘f& an SLLOY will start a connecting scene by mnn.ing a distance
thee prop is put in or taken out of the mouth—whether placed to the left or s hoppl.ng' ik pl.at:c until the speed and breathlessness approximate a match
right corner of the mouth; held in which hand, smoked 1o what length. ~ twothe prior filmed shot.
o A glass: held in which hand; the contents and color of the liquid; a sip 1
taken on which word.
o Another person’s hand, or an object, entering from off-camera: at which % MATCH DISSOLVES
point in dialogue was it brought up to the right or left cheek, or shoulder; : { - ; Y . , _ .
when was the hand or object brought down, or dropped out of the frame. . Am.ﬂcb dxésolvc‘lmplu;s that .Lhe lmage at r.he. end of one shotis duphcz.l[ed for
: . . . . ) the beginning of the succeeding shot—each image being filmed at a different
o Shoulders or torso crossing behind or in front of the subject; timed exactly 1 - 5 8

e - locale. The salient elements must be impeccably matched. For example:

5 [ . f . -~ . - B Pl
to the action in the maste 1 Scenario 1. The scene is of a street accident: We see an injured pe
1 “placed on an ambulance gurney. The camera Zooms In, or Cuts to, a clos
3
i

of the injured face (with bloody makeup of simulated wounds). The next

UNNECESSARY MATCHING

rson
e-up
shot

(probably filmed weeks later) now opens on a matching close-up of the injured
face. Here, the camera Zooms Out, or Pulls Back, to a medium or full shot,

As mentioned earlier, the competent continuity supervisor knows when not 10 I_ md reveals the gurney at another location: perhaps the emergency entrance
spend time and energy on nonessentals. It is unnecessary to be concerned 103 hospital with the gurney being wheeled inside. The start of this subsequent
with matching details seen in the wide shot that are not within the frame of the shot must match the image of the face seen at the site of the accident.

close shot: a person or an object that was positioned at the side, below, or ! .On the other hand, the hospital-locale scene may be shot before the street-
above the on-camera subject. The criterion is knowing exactly what the frame 1S d '3cc1fie.m scene (as is likely to be the case). If so, then the size of the shot and
holding. 3 the injured-face makeup will have to be impeccably matched when filming the

scene of the accident.

Scenario 2. The scene is a bedroom: A man drops a pellet into a gla

As mentioned in Chapter 11 under Inscribed Area, it is your prerogaﬂ\”ev
at all imes, to peer into the camera and see the image in the frame. Don’t be in-
timidated by an uncooperative camera operator. Another caution: do not dcpend on
the camera operator’s response when you ask what the frame is holding. You
will agonize vainly when seeing the film that the shot encompasse§ a.lar%;r-
area than the operator had indicated—and a portion of a body or a prop
longed in that now empty space.

The foregoing admonition may now be considered anachronis . o
of the fact that current film productions include the ubiquitous Wde»:o'mning Ntig
tors utilized by every department. By the same token, should your bt‘:‘é“;mor_
assignments happen to be with low-budget productons where Vldeo‘”;r(;me NS
ing is unaffordable, your peering through the camera to sec what the £
holding will be advantageous.

35}116 camera Zooms Qut, or Pulls Back, to reveal a woman lifting the glass
_dnnking fromit. The implication here is that the woman is probably being
. #9hed, which is readily discerned by the audience.

-onistic, in VIEW SRl When the script indicates

Orthe matching shot, ancd ensure a correct match.
- Smooth action matches
',f-c-d“OT with shots that have
: You will be complimented.

MATCHING RUNNING SHOTS S:]\J?;}I \A‘\‘Tr'n shot.s I‘f.‘(ll.l-!l_‘(t match CUI‘\.: il' is essential that yog record in lt}c

. lu from O - s e shot deseriptions in your continuity notes: the lens size plus the dis
When the action of a scene involves actors running pl‘Oglﬁ‘-SS“C]Y d breathmg 1€ between the subject and the camera. This will preclude searching the
cale to another, it is imperative that the actors match the pace an FAMErA report and save shooting time.

ss of

Water placed on a nightstand. As the man leaves the room, the camera Zooms
Iito an insert of the pellet disintegrating in the water. A time lapse is indicated

and
poi-

, or the director designs, a Match Dissolve, it is es-
b 1 that you carefully notate the lens sizes and the distances between the
e and the camera. This information will expedite the camera setup time

s in the finished film are the result of providing the
been accurately action-matched during the filming.
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WHAT AND HOW TO OBSERVE
Following ts a partal list of the myriad minute details that mandate your acute
abservation for matching. The operative word is WATCH:
Hands
.. it pants pockets: R or Loor both; when placed into and when taken out of
pockers; note whether jacket corners are in front or behind pants pockets.
- buttoning and unburtoning jackets, coats, shirts.
. holding props: cigareties, cigars, pipes, drinking glasses, eating utensils,
boaks.
. wearing eyeglasses: put on and taken off on which word and which action.
. wearing jewelry: rings on fingers; bracelets; watches; cuff links; studs.
. picking up articles: cup {(with or without saucer); on what word,; sips taken
before or after which word. !
. placed on hips: putup and taken down on which word. _
. placed on doors: to open or to close. )
. holding telephones: R-hand 1o R-ear; L-hand o L-ear; R-hand o Lrear; L
hand to R-ear; R- or L-land over mouthpiece.
. gloves: wearing both; wearing one, on which hand, and which hand holds
the other; raking gloves off, which hand first and where placed. {
_arms folded: L over R (L/R) or R over L. (R/L); tucked under armpits, oF J
grabbing elbows. .
. pale skin in close-ups (should have body makeup). ]
. holding books, letiers, envelopes or other objects: R-hand or L-hand; print i

facing camera. o
: : el P Aff camera: witlh
. handing objects to another actor or receiving objects from off ¢
which hand, and in which position of the object.
. placed on objects when shooting inserts.

. picking up objects: with R- or L-hand, from CR or CL.

BT SRS

) int
i . ~d 3 which po
.arms around another person: at waist, on shoulder; place dat

in dialogue or action; and when removed.
. flinks.
_sleeves: rolled up or pushed up; cufls butloned or open; cuffl ¥,
. . . . R .ok direction)-
. holding pencils and pens (in which hand; pointing in whict

. nail polish: color and condition; length of nails.

181
Babes in Arms

... heldin R- or L-arm; or R- or Lshoulder; how swaddling clothes or wrapped
blankets are arranged.

Hairx

. style: parted on R-side or L-side; slant of bangs; which way was the wind
blowing.

. women'’s long hair: when or on what word in dialogue did strands fall to
{ront, and to which shoulder.

. pushed behind which ear, with R-hand or L-hand.

. little girls’ braids and curls: falling which way as child turns and twists.

Bodies in Bed

- which way head lies: R-profile, L-profile, or full face to camera.

. position of pillows: open end of pillowcase to CR or CL (toward center of
bed or to sides).

. woman's hair spread on pillow.

. position of covers: amount of sheet folded over blanket; covers pulled up to
which part of body.

Rising and Sitting Positions

- ont which word actor sat down or stood up; note dialogue in standing and
sitting positions; note level of eyes directed toward oft-camera dialogue in
each position. Correct looks are vital.

Legs

. crossed at knees, R over L. {R/L) or L. over R (L/R): knee extended hori-
zontally; knee covered with R/H or L/H, or both hands.

- crossed at ankles, R over L (R/L) or L over R (L/R).
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Turns

-+ . head moves to R- or I-shoulder (clockwise or counterclockwise).
... body turns on R- or L-shoulder (clockwise or counterclockwise).

(NOTE: Editing cuts are usually made on turns of the head and body.)
Body Motions
. « . leaning forward or backward, or to the sides: to CL or CR,
Fight Scenes and Stunts

.. . actions of doubles to be repeated by principals.
. .. condition of clothing.
... end positions of bodies after falls.

Stubble on Men’s Faces
. .. days of growth according to script chronology.

Injuries

... progressive or diminished makeup and bandaging according to script
chronology.

Walking
... match overt gestures while in movement and during dialogue.
Stairs

.. pace of actors walking or running up or down; if stops are made, note on
which step and describe action.

.. indicate direction of actors’ turns at top or bottom landings: to CR or CL;
also direction when exiting the shot: to CR or CL.

Falling Objects
... dropping down CL or CR.
Picking Up Objects

... with R- or I-hand, from CR or CL.

¥
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Eating Scenes

- . - handling of dishes and utensils; note specific food.

Entrances and Exits

- - - placement of people—who follows whom; pace when entering and exiting
shots.

- .. carrying of props: in R-hand or L-hand; under L-arm or R-arm.
Wardrobe

.. men’s ties: position and size of knot (diagonal stripes are tricky).

.. men’s shirts: collar button open or closed; button-down open or buttoned;
cuffs loose, buttoned, with links, or rolled up.

.. makeup soil: around the collar—change garment if soil is noticeable in the
camera.

.. men’s pajamas under robes: neck buttoned, collar in or out with corner
protruding at L or R side.

..men’s pocket handkerchief: match configuration—horizontal line or
points.

.. men’s hats: position tilt on head—to L or R side; brim up or down; held in
L-hand or R-hand; crown or holiow toward camera.

. . collars: turned up or down.
- . scarves or neckerchiefs; ted at front, or to L or R side.

Accessories

.. earrings, necklaces, bracelets, belts, shoulder ornaments, etc.; note descrip-
tion or draw sketch.

.. belts: tied in a bow or knot, to L or R side; buckled to R or L side.

.. ladies’ handbags: held in R- or L-hand; strap over R- or L-shoulder; switch-
ing from hand to hand—mark dialogue.

7 Props

.. time on clock: reset for every passage of story time—see hands of clock
move (analog), or numbers change (digital).

¢ ...dates on calendars: indicated in the script or mentioned in dialogue.

.. contents of glass receptacles: note level—half full, 3/4 full, eic.; match
color of contents.
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.. . books and magazines: if open to recognizable text or illustration in master - Automobiles
shot, match same in close-up; inquire whether identification needs to be hid- X
den or seen (for legal reasons or network Standards & Practices clearance). ... Traveling Close Shots must match traveling Long Shots: elbows or hands
.. lamps: lit or unlit. on door windows; hand positions on steering wheel.
. candles: lit or unlit; positions and size of burndown. :
! P Legends on Buildings
Doors . ; : ; ; ;
... numbers and logos: to correspond with dialogue or business depicted in
script.
.. placement in set: at BG wall; at CR or CL side walls. P
. . which way doors open: indicate with arrows—toward or away from camera. FYI: For the sake of clarity in communication, I made it a habit to instruct an
.. double doors: whether CL panel or CR panel opens and closes—indicate ‘ actor that his hat was tilted to the right side of his head, and instruct an actress
with check mark. : that the bow of her scarf was tied to the left side of her neck. This ensured that

the match was correct for the camera. Automatically, the right side of the body

- shooting at doors from EXT to INT and vice versa: At the initial setup, draw is camera left (CL) and the left side of the body is camera right (CR).

a picture and indicate the placement of the hinges and the doorknobs.
This will ensure accurate camera directions for entrances and exits when
shooting INT and EXT locales.

.. position of doors: open, closed, or ajar—before, during, or after action
and/or dialogue.

.. legends on doors: accurate numbers and wording must correspond with
script.

. . glass door: note visible activity in BG.

Windows

... placement in set: on which wall—BG, CL, or CR.
... draperies and blinds: open or closed—fully or partially drawn,
. . . shades: halfway up, down, or which way. ;

Furniture

SOPE S R

.. placement in relation to camera angles.
. . position of chairs: with seats or backs to camera.

.. props placed on furniture: over backs or arms, or across s€ats of chairs and
sofas; match the way garments were folded—Iining showing, etc.

i e ko 457

.. pillows on sofas and chairs: placement of shapes and color rotation.

Set Dressing

5
3

... note proximity of details (at BG, FG, or either side) surrounding person or
object being photographed.
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Second Unit
Filming

At times, your assignment may be with the second unit of a company.* The sec-
ond unit shoots script scenes that have been excluded from the first unit’s
schedule: scenes of large crowds that may or may not include principal actors,
outdoor activities, chases, horse or automobile ride-bys, special stunts with
doubles, or particular panoramic scenery. Sometimes the second unit com-
prises a full crew, but usually it’s a skeleton crew headed by a second-unit direc-
tor and continuity supervisor.

PREPARATION

Your preparation and script breakdown for a second-unit shoot is minimal
compared to that of the first-unit continuity supervisor. While your responsibil-
ities are circumscribed to the second-unit sequences, it is advisable that you re-
quest and carefully study the One-Liner prepared by the first unit supervisor, It
will provide you with a solid grasp of the entire scenario.

SHOOTING IN PROGRESS

Scenes wherein the second unit activity is contingent on shots that will intercut
with the principal filming must receive your special attention. Let’s envision:

*It is unwise and imprudent for a company to schedule a second-unit shoot with-
out the services of a competent continuity supervisor.

187
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The principal actor, as he dashes out of a close shot is wearing a brown leather
jacket and a tan hat, and is mounted on a sorrel horse that is covered with a
maroon blanket. A double, performing in the second unit, continues the shot
that becomes a wide angle as the horse gallops toward the distant horizon. Of
course, the double cannot be wearing a plaid jacket, a black hat, and riding a
pinto horse covered with a blue blanket. The double’s clothing and props are
furnished by each of the respective departments. Your major responsibility is
to watch that the double (dressed correctly) is holding the horse’s reins in the
same fashion, and is riding in the same screen direction as the principal actor:
camera R-L or L-R.

A more critical concern for you occurs when the second unit is scheduled
to shoot an integrated sequence before the first unit’s shoot. In that instance,
both continuity supervisors must coordinate their notes meticulously. As second-
unit continuity supervisor, you will receive wardrobe’s and prop’s records from
those departments. But it is imperative that you communicate in timely fashion
with the first-unit continuity supervisor, and confirm all details. There’s many a
slip between the horse and the whip.

SLATING

The system of slate numbering, of course, must conform to that of the first
unit: either scene-number or consecutive-number slating. For scene-number
slating: use the script scene numbers assigned to the second unit, and precede
each number with an X, thus precluding any conflict between first- and second-
unit slates.

For consecutive-numbered slating, the second-unit operation must start
with an arbitrary high number that cannot conflict with a first unit scene num-
ber: for example, 5,000. The high slate numbers tell the editor that the shots
are definitely from the second-unit shoot.

RECORD KEEPING

As second-unit continuity supervisor, you keep separate records of scene count,
page count, and picture time related to your shoot. You forward your script
notes to the first-unit continuity supervisor, together with all your pertinent
records and continuity notes. The first-unit supervisor combines the notes of
both units and prepares a comprehensive record of all the film footage and
sound tracks for the editor.
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Filming for
Television

Compared with theatrical feature films, television productions require more
demanding endeavor on the part of all members of the crew and the cast. The
work pattern is accelerated for both the shooting and the editing of movies
made for television: MOWs (Movies of the Week), and even more demanding for
episodic television.

SHOOTING BACK-TO-BACK

Weekly television shows are typically shot back-to-back. That means shooting
continuously, without any time lapse between the end of one episode and the
start of another. This mode of operation involves pressured working condi-
tions: Week after week, you will be busily breaking down a script for the next
episode while concurrently filming the present one. Back-to-back shooting en-
sures larger paychecks—you receive the required additional pay for prep time
on each episode. But, what you don’t get is the necessary time for carefully
breaking down the script and properly annotating it to prepare for shooting
out of continuity—a preeminent facet of your job as continuity supervisor.
Nonetheless, it is advisable to prepare each script in accordance with the de-
tails prescribed for the shooting of a single script. What is paramount is being
well prepared to function each week with energy and complete equanimity.
Many companies alternate directors, 1st A.D.s, and continuity supervisors
when shooting episodic shows back-to-back. Of course, one does not take home
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as fat a paycheck. But there are those who welcome the regularly scheduled
respite after the lengthy, high-pressured work days to complete an episode.

SHOOTING MULTIPLE SHOWS

Filming two episodes back-to-back is far less challenging than shooting multiple
shows in one day. The unique modus operandi of the latter schedule mandates
shooting pieces from multiple scripts in one day. Such was my nerve-wracking
schedule for eight years on the popular series “My Three Sons™—filmed many
years ago.

The star of the show worked the first eight weeks of a thirty-week shooting
schedule. In that span of time, we shot—on a daily basis—portions of scenes
from ten to twelve episodes in which the star appeared. Whenever feasible, a
second camera simultaneously photographed the star’s close-up in each mas-
ter setup. During this inidal period, we devoted two or three days a week to
shooting all the outdoor sequences in which the star appeared. For example:
in a full shot with morning light, the star comes out of the front door of his
house, camera pans his walk to the carport; he gets into the car, and drives
away. In the same setup—with dusk lighting—the camera is now focused on a
long-shot of the street. Pan the car from the street to the carport; the star gets
out, and camera pans his walk to the front door; he exits the shot into the
house. These two actions—Dad going to work; Dad coming home from work—
were filmed until we had completed the number of times this action was writ-
ten in each of the numerous scripts. Every separate sequence, in as many
scripts, required the star to change his outfit so it would match his planned
wardrobe in each of the corresponding interior scenes.

Let me describe what took place when kitchen scenes from a number of
scripts were filmed concurrently: six to eight breakfast scenes, eight to ten lun-
cheon scenes (the kids always came hore for lunch). There were also several
dinner scenes in the dining room. Weeks and months later, the property mas-
ter had to provide all the different foods that were displayed (and eaten) in
every master scene; various morsels of food had to match on the dishes that
were served at each meal. What was required of the continuity supervisor?: On
which word were bites of which food taken from which utensils, and whf?n were
sips of milk or juice, or tablespoons of soup swallowed; which hand .d:d' each
boy reach out when taking the dish proffered by the property master €1n h‘eu of
the star’s hand). The makeup department had to match all the boys haircuts
and injuries that happened months earlier in the numerous master scenes.
The wardrobe department agonized over matching the garments fhat the boys
outgrew between the master scenes with the star and the portions of th‘eu"
close-ups being filmed months later. (Kids grew irrespective of Fhe shooung
schedule!) To match parts of scenes that were filmed months earlier, the boys
pants, shirts, and jackets had to be altered or duplicated.
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This manner of shooting was a challenging experience for all the crafts
involved—including the production manager and 1st A.D. After perspicaciously
preparing the production boards, the Shooting Schedules, and the Daily Call
Sheets, they had to incessantly alter their prodigious work schedules in order to
accommodate daily rescheduling of sets because of the unavailability of adult or
child actors. Also at an impasse were the film editors: holding in suspended
animation—for months—strips of film from more than a dozen unfinished
shows and working on each sporadically as added shots came through—until
several of the scripts were finally completed. Also considerable was the director’s
diligence.

For the continuity supervisor (yours truly), the task of scene-matching and
action-matching for coverage of multiple scenes out of multiple scripts—holding
five or six characters in every master shot—filmed three and four months
apart—was a titanic experience, not to mention the clerical logistics of daily
providing progress reports for perhaps a dozen scripts: reconciling page and
scene counts, number of setups, and portions of picture time for multiple
scripts shot intermittently over a period of months. The records that each de-
partment head devised for keeping continuity data became an art form.

At the end of forty days or so, we were into parts of thirty shows, having

“shot all the exterior and interior scenes in which the star performed. During

the next many months, we continued filming at the rate of ten to twelve scripts
a day, shooting coverage for all the scenes to correspond with the star’s earlier
close-ups. At this juncture, a dialogue coach (we had one, of course, to coach
all those kids) and I read the star’s off-camera dialogue to bewildered actors.
In this fashion, we completed the remaining scripts. Because all the personnel
were masters of their crafts, we never had a retake on account of 2 mismatch.
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Film Language

For the final chapter of this edition, I am providing a handy glossary of terms
and jargon indigenous to the film industry. Many of the terms have been pre-
cisely defined in the foregoing text. And innumerable source books are to be
found in libraries and bookstores.

INDUSTRY TERMINOLOGY

“A” Negative Exposed camera film that has been processed at the laboratory
and printed onto positive film stock: the printed takes.

Academy The term refers to the standard aperture size for framing a picture to
be viewed via a 35mm camera in a movie theater. The ratio 1:3:1 is the
standard guideline set by the Academy of Motion Picture Arts and Sci-
ences. Pictures for standard television viewing are held at a slightly reduced
ratio (known as the TV cutoff), and the new American HDTV wide-screen
television has a screen ratio closer to that of wide-screen feature films. See
Frame Formats.

Academy of Motion Picture Arts and Sciences (AMPAS) The organization of
professionals in the motion picture industry. Membership is by invitation
only. The members vote annually for the current year’s highest achieve-
ments in the crafts, for which the Oscar statuette is awarded.

Action 1. The director’s command for the performance to begin for a re-
hearsal or filming. 2. The rendering of movement in a scene being filmed.
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ADR The abbreviation for Automatic Dialogue Replacement: a technical pro-
cedure used when dialogue is recorded to replace faulty original sound, or
to add sound to silent film during postproduaction. See Looping, Dubbing.

Aerial Shot A scene shot from the air via a camera placed on a helicopter or an
airplane.

A¥FI The abbreviation for the American Film Institute, a special school that was
founded for the establishment of an educational program for professional
filmmakers.

Ambient (Atmosphere) Sound Track The recording of the nebulous natural
background and atmospheric sounds inherent in a scene. This recording
is made for indoor as well as outdoor sets. After a scene has been filmed,
the sound mixer orders the assistant director to call for absolute silence on
the set, then turns on the recorder to capture the atmospheric quality that
permeates the set. This special track provides the editor with sound conti-
nuity in cases where sound variances occur during filming, or sounfd gaps
occur between match cuts. These gaps create unnatural silences in por-
tions of the film. Therefore, the editor lays in pieces of ambient track to
complement the shots. Also known, popularly, by the term Room Tone,
whether recorded for interior or exterior scenes.

AMPTP The abbreviation for American Motion Picture and Television Pro-
ducers. The membership comprises motion picture and television produc-
ers who establish programs and codes for industry employees.

Angle The field of view (perspective of a lens) from the position of the camera
when filming. Normal angle places the camera at eye level. Low angle places
the camera in a lowered position, shooting upward. High angle (also called
Doum anglé) places the camera in an elevated position, shooting dgwnward-
Wide angle encompasses a large area and holds full figures. Medium andgfe
encompasses a smaller area and holds figures approx%matdy from *:
waist up. Close angle (or Close-up) holds a magnified portion of a figure 0
an object. and

Answer Print The laboratory’s first composite print of the film footage
sound track for critical viewing by the powers that be. ber

A-Page A page added to the script. Letters are appended to the page nuay
(21A comes between 21 and 22, but page A21 precedes page 21).

. n.
Apple Box A wooden four-sided object of varied sizes, used to elevate Zpderstge
or an object to required height for camera angles. When upended; =5,

box can serve as a seat.

b ens fren,
Arc Light A large and cumbersome lamp of very high intensity. Itzkwiz olace
used to simulate daylight when shooting a scene at night that p &

; ante!
in the daytime (called night-for-day shooting). 1t has been mostly Slggglﬂ
by smaller, more flexible incandescent lighting equipment.
Night-for-Day. ‘ ) e

Arriflex The brand name of a popular, portable reflex moton picture €
called Arri. See Movicam; Panaflex; Steadicam.
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[ A-Scene A scene added to the script or added during shooting: Scenes 21A and
: 21B precede Scene 22; Scenes A21 and B21 precede Scene 21.

L Atmosphere 1. The subtle aura pervading a scene. 2. People in a scene other
than the principal actors (extras).

. Audio Any element of sound in film and television.

t Avid One of the most popular of the digital editing consoles. Basically, it is a
multi-screen (video) computerized device with keyboard and controls to
summon instantly any image or sound stored in its memory (input from the
dailies). The editor can manipulate that image, as well as create any style of
filmic transition between shots. Another popular brand is Lightworks.

E “B” Negative Refers to that portion of the exposed and developed film nega-

¥ tive which contains shots that have not been printed for dailies. See “A”

: Negative.

B Backdrop /Backing A large piece of scenery: a painting, a photograph, or any
‘4  facsimile used for background purposes. NOTE: Nowadays, background
scenes can be changed or altered digitally.

' ; :Background Presence See Ambient (Atmosphere) Sound Track.

=

Banana An instruction to an actor: “Give me a banana when you cross to the
desk”~meaning to walk in a gentle curved path rather than a straight line,
as it makes for better camera composition. The term was inspired by the
= curve ofabanana.
Beat A deliberate slight pause in the flow of dialogue or action.
ig Head Close-up The frame holds the subject’s face from chin to top of
head.

1Bit A conspicuous but minor part in a film.

loop The sound device used to obliterate any undesirable words that can
occur in live, or taped, television. (You'll hear the expression, “That’ll have
to be blooped.”)
tBlooper A mistake made in dialogue or action during filming. See Flub.

Blur Pan See Swish Pan.
tBoom 1. The long pole or telescopic arm to which a microphone is attached
and which picks ups the dialogue and sound during the filming of a scene.
2. A hydraulic operated device on which a camera is mounted, enabling
the camera to make smooth vertical movements—upward and downward—
to follow continuous action as characters rise from and drop to a seated or
 kneeling position. See Camera Boom.
e “om Mike The microphone connected to the sound boom.

Teakaway Props Articles specially constructed to be shattered or broken apart
with ease and without injuring the participants in a scene.
ge Shot Any extraneous shot that connects two pieces of cut film.
P Neo A small part in a film, usually performed by a distinguished actor.

i tera Boom A sturdy mobile mount on which a camera is affixed and can be
> attached to a vehicle, a tripod, or a delly. The term for the camera’s verti-
g cal movement is: Boom Up and Boom Down.
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Camera Left Subjects or objects are positioned at the left side of the frame or
move toward the left side of the frame. Screen direction is opposite to the-
atrical stage direction. As you view the scene in front of the camera, Cam-
era Left is parallel to your left-hand side. To move Camera Left: a performer
moves in the direction of his or her right-hand side; to move Stage Left: a
performer moves in the direction of his or her lkft-hand side.

Camera Right The opposite of Camera Left. As you view the scene in front of
the camera, Camera Right is parallel to your right-hand side. To move
Camera Right, a performer moves in the direction of his or her lefi-hand
side; to move Stage Right, a performer moves in the direction of his or her
right-hand side.

Camera Run Out Signifies that the magazine of film has emptied before the
finish of a shot.

Catwalk In the tradidonal movie studio: A wooden walkway suspended above
the stage set to accommodate lighting equipment and the personnel han-
dling such equipment. Another term is: scaffold.

CGI Computer Generated Images. See Visual Effects.

Choker Camera framing that holds a character’s face from the neck up.

Circled Takes The takes which will be printed from the exposed camera nega-
tive.

Clapboard See Slate.

Close Shot Camera framing that holds the character’s figure from ribs to top
of head.

Close-up Camera framing that holds the subject’s figure from shoulders to top
of head; a magnified image of an object. )

Comtec A small, battery-powered wireless receiver pack with a socket to plugin
earphones while watching a video monitor receiving the performance ona
movie set.

Cover Set 1. A standby set inside the sound stage, to be used when inclement

weather or other factors prevent the scheduled shooting of an outdoor set.

2. Any set prepared and standing by for use in case it is needed in an emer

gency. :
Cover Shot 1. A shot made for a particular scene other than the master sh

of, usu

ally from other and closer angles, to enhance the visual or emphasize 2 Stoc?;
point; to be cut with the master shot in editing to create a continuous flowot -

action. 2. An extra shot made to use in case it becomes necessary o cutouta
questionable piece of film or to cover up a mismatch in continuity. i
Crab Dolly A small vehicle equipped with special wheels designed to move n
all directions: backward, forward, and sideways—as the crab m0V§S’ fro
which its name is derived. The camera is mounted on a hydrauh’cally Oé
electrically operated pedestal, or flexible arm (jib). During filming, i
D.P. and camera operator are stationed on the dolly and attend the ¢
era. The expedience of adjustable wheels and the camera’s adap
greatly facilitates shooting a variety of actions within a scene.

tabilit)'

) Crane Shot A. scene filmed from extreme height on a special vehicle called a

crane. The crane is equipped with a device called: Camera Boom, on which
the camera is mounted. The boom is operated manually, hydraulically of
viaremote control. The camera is capable of panning 360°.

1 Credits The list of names acknowledging the persons and craftspeople who

contribute to the production of a feature or television film. See End Titles.

£ -5 Cross Angle The frame holds two or more subjects, with the camera focused

on (shooting past) the profiles at either camera left (CL) or camera right
(CR). Also sometimes referred to as “a raking shot.”

Cross Cutting A style of editing wherein two or more scenes that occur at dif-
ferent locales are assembled alternately (intercut) to show that the different
actions are taking place simultaneously, or wherein scenes that occur in
different time frames are intercut. Also called parallel action.

Crosses Movements of subjects from one place to another in a scene, crossing
the screen left-to-right or right-to-left.

Cue Cards Large cardboard sheets from which actors read hand-printed dia-
logue and/or directions (sometimes referred to, humorously, as idiot
cards) . See Teleprompter.

Cue Track A sound recording synchronized with the filming of a scene, but

used only as a guide. Often, when shooting outdoors, atmospheric
interferences—overhead airplanes, background disturbances—render a
scene’s dialogue or other needed sounds unusable. At a later date the ac-
tors re-record the dialogue impeccably for use in the final soundtrack, and
the extraneous sounds—in proper perspective—are laid in during editing.
See ADR; Lip Sync.

Cut 1. In editing: (a) to sever a segment of film and join it to another segment
of film (to splice), (b) to immediately change from one shot to another,
(c) to delete (cut out) a portion of a shot. 2. In directing: the order that
the director gives to stop the action of a performance or the operation of
any camera or sound equipment. 3. In the script: to delete any action or di-
alogue froin the written page.

Utaway A shot that is interjected into a scene which cuts away from the flow of
that scene’s immediate action. It may be a relevant story point, an inten-
tional distraction, or a cover-up for a mismatch.

Utter An early term for the film editor; nowadays it refers to the editor’s
assistant.

Utting Room The room that houses the equipment used in assembling and
editing the processed film. Today, most film editing is accomplished via
large multi-screen computerized editing consoles: the Avid or Light-
works.

r;_ailies Reels of processed film from the laboratory (or their videotape cassette

tquivalents) that comprise the film of the previous day’s work. This film
(or tape) is reviewed for critical commentary by the director, the producer
and other concerned personnel. See Rushes.
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Dance Floor The term for a panel, or panels, of plywood or other material,
placed over an area of uneven ground or stage floor to enable the wheels
of a camera dolly to roll smoothly during filming.

DAT Abbreviation for Digital Audio Tape. A modern, high-tech system of record-
ing motion picture production sound on tiny cartridges of magnetic tape,
as opposed to the older analog method. See Nagra; Sound Recorder.

Day-for-Night Denotes the filming of an exterior nighttime scene during the
daytime. Special filters are attached to the lens to create the effect of dark-
ness, which is later enhanced in the lab or digitally.

Depth of Field The spatial area in front of the lens where the subjects in the
foreground and background are automatically in equal focus.

DGA Abbreviation for Directors Guild of America.

Dialogue (or Dialog) The words spoken by actors during filming.

Dissolve The process whereby an image on the screen begins to disappear as an-
other image takes its place. The term denotes the editorial transition from
one scene to another, or indicates the end of a sequence in the script.

DNLE Abbreviation for Digital Nonlinear Editing. The contemporary system
of editing film on the multiscreen computerized editing console which
enables editors to readily find and rearrange shots and sequences elec-
tronically or digitally—as opposed to the old-fashioned Moviola or Flatbed
methods of having to view the film sequentially. See Avid.

Dolly Any platform with wheels, upon which a camera is mounted, making it
possible to move the camera to follow the action in a scene. Many varied
types, including tracked and trackless, are currently in use. See Crab Dolly.

Dolly Back The camera is pulled backward, away from the subjects or objects,
and thus moves from a closer to a wider angle. This makes the subject ap-
pear smaller on the screen.

Dolly Grip The person who pushes the camera which is mounted on 2 dolly
that follows the action in a scene.

Dolly In The camera is pushed forward, toward the subjects, and thus moves
from a wider to a closer angle. This makes the subjects appear larger on
the screen.

Dolly Shot Any shot in which the action is followed with a camera mounted on
awheeled device.

Dolly Tracks Rails that are laid down to accommodate the wheels of a dolly
used for a camera to follow the action in a shot.

Double The person who substitutes for a principal actor when
mance calls for dangerous or risky action (stunts).

Down Angle Shooting downward on a scene. See Camera Boom; Crane Shot.

Downstage The area closest to the camera. Moving downstage means moving
toward the foreground (FG) of the shot. See Upstage.

Dubbing The term applies to different editing procedures. 1. Th
of dialogue in a film when only a cue track was recorded durin; Soc
nal shooting. The technical term is Electronic Line Replacement (ELR). 5¢
ADR 2. Coordinating and synchronizing into a master track all

the perfor-

e re—recordin_g
g the origl-

the dialogu€
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and sound tracks from a finished shoot and integrating that track with the

film footage. 3. Recording voices, in a foreign language, that will replace

the original dialogue in a film. (Speaking in a foreign language while cre-
ating the impression that the speeches are coming from the mouths of the

i original actors in the film is a highly specialized skill.) See Looping.

§ Editing Room See Cutting Room.

ELR Abbreviation for Electronic Line Replacement. See ADR; Dubbing.

i Emmy The achievement award statuette given by the Academy of Television

' Arts and Sciences (equivalent to the Oscar for feature films).

End Marker (Also called end slate, tail sticks, or tail slate.) The slate photographed
at the end of a take if, for some reason, a slate was not (or could not be)
photographed at the beginning, or if there was a mistake on the beginning

b2 slate. An end slate is held upside-down to be photographed.

¢ End Slate See End Marker.

End Titles The list of names acknowledging the participants in a film or televi-

sion production, shown at the end of the presentation. Also known as End

Credits. See Credits.

Enters An actor coming into a shot through a door or coming into the frame

: from off-camera (OC).

Entrance Actors make an entrance when they come into a shot. See Enters.
Establishing Shot A (usually) wide-angle, long or full shot that introduces a
particular locale by showing the geography, environment, or atmosphere
of ascene.

- Exterior Designation for scenes that take place out of doors.

. Extreme Close-up The frame holds only a portion of a face, body or obiect; the

image is magnified.

Extreme Long Shot A huge expanse of a scene. The frame holds subjects or ob-
Jjects that appear in the distant background of a shot.

Eyemo A very small camera—holding only 100 feet of motion picture film—
usually run by remote control and often used in a protective crash housing
when filming a stunt which does not warrant risking damage to an expen-
sive camera and its operator.

Fade In 1. The process whereby a clear image emerges onto the screen from

~ blackness. The process is usually executed at an optical laboratory. 2. In a

script, the term is customarily used to indicate the start of a screenplay or

teleplay, and/or the start of a new sequence.

Fade Out 1. The reverse of Fade In: the image on the screen disappears into

blackness. The process is executed at an optical laboratory. 2. In a script,

the term is customarily used to indicate the end of a screenplay or teleplay,

i and/or the end of a sequence.

F ast Motion Action caused to move at a faster-than-normal pace. The effect is

created by undercranking the camera speed: photographing at less than

¥ 24frames per second (fps).

lvor The term used to indicate that a character or an object is given a posi-

tion of prominence in a shot.




Flub The term for an inadvertent error in dialogue or action made by a per-

Fluff See Blooper.
Focal Length The distance between the optical center of a lens and the subject

Focus The point at which a lens produces a sharp image on a frame of film

Foley The technique of augmenting or creating sound effects to synchronize

Follow Focus Adjusting the sharp focus of a lens, according to the changes in

Forced Call Returning to work on a set before the contractually specified num-
Foreground 1. The space that is closest to the camera. 2. Any area or activity

FPS (Frames per Second) The measurement of the speed at which motion pic-

Frame The basic measure of motion picture film on which images are projec are
Frame Formats Camera viewfinders (and now video monitors for cameras)
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Field of View See Angle. not be visible within any of the frame formats in which the production
Final Cut The ultimate edit of a finished film.

might ultimately be viewed.

First Team The term refers to the principal performers in a scene to differenti- i Framing/To Frame The act of positioning the camera and adjusting the lens
ate from the stand-ins who were used in the set during the lighting. 3 to achieve the desired dimension of the subject or area being filmed. See
Flashback Scenes that relate to something in the past, interjected (intercut) 3 Lining Up.
between scenes of the contemporary exposition of the story. i Freeze Frame The holding of an image of a single frame of film, either opti-
Flopped Film A piece of film that was physically reversed. Today, this flip can 4 cally or digitally, that continues as long as required. This gives the impres-

also be done optically or digitally. Sometimes a shot is flopped during edit-
ing to correct the screen direction. However, this trick does not always
work; for instance, when the background is recognizably reversed and/or
numbers and objects are readily seen to be backwards.

sion of suddenly stopped or “frozen” action.

From the Top An expression that mandates the repeating of a scene from its
starting point or from the first word of an actor’s speech.

Full Shot The frame holds subjects from head to toe and the screen is filled
with some foreground and/or background activity. See Long Shot.

Full Three Shot (F3/SH) The frame holds three subjects in full figure.

Full Two Shot (F2/SH) The frame holds two subjects in full figure.

Group Shot The frame holds four or more subjects. The projected image may
be in a long shot, a medium shot, or a close shot. The size of the lens deter-
mines the size of the image.

Hand-Held Camera Any camera which is held and operated by the hands of
the camera operator when filming. See Amriflex; Movicam; Panaflex, Steadicam.

HDTV (High Definition Television) The most recent American broadcast
standard, using a digital signal to send ultra high-quality, sharp pictures in
a wide-screen format—to be compatible with any future, computerized
wide-screen television sets.

Head-On Shot A shot in which the action advances directly toward the camera.

High Angle The camera is shooting from a height, focusing downward on a
scene. See Camera Boom; Crane Shot.

High Hat/Hi Hat A very low tripod on which a camera is mounted for shoot-
ing scenes from an extremely low angle. Sometimes the device is placed
in a dugout in the ground to achieve the ultimate of a low angle effect.

The device acquired its name because it resembles a man’s evening top
ture film moves though the camera. The 35mm camera normally runs at 2 ;. hat.

speed of 24 fps; it exposes 16 frames per foot, which translates to 11/2 feet E HIMI (Hydragyrum Mercury Iodide) A high-intensity, lightweight lamp whose

of film per second, or 90 feet of film per minute. The 16mm camera run- rays simulate daylight brightness. See Arc Light; Night-for-Day.

ning at 24 fps exposes 40 frames per foot, which translates to 3/5 of foot “Hold That One” A director’s instruction to the continuity supervisor not to

of film per second, or 36 feet of film per minute. circle a particular take number for printing but to mark it as a “hold” until
further notice. It may be chosen for printing later, at which time the conti-
nuity supervisor will inform the camera assistant and sound mixer to circle
that particular take.

Honey Wagon A large trailer equipped with washroom facilities; some trailers
also have several cubicles used as actors’ dressing rooms when companies
shoot at locations where such facilities are not accessible; trailers are dri-
ven to the sites.

" Hubba-hubba The murmuring sounds emanating from a crowd in a scene,

prompted by the A.D.

s

former. See Blooper.
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being filmed. The size of the lens determines the size of the image.

AT A

projected on a screen.

with the action in a film during postproduction: footsteps, slaps, punches,
heavy breathing, etc. Today, most of this work is done by computer. Foley
is the surname of the man who invented this technique.

AR T R AR

distances as a subject, or the camera, moves within a shot. The operation is
handled by the camera first assistant.

ber of hours of rest. See Turn-Around Time.

that is in front of the subjects or objects being filmed.

ted.

. . . . . . . ten-
inscribed with outlines of the various frame sizes and ratios for each po

tial viewing medium. They are represented by a series of overlapping rec
tangles: (a) the full Academy framing, (b) wide-screen theatrical framl'r(;g’
(c) standard television framing, and (d) the new American HDTV Wi :(;
screen framing. Directors and DPs take care when composing _ShOt er
that vital subject matter remains visible within the frame for Wlilscll:;‘;l i

medium the film is finally intended. Conversely, unwanted materia
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IATSE Abbreviation for International Alliance of Theatrical and Stage
Employees—the trade union that embraces all the crafts personnel work-
ing in film and television production.

Idiot Boards See Cue Cards; Teleprompter.

Insert 1. A separate close-up shot that focuses attention on an object within the
context of a scene: a letter, a picture, the time on a clock, a book title, a sig-
nificant ring on a finger, an article in a box. 2. A shot used as a cutaway
during editing.

Insert Car A special industry vehicle used for filming a scene that depicts trav-
eling vehicles. It is a truck equipped with an electrical generator and cus-
tomized devices for mounting cameras—in several adjustable positions—as
well as sound, lights, and other pertinent equipment, together with video
monitors and seats for key personnel. For low budget productions, a regu-
lar automobile or small truck can be pressed into service.

In Sync Denotes that camera film and sound track are running simultaneously
at their correct corresponding speeds.

Intercut See Cross Cutting.

Interior Designation for scenes that take place indoors.

IPS (Inches per Second) The measurement of the recording speed of audio
tape (sound track). Analog tape recorders use 1/4 inch tape and run at
the speed of 7 1/2 inches per second (15 ips is sometimes used for better
quality).

Iris In The effect of making an image emerge from a speck of light on a black
screen to a fully lit picture. The process can be executed at an optical labo-
ratory or through digital methods.

Iris Out The opposite of Jris Jn. A fully lit picture on the screen is diminished
until the screen becomes total black. The effect can be executed at an opti-
cal laboratory or via digital means.

Key Light The principal source of light that illuminates a subject in the set; in
addition, auxiliary lamps may be set to create the desired ambience.

LED Light Emitting Diode.

Leftto-Right A camera direction that denotes movement from the left side to
the right side of the screen.

Lens An optical device on the camera, through which light passes and causes
an image to be projected onto the unexposed film negative. There are two
types: prime and zoom. )

Level The relative degree of sound transmitted to the audio recorder, adjusted
by the sound mixer through controls on the mixing panel.

Lightworks See Avid.

Lining Up When 2 new shot is being composed with actors and camera. See
Framing/To Frame. )

Lip Sync The technique of recording and synchronizing voice with filmed lip
movements in order to replace faulty or absent sound track in scenes shf)t
previously. The procedure takes place in a dubbing room, where the pic-
ture is projected on a screen. The actors, wearing earphones, listen as they
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watch themselves in the film. They then speak the dialogue at the same
pace and with the same inflection as in the original performance. The dia-
logue here is recorded impeccably, and the sound track of the dubbed
voices replaces the original tracks (or cue tracks) during the editing of the
final footage. If actors are not adept at lip-syncing, the audience becomes
aware of the mechanical contrivance. Sometimes the editor may have to
resort to the tactic of cutting away from the on-camera character and lay-
ing in the sound track of the clear dialogue over another character’s face.
See ADR, Cue Track.

Live Feed A live video performance transmitted to a television screen within a
scene being filmed with a motion-picture camera. Usually, any material
needed to appear on a TV screen (or computer monitor) is prerecorded
on videotape and played back during the filmed scene—to better control
the quality and timing. See Video Playback.

Long Shot A shot of subjects or objects that are distant from the camera, em-
bracing a comprehensive view of the scene (see Full Shot). The images in
long shots appear small to the audience.

Loop A piece of motion picture film spliced head-to-tail into a continuously re-
peating length of film for use during the lipsyncing procedure.

Looping The recording of dialogue in post production to match and synchro-
nize with previously filined material. See ADR; Dubbing.

Loose Shot A shot in which the frame holds subjects and objects with space
(air) around the image, as opposed to a tight shof, wherein the image fills
the frame.

Low Angle Sce Angle, High Hat/Hi Hat.

Master Shot The film that comprises the continuous performance of a scene
{or major section of a scene), which includes dialogue and camera moves.
Any portion of a scene, or any subject matter related to a scene being
filmed for the first time is in the category of master shot.

Match Cut In editing, the technique of cutting film when characters are in
movement. This achieves the semblance of continuous action between two
joined pieces of film that have been shot separately.

Medium Close Shot Similar to Medium Close-up, but with more space (air) sur-
rounding the figures.

Medium Close-up The frame is filled with the subjects’ figures from the waist
up.

Medium Long Shot The frame holds the figures from the ankles or calves up,
and also holds activity in front of and behind the principal action.

Medium Shot The frame holds the subjects’ figures from the thighs up and sur-
rounded by space (air); also referred to as a loose shot.

Mirror Shet A shot of a subject’s reflection in a mirror. Care must be taken to
ensure that no incongruous room reflections intrude.

Mismatch An error in continuity caused by (1) any action that was not per-
formed consistently to allow consecutive shots to be joined smoothly in
editing: cutting from a full shot to a close shot, and vice versa; (2) any in-



204

correctly matched objects: in wardrobe, props, makeup, etc., that were
shot separately—perhaps in different settings—but which, editorially, be-
long in the same sequence. :

Mock-up 1. A replica made of a structure or an object featured in a scene, par-
ticularly when the script calls for its destruction: a building that burns or
collapses. 2. A replica made of a section of an automobile, airplane, the-
ater, or the like, for the purpose of shooting close-up angles for the dia-
logue or reactions of the characters occupying the seats.

Montage A filmic technique used to convey a story point: 2 series of brief shots
(cuts or dissolves) that indicate a passage of time, a dramatic succession of
events, or to establish a particular mood.

MOS The shooting of film without the simultaneous recording of sound.

Movicam The brand name of another 35mm reflex motion pictures camera.
See Arriflex; Panaflex.

Moving Shot Denotes that the subjects or objects being filmed are in move-
ment, and the camera physically moves with them on a dolly, a crane, or
an insert car.

Moviola The trade name for the classic original machine on which editors
viewed the film and marked it for cutting. These venerable relics are no
longer in use; they have been supplanted by computerized digital nonlin-
ear editing consoles. See Avid; Lightworks. )

Nagra The brand name of the portable 1/4” tape recorder (analog? that is
most commonly used in motion picture productions. The tape 13 subse-
quently transferred to the recorded final film sound track, during post
production. See DAT: Sound Recorder.

NG The initials for “No Good,” applied to anything that is unacceptable for
any reason. :

Night-for-Day Denotes the filming of outdoor scenes that take place in the
daytime but are filmed at night to expedite the shooting schedule. The
sets are illuminated by special lamps that simulate daylight. See Arc Light,
HMI.

Night-for-Night Denotes the nighttime filming of outdoor scenes that take
place at night. ded

No Print The comment made by the director to indicate that the last recor t;
take is not to be printed at the laboratory; the continuity supervisor, the

camera assistant, and the sound mixer do not circle that take number. ]

Off-Camera (OC) Refers to an action or sound that is out of the range of cam
€ra view. .

Off-Mike Refers to a voice or sound that is out of the correct recording range
of the microphone. of the

Off-Screen (OS) Refers to an action or sound within the scene but out din-
range of the camera’s view. See Off-Camera. (OC and OS are often us¢
terchangeably.)

On a Bell Refers to the time period after a single bell warn sion 0
within the sound stage or shooting area must cease for the dura

s that all stirTing
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filming a take. When the take is finished, two bells signal that activity may
resume,

On Camera Refers to subjects, objects, or actions that are in front of the cam-
era, being filmed.

Out of Frame Refers to subjects, objects, actions, or parts thereof that are not

¥ within the picture as seen by the camera lens.

§ Outof Sync 1. When filming, the running speeds of the camera and the sound

. recorder do not coincide, 2. In a projected film, the picture and sound are

i not properly aligned.

g Out Take 1. A shot that was not printed (see “B” Negative). 2. A piece of film
that was deleted in the course of editing.

Overcrank To run a camera at a speed of more than the normal 24 fps. This cre-
ates slow motion when projected on the screen. See Ramping Up/Down; Slo-
Mo; Undercrank.

: Overlap 1. The portion of action or dialogue that is carried over (repeated)

: from the end of one shot to the beginning of another shot for editing con-

tinuity. See Match Cut. 2. What occurs when a voice or any off-camera

3 sound intrudes on the dialogue of on-camera subjects.

. Over the Shoulder A standard filmic composition wherein the frame holds two

subjects, one facing the camera and the other with back to the camera,

having only one shoulder and the back of the head seen in the foreground
of the frame-—either at camera right or camera left.

. Panaflex The current standard 35mm reflex motion picture camera, and its

various models. See Arriflex; Movicam.

an/Panning 1. The horizontal movement of the camera head on its axis, from

left to right (pan right) or right to left (pan left). See Tilt/Tilting. 2. A pan-
ning shot may also refer to a panoramicview of a scene. 3. The term also de-
notes a negative opinion of a theatrical production: a bad review.

arallel Action See Cross Cutting.

Pickup The term applies when: (1) An incomplete shot is printed and the con-

tinuation of that scene begins at the point where the previous shot ended;

(2) Only a portion of a shot is repeated to correct a flaw; (3) A significant

change is desired in a portion of the dialogue or action after a shot has

i been printed.

Picture Time The actual number of minutes and seconds that a motion picture

runs after final editing.

layback 1. The prerecorded singing and/or music played during the filming

of musical productions. 2. The prerecorded videotape used to feed a sig-
nal to a television set used in a scene. See Video Playback.

'V (Point of View) A separate scene shot from the viewpoint of a character

n a filmed scene. It reveals to the audience what that character sees.

- otuction Board A tool used by the 1st A.D. Traditionally it consists of a large

hinged wooden board displaying strips of colored cardboard that contain in-

; formation on all the essential elements for each scene in the production—

§ amanged in the order of shooting. This device helps the A.D. to expedite
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the shooting schedule on a day-by-day basis. Today the physical board has
been replaced by a computerized version. The A.D. now employs a laptop
computer with specialized software—Movie Magic—which permits changes
and updates to be conveniently entered and printed out.

Protection Shot See Cover Shot.

Pull Back See Dolly Back.

Push In See Dolly In.

Rake Shot The frame holds subjects or objects positioned in a row. The camera
angle is from either screen right or screen left and holds the line of pro-
files, shooting past the character or object closest to the camera.

Ramping Up/Down The terms used to indicate increasing or decreasing the
camera speed (frame rate) and automatically compensating for the exposure
change while the camera is running. This effect is attained via a laptop
computer wired to the camera, and controlled by the Camera 1st Assistant.
See Ouvercrank; Undercrank,

Raw Stock Film that has not been exposed.

Retake A take that was done over—reshot—to correct some mistake or prob-
lem discovered after the film was processed at the laboratory.

Rig To install equipment in preparation for shooting a film set.

Right-to-Left A camera direction that denotes movement from the right side to
the left side of the screen.

“Roll!” The order given by the 1st A.D. to the camera operator and the sound
mixer to activate their equipment for the making of a shot.

“Roll Film” (or “Roll Camera”) The 1st A.D.’s order to run the camera with-
out sound being recorded.

“Roll Sound” The 1st A.D.’s order to start the audio recorder without the
rolling of the camera.

Room Tone See Ambient (Atmosphere) Sound Track.

Rough Cut The first stage of editing a film, wherein film footage and sound
track are assembled in proper continuity but without final editorial refine-
ments or precise timing.

Running Time See Picture Time.

Rushes An earlier movie term for the reels of laboratory processed film which
comprised the previous day’s shoot to be reviewed by the director, the pro-
ducer, and other concerned personnel. See Dailies.

SAG Abbreviation for Screen Actors Guild.

SC (or Sc) Abbreviation for Scene.

Scaffold See Catwalk. ) _

Scenario 1. Another word for screenplay or teleplay. 2. A synopsis of a script
giving essential details of the plot, scenes, and characters. '

Scene 1. A segment of a script that describes the activity within 2 single time pe-
riod in a given locale. 2. A unit of a performance in a film. ‘

Scene Number The numerical identification applied to a scene within a script.

Scenery 1. The decor of a film set, reflecting an authentic locale or environ-
ment. 2. Natural vistas that are pictorialized on film.
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Score The music that accompanies a film. It may be music that was produced
independently from the film (including public domain works) or music
written especially for the production.

Screen Credit See Credits.

Screen Direction The indication of movement within a frame of film: right to
left, left to right, toward background, toward foreground.

Screen Test Traditionally, a filmed audition to determine whether an actor
suits a particular role in a film. Currently, in the interest of economics and
speed, some screen tests are recorded on videotape.

Screening The showing of a film to a public audience, or sometimes to a lim-
ited, privileged audience, such as a studio screening.

Screenplay Material written in a particularly stylized format that is used in the
process of filmmaking.

Scrim Traditionally, a piece of special gauze mounted on a stand and placed
between a lighting unit and the characters being filmed—in order to dif-
fuse the light to be more flattering to the actors.

Script Any material written for dramatization. See Scenario, Screenplay, Teleplay.

Second Team The stand-in people used for lighting purposes while the actors
{first team) rest or prepare for a take.

Second Unit An auxiliary crew that shoots (1) scenes where the principal ac-
tors are not featured (recognizable) or are portrayed by substitute per-
formers (doubles)—or (2)additional scenes for a production—usually scenic
and establishing shots.

SEG The abbreviation for Screen Extras Guild.

Sequence Refers to a segment of a script that depicts a continuance of interre-
lated scenes or shots. Sometimes the term is used synonymously with scene.

Set The specific site in which the filming takes place,

Setup The prescribed area in a set on which the camera and sound are focused
for the filming of a particular shot.

Shoot 1. The professional term when the camera and sound record a perfor-
mance or a setting onto film. 2. The process of filming a script: “What’s the
schedule for this shoot?”

Shooting The technical operation of the camera and sound recorder when
filming performances and/or scenery.

Shooting Schedule The form—prepared by the 1st A.D.—that lists all the perti-
nent information extracted from the production board, or its printed-out
computer counterpart. Copies are distributed to all the production person-
nel. The schedule details all the elements of who, what, where, and when,
together with the number of scenes and pages to be shot each working day,
for the length of time it takes to complete the filming of the project.

Shooting Script The script approved for filming—after all revisions of action
and dialogue have been finalized and the pages arranged in acceptable
form. '

Short Ends The raw stock—unexposed film—that remains at the til end of a
magazine when that film is too short for making another complete take,
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Shot The term applies to an image recorded on a length of film—with or with-
out sound-and includes the gamut of camera angles and perspectives:
Long Shot, Medium Shot, Close-up, High or Low Angle, etc.

Shot List The prepared list enumerating the camera shots that the director en-
visioned as a guide for shooting the scenes written in the script. Printed
copies are customarily distributed to key personnel. (Any adherence to
this list is often accidental!)

Silent See MOS.

Single A shot in which the frame holds only one subject, whether the angle’s
size is a full shot, a medium shot, or a close shot.

Slate The small (formerly black, now usually white) plastic board (also called
clapboard) that is photographed at the start of every take. When its hinged
black and white striped clapper arm is slammed shut, it emits the “clap”
that marks both picture and sound with an alignment point for synchro-
nization. The numbers written on the slate identify the particular shot to
the laboratory and the editor. See Smart Slate.

Slo-Mo Abbreviation for slow motion. See Ouvercrank; Ramping Up/Doun.

Smart Slate An electronic version of the standard slate. When activated by the
battery attached to its back, the face of the slate lights up with a display of
running digital numbers, representing a timecode—indicating hours,
minutes, seconds, and frames. Via an electronic device, these digits corre-
spond with the identical audio timecode generated in the sound recorder:
Nagra or DAT (Digital Audio Tape). This methodology launched the au-
tomated synchronization of picture and sound used in editing on the
high-tech computerized digital editing consoles. The Smart Slate is used
only for shots made with sound. For MOS (silent shots) the electronic ele-
ments are not activated. See Slate, Telecing, Timecode.

Soft Focus 1. A deliberately defocused lens used to produce a filmic effect: an
image not sharply defined on the screen. 2. An improperly adjusted focus;
the mistake appears as an unsatisfactory image due to lack of sharpness.

Sound Effects (SFX) 1. Sounds that are indicated in the script but not
recorded during shooting. These sounds are recorded subsequently and
included in the final editing of the film. 2. The audio components in a film
that are made to imitate real sounds. See Foley.

Sound Recorder The portable system that records the dialogue and sound on
a movie set which can be played back for listening. See DAT; Nagra.

Sound Stage Traditionally, the soundproof studio in which the shooting of
film and sound takes place. Today’s “stage” filmmaking often takes place
in ersatz sound stages: warchouses, abandoned supermarkets, or any
large enclosed space without interior obstructions and often not sound-
proofed.

Sound Track 1. A length of film carrying only sound, either magnetically or op-
tically. 2. The portion of a motion-picture film strip that is reserved for
sound. One or more bands of sound, such as multi-channel stereophonic
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sound tracks, are recorded along one edge of the film to be in perfect syn-
chronization with the projected picture. The combining of picture and
sound elements onto one strip of film is performed in the film laboratory.

Special Effects (SPFX) Those scenes on the screen which have been created by
special-effects personnel using on-set mechanical devices (differentiated from
Visual Effects). Traditionally, special effects include simulations of fires, ex-
plosions, lightning, rain, etc., also actors made up as creatures. See Visual
Effects.

“Speed” The term used by the sound mixer when announcing that the audio
recorder has been started and is now running at the correct speed—
synchronized with the speed of the camera.

Splice In editing, to physically join two pieces of cut film. The term has become
virtually obsolete in the modern editing room where “cuts” (and all other
transitions) are made digitally via an editing console. See Avid; Lightworks.

Split Screen Two or more separate scenes taking place within one frame. The
two separately made shots are combined through digital or optical means.

Steadicam The trade name of a mobile camera mounting system on which any
type of camera can be placed. The apparatus is securely strapped to the
operator’s body which ensures steadiness of the film while the camera is in
operation, and also gives the operator the mobility to maneuver in any
direction.

Sticks See Tripod.

Stock Shot A length of film obtained from a film library.

Storyboard A pictorial layout on paper—or via computer—of scenes or shots
for a film. The art director furnishes this rendition to help the director
and other key personnel to visualize the sequences and the planned pro-
gression of shots and angles to depict the story. In special and visual effects
films, the storyboard is a vital reference guide for all departments.

Straight Cut In continuity editing: two shots joined directly to each other with-
out any optical or digital transitional effect.

Subjective Shot The camera (often hand-held) moves stowly across a scene to
create the impression that eyes are peering from a hidden position; or the
camera moves/pans ominously to evoke a sense of an impending, volatile
situation: suspense, shock, surprise, or imminent danger.

Subtitles Printed words, superimposed on the lower part of a screen, that are
translations of a foreign language, or some parenthetical phrase.

Superimposure The process of placing one image on top of another without
obliterating the first image. This is usually done to make a vital story
point: an image superimposed on an actor’s face—to convey what the
actor is experiencing—is known as stream of consciousness. The second
image is always written into the script as a separate scene number, with
the notation “Superimpose.”

Swish Pan The camera moves very swiftly from one image to another, blurring

the former and focusing on the latter. Also referred to as a Blur Pan.

s
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Sync Short for synchronization or synchronized. See In Sync, IPS; Out of Sync.

Tag A brief scene that marks the finish of a film. It either ties up a loose end of
the story or injects a final revelation. Tag scenes are most prevalent in tele-
vision filmed series, often appearing with the end credits.

Tail Slate See End Marker.

Take Any scene that has been recorded on film or videotape (with or without
sound}).

Teaser A brief, enticing scene or a series of intriguing shots at the start of a
television film—intended to capture the audience’s attention.

Telecine The process that transfers film (picture and sound) to tape. This tape
can be used for either videotape cassettes or digital disks. See Dailies; Smart
Slate; Timecode.

Teleplay A script written especially for a television production. See Screenplay.

Teleprompter The electronic device that replaces cue cards. Now the actors
can easily read their dialogue and/or directions from the display on a
scrolling video screen,

The Trades The industry’s periodicals, particularly Daily Hollywood Reporter,
Daily Variety, Back Stage West/Drama-Logue. There are several others.

Tight Shot A shot in which the frame holds subjects or objects that fill the
space to the left and right sides of the screen.

Tilt/Tilting The vertical movement of the camera head on its axis as it pans up-
ward and downward. See Pan/Panning. Current industry personnel mostly
use the term “pan” to refer to any movement of the camera on its axis: Pan
up, Pan down, Pan left, Pan right, etc. Tilting the camera head produces a
movement that is distinct from the vertical (up and down) movements of
the camera on a boom. See Camera Boom; Crab Dolly.

Timecode A standard electronic marking process that identifies each frame of
picture or sound used in computerized editing systems. See Smart Slaie;

Telecine.

Titles The name and any inscription that appear at the beginning or end of 2
film or television presentation (known as openingand closing titles).

Tracking Shot A shot made when the camera is mounted on 2 dolly and moved
on tracks to follow actors as they walk or run. See Dolly Tracks.

Traveling Shot A shot in which the camera is moving with the filming of a rav
eling vehicle. Sometimes, one or two cameras are mounted on t.he Pnna-
pal vehicle and film the actors as they perform a scene while riding in the
car. See Insert Car.

Treatment A written synopsis of a story, delineating the main scencs fmd's‘?me
dialogue. A treatment is prepared with the intention of developing it into
a screenplay or teleplay. be af

Tripod A portable, adjustable three-legged stand, to which a camera can
fixed. Also called sticks.

Trucking Shot Same as Tracking Shot. A script may read: “Camera trucks along.

with John and Mary as they walk.” Make note of (a) Camera Preceding: t0 10

. . . owar
dicate that the camera is focused on the subjects’ faces, as they walk t
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the camera; (b) Camera Following. to indicate that the camera is focused on

é’ the subjects’ backs, as they walk away from the camera; (c) Side Angle: to in-
dicate that the camera is focused on the subjects’ profiles, as they walk ei-
ther leftto-right or right-to-left.

Turn-Around Time The time between when a company has wrapped for the

day (or night) and the time of the call to begin work the next shooting day
(or night}), so that the actors and craftspeople have gotten sufficient rest.
Customarily, the minimum Turn-Around Time is prescribed by union or
guild contracts. When called back to work in less time than the contractual
minimum Turn-Around hours, it is said that the persons are on Forced Call

5 and must receive additional pay.

Two Shot (2/SH) The frame holds two subjects. It may be a full shot, medium
shot, or close shot. Other common abbreviations are 2/S, 2-§, and 2-Shot.

- Undercrank To run the camera at a speed less than the normal 24 fps. This cre-

ates speeded up motion when projected on the screen at the normal 24

fps. See Overcrark; Ramping Up/Down.

i Upstage The area farthest from the camera. Moving upstage means moving to-

& ward the background (BG) of the setup. See Downstage.

;. Video 1. Term commonly applied to the visual components of film and televi-

sion viewing. 2. Denotes the electronic television signals.

. Video Assist Denotes prerecorded videotape which is played back to an on-

screen television set that is being filmed in a scene.

Video Moniter A small television set that receives its signal from a video cam-

era which is mounted inside the film camera. The monitors—being used

by nearly all the departments—receive exactly what the movie camera is
filming (or rehearsing). See Video Tap; Video Village.

Video Playback The prerecorded videotape that is projected in a television set

being filmed in a scene. Both the recorder and the television set are cus-

tomized for playback at 24 fps, to match the frame rate of a motion picture

camera. {The normal Current American television broadcast rate is 30

fps.) This operation is usually accomplished during postproduction.

Video Tap A tiny video camera mounted inside the film camera which sees the
same image from the lens as the film: its signal is sent by wire or wireless
transmitter to video monitors where key personnel can observe the shot
being rehearsed or filmed. See Video Monitor.

ideo Village The facetious name given to an area on a movie set where a

video monitor is placed with a grouping of chairs for interested personnel

(seated or standing) to view a shot being rehearsed and/or filmed. This

arrangement eliminates the former need to crowd around the camera. See

Video Monitor.

Viewfinder The optical instrument through which the director of photography

. (DP) peers to establish the angle and framing of a particular setup. The in-

Srument is also used by the camera operator during rehearsals to ascer-

tain how the image will record on film, and to ensure the correctness of

the camera moves.
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Visual Effects Scenes of computer-generated images (CGl) that are intercut
with live action performances during principal photography, then com-
puterized digitally in the high-tech editing consoles during post produc-
tion. The computer-generated scenes are a composite of multi-elemented
images using blue and green screen techniques. Most filmmaking today in-
cludes some phantasmagorical visuals-whether it be in feature, television,
science fiction, or commercials. Personnel of the visual effects companies
usually work with the film production companies. See Special Effects.

Voice Over (VO) A voice heard on screen without the appearance of the
speaker.

Voice Slate Slate and take numbers spoken (woiced) into the sound mixer’s
recording panel: Nagra or DAT.

Walkie-Talkie Small hand-held radio device (earphone/mouth-microphone

"~ combination) used for fast communication between the director and the
A.D.sin the course of setting up for shooting a scene spread far apart.

Walla-Walla See Hubba-hubba.

Whip Pan See Swish Pan.

Wide Angle A camera angle in which the frame holds a large area, with a crowd
of people and/or objects positioned at a distance from the camera. The
lens’ focal length makes the full figures appear small relative to the screen.
Or the composition may be with the principal players positioned in the
center or foreground of the scene, while the shot encompasses the activity
behind and at both sides of the principals. The latter composition is de-
scribed as shooting past the principals (from their ankles, knees, or thighs,
as the case may be).

Wild Line A portion of dialogue recorded only on audio tape to replace some
faulty filmed dialogue; the corrected tape will be laid in during editing.

Wipe An older, now seldom-used, style of transition from one scene to another:
The image on the screen is virtually wiped off, by a hard or soft-edged line,
as it reveals another image behind it; the effect is produced at a laboratory
by optical means or via digital computer manipulation. .

Wrap The finish of a sequence, the end of a day’s work, or the end of an engre
shoot: “That’s a wrap.”

Zoom In A similar effect to Dolly In; Push In; done with the zoom lens.
Zoom Out A similar effect to Dolly Back; Pull Back, done with the zoom lens.

Appendix A

Abbreviations for
Shot Descriptions

ANG:

BG (Bg):
BH/CU:
CH/SH:

CL:
COMP:
CONT:

CS:
CU:
D/A:
D/B:
D/I

DISS:
DBLE:
ECU:

ENT:
E/S:
EST:

FG (Fg);
F/1:
F/0O:

F/SH:

Angle

Arriflex
Background

Big head close-up
Choker shot
Camera left
Complete
Continued
Camera right
Close shot
Close-up

Down angle
Dolly back

Dolly in

Dialogue

Dissolve

Double

Extreme close-up

Extreme long shot

Enter

End slate

Establish shot

Exterior

Foreground

Fade in

Fade out

False start

Full shot

Feet
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¥2/SH:
F3/SH:
GR/SH:
H/A:
ING:
INT:
L/A:
L/SH:
I~R:
MAST:
MCU:
MCS:
MED:
MIS:
MOS:
MS:

NG:

oC:

0S:
OV/SH:
P/B:
PL/B:
P/1:
R-L:
R/SH:
SC:
SGLE/FS:
SND:
SFX:
SPEX:
T/SH (TITESH):
TR/SH:
TRAV/SH:
WA:
X/ANG:
X’S:
XT:
Z/I:
Z/0:

Full two shot

Full three shot
Group shot

High angle
Incomplete
Interior

Low angle

Long shot
Left-to-right
Master shot
Medium close-up
Medium close shot
Medium shot
Medium long shot
Film without sound track
Medium shot

No good
Off-Camera
Off-Screen

QOver the Shoulder
Pull back

Playback

Push In
Right-to-left

Rake shot

Scene

Single full shot
Sound

Sound effects
Special effects
Tight shot

Tracking (or trucking) shot

Traveling shot
Wide angle
Cross angle
Crosses screen
Exits shot
Zoom in
Zoom out
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Conversion Table

35mm film runs through camera at:
90 Feet per Minute (fpm) (60 seconds)
24 Frames per Second (fps)
16 Frames per Foot (fpf)

Converting Footage to Time:
(Film ran 298 ft.)
Dividenumber of feet by 90
3
90)298
270 = 3 min.
+ 28 fr*

*To determine seconds on less
than 90 feet:

Deduct 1/3 from number of feet;
the answer equals the number of
seconds:

28 f1.
-91/3

18 2/3 seconds
Thus:
298 ft. = 3 min. & 18 2/3 sec.

Also written as: 3° 18 2/3"

Converting Time to Footage

(Film ran 3 min. & 18 2/3 sec.)

Multiply minutes by 90

3 min. = 270 ft.

182/3 sec.=_28 ft.*
208 ft.

*To determine footage on less
than 1 minute (60 seconds):

Add1/2 to the number of
seconds; the answer equals the
number of feet;

18 2/5 sec.
+91/%

28 feet
Thus:

3min. & 18 2/3 sec. = 298 ft.

The fractions may be rounded out for quick calculation
(1 foot is less than 1 second: 1% ft. per sec.)

28 ft. 19 sec.
-9 +9
19 seconds 28 feet

{
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59
80 (1 Min.)

Conversion Chart

35 mm
Footage

1%
3
4%
6
44
9
10%

Minutes

59
60 (1 Hr.)




Appendix C

Sample Forms

Daily Continuity Log 220

Daily Editor’sLog 221

Daily Progress Report 222

Story Chronology/Time Breakdown 223
Scene Count 224

Page Count 225

Cont_inuity Synopsis/One Line 226
Wardrobe Outline 227
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PRODUCTION NO.
TITLE

DAILY CONTINUITY LOG

FORWARD

Shoot. Call

DATE

WORK, DAY

221

DAILY EDITOR'S LOG
DATE,

ROL

ROL

SCENE

SLATE

PAGES

TITLE
WORK DAY DIRECTOR
PROD, WO,
CAMTSND
ROL | ROL SET SCENE# SLATE# PRINT |TIME DESCRIPTION

1st Shot

Lunch

1st Shot

Dinner

ist Shot

Cam. Wrap

Snd Wrap

Scenes Covered

Wild Tracks

Retakes

Total
Seript

Pages

Added

Deleted

New Total

Shot Prior

Shot Today

To Date

To Do

FORWARD

WILD TRACKS | REMARKS

Continuity Supervisor

e SR
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DAXLY PROGRESS REPORT
Shoot. Call Date
1st Shot Work Day
Lunch Prod. No.
1st Shot Title
Dinner Director
st Shot
Cam. Wrap
Snd Wrap

Scenes Pages Minutes Sertups

Total Script
Added
Deleted

New Total

Shot Prior
Shot Today
To Date

To do

Scenes Covered Wild Tracks Retakes Remarks

Continuity Supervisor

mgy?{:y;,,ﬁg‘,;;;;; R
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TITLE:

STORY CHRONOLOGY/TIME BREAKDOWN

SCENE NOS. TIME
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TITLE:

SCENE COUNT

o

225

TITLE:

PAGE COUNT




k4
CONTINUITY SYNOPSIS/ORE LINE
TITLE: PROD. NO.
DIRECTOR: DATE: -
SCENE NOS. SET DESCRIPTION O/R PAGES | CHARACTERS

B e —
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TITLE

WARDROBE OUTLINE

Time Breakdown

Scene Nos.

Sets Date Shot

CHARACTERS
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Index

Abbreviations, for critical comments, 114
Accessories, details of, 183
Action axis, 136-137
Action elements, 18, 43, 62, 66
matching, 9, 175-176
overt, 23, 66
wrong, 168172
Actors, 59, 63
cuing/prompting, 62, 65, 92
marking, 60-61
matching and, 176-177
Ad lib, 8, 18-19, 65, 98"
See also Improvisations
Alternative shot, 93, 173
“A” Negative, 109, 110
Animal Handler, 51
Animal Trainer, 51
Aperture, 133
Arriflex, 58
Arxt Director, 49
Assistant Film Editor, 49
Asgistant Property Master, 49
Assistant Scenic Artist, 51
Associate Producer, 48
Atmosphere, 50

Audio components, 75-76

See also Sound
Automobiles, details of, 185
Auxiliary scenes, 79-80
Avid, 6, 110

Babes in arms, details of, 181
Background (BG), 50, 135, 177
Back matching

during filming, 88-89

notes, 24-25

See also Matching
Back-to-back shooting, 189-190
Back 1o scene, 20
Bell, use of, 57, 63, 86, 87
Best Boy (electrical and grip), 51
Bit Player, 50
Blocking the set, 57-60
Blooper, 171
“B” Negative, 109
Bodies in bed, details of, 181
Body motions, details of, 182
Book light, use of, 67
Boom microphone, 18, 49, 59, 64
Boom Operator, 49, 59

229
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Breakaway props, 24
Breaking down the script, 19-28
sample, 28-41
Breaking up the master, 8-9, 79-81, 157,
158, 161-167
Bridge shot, 92, 103
Business elements, 18, 22, 43, 50, 60, 62

Cable Operator, 51
Calculation, variable speed, 99
Call sheet, 4648, 56, 107
Camera
cutting in the, 172-173
direction, 185-136, 174
hand-held, 57n 58, 82
left (CL), 135
lenses, 133-135
modes, 58
multiple, 78-79, 115
progression, 140-153
right (CR), 135
speeds, 81-82, 99-100
viewpoint, 67
Camera First Assistant, 49, 135
Cameraman, 49
Camera Operator, 49, 64
calling “cut”, 90
Camera Second Assistant, 49
Capital letters, use of, 17, 20, 21, 22
Carry-over, 24, 25
Catwalk, 56
Characters
physical distinctions, 23
use of names, 22, 67
Chasing action, 142, 143
Checking prints, 90
Chronological order, 5
Cinematographer, 49
Clap, sound of, 71, 110
Clapper, 49, 71
Clean
entrance, 140
exit, 140
Cleanup time, 111-112
Close shot, 135
Close-ups, 135, 168
precision matching for, 177-178
Colored pages, use of, 27, 28n

Colored pencils, use of, 19
Common markers, 79
Communication, 8, 132, 176, 185n
Companion angle, 92, 103
Complete cutaway, 140
Computer, use of, 62, 99, 111, 116, 156
Comtec unit, 67, 69, 98
Conformed rolls, 111
Consecutive number slating, 75, 78, 80,
91, 109n, 117n, 188

See also Slating
Consecutive scene, 2425
Continuity supervisor

activities while waiting, 6162

as entrepreneur, 9-10

expertise of, 7-9, 54-55

job qualifications, 2-4
Continuity synopsis, 27, 44, 107
Converging action, 144, 145
Corby, Ellen, 176
Correct looks, 67, 158, 160, 172, 174
Costume Designer, 50
Coverage shot, 60, 63, 95-96, 103

close-up, 168

with doubles, 160

movie shot, 160, 167168

with multiple cameras, 79

off-screen overlaps, 168

purpose of, 157~158

slating, 79-80, 81

wrong action, 168-172
Covering the master, 89

See also Breaking up the master
Crab dolly, 58
Craft Service, 51
Crosscountry progression, 148
Crossing the line, 136, 137, 138-139
Cuing, 62, 65, 92
“Cut”, 2, 115

...go again”, 89-90

...no print”, 89-90

...print”, 89

who can call, 90-91
Cutaway shot, 92, 140, 171-172
Cut back to, 20
Cutoff point, 136
Cutiing in the camera, 172-173
Cut to, 21

ﬁ:.’w T

Dailies, 49, 109
traditional, 110
telecine, 110-111
Daily Call Sheet, 46-48, 56, 107
Daily Continuity Log, 75, 76, 82, 90, 91,
96, 97, 109
contents of, 104105
Daily Editor’s Log, 75, 76, 82, 83, 90, 91,
100,113, 116, 160
contents of, 104, 106
Daily Progress Report, 167
contents of, 107-109
DAT (Digital Audio Tape) recorder, 49,
59, 82
Day or night, 17, 22
Deal Memo, 10, 44n, 78n, 112
Depth of field, 57, 134-135
Details, 7-8, 170
carry-over, 24, 25
matching, 63, 64, 69
specific, 178, 180-185
Dialogue, 7, 18-19, 22, 24, 50, 62, 69
discrepancies in, 60, 65, 98, 115
reading off-camera, 174
Dialogue Coach, 50, 62
Digital nonlinear editing (DNLE}, 9, 72,
110
Direct continuity, 24-25
Direction-neutral angle, 140
Director, 48
Director of Photography (DP), 49, 51, 57,
59
Direct reverse progression, 146, 147
Discrepancies, 44, 48, 60, 65, 90, 115,
160
See alse Ad lib; Improvisations
Dissolves, 21
match, 180
Distance measurement, 60-61, 179
Dolly, 58
Dolly Grip, 51, 64
Door
details of, 184
going through, 152, 1563
Double, 50, 160
Doubtful progression, 148
Dress rehearsal, 66
Dry<amera rehearsal, 6364
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Eating scenes, details of, 183
Editing
console, 6, 77
continuity, 7
See also Digital nonlinear editing
(DNLE)
Editor
comprehensive guidebook for, 9
continuity notes to, 113-114
See also Daily Editor’s Log
Electrician, 51
End marker, 76
End slate, 76
End stick, 76
Enter, 7, 23
Entrance, 140, 183
Environmental sounds, 83-84
Episodic television, 189-191
Executive Producer, 48
Exit, 7, 23, 140, 183
Extraneous scenes, 80-81
Extras, 50, 177
Extreme long shot, 135
Eyes-following progression, 150

Fade out, 21
Falling objects, details of, 182
False start, 91
Field of view, 134
Fight scenes, details of, 182
Film
continuity, 5-6
gauge, 133-134
running out of, 78
Film Editor, 49
Final lined continuity script, 117-132
First Aid Nurse, 51
First Assistant Director (I1st AD.),
responsibilities of, 2, 17, 23, 26, 44, 48,
57, 63, 85, 86, 88n, 108, 107
First team, 63
Fishpole, 18, 49
5P’s, 41
Flashback, 20, 81
Flatbeds, 6
Flub, 171
Fly wall, 59
Focal length, 134
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Focus, 134

Focusing, 134

Focus Puller, 49, 135
Follow focus, 135
Follow van, 98

Footage conversion, 100
Foreground (FG), 177
Forms, special, 28-41
From the top, 90

F-stop, 135

Full shot, 185

Furniture, details of, 184

Gaffer, 22, 51, 59

Generator Operator, 51
Geography, establishing, 148, 149
Greensperson, 51

Hair, details of, 181

Hairdresser, 50

Hair Stylist, 50

Hand-held camera, 57n, 58, 82

Hand props, 23

Hands, details of, 180

HDTYV (high definition, all digital wide
screen television), 134

Heads, details of, 96

Head slate, 76

Health, 10

IATSE, 10
Image, 133
Imaginary line, 136, 137
Improvisations, 3, 98, 107
See also Discrepancies
Inaccuracies, 44, 65
Incomplete takes, 93
Inconsistencies. See Discrepancies
Indirect continuity, 25
Industry union, 10
Injuries, details of, 182
Inscribed area, 136, 178
Insert car, 97.
Inserts, 115
Intercutting, 78, 148, 175
action, 20, 58, 175-176
second unit activity, 187-188
telephone conversations, 173-174
Internet, 116

Job qualifications, 2-4
Juicer, 51

Jump cur, 171,177
Jump on screen, 154, 155

Kem, 6
Key Grip, 51, 59
Key light, 57

Lamp Operator, 51

Lavaliere microphone, 59

LED (Light Emitting Diode}, 73
Letter exclusion, 80n

Legends on buildings, details of, 185
Legs, details of, 181

Lighting, 17, 22, 61

Lightworks, 6, 110

Line Producer, 48

Lineup, 57

Lip-sync, 84

Loader, 49

Location, 17-18

Long shot, 135

Makeup Artist, 50

Markers, 79

Marking, 60-61

Master scene
alternative shots, 173
breaking down, 20~21
covering, 158, 160
numbers for, 11, 17
page count, 26-27
shooting a, 8
See also Breaking up the master

Match
cut, 175176, 179n
dissolves, 179

Marching, 63, 64, 69, 191
action, 9, 175176
actors and, 176177
background, 177
precision close-ups, 177-178
running shots, 178-179
specific details for, 180-185
unnecessary, 178
See also Back matching

Medium shot, 135

Men’s Costumer, 50

Microphone, 18, 49
placement, 59
Mismatches, 116n, 177, 191
remedying, 171-172
Mis-slate, 76, 80
Mitchell, 98
Mixing panel, 59
Montage, 20, 81
Mood, 18
MOS (without sound), 72, 81-82, 99
Motion, timing fast and stow, 98-99
Motivation, 18
Movie goof, 171
Movie set, visiting, 1-2
Moving camera, 58
Moviola, 6, 72, 175-176
MOWs (Movies of the Week)
Multiple
cameras, 78-79, 115
prints, 92-93
shows, shooting, 190-191
Musical Director, 52
Musical productions, 84
Music Editor, 52

Nagra (analog) recorder, 49, 59, 82
Names of characters, 22, 67
Natural locations, 17
Negative Cutter, 111
Negative film, 77
Nonlinear, 9
Nonsequential order, 6
Numbering. SeeSlating
Numerical slating, 75, 81n

See also Scene numbers

Observation, for matching, 180-185
Off-camera (0C), 8,19, 20
dialogue, 174
entering from, 150, 151
slating, 83
Off.screen (08), 19, 20
overlaps, 168
slating, 83
180° rule, 136-137
One-liner, 27, 44, 48, 107, 187
Out of continuity, 8, 6-7, 26, 43
Out takes, 77-78, 114
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Overcranked camera, 98
Overlap, 168, 175-176
Overt action, 23, 66

Pacing, 65-66
Page count, 26, 107
master-scene, 26-27
Panaflex, 58
Panning, 58, 167, 168
Pauses, 167
Pay. See Remuneration
Performance timing, 95-96
Perpendicular lines, use of, 115
Personnel, production, 48-52
Photocopies, use of, 28n, 113
Physical distinctions, characters’, 23
Picking up objects, details of, 182
Pick-up shot, 77, 90, 91-92, 109, 115
Picture running time, 95, 109
calculation of, 99-100
See also Running time
Playback, 84
Point of view (FOV), 20
Polaroid camera, use of, 27, 64
Posttive film, 77, 109, 110
Practical fixture, 59
“Practical” sounds, 82
Prep time, 43, 44n, 101
Preslating, 97
Principal photography, preparation for,
41, 43-48, 5662
“Print”, 77, 89, 91
Prints
multiple, 92-93
verifying, 90
Producer, 48
Production
meeting, 43-44
personnel, 48-52
stock shots, 131-132
Production Designer, 49
Production Hustrator, 49
Production Manager, 48
Progression, 140153
Prompting, 62, 65, 92
Property Master, 49, 51, 59
Props, 23-24, 49, 183-184
jumps and, 154, 155
Protection shot, 140, 172
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“Radio mike” technique, 59
Ramping Down, 99
Ramping Up, 99
“Ready to shoot”, 85
Record-keeping, 9, 19-20, 75, 88
back-matching notes, 24-25
daily entries, 104-107
second unit, 188
wardrobe outline, 27
wild-footage shots, 82
© wild sound, 84
wild tracks, 83
See also Script breakdown
Red light, 1n, 2
Rehearsal
dress, 66
prior to filming, 63-64
refinement, 64
timing, 65-66
wardrobe notes, 64
Remuneration, 10, 44n, 78n, 101, 112
Reslating, 91
Retake, 78, 171
Revised pages, 27-28, 44, 62,101
Revisions, script, 20, 27-28
Rigging the stage, 56

Rising and sitting positions, details of, 181

Room tone, 82-83
Run-by shots, timing, 98
Running

lines, 62

long, 96

pick-up, 77, 91-92

short, 96

shots, matching, 178-179

time, 77-78, 95, 114
Rushes, 108

Scaffold, 56
Scene
auxiliary, 79-80
consecutive, 2425
count, 25, 107-109
extraneous, 80-81
numbers, 75, 78, 188
reading, 62
shooting beginning and end of, 173
See also Master scene; Slating

Scenic Artist, 51
Scenic Designer, 51
School Teacher, 51
Screen direction, 79, 135-136
See also Correct looks
Screenplay, 11
Screenwriting format, 11-17
Script
breakdown, 19-28
breakdown composite, 27
format, 11-17
how to read, 17-19
page count, 26~27
pretiming, 101
rereading, 24
revisions, 20, 27-28
sample breakdown, 28-41
Script page, 113-114
left-hand, 114, 118, 120, 122, 124, 126
righthand/lined script, 115,119, 121,
123, 125, 127
Scriptwriting, 3, 81
Second Assistant Director, 48
Second
team, 63
unit filming, 187-188
Separate markers, 79
Set, 17-18
blocking, 57-60
dressing, 59, 184
Set Decorator, 50
Setup, 56-57
count, 109
SFX (sound effects), 52, 82-84, 115
Shooting
back-to-back, 189-190
first of the day, 5, 85-88
a master scene, 8
multiple shows, 190-191
out of continuity, 6-7
in progress, 187-188
scene beginning and end, 173
schedule, 17, 26, 27, 4445, 107
script, 11
Short ends, 78
Shot
description, 66-67, 79
sizes, 158, 159

&

SIL (without sound}, 72, 81--82
Slate, 90
clap, 71, 110
identifications, 11, 17
numbering, 71, 75-84, 109
Smart, 72-75, 81, 87
Slate Operator, 49
Slating
auxiliary scene numbers, 79-80
extraneous scenes, 80-81
for multiple cameras, 78-79
master scene, 11, 17
methods, 75
multiple prints, 92-93
musical productions, 84
off-camera/off-screen sounds, 83
picture without sound wrack, 8189
procedure, 75-76
second unit, 188
wild film footage, 82
wild sound, 83-84
wild tracks for picture, 82-83
See also Consecutive number slating
Smart Slate, 7275, 87
use without sound, 81
Soft focus, 185
Sound
effects (SFX), 52, 82-84, 115
overlaps, 168
recorder, speed of, 99
siage, 2
Sound Effects Editor, 52
Sound Mixer, 49, 76
calling “cut”, 90
Special effects, 17, 59-60
Special Effects Personnel, 50, 59-60
Speeches, 18, 24, 167
numbering, 66, 115
See also Dialogue
Speed
variable, 99
writing, use of, 3
Splicing, 6
Split
focus, 185
screen, 156
Stage props, 23
Stairs, details of, 182
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Stand-ins, 50, 57, 61, 63
Stationary camera, 58
Steadicam, 58, 172
Steenbeck, 6
Still Photographer, 51
Stock shots, 18, 25, 26n
production, 131-152
Stopwatch, 65-66, 91n, 95, 99
purchase of, 88n
Story
boards, 49
chronology, 21
Strike, 104
the set, 103-104
Stubble on men’s faces, details of, 182
Studio lot, 1-2
Stuntperson, 50, 160
Stunts, details of, 182
Sync. See Synchronization
Synchronization, 71, 75, 84, 110, 111
with television, 100

Tails, 96
Tail slate, 76
Take, 77
numbering, 88-90, 92-93
running time of, 77-78
Telecine dailies
for features, 110-111
for welevision, 111
Telephone conversations
intercutting, 173-174
timing, 96-97
Telephoto lens, 135
Teleplay, 1116
sample breakdown of, 28-41
Television, 134
filming for, 189-191
synchronization with, 100
telecine dailies for, 111
“Throw the line”, 65, 91-92
Tilting, 58, 167
Time
breakdown, 21
elements, 22
lapses, 21, 24-25, 179
Timecode, 73-75, 87
Time/footage conversion, 100
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Timing, 91
fast and slow motion, 98-99
log, 96
musical number, 84
performance, 95-96
predetermining script, 101
the rehearsals, 6566
run-by shots, 98
of takes, 77-78, 95, 114
telephone conversations, 96-97
. traveling shots, 97-98
See also Picture running time
Tools of the trade, 45, 10
Trailing sounds, 168
Traveling shots, timing, 97-98
Trucking with, 167
T-stop, 135
Turns, details of, 182

Undercranked camera, 98
Union requirements, 10
Unit Manager, 48
Unusable shot, 168

Variable speed calculation, 99
Verbal instructions, 57n, 82, 83, 86n
Video monitor, 67, 69, 136, 178
Videotape cassettes, 110, 111

Video Village, 69n

Visual components, 75-76

Voice over (V.0.), 19

Walking, details of, 182
Walk-through, 60
Wardrobe
details of, 183
notes during rehearsal, 64
outline, 27
Welfare Worker, 51

: Wide z}ing]e, 135,,160, 175
Wiggly lines, use of, 83, 116, 117n

Wild - -

footage (WF), 82

sound, 83-84

tracks, 82-83

wall, 59
Windows, details of, 184
Wipe to, 21
Wired for sound, 59
Women's Costumer, 50
Workprint, 110
Wrangler, 51
“Wrap”, 103

for the day, 107

time, 107, 111-112
Wrecking crew, 85
Wrong

action, covering, 168-172

looks, 67, 158, 160

Zoom lens, 135
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