CINEMATOGRAPHY IN STORY-TELLING:
TRANSITIONS

IN: GOING FROM NO IMAGE ON THE SCREEN TO AN IMAGE -- FROM BLACK Ok WHITE TO A PICTURE

TO: GOING FROM ONE IMAGE ON THE SCREEN TO A DIFFERENT IMAGE

OUT: goiNg FkoM AN IMAGE ON THE SCREEN TO NO IMAGE -~ FROM PICTURE TO BLACK Ok WHITE

CUT: FAITEQT TRANGITION -~ MORE/FASTER (UTS = MORE ENERGY FEWER CUTS = LESS ENERGY BASED ON
NORMAL BLINKING PATTERNS ~~ NOT USUALLY NOTICEABLE 90 VEKY MANIPULATIVE

JUMP CUT: QUTTING BETWEEN DIGGIMILAR IMABES TO DRAW ATTENTION TO THE CUT (UQUALLY FOR
SYMBOLIC REASONS) —— LARGE JUMPS IN TIME, SPACE, Ok CONTENT

MATCH CUT: UTTING BETWEEN VERY QIMILAR IMAGES TO MANIPULATE AUDIENCE PERCEPTION OF
TIME AND SPACE —- IMAGES ARE VEKY SIMILAR IN STRUCTURE

CROSS CUT:  @UTTING BACK AND FORTH BETWEEN SCENES TO INDICATE A CONNECTION OR THAT
THEY ARE HAPPENING SIMULTANEOVSLY

EYE-LINE CUT: CUTTING FROM A QHOT OF A CHARACTER'S EYEQ TO THAT CHARACTERS POINT OF VIEW
T0 INDICATE WHAT THEY SEE AND BUILD A CONNECTION BETWEEN THE CHARACTER
AND THE AUDIENCE

FADE: 4 alowER TRANSITION IN 0k OUT TO INDICATE A SLOWER PACE, A RESET OF TONE, Ok THE PASSAGE OF
TIME BETWEEN 9CENES - THE SLOWER THE FADE THE MORE TIME SEEMS TO BE MISSING

DISSOLVE: CrR09GFADE BETWEEN IMABEQ TO INDICATE TIME PASSING OR SLOWER PACING WITHOUT RESETING
THE TONE Ok EMOTIONAL CONTENT

SUPERIMPOSE/DOUBLE EXPOSURE: TW0 IMAGEQ 0CCUPY THE SAME GCREEN GPACE AT THE SAME
INTENSITY UVALLY FOkR SYMBOLIC EFFECT

WIPE/IRIS/BLUR/ETC.: 9pECIAL EFFECTS TRANSITIONS (LIKE POWERPOINTY — THESE PULL AUDIENCE
QUIPENSION OF DISBELIEF AND ARE BEST FOk "CAMPY" Ok COMIC FILMS
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going from no image on the screen to an image -- from black or white to a picture
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going from one image on the screen to a different image
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going from an image on the screen to no image -- from picture to black or white
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fastest transition -- more/faster cuts = more energy  fewer cuts = less energy based on normal blinking patterns -- not usually noticeable so very manipulative 
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cutting between dissimilar images to draw attention to the cut (usually for symbolic reasons) -- large jumps in time, space, or content
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cutting between very similar images to manipulate audience perception of time and space -- images are very similar in structure
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cutting back and forth between scenes to indicate a connection or that they are happening simultaneously
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cutting from a shot of a character's eyes to that character's point of view to indicate what they see and build a connection between the character and the audience
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a slower transition in or out to indicate a slower pace, a reset of tone, or the passage of time between scenes -- the slower the fade the more time seems to be missing
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crossfade between images to indicate time passing or slower pacing without reseting the tone or emotional content
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two images occupy the same screen space at the same intensity usually for symbolic effect
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special effects transitions (like powerpoint) -- these pull audience suspension of disbelief and are best for "campy" or comic films
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CINEMATOGRAPHY IN STORY-TELLING:
MOVEMENT

CAMERA / LENS / FOCAL LENGTH / FIELD OF VIEW
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PAN: HORIZONTAL LENS MOVEMENT -~ MOST COMMON MOVEMENT TIED TO REAL HUMAN EYE MOVEMENT TO
FOLLOW ACTION Ok REVEAL THE UNSEEN

TILT: VERTICAL LENG MOVEMENT —— MUCH LESS COMMON AS IN REAL LIFE  USED TO FOLLOW ACTION AND/OR
INDICATE SIZE Ok HEIGHT DIFFERENCES

CANT/DUTCH ANGLE: MOVING THE BODY OF THE CAMERA ONTO ITQ QIDE AT AN ANGLE - INDICATES
JOMETHING 18 OFF OR WRONG WITH THE CHARACTER OR ACTION SHOWN MAKES
AUDIENCES SOMEWHAT UNCOMFOKRTABLE

RISE/DROP: VERTICAL CAMERA MOVEMENT (LENS GTAYS POINTING IN THE SAME DIRECTION) USUALLY USED TO
ACCENTUATE Ok DISPLAY STRUCTURE OR FOKM (ESPECIALLY OF PEOPLE) RISES TEND TO BE LESS
CREEPY THAN DkOPQ

PULL: HORIZONTAL CAMERA MOVEMENT IN THE SAME DIRECTION AQ THE LENG 1@ POINTED ~-- “"PULL IN"
DECREASEQ FEILD OF VIEW AND "PULL OUT" INCREASES FOV OFTEN CONEUSED WITH A “ZOOM" BY
AUDIENCEQ, IT 18 ACTUALLY MUCH MORE NATURAL AND COMMON

TRUCK/DOLLY: HorIZONTAL CAMERA MOVEMENT NOT IN THE DIRECTION OF THE LENG — LENQ GTAYS
POINTED IN THE GAME DIRECTION AND THE CAMERA MOVES TO SHOW ACTION Ok REVEAL
THE UNSEEN

TRACK: H0kIZONTAL CAMERA MOVEMENT TO KEEP ONE MOVING CHARACTER OR OBJECT IN THE FRAME —- CAN
BE IN THE DIRECTION OF THE LENS Ok NOT

ZOOM: AKRTIFICIAL FIELD OF VIEW CHANGE USING MAGNIFICATION - LOOKS UNNATURAL AS THE BACKGROUND
AND FOREGROUND ARE MAGNIFIED TO THE SAME DEGREE AS THE FOCAL LENGTH OFTEN COMBINED
WITH A REVERSE PULL FOR INTERESTING EFFECTS

RACK: A CHANBE IN FOCAL LENGTH IN WHICH THE BACKGROUND Ok THE FOREGROUND ARE KAPIDLY SNAPPED
WITH THE CURRENT FOCAL LENGTH IN ORDER TO REVEAL SOMETHING Ok TO SHIFT THE AUDIENCE'S
ATTENTION

DEEP FOCUS: AN ARTIFICIAL LENS TECHNIQUE IN WHICH ALL DISTANCES FROM THE CAMERA ARE IN FOCUS AT
THE SAME TIME -~ UUALLY FOR THE PURPOSE OF ESTABLISHING SHOTS, EMPHASISING SETTING
OR BACKGROUND, AND/OR KEEPING THE AUDIENCE'Q ATTENTION UNFOCUSED

FOLLOW: CATCH-ALL TERM FOR ANY MOVEMENTS THE CAMERA MUST MAKE TO KEEP A PARTICULAR OBJECT Ok
CHARACTEK IN THE FRAME
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horizontal lens movement -- most common movement tied to real human eye movement to follow action or reveal the unseen
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vertical lens movement -- much less common as in real life   used to follow action and/or indicate size or height differences
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moving the body of the camera onto its side at an angle -- indicates something is off or wrong with the character or action shown  makes audiences somewhat uncomfortable
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vertical camera movement (lens stays pointing in the same direction) usually used to accentuate or display structure or form (especially of people)   Rises tend to be less creepy than drops
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horizontal camera movement in the same direction as the lens is pointed  -- "pull in" decreases feild of view and "Pull out" increases FOV  Often confused with a "zoom" by audiences, it is actually much more natural and common
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horizontal camera movement not in the direction of the lens -- lens stays pointed in the same direction and the camera moves to show action or reveal
the unseen
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horizontal camera movement to keep one moving character or object in the frame -- can be in the direction of the lens or not
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artificial field of view change using magnification -- looks unnatural as the background
and foreground are magnified to the same degree as the focal length  often combined with a reverse pull for interesting effects
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a change in focal length in which the background or the foreground are rapidly swapped with the current focal length in order to reveal something or to shift the audience's attention 
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An artificial lens technique in which all distances from the camera are in focus at the same time -- usually for the purpose of establishing shots, emphasising setting or background, and/or keeping the audience's attention unfocused
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catch-all term for any movements the camera must make to keep a particular object or character in the frame
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CINEMATOGRAPHY IN STORY-TELLING:
DISTANCE / FIELD OF VIEW

EXTREME LONG / EXTREME WIDE ~~ USED TO ESTABLISH LOCATION,
DIGTANCE THE AUDIENCE FROM THE CHARACTER EMOTIONALLY, AND
CREATE TONE WITH BACKGROUND WE CAN SEE VEKRY LITTLE FACIAL
EXPRESSION Ok BODY LANGUAGE HERE, THOUBH, S0 THE TONE AND
CHARACTER CONNECTION CAN BE LOST

LONG / WIDE —= USED TO SHOW ACTION SEQUENCES SINCE THE ENTIRE
ACTIVE PART OF THE QUBJECT CAN BE SEEN WITH 9OME KOOM AROUND
FOR MOVEMENT FACIAL EXPRESSIONS CAN BE SEEN AS WELL AND
AUDIENCES WILL MAKE MINOR CONNECTIONS WITH THE QUBJECT

MEDIUM -~ DEFAULT AND MOST COMFOKTABLE FOV ~ USED TO SHOW
SEQUENCES OF LESS EMOTIONAL DIALOBUE BECAUCE THE ENTIRE
EXPRESQAIVE PART OF THE QUBJECT CAN BE SEEN (INCLUDING CLEAR
FACIAL EXPRESSION AND GESTURE) THIS IS STANDARD "PERIONAL
OPACE" DISTANCE IN AMERICAN CULTURE 90 IT 19 AGREEABLE AND
NATURAL TO MOST AMEKRICAN AUDIENCE MEMBEKS

CLOSE-UP [/ NARROW —- USED TO INDICATE AN INCREASE IN EMOTIONAL
QUALITY AQ THE EMOTIVE PART OF THE QUBJECT 19 THE FOCUS IN
MANY CAGEQ, THE CAMERA GETQ CLOSER AS THE EMOTIONAL CONTENT
INTENSGIFIES  CHARACTERS SHOWN IN CLOSE-UP ARE OFTEN EASIER
FOR AUDIENCES TO CONNECT TO BECVASE THEY APPEAK TO BE INSIDE
THE AUDIENCEQ "PEKRIONAL SPACE" JUAT LIKE PEOPLE THE AUDIENCE
MEMBERS ARE EMOTIONAL TIED TO IN THEIR LIVES

EXTREME CLOSE-UP [/ EXTREME NARROW —- UNUQUAL AND UNNATURAL
FOV FOCUSING ON ONE PARTICULAR DETAIL THESE SHOTS HAVE A
TENDANCY TO MAKE THE AUDIENCE UNCOMFORTABLE DUE TO THE
SIBNIFICANT INVASION OF "PERIONAL SPACE"  THEREFORE, THESE
QHOTS TEND TO INCREASE TENSION Ok SOMETIMES SHOW EMOTIONAL
EXTREMES
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extreme long / extreme wide -- used to establish location, distance the audience from the character emotionally, and create tone with background   We can see very little facial expression or body language here, though, so the tone and character connection can be lost
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long / wide -- used to show action sequences since the entire active part of the subject can be seen with some room around for movement  facial expressions can be seen as well and audiences will make minor connections with the subject
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medium -- default and most comfortable fov    used to show sequences of less emotional dialogue because the entire expressive part of the subject can be seen (including clear facial expression and gesture)   this is standard "personal space" distance in american culture so it is agreeable and natural to most american audience members
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close-up / narrow -- used to indicate an increase in emotional quality as the emotive part of the subject is the focus   in many cases, the camera gets closer as the emotional content intensifies    characters shown in close-up are often easier for audiences to connect to becuase they appear to be inside the audience's "personal space" just like people the audience members are emotional tied to in their lives
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extreme close-up / extreme narrow -- unusual and unnatural fov focusing on one particular detail   these shots have a tendancy to make the audience uncomfortable due to the significant invasion of "personal space"    therefore, these shots tend to increase tension or sometimes show emotional extremes

briansaxton
Typewritten Text


CINEMATOGRAPHY IN STORY-TELLING:
ANGLE

HIBH  ANGLE

HIGH ANGLE SHOTS
MAKE CHARACTERS
SEEM WEAK AND
WLNEKRABLE

THEY INCREASE THE

& AUDIENCEQ TENQION
1

FLAT ANGLE

FLAT ANGLES ARE A
THE DEFAULT AND

MOST COMFORTABLE

FOR AUDIENCES

THE CHARACTEKS

EYE-LEVEL GAZE \

KEEPQ HIM Ok HEK

A PEER OR EQUAL TO
THE AUDIENCE

LOW  ANGLE

LOW ANBLES MAKE
THE CHARACTER
SEEM POWEKFUL,
CONFIDENT, AND
EVEN HEKOIC

THEY DECREASE T
AUDIENCE TENSION
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high angle shots
make characters
seem weak and 
vulnerable 
they increase the
audience's tension
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flat angles are
the default and
most comfortable
for audiences
the character's
eye-level gaze 
keeps him or her
a peer or equal to
the audience
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 low angles make
 the character
 seem powerful,
 confident, and 
 even heroic
 they decrease 
 audience tension
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CINEMATOGRAPHY IN STORY-TELLING:
COMPOSITION

LINE AND SHAPE:

THE THICKNESS, ANGLE, AND/OR CURVE OF LINE IN A COMPOSITION HELP AUDIENCES UNDERSTAND
TONE AND FORM EXPECTATIONS  THE THICKER AND MORE CURVEY THE LINES ARE, THE LESS
SERIOOLY THE AUDIENCE 19 LIKELY TO BELIEVE THINGS ARE ~ THIN, STRAIGHT Ok JAGBEDLY
ANGULAR LINES INDICATE SEVERITY

SIMILARLY, ROUNDED SHAPEQ SEEM LIGHTER AND MORE FRIENDLY THAN SHARP OR ANGULAR SHAPES

ORGANIZATION:

PLACEMENT OF OBVECTS IN A COMPOSITION CAN BE USED TO CREATE SYMBOLIC EFFECT OR INDICATE
IMPORTANCE ~ OBJECTS PLACED CLOSE TOGETHER WILL BE ASSOCIATED WITH EACH OTHER WHILE
OBVECTS PLACED ALONE IN CONTRAGT TO A GROUP WILL BE EMPHASIZED

ORGANIZING OBJECTS LOGICALLY IN A FRAME (FROM TALLEST TO SHOKRTEST, FOR EXAMPLE) CAN FEEL
UNNATURAL OR GIVE A SENSE OF OVERALL ORDER  ORGANIZING OBJECTS RANDOMLY FEELS NATURAL
BUT ALSO CHAOTIC

VISUAL WEIGHT/BALANCE:

OBVECTS HAVE "VIQUAL WEIGHT" BASED ON THEIR RELATVE SIZE, DARKNESS, HEIGHT, ENERGY, AND
AND DISTANCE FROM THE VIEWER 0k HORIZON AND CENTEKR LINES  LARGE, DARK, TALL, MOVING, CLOSE
OBJVECTS WHICH ARE CLOSE TO THE EDGE OF THE FRAME CARKY A GREAT DEAL OF WEIBHT  OBJECTY
WHICH ARE SMALL, LIGHT, STATIONARY, DISTANT, Ok ARE CLOSE TO THE CENTEKR OF THE FRAME CARKY
MUCH LESS

A BALANCED IMAGE HAS SIMILAR (BUT NOT NECESGARILY EXACT) VIQUAL WEIGHT ON BOTH SIDES OF THE
CENTER LINE  BALANCED IMAGES FEEL GTABLE AND COMFORTABLE AND WILL DECREASE AUDIENCE
TENAION

POSITIVE/NEGATIVE SPACE:

POSITIVE SPACE 19 SPACE OCCUPIED BY OBJECTS OR CHARACTERS ~ NEGATIVE SPACE 19 THE SPACE ALL
AROUND THE POSITIVE SPACE  BOTH POSITIVE AND NEGATIVE SPACE CAN CARKRY VISUAL WEIGHT BUT
ARE USUALLY TAKEN DIFFERENTLY IN THEIR SYMBOLISM AND TONE

OMALL POSITVE SPACE IN THE MIDIST OF EXPANSIVE NEGATIVE SPACE CAN HAVE EMPHASIS AND/OR

A SENSGE OF IQOLATION Ok AGORAPHOBIA

VERY LITTLE NEGATIVE SPACE AMONG MANY POSITIVE SPACEQ CAN FEEL CHAOTIC BUT ALSO EXCITING
Ok ENERGETIC

SYMMETRY:

EXACTLY THE 9AME WEIGHT AND JTRUCTURE ON BOTH SIDEQ OF THE FRAME 19 CALLED SYMMETRY
-~ Ok, MORE CORRECTLY, BISYMMETRY  BISYMMETRICAL IMAGES ARE VERY STABLE AND CREATE

A GENSE OF ABQOLUTE ORDEK  THEY CAN, HOWEVEK, FEEL UNNATURAL AND FORCED Ok EVEN
CREEPY Ok UNNERVING

BISYMMETKY CAN ALSO FOCUS THE AUDIENCE'Q ATTENTION ON THE CENTEKR OBJECTS Ok ON ANY
OBJVECT 0BVIOUALY OUT OF PLACE
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the thickness, angle, and/or curve of line in a composition help audiences understand
tone and form expectations    the thicker and more curvey the lines are, the less
seriously the audience is likely to believe things are    Thin, straight or jaggedly 
angular lines indicate severity
similarly, rounded shapes seem lighter and more friendly than sharp or angular shapes
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placement of objects in a composition can be used to create symbolic effect or indicate
importance   objects placed close together will be associated with each other while 
objects placed alone in contrast to a group will be emphasized
organizing objects logically in a frame (from tallest to shortest, for example) can feel 
unnatural or give a sense of overall order    organizing objects randomly feels natural
but also chaotic
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objects have "visual weight" based on their relative size, darkness, height, energy, and
and distance from the viewer or horizon and center lines    large, dark, tall, moving, close objects which are close to the edge of the frame carry a great deal of weight    objects
which are small, light, stationary, distant, or are close to the center of the frame carry 
much less
a balanced image has similar (but not necessarily exact) visual weight on both sides of the center line    balanced images feel stable and comfortable and will decrease audience
tension
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positive space is space occupied by objects or characters    Negative space is the space all
around the positive space   both positive and negative space can carry visual weight but
are usually taken differently in their symbolism and tone
small positive space in the midst of expansive negative space can have emphasis and/or
a sense of isolation or agoraphobia
Very little negative space among many positive spaces can feel chaotic but also exciting
or energetic
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exactly the same weight and structure on both sides of the frame is called symmetry
-- or, more correctly, bisymmetry    bisymmetrical images are very stable and create
a sense of absolute order    they can, however, feel unnatural and forced or even
creepy or unnerving
bisymmetry can also focus the audience's attention on the center objects or on any
object obviously out of place    
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CINEMATOGRAPHY IN STORY-TELLING:
FRAMING

RULE OF THIRDS:

FOk SOME REACON, PEOPLE TEND T0
VIQUALLY DIVIDE IMAGEQ INTO THIRDS
BOTH HORIZONTALLY AND VERTICALLY
THEGE IMAGINARY LINES AND POINTS
OF INTERSECTION HOLD A CERTAIN

QIGNIFICANCE  G00D FRAMERS ADD BOLDEN SPoy
THEGE LINES TO THEIR PLANNED
ATRUCTURES

ONE POINT CARRIEQ MORE EMPHASIG
THAT THE REQT: THE GOLDEN 9POT

MOTION FRAMING: (\K/\J{' ‘1( AWl

N

MOTION FRAMING AQQUMEQ THAT
THE AUDIENCESQ EYES WILL
BEGIN AT THE GOLDEN SPOT AND
FOLLOW ANY REAL Ok IMAGINARY
LINES FROM THERE IN A ROUBHLY
CLOCKWIGE DIRECTION IF THOSE |
LINES FORM A ROUBH CIRCLE Ok  F
(YCLE, THE AUDIENCE WILL TEND | o
TO KEEP FOLLOWING AND LOOK AT g r g
THE IMAGE FOR A LONG TIME =
AUDIENCES FIND THIS CALMING —

THIG IMAGE HAS VIQUAL STRUCTURE THAT TAKES THE AUDIENCE'Q EYEQ FROM T#E
QHORELINE IN THE FOREGROUND, UP THE PINETREES, ACROSS THE MOUNTIANTOPS,
DOWN THE LARGE, DEAD TREE, AND DOWN THE LOWEKR BRANCH BACK TO THE
ORIGINAL SHORELINE — MANY LANDICAPE IMAGES SHARE THIG STRUCTURE

FOCUS FRAMING:

FOCVS FRAMING DRANVSG THE EYE
OF THE AUDIENCE TO A CERTAIN
PLACE OR OBJECT AND KEEPS
IT THERE  THE VISUAL AND
REAL LINES OF THE STRUCTURE
DON'T FOLLOW A CIRCULAR OR
CYCLICAL PATTERN, BUT DRAW
ATTENTION TO THE DOORWAY
WHICH 18 DIRECTLY ON ONE OF
THE THIRD LINES) THE “EYE [\
LINE" FROM THE CHARACTER AND

THE INTERSECT LINES OF THE || __"
WALL, CIELING, AND FLOOR MAKE
QURE THE EYE ALWAYS COMES
BACK TO THE DOOK
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for some reason, people tend to
visually divide images into thirds
both horizontally and vertically
these imaginary lines and points
of intersection hold a certain
significance    good framers add
these lines to their planned
structures
one point carries more emphasis
that the rest: the golden spot
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motion framing assumes that
the audience's eyes will 
begin at the golden spot and
follow any real or imaginary
lines from there in a roughly
clockwise direction   if those
lines form a rough circle or 
cycle, the audience will tend
to keep following and look at 
the image for a long time
audiences find this calming
this image has visual structure that takes the audience's eyes from the 
shoreline in the foreground, up the pinetrees, across the mountiantops,
down the large, dead tree, and down the lower branch back to the
original shoreline    Many landscape images share this structure
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CINEMATOGRAPHY IN STORY-TELLING:
POINT OF VIEW (POV)

POINT OF VIEW (OR CAMERA PLACEMENT) "CASTS" THE AUDIENCE IN THE FILM T TELLS
THE AUDIENCE WHO THEY ARE IN RELATION TO THE EVENTQ ON THE SCREEN AND,
THEREFORE, HOW THEY SHOULD FEEL ABOUT THOSE EVENTS

ST / FROM THIS POV, THE AUDIENCE
T 7 19 THE CHARACTER'Q FRIEND,

‘ QUITE LITERALY ON THE

CHARACTERQ SIDE AND

EXPERIENCING WHAT THE

CHARACTER EXPERIENCES

FROM THIS POV, THE AUDIENCE
19 A GTALKER Ok PEEPING TOM
THE AUDIENCE 19 LESS LIKELY
TO RELATE DIRECTLY TO THE
CHARACTER AND WILL BE LESQ
LIKELY TO CARE ABOUT HIM

18 A D08, CAT, OR SOMEONE
HIDING ~ THE FEEL 18 MUCH
MORE AMBIGUOVS, AND IT 19
HARDER FOR THE AUDIENCE TO
UNDERSTAND ANY CLEAR
RELATIONGHIP WITH THE
CHARACTER



CINEMATOGRAPHY IN STORY-TELLING:
JUXTAPOSITION / CONTRAST

JUXT. APOQ/NQ CONTRASTING IMAGES (PLACING T/-IEM NEXT T0 EAC#
OTHER) TENDS TO ENHANCE OR ACCENTVATE THE SECOND IMAGE
FOR EXAMPLE, IF A DIRECTOR WANTS AN URBAN SCENE TO FEEL
EVEN MORE "URBAN.," A NON-URBAN SCENE SHOULD TAKE PLACE
IMMEDIATELY BEFOR THE URBAN ONE  THIQ WORKS WITH TONE
AQ WELL: A HAPPY SQCENE RIGHT BEFORE A SAD ONE WILL MAKE
THE 9AD ONE SEEM SADDER

MONTAGE

PLAOIN@ IMAGES IN PROXIMITY TO EACH OTHER CAUQEQ AUDIENCE
MEMBERS TO CREATE A NARRATIVE CONNECTION IN THE ABOVE
IMAGES, THE AUDIENCE 19 LIKELY TO AQQUME THAT THE MAN 19
IN DANGER  IF THE PICTURE OF THE GUN WERE REPLACED
WITH A PICTURE OF AN EMPTY TOILET PAPER ROLL, THE MAN'S
FACE WOULD TELL A VERY DIFFERENT STORY

RHYTHM

VIQUAL RHYTHM CONGIGTS OF HOW VERTICAL OR HORIZONTAL THE
LINES Ok OBJECTS ARE AQ WELL AS HOW EQUAL THE DIGTANCE
19 BETWEEN THEM IN THE FIRGT IMAGE, THE VERTICAL,
EQUADISTANT LINES CREATE A GTABLE RHYTHM AND A STABLE
FEEL IN THE SECOND IMAGE, THE DIAGONAL RANDOM LINES
f_zlglé LOBO%E_[QOT AQ/ ECEEATE A CHAOTIC VIQUAL RHYTHM AND A CHAOTIC



CINEMATOGRAPHY IN STORY-TELLING:
LIGHTING

KEY LIGHT: A BRIGHT, WARM-COLORED LIGHT PLACED AT ABOUT A 45 DEGREE ANGLE UP AND OUT TO LIGHT
THE QUBJECT AND CREATE SCULPTING SHADOWS (IN CONTRAST TO THE FLAT LOOK A LIGHT
DIRECTLY IN FRONT OF A QUBJECT PRODUCES)  THIG I8 THE MAIN S0URCE OF LIGHT

BACKLIGHT: A BRIGHT, WHITE LIGHT PLACED DIRECTLY BEHIND THE QUBJECT  THIS LIGHT CREATES A
"GLOW" OR “HALO" AROUND THE QUBJECT HELPING CREATE AN ILLUSION OF DEPTH AND 3
DIMENSIONALITY  IF THIQ IS THE ONLY LIGHT, THE QUBJECT WILL BE IN SILHOVETTE

FILL: A DIMMER, COOL-COLORED LIGHT SET AT ABOUT A 45 DEGREE ANGLE UP AND THE OPPOSITE 45 DEGREE
ANGLE OUT FROM THE KEY LIGHT  THIQ LIGHT |19 USED TO OFTEN SHADOWS AND “FILL" IN DARK
SPOTS WITHOUT ELIMINATING THE SCULPTING SHADOWS CREATED BY THE KEY LIGHT

SCULPTING: BRIGHT LIGHT THAT COMES DIRECTLY FROM THE SIDE OF THE QUBJECT  THIS LIGHT |9 VSED
5240‘5‘544% lelg{i_ QHADOWG THAT SCULPT THE ENTIRE FOKM OF THE QUBJECT ACCENTUATING

HIGH KEY: A LIBHTING SCHEME WITH ALL LIBHTS ON  NOT A LOT OF DIFFERENCE BETWEEN THE
LIGHTEST LIGHTS AND THE DARKEST DARKS, AND THE SHADOWS WILL BE GRADIENT RATHER
THAN SHARP-EDBED  THIS LIGHTING FEELS NATURAL AND 19 MOST COMMONLY USED

LOW KEY/CHIAROSCURO: A LIGHTING SCHEME WITH ONLY THE KEY AND THE BACK LIGHTS ON
THIS LIGHTING HAS HEAVY CONTRAST BETWEEN THE LIGHTEST LIGHTS AND
THE DARKEST DARKS, AND THE SHADOWS ARE SHARP, DARK, AND WELL~
DEFINED — THIS LIGHTING SCHEME FEELS DARK, SERIOUS, AND OMINOUS
FILM NOIR RELIES HEAVILY ON CHIAROSCURO

COLOR

SATURATION: HOW MUCH COLOR 19 IN THE IMAGE  LOW SATURATION COLOR APPEARS FADED OR WASHED
OUT (QOMETIMES NEARLY TO THE POINT OF BLACK AND WHITE)  THE HIGHER THE
SATURATION, THE MORE EXCITING Ok ENERGETIC THE IMAGE WILL LIKELY APPEAR TO BE

VALUE: THE PURENESQ OF THE COLOk  HIGH VALUE COLOKS ARE UNDILUTED WITH OTHER COLORS —— THE
KREDQ ARE VEKY RED, THE BLUEQ ARE VEKRY BLUE, ETC.  LOW VALVE COLORG HAVE BEEN MIXED
WITH WHITE, GRAY, BLACK, Ok SOMETIMES ANOTHEK COLOk  LIKE SATURATION, HIGH VALVE COLOK
FEELS MORE ENEKRGETIC AND EXCITING

HUE / TINT / TONE / SHADE: HUE 19 THE ACTUAL COLOR ITSELF  TINTS ARE COLOR + WHITE AND
CREATE A RELATIVELY HAPPY TONE  TONEQ ARE COLOR + @RAY AND FEEL GOMBER, SENTIMENTAL,
OR SORROWFUL ~ QHADEQ ARE COLOR + BLACK AND FEEL SERIOUS, CARY, OMINOUS, OR VERY FORMAL

WASH: T0 OVEKLAY AN ENTIRE IMAGE IN ONE COLOK IN OKDEK TO CREATE A 9YMBOLIC EFFECT Ok TO ALTEKR
GEAQON, TIME OF DAY, Ok WEATHEK CONDITIONS

IMPACT: 2? FQFQ%AQT ING COLOK TO THE OVERALL COLOk SCHEME TO DRAW FOCUS Ok CREATE A SYMBOLIC

SYMBOLISM: C0LOkS ARE SYMBOLIC, BUT AMBIGUOUSLY 90 FOR EXAMPLE, RED CAN QYMBOLIZE DANGER,
ANGER, PASSION, LOVE, EXCITEMENT, ETC.  COLOR CONTRAST MUIT BE USED IN THE
CONTEXT OF THE FILM OR SCENE IN ORDER TO MAKE CLEAR SENCGE TO THE AUDIENCE





