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6 coMPOSING SHOTS:
' SPATIAL CONNECTIONS

Shot Size

As we all know, the universal units of composition are the long <hat, the
mediwm shot, and the closc-up: These shots are o development of the
comtinuity system insedir as they are pverlapping: portions of o single
space and only make sesse i relatlon o one another: That is, they are
nsed together o create o vonsisteol spatial/ temporal oeder, Though they
can bewsed W diseribe spaces as Targe a8 the solat system or as small ds
the head of & pin, we always know approximately how large an area is
being lramed when these lerms afe used. That's because the shots are
scaled to the subject and related to one another proportionately

A long shot of the World Trade Cénter frames all of the twin towers
and 4 generous piece of Manhattan; aomed inm shot of the building would
lop off spme of the lower floors, Moving i for a close-up, a single win-
dow might GILthe frame. There are no absolute roles in the use ol these
terms and even the terms themsielves vary. In Figure 6.1 on page 122 the
basic framing heights are shown for the human figure,

The change of size from shot to shot varies but is determined by the
fimits of identification. As long as we recognize that each shot s an over-
lapping portion of the wide shot, (he change in seale 15 permssible.
Actually. even this dennition must take into aecount the change inediting
styles over several decadues. The miove from wide shot woclose-npy wis
considered too radical a pmpfor andiences during the first five decades
of motion pictures upless & meditom shot was used i botweon: Holly
wood editors were forbidden to juxtapose o wide shotwith o closeup lest
they confuse the audience as to where the close-up was taking place
Today, after several decades of familiarity with Hollywood comventions,
audiences easily accept extreme changes in scale. [Fanything, it is likely
that the conservative editing rules of the past lagged behind audience
understanding

Visual recognition between shots, however, is anply half thi siratugy
of the continuity style, Most often the relationship betwoen shots s one ol
anplication or iikerence. For exaimple, we see a wide shot of o oan
approaching a:door: This is fellowed by acot to anextrenme coseup ol
the man's hand turning the dovrkoob,  Even i the doorknob was oo
sia'l o attract our atention i the wide shot, we expect that it is con
2d 1o the previous shat since it makes Jogical sense, even though we
conls be looking at another doorway ina different place and time. Narra-
tive-logic and the visual conneetion between shots cooprergte 1o vreaté a
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Figure 6.1: Basic Froming heights for the human figure.
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sense of continuous space. This pair of ideas, cause and effect and spatial
recognition, provide the organizational basis of the continuity style.

Long shots, medium shots, and close-ups can describe any subject or
location but are most often used to describe the human figure, The terms
take on special meaning in this connection. Here the change in scale
between shots is not related by logic or visual recognition alone. Instead,
framing is determined by conventions of post-Renaissance art or what are
generally considered pleasing and balanced compasitions,

The Close-up

Television has greatly increased the use of the close-up: To compensate
for the small size of the screen, the close-up is used o bring us into closer
conttaet with the action. For dialogue sequences the shoulder-and-head
sact has become the predomimant framing. Cost-minded producers like
the tighter shots beddnse they are easicr to light and can be joined to
almost any other shot, reducing the amount of coverage needed. The
preference for the eloseap has been carried over to feature filins as more
and more tilm directors graduate from television to the big screen.

In film the eyes have it. Jean-Luc Godard once said that the must
natural cul is the cut on the Jook. The powerful suggestiveness of this
gesture helps explain film's love affair with winks, glances, stares, tears,
suints, glares and the whole range of language thal the eyes command.
The eyes are perhaps the most expressive feature of the human face,
communicating silently what the mouth mist do largely with words and
sounds. A look can tell us that an object out of frame is of interest, and it
can tell us in which direction the object is located. In the same way that
the focal length of the lens and the angle of the camera can place the
viewer in-a definite relationship with the subjects on the screen, the eye-
line of & subject clearly determings spatial relations in the scene space.
Viewers are patticularly sensitive to incongruities in the sight lines be-
tween subjects who are looking at cach othor and in most situations can
easily detect when the eye match s slightly otf. The use of lens-avas
telepromplers has come about largely because avdiendes are aware when
a performer is looking at - cue card that is only a few inches off center.

The close-up can bring us into a more intimate relationship with the
cubjects on the screen than we would noemally have with anyone but our
closest friends or family, Sometimes this capacity for inspection can be
overdene, and the ¢lose-up becomes a violation of privacy by furcing a
degree of intimacy that should only be shared by consent. The camera,
however, does not require consent, partioularly if it is ¢quipped with o
telephoto fens. Television news cameramen frequently pry anto the Jives
of families during moments of grief, using extremie close-ups. Viewers
may find themselves uncomfortable watching scenes that they would
normally have the tact to burn away from in their daily lives,

In every culture there are customs of privacy, physical contact and
accepted behavior based on the distances permitted between people in
various situations, A filmmaker cat use the camera torecard these sovial
distances in such a way that we react to them as if they were happening

Composing Shots: Spatial Connectiens 123



within our own personal space. Not only can the close-up reveal the
intimate, it can make us feelas if we are intruding on moments of privacy
or'sharing a moment of vulnerability—as if the pdrson on 1he screen has
opened himself up to us. We can be:made to feel detachment or an
emotional involvement with events dnd subjects on the screen largely
throeugh the manipulation of space with the lens of the camera,

Figure 6,2 features a serfes of eight close-up framings in three aspect
ratios, Academy aperture, which s the same as lomm and television
(13310 wide sereen (1.85:10 and the anamorphic Cinemascope provess
(2.35:1)

The images are shown in pairs as they might appear together in a
sequence because the balance or imbalanice of any frame is dependent on
the shots that come before and after it In the first two frames the subjects
are positioned dead center. If you move your eyes Gver Lhese frames,
“reading” them as though they were edited, you will see that there isno
rhythm in the shot change smee the eyes remain facused on the center of
the seeeen. Compare this with frames 3 anid 4 Mere the off-center
compositions i alternate close-ups creates a letrd nght eve motion that s
dynamic.  This effect becomes more pronouriced as the widthoof the
screen increases. |lere we have a good example of what is meant by
sequential art, since compositions are not judged individually but by how
they combine in a sequence

Conventions in western art favor portraits that position the human
face slighty of f-centeér w avoid disturbing symmetrical compositions. The
customary solution is to leave extra space on the sideof the screen the
subject is looking at and muore space at the bottorm of the frame than at the

Figure 6.2: Close-ups in three aspect rafios.

1
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top: In Alm, the use of off-center composilions becbmes mord commin as
the screen widens. But don't let this stand in the say of experimentation
There is no reason tor tilmmukers to pccept these limitations 4 they do not
suit their sense of design: The following examples Qlustrate common amd
unecmmon framing proportions

Extremme use of screen width is possiblias shown i Figure 6.3, ilus-
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trating unconventional treatments of portrait composition. Sharply off-
center framing, is possible in any aspect ratio though the effect becomes
more pronounced the wider the screen. This type of composition has
Yecome quite common in television commercials recently, influenced by
print graphics ih advertising.  This has had a subtle influence on the
movies, which tend to absorb techniques from the other arts

The eyes, mouth and cars are frequently given extreme close-ups of
their own, usually o advanee some specilic part ol the narrative. For
example, a shot of a woman walking home alone at night on a lonely
street might be followed by an extreme close-up of her ear, as faint
footsteps are heard. A similar setup might utilize a close-up of her eyes
indicating her fear. These are familiar devices and there are many more
ways that you can utilize macro close-ups if you begin to experiment.
Three versions of extreme and macro close-ups are shown in Figure 6.4 on

pide 128, In all cases, the viewpoint was (rom the front or side of the face
Figure 6.3
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favoring, the features. This s just one more convention that need ot hndt
vour individual style. Ungonventional vivwpaints, traming and shal size
can be usicd wwexplore portritune through texture, light and the intinite
varie Phis does not mean that you have o give up tradit
methads, They are by no mians exhausted and can be as communice
startling and moving as more experimental techniquas.,

LS OF o

The Medium Shot

Before television began emphasizing the use of the closesup and extreme
close-up, the medinm shot was the workhorse for dialogue scenes Mhroughi
out the sound period. Combining valuable qualities of the full shot end
the close-ups it is still widely employved in television and feature films.
Like thie full shot, the medium shot ¢aptures anactor’s gestures and body

language, but is still fght enough te include subtle variations |
..-\Ini"«».i.\.-._

Tle medium shot s alse the general range 0 swhich groyp shots ain
o B ! I
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Figure 6.4

composed for dialogue scenes, The twosshot, threg-shot, four-shot or five-
shot are the typical groupmgs. With more than five players in the frame
U canerd often must pull back inty the full-shot range to include eveny-
one i the figures are not signiticantly overlapped. The medium shot
shares the honots with the close-up for popularity at the present time but
only insofar as it is used’ in conjunction with cl{:xr‘-c-ups—nm as the: pri-
mary setup for ascene. Wewill pass over examples of medium shiots in

(i seotions and cover then i depth later inthe workshop section of the
ek

The Full Shot

The tull shot as an alternative to the medium or close-up has fallen into
disuse in the last twenly years, relegated to the function of an establishing
shot when it is necessary toconnect a character and a location'in a single
shot. Filmmakers scem to be reluctant to play a scene wide if a Lll.)hi“l.le

128 Shat By Shot

or medinm shot can Be substituted . One ot the reasons the tull shot &
underused is that it requires dinlogue scenes to be played indong lakes
This is brecause the full shot tisually frames all the speaking charactersina
scene, making a cutting pattern of medium and close-up shols uhneces-
sary. 1 the long shot is used with these twiy tighter framings, the wditing
pattern invariably muoves in close and does not return i the full shat
Wi le the medium and long shots can encompass the action dn ascene
wilh st résorting i other shots to fullsll the narrabive, closi-up gen-
ally must be accompanied by other clost-ups, medium or full shows 1o
pudfil) the parrative requirements ot i scene.

One of the full shot's most atiractive qualities is that il allows the
actor to use body language. This type of physical expression has all but
disappeared from the movies since the silent period.  Again, television
and tight-fisted producers are to blame since thre is nothing as inexpen:
sive 1o shpator 1o light as the \h!bl"-u}' This is most cleir i the way
dunce is photographed in music videos, whivh rarcly show the tull igure
i exfended shots,

L'nrmp\‘mtnu'x.\llv. the Jong shot-of a single figure oflers many ot the
same opportunities for asymmettical frming as the close-up thevert
cal lifte of the standing figure easily fits into designs thit stress graphi
patterns particularty in the wider formats.

Figtire 6.5 on page 130 (vatures two tull shots illustrating frame Bal-
ance. Slightly off-center: framing i so commun telay that ocentered
subject is tearly s powertul as a drasticolly decentered compaosition

The Line of Action

Fhe general approach in this bouk is o encourage the development of
solutions that are adapted totheimdividu il needs of the filmmaker. Many
of the solutions that will be shawn are partiof recognizably strategies, but
the filpnaker's personal vision can at any time sverngle systems, ac-
cepted prachoe traditional wisdom or convention, Tlaving said that, we
can Tobk at the mowt basic rule of camera placement that the continuity
system observies: the kine of action

Ihe punpuse of e line of action s quite simple: [t orgamaes camara
angles Lo preserve consistent screen ditection and space. [Us also useiul
for organizing the shooting plan, Because the set has to be relit every tane
the cameta is moved to a new angle, it makes sense to gang shots sharing
a similar angle of view together, so that they can'be shot at one time I'his
Avoids having to light any camera position more than once

We can think of the line of action as an imaginary partition runining
(Hrougl the space in front of the camera It was onginslly devised ta
miake sure that @ multiple angles of a sgene were shot, they could be cut
together without a confusing reversal of lefr and rght screen space. THis
way, subjects moving through the fraiie in ok shot continue in the sime
direction i 4 subsiguent shot, The line ot action is also galled Hhe " 150-
degree rule” or the “axis of action, Nustrated in Fligure o6 un page 131
o maintain consistentsereen directionof the two peoplesvated at thytatije
"

the continuity system proposes that an imazinary Jihe of action Be'dra
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Figure 6.5: Frame balance.

between them: The direction of the line can be anywhere the filmmaker
chavses, but it is nsually the line of sight between subjects featured i a
seene. Once the line is determined, a working space of 180 degrees (the
Bray semicircle) is established, For any scene or sequence, only camera
positions within the established semicirele are permitted. The result is
that the screen direction of any shots vbtained From one side of the line
will be consistent with each other. This is illustrated in Figure 6.7, which
shows the shots obtained with cameras A, B and C of Figure 6.6. Camera
positions that are outside the gray working space are said to be moross the
line or over the line. Figure 6.8 shows swhat happens if we edit shots from
bothsides of the line together, in this case, cameras A and F. The result is
that the man is .]Uuking at the back'of the woman's head.

The Triangle System

When the line of actionis in use, another convention, the triangle syslem
of cameta placement, is a shorthand way of describing camera positions
on one side of the line, The system proposes that all the basic shots
possible for any subject can be taken from three points within the 1§0-
degree working space Connecting the three points, we have a triangleof
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Figure 6.6
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-

figure 6.7

Figure 6.8

vanable shape and sizedepending .ul\.tl‘,u- placement of the L‘.llnﬁr.v:.l \[rll:
shat can be joined toany other shal in the trianghe system ol s 1u; 5. 13y
svstem Indludes all the basic shot sizes a_mll camera [’II\}I.]{:‘S u:w\l h:{ 1 ;nr
I:)guc scenes in the continuity style. The lr:lalljl;;le :ayr‘rllen"n is L‘Tpa.‘lz:&u‘;..
all types of situations, including single subjects and JLt.lli‘lill-Cl.‘ s
used extensively for live television programs such as quiz ?.”\r.u\:‘] Hl-“:i :
programs and sit-coms, Even though three camuras are pictured in the
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following examples, a single camera can be moved to each point along the
triangle and the different setups obtained individually. This is often the
case in feature films, However, the tnangle system lends itself fo the
multiple camera setup as long as extensive staging or camera movement
15 not required, This would create the problem of one camera moving in
front of another, There are tive basic camera setups that can be obtained
within the triangle: Angular singles (medium shots or close-ups), master
two-shots, over-thesshouldershots, point-of-view singles (medium shots
or close-ups) and profile shots.

In Figure 6.9, camera positions A and C ore angular shots of the two
subjects sealed at the table. Position Bois a two-shot. The framings
accompanying each camura position. of course, could be varied, and the
shot size for cameras A and € can be any size from an extreme close-up to
a full shot,

Figure 610 is the second trangle setup for over-thesshoulder shots,
Canieras A and Care moved into the over-thesshoulder position. Camera

) =
Figure 6.9
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B always obtains the twa-shot as in Figure 69 and 50 is not included inthe
subsiquent examples. Vanations are only obtaimed, with the outside ar
wing camera positions.

OVER-THE-SHOULDER SHOTS

L

Camera C

Figure 6.10

In the setup pictured i Figure 611, cameras A ;fnd C have beet
moved just inside the line of action or, more a ppropriately, the line of
sight of the subjects. Camera positions A and C are now usid to obtain
close-ups trom each subject’s point.of view. In this case, the subject not

POINT OF VIEW CLOSE-UPS

—_ =

(o

Figure 6.11
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being photographed would b Vi

_ i pra " e moved out of the way to place the cam

in position Fhis is indicated by the broken line. e
.rl‘-}lg“;:e 6.12 shows the lagt possible setup within the triangle method—

EI:L t“' shots using cameras: A and €. Naturally, the exact angle of the

shot, composition m_u{ shot size are infinitely variable within the triangle

as long as the line of action is not violated. ' . .

PROFILE SHOTS

ESTABLISHING A NEW LINE

Figure 6.13

ceated by the gray semicircle, The establishmunt ota e T isusualiv sst
up with a shat of 4 person w hio tiens his attention Loa new area ar persan
within the frame. This proet shot joins the bwi lines of action,

Once the new line of action has boen set up, the camend can move
across e uld line ol action anyshere within the niw working space as
long as the sight le romiaes weth el o e, You will notice thitt this
space alsi inclades the woman Eyen though it 18 penmissible ander the
180-degree rule, a cameta will not be placed i quadrant X to photograph
the worman. The next limi she is seen na shot, the camera will be located
atcording to the ofd fine pf action. This is called a reestablishing, shot,
Conventional wisdon advocates reusing lines of action and the corre-
sponiding camera setups so that a consistent sense of space is reinforced
through repetition. Onee the basic aditing pattern tund shot geography?
as Been established, areturivto arcold line offaction diws not havee W be
motivated by the pivol Shior since the viewer has a goneral senme uf the
spitial relationships brelween actors,

The business of changing lines is consitderably less complicated in
Figure 6.12 practice. The shooting plan is areanged so that all the shots from a given
angle are consohdated even if dialoiue is shot out ot order Later, the
shots are edited irito thie propor dramatic sequence. On sgreen. the chang-
ing line of action may appear follow o far mere contplex scheme than
was actizally the case

Establishing a New Line of Action With a New Sight Line

nr:f{ﬂf* ‘tlmc.t eit:i:l..ﬂm is permitted tocross the line of action is when a Establishing a New Line When a Player Crosses the Line
e is established, One way to do this is shown in Fi y : | :
example, the old line is established between tlwtc;lvl-?PT; :.;:::; Et il;el:t;:;;b A second method of establishing anew line 15 1o have one of the players it

; second man approaches the table and the seated man turms his atte ‘_“:u.-m. CrOsS s oWt lm_L_uf aekion .. This i shown in/Figure .14 o page

tion to him. This new lineof sight establishes a i BUESSRE RS 16, As before, the line of dction is between the seated couple; the working
st b ' o sl 1 - 2 ) " .

correspanding 180-degree working space for ;hne“ ne of action and a space for the cameri is on the near side,of the line (3. In Step One, the
} Space A 0 ) ' .

F or the camera.  This is indi- actor gets up from the (able and nuves townew position over the dine nito

138 Shot By Shot
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Step One

Figure 6,14

space B. As soon as the man reestabhishes cye contact with the woman in
Step Two, the new line of action is established. The new line overrules the
old line, which is no longer in effect. Again; a warking space of 180
degrees is created, The only requirerient for this strategy is that the
actor's relocation must be seen clearly i 4 shot that permits thi viewer to
reorient hirgself,

Another factor to consider when establishing any new line is which
side to use for the camera. Figure 6,15 on page 137 illustrates an alterna-
tive setup to the one in Figure 6.14. This fime the working space for the
camera is on the opposite side of the line. Fither choice is permissible as long
as the new space agrees with the pivot shat takest from the previous line of action,
This s shown in Figure 6,16, Part One shows the line of action and corre-
sponding semicireular working space for the camera, The line bisecting
the semicirele is the new Hine of action that will be established when the
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ALTERNATIVE WORKING SPACE

Figure 6.15

ne

Part O

§:
Part Three
Figure 6.16
man moves to the standing position to face the woman. Cameras A a:adl B
I s ¢ v b
represent the choices for the pivot shot used to record the man as he

moves to the new position.  Part Twi of the dmgrnnlt-r-hum- the 18K :
degree working space that you would use if camera position B were usee
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for the plvgl shol, Pari Three shows the 180-degree working space if
camera position A were used for the pivol shot, )
As a rule, the working area chosen for each new line of action keeps

the camera in the center of the group when shooting dialogue situations
ata table or in a confined space.

Moving the Camera Over the Line

Not only can a player cross the line and establish @ new one, but the
camera can pan, dolly or make a crane move to a new space and a new
line of action. This is gasily accomplished as long as the camera move-
ment is uninterrupted. In this situation, an eyeline does not have to be
established and the camera can move from one side of the line of sight
between two players to the other without confusion. Figure 6.17 shows

Line of A

Chiop,

Across the Line
Figure 6.17

one version of this strategy with a curved camera path (black dotted line)
crossing the line of action.

Cutaways and Bridge Shots

Another way to cross the line to another part OF the scene is to interrupt
the geagraphy of a sequence with a shot that is clearly related to the
action, but not the geography of the scene.  For instance, let's say that we
have established the line of action in a scene in the classroom of a school,
We want to cross the line, but none of the strategles we have looked at in
previous examples will work within the action of the scene, In this case
we photograph a close-up of a student’s notebook or other pertihéﬂ;
detail. This cutaway serves the same purpose as the pivot shot, When we
retuen to the main action, the camera can be moved over the line and a
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as a quick fix in the editing process when problems

/ now line established. This solution 1s generally used
£ of continuity arise.

The Line of Action for Moving Subjects and
Action

Uiy iy opinion, the line of action s most usetul when
used to arganize the photopraphy of mltiple-player
dialogue sequences. Though screen direction would
seem to be crucial to understanding the relationship
of fast moving subjects—for instance, cars in‘a chase
sequence—unquestioning ebservance of the line of
action may actually stand In the way of mare mier
esting arrangements of shots: For one thing, conli
nuity editing is not the only way of organtzng tilim
images: Other miethixds, such s kinetic or analytical
editing, may. be inontlict with strict continuity and
vel provide bettér solutions to creative problems:
For another, today’s viewers are so visually sophisti-
cated that they are able to “read” unconventional
oditing patterns with relative ease Be aware that
more dynamie results may be obtained in some so-

Figure 6.18: Line of action fallows direction  quences it the ling is crossed and soreen divection s

af mation.

reversed.  Later we'll be looking at uther types of

editing more closely, but for now, as we continue o
e plore the line of action, keep in mind that there are alternative ways of
cipanizing shots.

Action Sequences

In action sequences there is frequently nodine of sight to establish the line
of action. I this case, the lind of action follaws the dominant mation of
{hie subject of the shol. 1f vne car is pursuing another, the line is the path
of the cars, as shown in Figure 6,18, 1f the two cars are alongsice vach
other, an pdditionel line of action can be established between the cars, [call
this the implied sight line because even when the drivers of the cars are not
prominent in the shot, the cars become the symbols of the drivers and
their line of sight, This situation is peculiar to cars, boats, plangs or any
other conveyance that has a driver. Both lines are shown in Figure 6149,
Shots photographed from both sides of the ling of mution {eamera post
tions A, C and B, 1) will reault in a reversal of sereen direction when cut
together, as shown in the accompanying storyboard panels, The implied
sight line is a special case and only overrides the ling of motion temporar-
ily. Otherwise, the line of motion is the prevailing rule.  While this may
seem like the type of situation that the 180-degree rule was devised to
prevent, itisactually 4 cominon editing pattern even in dialogue scenes
where there is a line of motion and an tmplied sight line.

This s the case in The Godfather Part I whien the youny Vito Corleone
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Figure 6.19, Part 1: Two possible lines of action,

SHOT FROM CAMERA
{ POSITION C

SHOT FROM CAMERA
POSITION A

Figure 6.19, Part 2

is driving a small truck along crowded New York streets. Fanueci, the
lucal erime lord, 15 seated next to Vito, and they hiavea con w'rsq!i‘uﬁ .1.; the
car moves along.  Two tracking shots are used, one on each side of the
car, framing a good deal of the car and the moving background. Cul

140 Shot By Shot

together the shots forma pair ol very wide over-the-shoulder shots. Each
time there is.a cut during the conversation, the background' reverses
direction: Theabruptness of the cut could have bueen softened if the shots
were tighter, so that Vito and Fanucd filled the frame. As it turns out, the
shot change 18 not bothersome and so stands as an example of the latitude
passible within the 180-degree vole

Crossing the Line in Action Sequences

The strategies tor "properly” crossing the line in nondialogue situations
are essentially the same as those illustrated for dialogue scenes, beginning
wilh Figure 613, page 135, The only difference is that the principal line of
motion is substituted for the sight line. To recap, there are three basic
Ways to establish a new iine of action/mption:

1y A subjeat (car, hirse, person, elc.) cancross the Fine ostablishing o fiew
one by the direction of s new line of paption,

21 'l camera can cross the line either following acsulyjedt W 5 hew scene
spave or mercly traveling for graphic variety toa new viewpoint

3 A new subject can enter the frame and become the dominant Tine of
motion i contrast i thie first, This is analogous fo the situation in Flgiure
513 when o new character entered the scene Gslablishing a new T of
sight

Crossing the Line While on the Line

The closer the camera is to the line of action, the mure difficult itss to
detect when the camiora has crossed the line. I Figure 6.20 camera posi-
tions Aand B areon the line of action, so when they are vidited together
there i5 a reversal of soreer direction,  This type ol sequenee winlid
probibly have been avoided 60 years ago; but today, audinees have no
problem understanding he g ygraphy of the scene space b this editing
patteri. This reversal is somewhal more startling than is somitimes the
case when shooting on the line since the subject is profile. When the
subject’s sight ling is the same as the line.of action, wi get tront andd back
views, which help the viewer differentiate the shots

When actually filming, it usually turns out that it is rarely necessary
1o g0 through elaborate staging and logistical analysis to find a way of
establishing a new line of action. My basie belief is thatat the filmmaker
has a solid understanding of vinematic geography, has a good ovirview
of the scene, has kept thorauih notes on what hets going to shoot and has
dlready shot, then hie will probably not encounter any majol chifHoulties
with continuity.

Conclusion

The T80-depree rule is onlv.a rule i you acept it without question. Ny
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Figure 6,20, Part 1: The line of action. When edited
together, shots obioined with cameros A ond B
reverse screen direction,

own leeling is that many of its assumptions are overstated.  Audiences
have turned out to be far more astute in underdtanding the spatial rela
tionships in films than they ave gonerally given credit for. Directors like
Qau, Bresson and Drever developed narrative techniques that frequently
\j'li)lm'(‘ the conventions of contitruity hilmmaking to achieve their aims.
While demanding in other respects, the viewer is nol confused by their
visual styles: Unlike Godard and the radical Gilm movement, these direc-
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Figure 6.20, Part 2: The line of action. Any of the comera pasitions shown
above con be edited together without disorienting the viewer.

fors were not réacting ajgainst the continuity style, and their visual solu
{ons 1o thematic concerns are mone varivd and pacticalar than the often
mannered style of the left,

Ten years ago a defense of the line of action would have been cansid-
ered reactionary, dismissed outof hand by virtually every lilm movement
onilside of ‘mainstream features, It is probably still too soon for a tar
reevaluation of thecontinuity style. But after four decades of concentrated
crilicisi on the left analyzing the limitations of traditional narrative tech
nigae, it might restore some balanoe 1o the argoment to state my owh
view that no style of filmmaking is superion o anyg other. 1Eyou feel that a
particular style, or combination of stvlos, is appropriate to your swark,
1F anything is lrie of the ans, (Ui

there 1s no reason nob o experime
that there are no rules.
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EDITING: TEMPORAL
CONNECTIONS

11920 the Soviet filmmaker and theorist Lev Kuleshov performed a

now famous experiment demonstrating that the meaning of shots in

sequence can be created entirely through editing Kuleshov used a
close-up shot of the Russian actor Moszhukhin's expressionless facé as a
reaction shot iy three different sequences. The actor is seon “reacting” 10
a buwl of soup, a woman ina coffinand a child playiog with a toy bear,
Audiences viewing the scenes marveled at Moszhukhin's sehsitive per-
formance in each sittation, though in every instance it was the same
-.'hlsv-ul,‘

While the power of the editing process to shape meaning is undeniable,
this type of wholesale invention is a special case. In most narrative films,
shots are rarely neutral building blocks as Kuleshov used them, but have
been compased to express an idea and tell a story according to the seript.
Eachshot, together with the accompanying soundtrack, contains narrative
and graphic information that predetermines key editing decisions such as
the lengthand order of shots. Thisview of editing emphasizes the directors
and the writer’s roles in shaping the storytelling logic that provides thebasis
for any decision the editor makes.

When we speak of starytelling logic, we are actually referring Lo the
structure of shots, sequences and scenes. Structure controls: the order in
which the story information is given to the viewer. IUis as importan to the
storytelling process as the actual information bemg presented, Since struce
ture in films can be presented in a storyboard in ways that a sereeaplay
cannot convey, the visualization process can be considered part of the
writing and, ultimately. the editing process.

The Narrative Impulse

Novelist E, M. Forster's often quoted definition of plotis a good place to
begin understanding the kind of structural Togic that motivates editing
cholees, Farster began by describing 2 series of events that were not a plot:
“The King died and then the Queen died” But, as Forster observed, if we
say “The King died and the Queen died of griel,” we have deseribed a plot
because there isa causal connection.

In the course of any story this cause and effect relationship is the
uhderlying scheme that involvesthereader. [tdoes thisbyasking thereader
to become involved in making the logical connections between events
Forster's example is simplified to make a point and doesn’t show us how an
author might reveal the relationship between the King and Queen For
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instance, in the early chapters the Queen might be portrayed as indifferent
to the King's death. As the story progresses, however, the author might
reveal small details that would explain that the Queen, having assumed the
throne takes care not to reveal her feelings for fear of being seen as weak by
her subjects. Orwe might learn in chapterone that the Queen has died and
notdisgover until the last page of the story that the cause of her illness was
the King's death. In both cases, the reader is provoked into speculation by
the prder and manner in which the plot is revealed even though the same
basic events are boing related in each version of the story.

Infiction, cause and effect is frequently set up as a question and answer
scheme that encourages the reader’s participation. The cliff-hanger ending
inaserialized story, where the answer to the question of what will happen
nextis withheld to create suspense, is an example of the mast exaggerated
exploitation of this device,

Stories that use a question and answer stra togy may be set up inmany
ways, Aquestionmay be answercd through the aceamulation of detail over
several dozen pages or it might be answered suecinetly shortly after it has
been pasid, In fact, the question and answer presentation of mformation
usually oceurs onevery pape of a story operiting on several levels simulta-
neously. This is as true for a screenplay or film as it is for a novel or short
story, Continuity editing is based on these types of Guestion and answer
strategies, though we usually speak of them as connections. Listed below
are the three most basic types of connections found in continuity editing:

Tempaoral connections: We cut from & man dropping his drinking
glass inone shot to the glass breaking on the floar in the second
shot.

Spatial connections: We cut from @ wide shot of the White House
ot racognizable detail of the White House it a closer shol—for
-Examp|e( the portico and [‘r(an'r door

Logical connections: We cut from e wide shot of the White House
toashotofthe President seated in an office. No temporal or spatial
connection is necessary in this combination, If we recognize fhe
White House and we recognize the President, then we make the
logieal connection that he's seated in an office in the White House,
even though there is no actual informatien presented to tell us we-
are in the White House,

As you can see, these types of connections ereate the ilusion of a real,
physical world, We can probably think of them as background connections
that establish the environment af a filoy, but they also can be used to shape
the plot and dramatic content as well.

Narrative Motion

Toadvance the marmative it s necessary not only to ask questivns But to set
up v).].mn;*l.‘ll'iun!t For instance, in the L'.\'iil'npfu o thie twa shots used to
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show the man dropping his dreinking glass, questions 'md. Answers are
only used to depict action: 1f, however, we know that one of the drinks at
the parly contains poison, we will be provoked into asking all sorls of
whiy, what, when, where and why questions about the poisen. Since we
bring all sorts of knowledge and experience to any story we read or w.lm-h,
we will spucilate about possible answers to all the questions raised
Nearly all editing strategies in narrative film are devised o set up o
framework of expectations in o seris of shots The result is narrativee
motion. :

This way of arranging shots is fundamental in film editing, Even
dialectical montage, which Soviet filmmaker Sergei Eisenstein felt was an
alternative to causeand effect editing. exploited narrative motion by setting
up expectations and asking questions. In Eisenstein’s dialectical al_fmt
pattern of thesis-antithesis-synthesis, the first two shots ask the question
MWhat fs e conméction between these ideas?” The answer, supphed by
Eiseristein i shot three, issynthesis. In this analysis, Soviet montage and
Hollywood continuity cutting are not polar opposites bt variations of Uhe
same principle of question and answuy stralegies.

Q&A Patterns

The simplest questionand ansiwer editing pattern requires only twoshats—
for example, a shot ot person looking offscreen followed by a shotof the
object the person s abserving, Patterns are not limited by length and may
reguire dozens of shots to complete a guestion and answer cycle. Or, the
patternscan bevaried by changing the order of the shots. 1 hough wedonot
speak of their storytelling in this way, much of what we appreciate in the
films of directors like Bunuel, Hitcheock, Godard, Welles and Truffaul are
the ways in which they develop guestion and answer patterns that chal-
lenge the viewer,

Context

The meaning of any given Q and A pattern can be further extended o
modified by changing the context that frames it For instance, in the
Kuleshov expetiment, our understanding of the mun'sreaclion to theseup,
coffin and child is framed by our assumption that the man 15 sincerely
moved ineach scene. 1fa néw scene is added estdblishing that he is faking
his responses, then we will interpret the original sequences F.Ii”(‘l‘f.‘[tll Vi
While this may seem Hke ridimentary plotting, the manipulation of these

Figure 7.1: Question and answer relafionship between shots links them into an overlapping chain.
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types of narrative elements was crucial to the way Alfred Hitcheock created
suspense or Buster Keaton constructed a gag.

Using the Patterns

For me, the main concern for the visualizer is not the pictorial elements of
a shot or sequence, but the structure of the sequence—or, to put it another
way, what the viewer knows and when.  As it turns out, interesting
compositional ideas are usually the result of narrative invention rather than
daring pictorial experimentation.

This first series of pxamples illustrates how the narrative context and
question and answer pattern determine how we read a scene.

Example One

Narrative context: Our scene takes place in the woods on a summer day.
Laura, a teenager, is looking for her older brother Tom. At this point in the
story we have not yet seen Tom and so we do not know what he looks like.

Shet A: Laura enters the woods.
Question: “Where is Tom?2”

Shot B: Laura stops short a few yards from a clearing.
New Question: “What has she found?”

Shot C: Tom and a girl lying noked on a blanket in a clearing.
Answer: “Laura hos found her brother ”

This is a straightforward question and answer editing pattern, and the
viewer can easily anticipate the outcome. If, in the next example, we change
the context slightly so that we know what Tom looks like, then shot C
becomes an answer to shot A and simultancously raises a new question.

Example Two

Shot A; Laura enters the woods,
Question: “Where is Tom2"

Shot C: Tom and o girl lying noked on a blarket in o clearing.

Answer: “Tom is here.”
New Question: “Will Laura find Tom2"*

Shot B: Laura stops short a few yards from the clearing.
Answer: “Laura has found Tom.”

Now, if we were Lo prolong the thme before Laura’s arrival in shot B, the
viewer would share a secret with the filmmaker by knowing that Tom is
nearby ina compromising situation, This editing pattern places ananswer
before the question, thereby creating suspense. We can do this by changing
the order of the shots and adjusting the context.

Example Three
Let's change the narrative context again. This time we know. that Tom's
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sister is laoking for him. However, we have notseen ler in the story-at this
point and do not know what she looks like. The context, set in & previous
scene, leaves Tom's whereabouts unknown. As the scene opens we receive
our first answer,

Shot C: Tom and a girl lying naked on o blanket in a clearing
Answer: “Tom is here.”

Shot A; A girl enters the woods,
Question: "Is this Laura?”

Shot B: Laura stops short a few yards from the clearing.
Answer: "This is Lauro.”

By revealing Tom in a compromising situation in the opening shot, a
suspenseful situation is established for the remainder of the scene. When
Laura enters the woods in the second shot, the fuse is lit, and we know
that a potentially embarrassing meeting is possible. Hi tcheock frequently
sets up a scene this way by placing the audience in 4 privileged (and
uncomfortable) position by providing them with information that the
protagonist desperately needs but cannot obtain, A further embellishment
of the same idea might undermine our expectations by letting Laura find
other couples making love in the woods before discovering Tom. These
earlier encounters would be designed to momentarily encourage us to
believe that Laura has found Tom before revealing to us that the couples
are strangers to Laura, This would make us unsure of our ability to
second-guess the narrative and more susceptible to the surprise of the
actual meeting.

In addition to the narrative context created by the filmmaker, the
audience brings certain assumptions to their understanding of any scene
that the filmmaker uses, Thisse assumptions might include popularly held
notions of morality or familiarity with storytelling conventions.  The
filmmaker can play with these assumptions by supporting or subverting
them.

Hiteheock did this rather perversely in Psychio by killing off the person
that for the first third of the film the audience believes is the protagonist.
This was completely unexpected, breaking all the rules of conventional
narrative. The result is that the audience feels completely abandoned, as
indeed they were, by any kind of moralreason in the fictivnal world they are
watching, The paint of these examples is this: Editing patterns and the
narrative context do not necessarily lay the events of a story out in simple
chronological order.

More Q and A Variations

Inn addition to altering the order of question and answer patterss, the
rhythm and timing of the patterns can be varied by withholding some or all
of expected narrative information for a few shots or for several scenes, Itis
also possible to have more than one question or answer raised within a
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single shot or combined within a shot. Using a runi-noir scenario we can
look at a few examples:

* Aquestion can be raised inone shotand answered several shots later
rather than in the following shot.

Sequence A

In this case the look in the first shot would ordinaril v be answered by
a shot of the gun, However, the answer has been postponed while shots 2
and 3 show the man turning on the light

= Ananswer can be given ina shot and the glestion raised latér.

Sequence B

Inthis version the cut on the look has been feversed so (hal we see the
vbject of attention before the look.

* Aquestion can be raised and elaborated on in a series of shots before
being answered in a single shot or in a series of shots.

The question in these shots, of course, is who is the person coming
through the door and why. The partial answer is that it is a man, and in
frame 3 we see that he has one finger missing. In frame 4 we learn that he
is there to find the gun. )

* There van be more than one question raised in a shat or shots.
Consequently, more than one answer can be giver in a shot or shots.

Sequence D
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In frame 1 two questions are raised: Who is coming through the daon
and whose hand emerges from behind the door? When the person enters
the room in frame2 we receive a partial answer, learning that the person is
aman, But frame 2 also raises the question of the significance of the pool of
Black ink on the floor. In frame 3 the man puts his hand on the shevtof paper
on thetable. This answers the guestionof the man's Identity sinee wie now
know it is the man with the missing finger, buta new question is raised:
Why has part of the letter been carefully removed? Finally, in frame 3, we
learn that the gun is on the floor. However, a new guestion is raised: ‘Who
is the woman slanding vver the gun?

Compa red withthe previousexamples, thislastseries includes tar more
information in the same number of shots. This is an exaggeration of Q and
A patterns, bul the subtle use of these same strategies was exploited by Berg-
man; Kurosawa, Dreyverand many other filmmakerstashape psychological
fiction and implicate the viewer in the moral dilemanas they presented

If wetry toimaginea graphic representation of the question and answer
relationships we have been looking at, the shots do not appear connected
end-torend as the editor arranges the actual filim stock, but rather they
resemble a series of overlapping panels—like a deck of cards that has been
fanned out. Figure 7.1 on page 147 shows the narrative relationship
between shots in a series, Bach is connected to the next by some canse and
effect relatibnship. Some shotsare more prominenit narratively than others,
while some shots remoin in the background without answering questions
or raising new ones, simply supporting existing, information with addi-
tional dotail.

The Limits of Clarity

Because question and answer storytelling techniques frequently relate
information in a roundaboul way, this indirectness may appear confusing
to the uninitiated when deseribed ina screenplay, shot List or storyboard,
Screenwriters; direetors and editors may beencouraged toavoid unusual Q
and A patterns becatse it is mistakenly believed that the results will e
clearer toanaudience: Anexampiv of this is the classic establishang shot at
the opening of a scene. For instance, a séene ends as we ledrn that an
understudy ina play is on her way to the theater to replace the ailing lead.
In the opening shot of the next scene we see the theater.  This familiar
pattern merely shows us what we already expect and does little to raise
expectations or contribute to narrative motion, If, however, the introduc-
tion of the theater is composed of separate shots that ralse questions, then
the viewer is engaged in connecting these pieces to form a meaningful
statenment. Consider this sequence of shols as a way of introducing the
theater location
A CUwf a few crumpled theater programs on the ground,

+ A CU of stage flats in a garbage dumpster

+ A CUof an emply marquee with maost of the letters taken down

= Aclosed show.
Thisis astorytelling alternative to.an establishing shot showing the front of
a theater with a banner across the lobby doors with the word “closed”
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printed across itin big letters. Buth versions arc familiar strategies, and the
lesson is not the specific solution, but the overall notion that storytelling
should engage the viewer at every point.

Asnarrative editing patterns become more complex and syncopated, it
is increasingly difficult to execute them without considerable planning. As
whave seen; challenging patterns often mean that questionsiand answers
overlap from shot to shot. This precise interrelationship between shots
tends to limit the cutting options ta carctully designed plan, On the other
hand, the cutting options that are eliminated are nearly always stock
solutions, I a sense, business-as-usual editing strategies aro easily inter-
changeable precisely because they lack the connective relationships of
complex question and answer strategies. This brings us to the subject of
coverage of action,

Camera Cutting vs. Coverage

Thearetically, a fully developed stoey board conshow adiiector all the shats
heneeds for a seene. I the directon and cimematographer shoot the boards
exactly as they appear on paper oven the lengths of shots can be estimaled.
Later; the editor anly has to trim shats here and there to make them all fit
neatly together. This method of shooting is called cutting in the camera and
presupposes a perfect seript, perfect storyboard and the perfect execution
ofcach shot. Optimism may bea virtue, but to disregard the things that can
gowrong i filmmaking—and they are many-—is foolhardy, Cutting in the
camerais like working on a high wire without a net.

The alternative view supposes that perfection is unobtainable and,
therefore, not worth pursuing in the first place, Directors who believe this,
and wha are unsure of how to visualize, shoot sequences by resorting to
programmed formula of camera setups. This system, usually based on the
triangle system of camera placement, is called coverage and employs
several camera setups for every action, ensuring that 3 logical sequence can,
be cut together in the editing process. A formulaie selection of wide,
mivdivmm and close-up shots s pswally sufficient for a basic rendition of any
sceneand places agreatdeal of emphasis on the editor' scontribution, While
coverage is an extiemely safe way to shoot, it is also uninspired, because
visual stritegies designed for the specific needs of a seene are discouraged
unless all the coverage shots have been obtained first. Unfortunately, there
is often only enough time within the shooting schedule for the coverage
with the result that many interesting visual approaches are never at-
temipited .

Eachmuthod, camera cutting and coverage, has advantages and disad-
vintages and is rarely used exclusively in feature filimmaking. For this
reason, “gettingcoverage” gan refer not only (o a system of camiera place-
ment but also lo shooting extra backup shots (in addition 0 those
storyboarded) it time permits or if the director has gambled on an unusual
approach to pscene. Oncea set is lit and blocked and the essential shots
needed to convey the story have been photographed, theattitude of director
and cinematographeris generally “We're here, so we mightas well get some
backup shots just incase " Any filmimakes will know how practical this is,
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since moving the camera to pickap extra angles can be done farly rapadly
in comparison with the time it tekes to Light a set and block ascene. Once
the technical and dramatic needs of a scene are set, directors nre often
tempted to get as many shots as possible before tearing down [ights and
mipvig on to the next scene. Besides, film stock i relatively inexpiensive
compared withthetatal productioncostfora full day'sshooting, Fven when
using o storybiard, the same attitudesare abwark, and just how many extri
shats are filmed depends on the confidence and experience of the dinector.
And finally there s the enthusiasa factor. Many directors just Hke o ake
pictures. Everiafter all the necessary shots are in thecan, if the weather is
right or the lighting and set are great, il can be very hard to call it a wirap

One ol the more useful aspects of coverage is that action is played out
in full for mostsetups even if the director expects touse enly a small portion
ofaparticular take. Thisismostuseful when filming dialogue. Forinstance,
asceneconsisting of afatherspeaking to lus children s storvboardud so that
the father does all the talking, T the storyboards the lather s pivtured iiva
threcsshot thal dollies past the kids and ends up in closeup on Boad. The
entire seene is played inone long take. Though everyone on thecreative
e might agree that this is the way the scene should be photographed, it
would be unwise to rely on this oneshot and not get reaction shots of the
children at the sage time. The director would then be covered inease there
isa problem with the tracking shot that doesn’t become clear until the film
is seen in dailies.

Now let's suppose that instead of using the long dolly shotindicated in
the storybaard, the director clects to use camery coverage dnstead. He
would probably shoot a medium shot and close-upof the father and the
same seiips of the kids. That would be six shats. He would probably alsu
shoat a three-shot OTS of the kids and a reverse OT5 of Dad. That would
be a total of eight setups, The amount of time it would take to light and
photogfaph all these shatscould easily mean that the dolly shot wanld have
to be saertficed. That is: the practical choice bebween coverage and comera
cutting,

1t showld beclear from this example that the balance between the tvo
methods depends onthe situation. Some seenes are obvious|y vasier Lol
thisn others fordramigtic ortechnical reasons, Sometinesit's possible to get
considerable coverage am! complex dolly moves or other time-consuming,
setups. Be assured, however, that many of the shots will not be used in the
edited version. Tart of learning your craft as a visualizer is having a good
sense of what will work before the comera rolls, All directors leave a fnargin
for error and cover themselves, bul knowing what works in advance
translates intoa high averge of usable shots, The payoff is not Hhe money
saved by shooting fewer sotups, but theextra time that can be used to take
preater artistic chances with more ambitious staging, shots and pestor-
RTTVCH

Composing Action for Editing

o far this chapter has focused, on editing for the visualider stressiig
storytelling and narrative motion. A full discussion of editing technigues
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for the filmeditor as well as editing room procedures can be found inseveral
excellent books listed in the recommended reading sectionin the back of this
book. However, a brief overview of these technigues is of value to any
filmmaker visualizing a sequence.

Cutting On Movement

Asmentioned at the beginning of the chapter, edit points are “placed” in the
shot or at least anticipated by the director in the staging of action. There are
thriee ways in which an edit can be made to preserve the continuity of action
when two or moere viewsof a subject are being combined, Supposewehave
ashotof a boy running across the front lawn of his home and jumping over

Cutting Ranges
For Action

L ¢

Before Jump Mid-Jump

Figure 7.2: Cutting ranges for action.

# hedge onto the sidewalk, as shown in Figure 7.2, The first shot runs the
entirelengthof the action. Now we decide to cut toa new angle somewhere
into'the firstshot. Here are the three options: 1) We can cut to the new shot
at the point where the boy reaches the hedge and begins to jump. 2) Wecan
it to the new shot while the boy is in midjump. 3) We can cut to the new
shot after he lands on the ground.

These are all acceptable edit points, but the common practice in the
continuity style would locate the cut somewhere into the action rather than
before or after the boy has left the ground, This tends to hide the cut and
make the transition to a new shot invisible. The exact point of the cut is
dependent on the subject and the editor’s sense of movement,

Cutting on the action is found in virtually all types of sequences
whether the subject of the shot s lifting a drink to his or her lips or merely
turning his head or moving his eyes, Filmmakers mindful of this essential
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After Jump

') Incoming Shot

Ouigoing Sht
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editing strategy will stage action so that it will overlap an

O ing Shot anticipated edit point between camera angles.

Exits and Entrances

When the subject of a shot moves into or out of a frame it is
comimon practice to make the cot while the subject is still
partially within the frame. Figure 7.3 shows the position of a
subject in an outgoing and an incoming shot. The effect on-
screen 1s to make the cut smoother and to speed up the tlow of
action.

Clearing the Frame

This s an alternative strategy to cutling on movement when
joining different angles of the same subject. Instead of cutting
while thesubject is within the frame, the subjectis allowed to exit
the lrame before the cul to a new shot is made. 1t is customary
in this strategy (o hold on the empty frame of the oulgoing shot
for amoment. Figure7 4 shows anexample of this strategy. Inthe autgoing
shotbirds fly into the frame, which givesusaction toview while halding the
clear frame for a minimum af 1-2 seconds at the end of the shot tin our
diagram the last framé is symbolic of whiit
would be 24 or more actual film Hrames).

There are several options {6 cutting b the
incomingshot after clearing the frame, depend-
ing on how long the clear frame is held in the
outgoing shol. One option is for the incoming
shot (A) to open without the subject in the
frame. Thisopeningcan vary in length depend-
ing on the action in the shot before the main
subject arrives, I we open on a busy park ora
trickling stream in the woods the opening serves
the purpose of anestablishing shotand could be
2 Seconds held for several seconds. A second uption is for
the incoming shot (B) to open with the subject
alréady in the frame: This is not a common
practice in the continuity style since it is some-
what abrupt. A third alternative would be to
cut on the subject partially in frame, as shownin
the previous figure (7.3)

Clearing the frame can be looked at in twao
ways, First, it is a method for joining shils of
the same subject in different backgrounds. In
this case itservesa function similar fp that of the
dissolve and indicates a passage of ime. The
second vse forclearing the frame isasa substitute
for the cut onaction so that an ingoing shot and
outgoing shot represent continuous time. In
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general, clearing the frame is an easy out for directors who are timid about
preserving continuity, since it is almost impossible to make a continuity
mistake with this technique. In fact, itissucha flexible cut that it canbe used

to join shots on opposite sides of the line of action.
One last strategy is shown in 7

shot ends with the subject clearly within the frame, The incom-
ing shot begins before the subject appears and holds on a clear
frame for al least a second before the subject enters (again the
clear frame in the diagram is symbolic of many more clear
frames).

Editing and Visualization

One of thevalues of knowing conventional editing practices is
that it gives the filmmaker a point of departure when he is
vipualizing, Staging, in particular, is made easier by an awares
ness of the types of movement that provide opportunities for
cutting. In any given scene, the filmmaker will visualize how
long certainactions should be viewed before moving to another
siiot. He will then try to plan action at that point so that editing
is motivated visually.

This may sound far more mechanical than itreally is. I these
rulessound overly restrictive it should be remembered that they
can be broken at any time in favor of a better idea. The value of
understanding editing practices is that it enables the director to
visualize an overview of required camera setups for an entire
sequence, allowing him to turn his attention (0 the dramatic
needs of the scene,
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gure 7.5, In this version the outgoing

Figure 7.5
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