The Director in Production
and Postproduction

Mow that you have prepared yourselfso well in preproduction, it _.m__ time

to step into the television control room, or go on location, and direct. In fact,
all the meticulous preparation means litte if you cannot direct or coordinate
the various production elements during the production phase. Section 19.1,
Multicamera Studlo Directing. gives an overview of what Is required of vou
when directing various multicamera studio productions. In section 19.2,
Single-Camera Directing, you will learn about other skills and the

general postproduction dutles.
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carmera rehearsal Full rahearsal with camearas and other
piecas of produstion equpment. Oftan idantica! to the
drass rehearsal

clock time The time the clock shows. Specifically, tha
tima at which a program starts and ends. Also called
sehedula trre.

dry run Rehearsel without equipment. during wihich (he
hasic actions of the talent &e worked out, Ao called
bipcking rahearsal

Imbercam Shart far infsroommunication system, Used by

procuction and technical persannel, The most widely

ugad system has tebaphone headsats Lo facktate voice
comenunication an aevaral wired or wiralass channes.
Iricludes athar systerns, such &s 1 F.B. and cell phones.
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Az in the preproduction phase, your mle in both the
production and the postproduction phases is marked by
meticulous planning, coondination, and team building,
Like so many ather production activities, directing has
developed its very own language. Your first task of
becoming a director is, of course, to leam to speak this
lingo with clarity and confidence, Only then can you fulfill
your difficult task as master juggler of schedules,
equipment, people, and anistic vision. Section 19.1 takes
vou through the major steps of multicamera, or contmol
oo, directing

B THE DIRECTOR'S TERMINOLOGY
Terms and cues for wisualrarkon, Saquencig,
spacial affects, audio, YTR, and the fioor manager

B MULTICAMERA STUDID DIRECTING
Drracting farm e controd roorm, rehearsals, time
fine, and directing the show

= CONTROLLING CLOCK TIME
Schadide tme ang furang e, back-frmmg and
front-timing, and convarting frameas info clock Kme

P CONTROLLING SUBJECTIVE TIME
Face amd rhythm

b STUDID INTERCOM SYSTEMS
The PL. systam, tha LES, systam, and tha
5.A. systam

THE DIRECTOR'S TERMINOLOGY

As does any other human activity in which many people
work together at a common task. television directing
demands a precise and specific language, This jargomn,
which must be understood by all members of the team,
i generally called the director's language or, more
specifically; the director's terminology. It is essential for
efficlent, error-free communicatlon among the director
and the other members of the production team.

By the time you learn television directing, you
probably will bave mastered most production jargon in
general and perhaps even the greater part of the directors
lingo. Like any language, the director’s termi
nology is subject to habit and change. Although the basic
language is faiely standard, you will hear some vanations
among directors. And as new technology develops, the
director's language changes accordingly.

The terminclogy listed here primanly reflects multi
citmerd directing [rom the studio control room—the type
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irecting th iress (e most precise terminology. A gz_.._._nh
single inaccurate call can cause a number of serious
mistakes. You can also use most of these terms in single- bqn___.__.gu._s
camera directing. regardless of whether the production coordinate v
happens in the siudio or the feld, from a televi
Whatever terminology you use, you must use jt  truck (see ¢
consistently, and it must be understond by everyone on generally try
the production team. [t must be precise and clear; there =._._m.."_.,aw__5
is litfle time during a show (o explain. The shorer and .....m.::.m. Wit
less ambiguous the signals, the better the communica- For fixing any
tion. The following tables list the director's terminology final cut. Mu
for visualization, sequencing, special effects, audio, VTR, of marny el
and cues to the floor manager. $EE 19.1-19.6 talent. You s

49.1 DIRECTOR'S VISUALIZATION CUES

The visualzation cuss are directions for tha camin 10 SChEvVe oplima a._._n_._.-._ =
aehsavid in prstpradustion (such as an elestronic 2oom through dygital magnific
with peoper camesa handling

DIRECTOR'S CUE

Headroom, or filt up

1 down

Catir it, oF pan ledt




19.1 DIRECTOR'S VISUALIZATION CLES feontinwed)

DIRECTOR'S CUE

Fan lefL

Pan right

Pesdastal i, or crang

Pedeatal down, ar crange down
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191 DIRECTOA'S VISUALIZATION CUES (cantinued)

DIRECTOR'S CUE

Dedly ma

Zoom in, or Lightar

Zoom out, of hoages

Truek right
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19.2 OIRECTOR'S SEQUENCING CUES

These cues help get fram one $hot ta the next. They includa the major transitions,

or SeUencing. cuss

ACTION

Cut From camera § 1o camera 2.
Dizsobe from camera 3 to camera 1.

Horizontal wipe from camera 1

to camera 3.

Fade in camera 1 from black

Fade out camera 2 to hleck.

Short fade to bieck between
caamiras 1 and 2.

(st bertwesen cameera 1 and VIR 2
{assuming that VTR 2 iz already rolling
and “locked” or in a “parkes” position].

Cut between VTR and C.G.

—,

Cut betwesn CG. tiles

machinery—cameras, audio, graphics, videotape, remate
feeds, and the clock—provides the greatest challenge. But
once you have mastered the machines wo some extent,
your mast difficull job will be dealing with people, those
in front of the camera (talent) as well as those behind it
{praducton people). asaoy 7w g

Directing from the Contral Room
In multicamera directing you need w be concerned ot
onlby with the visualization of ench shot but also with the

MRECTOR'S CUE

Ready hwo —take two.
Ready one for dissolve —dizsolve,

Ready three for horizoatal wipe
[ower 1)—wipa.
ar:
Ready efiects number x
{ihve: rumbser being specified by
the switchar progrem]— effects.

Ready fade in ane— fade in one.
daF:
Ready up on ane — up on ene.

Ready black— go to klach.

Ready cross-lade to hwe — eross-fade,

Ready VTR 2 [assuming the videotape

s caming from VTR 2} —take VTR 2
Sometimes you simphy call the VTR number
az it appaars on the switchar, If. for
cxarmgle, sha VTR ix kabeled 6, you sy
Ready six—take six.)

Ready C.G.—take C.G.
ar:
Ready effects on C.6.— take effecis.

Ready change page—change papge.

immecdiate sequencing of the various shots, Itincludes the
directing of live shows, llve-on-tape productions, and
honger show segments that are later assembled but not
otherwise altered in relatively simple postpreduction.
Multcamera directing always Involves the use of a control
room (see chapter 200, The corfrol room is designed
specitically for multicamera production and for the
smooth coordination of all ather video, audio, and
recording facilities and people, Multicamera directing is,
therefore, often called confrol room direcring.
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19.3 DIRECTOR'S SPECIAL-EFFECTS CUES

Specialeliects cues are not shways uniform, and. depending on the complesity of
warbal “sharthand * Whatever cues ane used, they need ta be standardized amon

ACTION

Super camera 1 owr

T return to camera 2.

Toga tacemera 1 from the super,
ey C1G. aver basa picture on camera 1

Eey studio card fitke on camera 1 over base
picture on camen 2

Fill kewed-cut tithe from studio card on camera 1
with yellow fus aver base pichie on camena 2.

Tix hava tithe from character generator
appaar in drog-shadaw oetline over base
pictura on camarz 1,

T have 8 wipe pattem appear oves & prctune,
such 25  Stend on e 2, replace & scene
an camera 1 thenugh a cicle wips,

Ta have anirsert fvidano Bl grow in sie
in a momlicg mation, replacing the base
pictura {vidano Al

Ta achieve the rewarse squeaze
{widen B getting smaller)

To achieva a great maey transitions toagh wipes

DIRECTOR'S CUE

Ready super ane aver bwa —

Ready to lose super— lose |
or;
Ready to take ot ane — tak

Ready ta go throngh to ane -
Ready key C.G. [mear 1| — ke

Ready koy ane over two —§

FReady matte key ane, yelloy

Ready C.6. drop shadow owe
{Sometimas the director may u
such as Clyron. Thus, ywou woul
Ready Chyron over ane — ki
Becaese the C.B. information i
usually amitted in the ready os
or:
Ready effects, drop shadow
Same diractors simply call for
kayer. Usually the letiening moi
programnened ins the GG Som
Ready insert seven—take |

Ready circle wipa hae over
|y othier wipe Is calad for in
wipe prttern is substituted for'
call fior “Ready soft wipa” inate

Ready squeeze out—sques
or.

Ready eflect sinieen—squs

Ready squesre in— squeezi

Reatly wipe effect twenty-u

My of the mond-comnplicated effects ana preset and storad in the comgute: progran
activata a whole effects sequence is call far the rumber, Ready effects sighty-sev
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19.4 DIRECTOR'S ALDIO CUES

At ouas invalve cuss Tar microghanas: starting and stopping varous sudio scurces, such as GO plavers:
ard cigs o intagrata or mix thase sourcas

19.5 DIRECTOR'S VTR CUES

Thesa cuss are used 1o start and s1op the VTR, bo slate & wdeo recordirg, and o

ACTION

Ta activate microphone i the studia.

To start misic,
Tai bring massic urdes for announcer,

Tostaka music out.

To close the micrephone in the studio [ansouncer's
mic} and swiich over 10 the sound an tape.

Tomall audictape.

To fada ane sound soarce undar and out
wihile simultanecusy fading another in [simitar
to & dissolvi)

To o Iram eng sound source to anather without
intarneption (usally two piecas of musicl.

Ta increase program spesaker volume
for the dirsctor,

Ty pilary soumd ffect from a GO

Tai put slate informetion on wdectape jgither open

DIRECTOR™S CUE

Ready to cue talent. [0 something more specific, ke “Mary—cue he.”
The adin enginaar will autematically open her mic. |

ar:
Ready bo cue Mary — open imit, cue her.

Roady music —music.
Ready to fade mesio under—music under, cue announcer.

Resdy music out—music out.
or:
Fade musie out.

Ready SOT (sound on tape| —elose mic, track ap.
or:
Ready S0T—S0T.

Ready audistape —roll audistape.

(D ot just say, “Foll tape,” becausa the T may s the WTR)

(]

Beady crass-fade from (source/to (oiser sosrce)—cress-tade,

Ready segue from [soorce) ta (other source]—segue.

Muonitor up, please.

Ready sound eflect number x on GO,
ar:
Aeady CO number x— sound effect.

Ready to read slate— read slate.

b A A B

To start videotape for recording a program.,

To “slata” the program afves the VTR is i tha
record mode, The slate is on camena 2 or on the
(. (5. the cpaning scema on camera 1. W &
assuméng that the color bars ard referanca leval
audio tong zre a'ready on the ape.

T prut thee opening ten-secand baapar on
the awdio track and fade in on camesa 1.
[Dio not foeqet to start your siopwatch

as soon 25 camera 1 Fades in.

To gtop the videotape on a frecze-frame.
T mll videotape out of a frease-Trame mode.

Ta mdl a videotapa for 2 slow-motion alfact

T soll @ VTR 8% a program insert, whila
you 8ra on camera Z; sound 15 on tage,
Agsuming 3 two-sscond noll.

Ty petiam froem WA to camera and Marg
on camera 1. [Suap your watch and
res2t it for the next insan.|

DIRECTOR'S CUE

Roady to rall VTR one—ro
(Mo you have towait for the
iy thes VTH aperatar |

Ready two {or TG, ready t

Ready black, ready beepa)
Ten — nine — eight — s
Toiie — thires —han — cud
[Start yaur stopwatch |

Ready freeze — freeze.
Ready to roll VTR three —

Ready VTR fowr slo-mo—
or:
Ready VTR foar slo-ma —

Ready 1o roll VTR three, 5
one, take VTR three, 50T.
1# you do not use a countdow
Ready VTH three, rodl and
(52art your stopwatch far tim

Ten seconds to one, five
Ready two, ready cue Ma

Unless you are doing a live remote pickup of a  this is hard

speclal event, you need to rehearse as much as possible.  rehearsal
Rehearsals not only give you and the rest of the produc-  preparatio
tion team practice ln what to do during the taping  important
session, but readily reveal any major and minor Aaws or  during sch

fioar meanages's mic or ikback patchad 1o VTR].

omissions in your preproduction activities, methods:
rehearsal
Rehearsals rehearsal:

Ideally, you should be able to rehearse everything that  combinati
gaes on videotape or on the air. Unforunately, in practice all ofthese
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JETION

19.6 DIRECTOR'S CUES TO FLOOR MANAGER
The drectanal cues ae abwiyd geen from the camera’s posnt of ssew, nok Irom the talent’s o
means carmeda-mght

of visw,

DIRECTOR'S CUE

Bowa Latenil to leh

Miove talent ta nght.

Hawe the wioman turn ta har

Tuen tha phiect clockeise

ran 141

]

Sa

simply by walking the talent through certain actlons. such
as maoving 10 a display table and holding iems properdy
for close-ups, or walking 1o the perlarmance area 1o greet
the guest. Routine shiws, such as daily interviews by the
same talent, are not rehearsed aca

Script reading  Underi conditions every mapor
production should begin with a script-reading session.
Even for a relatively simple show, you should meet at least
anee with the talent, the produces, the PA (production
assistant], and the key production persennel—AD
[assistant director), TD [echnical direcror), and floor
manager—to discuss and read the script. Bring the foor
plan along; it will help everyone visualize just wheres the
actbon takes place and point out some potential produc-
tion problems. [n this session, which nommally doubles
as a production meeting, explain these points:

® Process message objective, including the purpose
of the show and its intended audismpoe

® Major actlons of the performers, the numb.er and uze
af hand props. and major crossovers (walking from
one performance area to anather while on-came

® The performer’s relationship to the guests, if any

I an interview, for example, discuss with the host
the key questions and what he or she should know
about the guest, Mormally, such talent preparation is
done by the producer, Try o et a rough timing on the
show by clocking the major scenes and show segments
as they ate read

The script-reading sessions are, of course, par-
ticularly important if you are rehearsing a television
drama. You will find that the time you spend on thorough
script interpretation is more than gained during subse-
quent rehearsals.

I the script-reading sessbons, you shoubd discuss the
process message objective, the strocrure of the play
{therne, plot, enviranment], ard the substance of each
character. An extremely de d analysis of the charactess
is probably the most important aspect of the dramatic
script- reading session. The actor who really understands
his or her character, role, a tomship o the whale
svent has masteced the principal part of his or her
performance. After this analysis the actors tend 1o block
themselves (under vour careful guidance, of course} and
vove and “act” naturally. You no longer need 10 explain
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block nondramatic action, abserve first what the per-
formers would do without the presence of a camera. As
much as possible, ry to place the cameras 1o sult the
ection rather than the ather way around.

W If it will help, call our all major cues, such as “cue
Lisa,” "ready 2, take 2,” and so forth,

B Run through the scenes in the onder in which they
are to be taped. If you do the show lve or live-on-tape,
tey 1o go through the whole scrpt a least once, I youl
cannot rehearse the whole script, pick the most compli-
cated parts for rehearsal. In a nondramatic show, rehearse
the opening as much as time allows, Inexperienced talent
often stumbles over the opening lines, with the show
going downhill from there.

B Time each segment and the overall show, Allow time
for long camera moverments, music bridges, announcer’s
introand closing, openingand closing credits, and so farth.

B Reconfirm the dates for the upcoming rehearsals,

Walk-through The walk-through is an orientation
session that helps the production crew and talent
understand the necessary medium and performance
requirements quickly and easily. You can have both a
technical walk-through and a talent walk-through, When
pressed for time, or when deing a smaller production, you
narmally combine the twao.

The walk-throughs as well as camera rehearsals
occur shartly before the actual on-the-air performance
or taping session. Walk-throughs are especially impor-
tant when you are shooting on location. The talent will
get a feel for the new environment, and the crew will
discover possible obstacles to camera and microphone
maoves, This I3 especially important when cameras and
microphone fshpole operators have (o walk backward
during the sceme.

Technical walk-through Once the set is in place,
gather the produection erew—aAD, floor manager, floor
personnel, TD, LD {lighting director), Camera operators,
audio engineer, and boom or fishpole operator—and
cxplain the process message objective and your basic
concept of the show, Then walk them through the set and
explain these key factors: basic blocking and actions of
ralent, camera locations and traffic, specific shots and
framings, mic locations and moves, basic cuing, scene and
prop changes, if any, and major lighting effects,

A The technical walk-through is especially important
ddl for EFP and big remotes, where the crew in the
performance area must often work during the seup
under the guidance of the floor manager rather than the
direcior, who is isolated in the remote mack (see chaprer
20). Have the AD or PA take notes of all your major
decisions: then provide time to have the notes read back
and discussed so that the technical cresw can take care of
the various problems.

Talemtwalk-through While the production people go
about their tasks, take the talent on a shert excursion
through the set or location and explain once again their
major actlons, positions, and crossovers. Always try (o
block talent so that they, ather than the cameras, do maost
of the moving. Tell them where the cameras will be in
relation to their actions and whether they are 1o address
the camera directly. Here are some of the more important
aspects of the talent walk-throughs

B Point out to each performer or actor his or ler major
positions and walks. If the performer is to look directly
inta the camera, point out which camers it i or where
the specific camera will be positioned.

W Explain briefly where and how they should work with
specific props. For example, tell the actor that the
coffeepot will be here and how he or she should walk witk
the coffee cup to the cowch—in front of the table, not
behind it. Explain your blocking to the talent [rom the
point of view of the camera, Urge the performer not to
pick up the display objects, but to leave them on the table
so that the camera can get a good close-up. Have the
performer go through the demonstration, and watch this
simudation from the camera’s point of view. Watch that the
performer does not block important close-ups,

B Have the performers or actors go through their
apening lines and then have them skip to the individual
cue lines (often at the end of their dialoguel. IF the seript
calls for ad-lib commentary, ask the talent to ad-lib so that
both of you will get an idea of what i sounds like.

B Give everyone enough time for makeup and dressing
before the cameta rehearsal. During the talent walk-
through, try ta stay out of the praduction people’s way as
much as possible. Again, have the AD or PA write down
major rehearsal items, Finish the walk-through rehearsal
early enough so that everybody can take a break before
the camera rehearsal.

Saction 18,1

Camera and dress rehearsals The following
discussion of camera rehearsals is primarlly for studio
preductions and big multicamera remotes that are
directed from a contrl peom, Camera rehearsals for EFF
are discussed in section 192,

Essentially, the camers rehearsal is & full rehears

that includes cameras and other pieces of produciion
equipment. In minor productions camera rehearsal and
final dfress refearsal, or dress, are almost always the same.
Frequently, the camera rehearsal time is cut short by
technical problems, such as lighting or mic adjustments,
Do not get oo nervous wWhen you see most of the technical
crew working frantically on the intercom system or audio
console five minutes before alrtime. Be patlent and iy to
stay calm. Realize that you are working with a highly
skilled group wha know just as well as you do how much
depends on a successful performance. Like all other
machines, the relevision machine sometimes works and
sometimes breaks down. Be ready 1o suggest alternatives
should the problen prevail,

The two basic methods of conducting a camera
pelvesarsal for alive orlive-on-tape production are the stop-
start meshod and the uninterrupted run-through. & sfop-
start rehearsal 15 usually conducted from the control
yoom, but it can alse be done, at least partially, from the
studlo Aoor. An nninterrupled run-trough rehearsal is
always conducted from the control roatn.

With the stop-start method, the camera rehearsal is
interrupied when you encounter a problerm so that you
can discuss it with the crew of talent: then you go back to
a Togical spot in the scelpt and start again, hoping that
the problem is not repeated. [t is a thorough albeit time-
consuming method. Buz even the uninterrupted sun-
throwgh rarcly remains unintermipted. Nevertheless, you
shoubd call for a “caet” (stop all action) onky when & grave
mmistake has been made—one that cannet be corrocted
later, All minor mistakes and fumbles are corrected after
the run-thiough. Dictate notes of all minor problems to
the PA or ALY Have him or her read back at scheduled
rehearsal breaks {“notes™), and provide enough tme for
fallowing up on the items listed ["reset”),

Because many studio shows are videotaped in
SEPNLENLS, A unimterrugted mun-through will be inter-
rupted anyway at each sceme oF segment as nsarked in
the script. If you plan to do the entice show live, or
videotape the show in one uninterrupted take, go
through as long a segment a3 possible in the un-
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for cuing, and the TD, the audio console operator, and, if
appropriate, the LD ready for action in the contrel room.

B Have a simpte stand mic set up in the studio for you
1o relay your directing calls from the studio foor to the
contrel room. Have the TD execute all your switching calls
and feed the pictures to the studio monitor. This way
everybody can see the shots and the shot sequence. The
disadvantage of calling your shots from the Beor is that
¥ou womn't see the preview monitors for the upooming
shots. You can, bowever, abways walk over to the upcoming
camera and look into its viewfinder, Check the framing of
the upceoming shat and correct it before having it punched
up on the air (line-out),

B Walk the talent through all the major pars of the
show. Rehearse anly the critical transitions, crossovers,
and specific shots. For example, if the performer has to,
demonstrate a small object, show him or her how to hald
the object, and the camera operator o to frame it Watch
the action on the studio monitor (showing the line-out
picture}, As soon as the talent knows how 1w go on from
there, skip to the end of the sepment and have the talent
introduce the following segment.

B Give all cues for music, sound effecrs, lighting,
videotape polls, slating procedures, and so forth to the TD
via the open stedio mic, but do not have them executed
[except for the music, which can be easily reset).

B Even if you are en the floor yourself, have the floor
manager cue the talent and mark the crucial spots with
chalk or masking tape on the studio floor.

If everything goes fairly well, you are ready o go to
the contral room. Do not let the crew or yourself get hung
up on some insignificant detail. Ahways view the problems
i the context of the overall show and time available. For
example, do not fret over a pleture that seems o hang
alightly bigh on the set wall while neglecting to rehearse
the muost important coossovers with the talent.

From the contral room, contact the cameras by
number and verify that the operators can communicare
with you. Then rehearse once mome from the eontrol room
the most important parts of the show—the opening,
closing, major talent actlons, and cameea movements,

Try to rehearse by yoursell the opening and closing
of a show prior to camera rehearsal. Sic in a quiet cormer
with the seript and, using a stapwateh (for practicel, stant
calling out the opening shots: "Roll VIR, Ready state—take

THE DIRECTOR IN PRODUCTION AND POSTEFRQDUCTION

slate. Ready black, ready beeper. Black, beeper. Ready o
cipe Lynne, Ready to fade up on 2. Cue Lynne, up on 2.”
and a0 on, By the tme you enter the conteol foom, you
will practically have memorized the opening and closing
of the show and will be able 1o pay full attention to the
controd peom monitors and the audia,

Umnoe you are in the control room, the only way you
can see the floor action is via the camera preview
manitors. Even if the control room happens 1o have a
window facing the studio, it is generally blocked by the
preview monitoss in frant of you. You should, therefore,
develop the ability to construct a mental map of where
the carneras are in relation ta the primary performance
areas and of the major talent and camera movements. To
help you construct and maintain this mental map, Ty to
position the cameras counterclockwise, with camera 1on
thie left and your last camera on the far right.

As pressed for time as you may be, ry o remain
cool and courleows to everyone. Also, this is not the time
o ke drastic changes; there will always be other wiys
in which the show might be directed and even im-
proved, but the camera rebearsal is not the time to tor
them out. Reserve sudden creative inspirations for your
next show. Stick as closely as possible two the production
schedule (time line]. Do not rehearse right up to video-
taping or airtime, Give the talent and crew a brief break
before the actual taping. Don't jusr tell them “Take fue”
ke g fTise-mmidreie breakl; fell them the exact tme o be
heck in the studio,

Time Line

As with every other aspect of television production,
maoving a show from the rehearsal phase to the on-the-
alr performance is governed by strict time limits In larger
operations the fime line, or production schedule, bs worked
out by the production manager of the Facility. In smaller
production companies, you, the director, or the producer
will establish the time lne for a specific production,

Time line: interview  The following example shows
a production schedule for a half-hour interview {actual
lemgth: 25:00 minutes), featuring two folk singers who
have gained world fame because of their socially con-
scious somgs The singers, who accompany themsebves on
aocoustic guitars, are scheduled o give a concert the
following day in the university auditorium, Their contract
does not allow the presence of television cameras during
the actual concert, but they agreed to come 1o the studio
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for a briefinterview and to play 2 few short selections from
the upcoming concert, The process message is relatively
simple; To give wiewers an cpporiunity o meel the o
singers, learn move about thent as arnists amd concerned
human beings, e werteh them perform. To save momey
and time of talent and production erew, the show is
scheduled for live-on-tape preduction. This means that
the director will direct the show as if it were going on the
air llve, or at least with as few stop-downs (interuptions
wherehy the videotape is stopped} as possihle.

TIME LINE! INTERVIEW

L1005 Creww call

11:10-11:30 4. Tech meeting

1130 ase-~1:00pu, Setup and lighting

L:00-1:30 pM, Lisiich

1:30-1:45 P, Production meeting: hest and singers
1:45-Z30 230 Run-through and camesa rehearsal
230240 raa Motes and réset

20245 r, Break

245-330 P Tape

FA-TAT M Sl

FeAS—E00 P, Sirlke

As you can see from this production schedule, a
ﬁ_.nn_.:n_mn_:_uwu_,.E&Enm&ﬂﬁﬂnﬂﬁﬁ?ﬁﬁ&ﬁﬁ&%
ceptain activities take plisce.

11004 Crewcall This s the time the crew must arrlve
at the studio.

11-10-11-30 45 Tech meeting  You start the day with &
technical meeting during which you discuss with the crew
the process message and the major technical require-
mesnts, One of these requirements i the audio setup,
hecause the singers are obviously interested in good
sound, Although the eventual telecast of this interview is
monophonic, the videotaping should nevertheless he
done in steren. You should also explain what camera shots
you want. The sincerity of the artisis and their guitar-
playing skills are best conveyed by CUs and ECUs. and
you may want to shift the attention from one slnger to
the other through a rack focus effect. The audio teehnician
may want to digcuss the specific mic setup with you, such
a5 stand mics for the performance, but also wireless
lavalleses for the singers’ crossover, The TI may ask about
the desired lighting and confirm the use of two additional
VHS videotape recorders. The VEHS machines can preduce
videotapes for the guests simultanesusly with the master
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[ ot get upset when the audio technician repositiong
mics during the camera rehearsal; afrer all, good audio
i important in this production,

2:30-2:40 po, Notes and reset  You now gather the key
production pesple—producer, AD, TD, awdio technbcian,
LD, floor manager, and host—to discuss any production
problems that may have surfaced during the rehearsal.
Asgk the PA to read the notes in the order written down.
Direct the production team to take care of the various
problems, At the same time, the rest of the crew should
get the cameras into the opening positions, reset the
pages of the character penerator, load the ATR and VIRs
{the record VTR as well as the two 5-VHS machines for
the singers’ copies) with tape, and make minor lighting
adjusiments.

2:4i=-2:45p5, Break Thisshort break will give everyone
a chance to get ready for the taping.

2:45-3:30 e Tape You should be in the control room
and roll the tape at exacily 2:43 pas—not 2:530 or 3:00, 1f
all goes well, the half-hour show should be "in the can,”
o finished, by 3230, including the stop-down time for the
frst crossover.

:30-3:45,0 Spill Thisis a period of grace, because we
all know that television is a complex, tlemperamental
machina that involves many people. For example, you
miay have 1o redo the opening or the closing because the
C.G. did not deliver the correct page for the opening
credits or because the host gave the wrong time for the
upcoming concert.

F:45-4:00 pu. Strike  Dwring the sirike time, you can
thank the singers and their manages. the host, and the
crew: Arrange for a playback in case they want to see and
especially listen to the videotape recording right away.
Play back the audio track through the best system you
have. All the while keep at least one eve on the strike, but
i ot interfere with it Trust the oo manager and crew
to take down the set and clean the studio for the next
production in the remaining fifteen minues

Cine of the most important aspects of a production
schedule is sticking to the time allotted for each segment,
You must learn to get things done within the scheduled
time block and, more impartant, to jump o the next

activity at the precise time shown on the schedule,
regandless of whether you have finished your previous
chores, Do not use up the time of a scheduled segment
with a previously scheduled activity. A good director
terminates an especially difficult blocking rehearsal at
midpoint to meet the scheduled notes and reset period,
Inexperienced directors often spend & great amouwnt of
time on the first part of the show or ona celatively minor
detatl, and usually go on the alr withour having rehearsed
the rest of the show. The production schedule is designed
o prevent such misuse of valuable production time.

Time line: soap opera Here is an example of a
production schedule for a more complicated one-houwr
=0ap opera. Assume that the setup and lighting have been
aceomplished the night belore (from 3200 to 6:00 4.8.) and
that tha strike will happen after the spill (G:00 pse.).

FRODUCTION SCHEDULE: SOAF OPERA

Dy run—rehearsal hall

GO0 0 bt

V20w Crew call
B00-8:30 wm. Tech meeting
B0-1 10K s, Camera becking

D 1:00-1 L300 A Mistes amil reset
11:30am-12230pm,  Lunch

120002300 . Dhrests rebsarsal
Zi0-3:00 P, Motes and reset
S00=5:00pm. Tape
5:30-6:00 P, Spdll

As you can see, this production schedule leaves mo
time for you to think about what to do next. You need to
be thoroughly prepared o coordinate the equipment,
technical people, and talent within the tghtly prescribed
time frame. Although not written into this ime line, you
should give the cast and crew a break before the taping.
There is o time allotted for striking the set, because the
set stays up for the next day'’s production.

Directing the Show

Directing the on-the-alr performance or the fnal taplng
session is, of course, the most important part of your job
as a director. After all, the viewers do not sit in on the
script conferences and rehearsals—all they see and hear
is what you finally put on the air. This section gives some
podnters about standby and on-the-air directing. Agaln,
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wi assume that the director is doing a live or live-on-
tape multicamera show, or at least the videotape recond.-
ing of fairly long, uninterrupred show segments that
require a minimum of postproduction editing. Youw will
notice that you can transfer mulicamera directing skills
much mare readily to single-camera direction than the
other way around.

Standby procedures Here are some of the most
important standby procedures you need to ohserve
immediately preceding the on-the-air telecast:

B Call on the intercom every member of the production
team who needs to react to your cles—TI0, camera
operators, mic operator, floor manager and other flaor
personnel, videotape operator, lighting patchboard
aperator, audio technician, and C.G. operator. Ask them
if they are ready.

B Check with the floor manager to make sure that
everyone is in the studio and ready for action. Tell the floor
manager whao gets the opening cue and which camera will
e an firss. From now on, the floor manager is an essential
link betweets you and the studio.

B Announce the time remaining until the on-the-air
telecast. If you are directing a videotaped show or show
segments, have the T, C.G. operator, and audio engineer
ready for the opening state identification. You can save
time by having the TD direct the recording of the
videotape leader (bars and tone} before alrtime. Check
that the slate shows the correct informatian, Verify the
spelling of narnes that you will use as key inserts.

W Again, alest everyone to the first cues.

B Check that thevideotape operator is ready to roll the
tape, and check with the camera operators and audio
engineer about their opening actions,

B Eeady the opening C.G. titles and music and have the
fesor manager get the talent into position,

On-the-air procedures  Assuming you direct alive-
on-tape show, such as the interview with the singers just
deseribed, vou must first go through the usual videotape
rolling procedures (see figure 19.5). Once the videotape
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B Cue talent kefore you come up on him or her with
the camera. By the time he or she speaks, you will have
faded in the pictuns.

B Indicate talent by name. Do not tell the floor
manager o cue just *him” or “her,” especially if the
talent consists of several "hims” o "hers” anticipating a
oue so0ner ar lter.

W Do not give a ready cue teo far in advance or the
aperator may have forgotten it by the time your take cue
finally arrives. Repeating the same ready cue may trigget
a take by the TD.

B Do not pause between the take and the pumber of
the camera. Do not say, “Take |pause] two.” Some TDs may
purch up the camera before vou say the number

B Keep in mind the number of the camera already on
the air, and do not call for a rake or dissolve to that camena,
Warch the preview moniters. Do not bury your head in
your script or fact sheet

B Do not ready one camera and then call for a take to
another, In other words, do not say, “Ready one—take
two,” If you change your mind, nullify the ready cue—
"Mn” or "Change that™—and then give anather,

B Talk to the cameras by number, not by the name of
the operator, Whar if both camera operators were named
Barbara?

B Callthe camera first before you give instructions. For
example: “Two, glve me a cdose-up of Ron. Three, CLI of
Marissa. One, zoom in on the guitar.”

B After you have put one camera on the air, immedi-
ately tell the other camera what to do next, Do not wait
umntil the last second; for example, say, “Take two. One, stay
on this medium shot, Three, tight on the guitar” IF you
reposition a camera, give the operator time (o resel the
room lens; otherwise, the camera will not stay in focus
during subsequent zooming.

W [f you make a mistake, cormest i as well as you can
amd go on with the show. Do not meditate on how you
could have avoided it while neglecting the rest of the show:
Pay full attention to what is going on, If recording live-
on-tape, stop the tape only when absclutely necessary,
Too many false starts can take the energy out of even the
mnst seasoned performers and production crew,

TRE DIRECTAR IN PRODUCTION AND POSTPROQDRUCTION

B Spot-check the videotape alter each take 1o make
sure that the take is technically acceptable. Then go on
1o the next one, 1t is always easier to repeat a take, one
right after the other, than to go back at the end of &
strenuous taping session.

B Ii you use the stop-start method in a single-camera
production where you tape one shot at a time, you should
play back each take before going on to the next one.

W If there is a technical problem that you must solve
from the conirol room, tell the floor manager about iton
the intercom or use the 5.A. sptem o inform the whaole
foor about the slight delay. The talent then know that
there is a tachnical delay and that it was not caused by
them. The peaple on the flnor can use this time o rela,
honwever husy [t may be for you in the contrel room.

B During the show, speak only when necessary. If you
talk too much, people will stop listening and may miss
impartant instructions, Worse, the crew will follow your
example and start chatting on the ntercom.

B Prepare for the closing cues. Give the necessary time
cuies o the floor manager slighthy shead of the sctual time
to compensate for the delay hetween your cue and the
talents” reception of it.

B When you have the line in black (your final fade 1o
black), call for a VTR stop and give the all-clear signal.
Thank the crew and talent for their efforts, If something
went wrong, do not storm into the studio to complain.
Take a few minutes to catch your breath, and then talk
calmly to the people responsible for the problem. Be
constructive in your criticism and help them avoid the
mistake in the future. Just telling them that they made a
mistake helps little at this point,

CONTROLLING CLOCK TIME

I commercial television, time is money. Each second of
broadcast time has & monetary value attached to it

Indeed, salespeople sell time 1o their clients as though Lt
were a tangible commodity One second of airtime may
cost much more than another, depending on the potential
audience an event may command. Clock time, also known
as scheedule time, is defined asthe time at which a program
starts and ends. Because television eperations are

- 1‘*nr1h\!W_ . - eplr

Section 151

scheduled second-by-second, elock time 15 2 critical
element in television production.

Schedule Time and Running Time

Asa director, you don't have to worry about schedile rimes
{starting times of various programs when aired) and
rumning times (broadcast length ol a program segrent
or program}, but you ate still responsible to Bme your
show to the second sa that it can fit the preseribed Gme
slat in the day's programming. You use the control reom
clock for meeting the schedule tmes, and the stopwatch
for measuring the running times of the program inserts.

Clock Back-Timing

and Front-Timing

Although the master control computer calculates almost
all the start and end rimes of programs and progranm
inserts, and a variery of pocket caleulators help you add
and subtract clock times, you should nevertheless know
how to do time calculations even in the absence of
electronic devices. For example. a performer may request
in the last minute specific ime cues, which you then have

to figune by hand.

Back-timing Oneof the mostcomman time controls
involves cues o the talent so that he or she can end the
program as indicated by the schedule time. Ina 30-minute
program, the talent normally expects a 5-minute cue and
subsequent clues with 3 minutes, 2 minutes, 1 minute, 30
seconds, and 15 2econds remaining in the show, To figure
cut such time cues guickly, you simply baek-rime from
the scheduled end time or the start time of the new
program segment (which s the same thing). For example,
if the log shows that your live “What's Your Opinieni” show
is followed by a Salvation Army P5SA (public service
anrouncemient) at 42550, at what chock times do you give
the talent the standard time cues, assuming that your
grandard videotaped close takes 30 seconds?

vou should start with the end time of the panel
discussion, which is 4:29:00, and subtract the varicus time
segrents. (You do not back-time from the end of the
program at 4:29:30, because your standard videotaped
close will take up 30 seconda.) When, for example. shoulkd
the mederator get her 3-minute cue or the 15 second
wird-ug ciie?
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Converting Frames into Clock Time
Because there are thirty frames 1o one second, the frames
roll over after wenty-nine, But seconds and minuces roll
wver after fifty-nine. You must therefore convert frames
into seconds, or seconds into frames, when front- or back-
liming time code numbers. Again, you need to compute
the frames, seconds, minutes, and hours individually and
then convert the frames on the thirty scale and the
seconds and minutes on the sixty scale
For example:

00201:5m:29
+ 00000317
002016146 == 00:01:62:16 —=00:02:02: 16

Mate that you simply added the frames and sub-
tracted 30 for the additional second.

Fortunately, computer-asslsted edit controllers will
do this figrring for you, There are also computer programs
and small handheld calculaters available that calculate
clock time as well as frame time.

CONTROLLING SUBJECTIVE TIME

The control of subjective Hme—the duration you feel—
is much more subtle and difficult than the control of
ahjective time. Even the most sophisticated compurer
cannet tell you whether a newscaster races through her
copy too fast or whether a deamatic scene is paced too
slowly and drags for the viewer. In determining sub-
lective time, you must rely on your own judgmenr and
sensitivity to the refation of one movemnent or thythm to
another, Although two persons move with the same
speed, one may seem to move much more slowly than
the other, What makes the movemnents of the ane person
appear faster or slower?!

Watch how rush-hour traffle reflects nervous energy
and impatience while actually the vehicles move more
slowly than when traveling on an open freeway. Good
comedians and muzicians are said to have a "good sense
of timing," which means that they have excellent control
of subjective time—the pace and rhythm of the per-
formance the audience perceives.

L. Ses the discussion of sublective tims in Hechert Zetl, Sighr
Sound Motion, 3d ed. (Belmont, Calif,; Wadswarily
Publishing Co., 19%49), pp. 212-215
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Find three or four recaordings of the same piece of
music, such a3 Beethoven's Fifth Symphony or your
favorite popular song, as interpreted by different con-
ductors or singers. Most likely, vouw will find that sorme lead
the same piece of music much faster than others,
depending on their overall concept of the piece and, of
course, their personal temperament and style,

When dealing with subjective time, we have many
Terms Lo express its relatve duration. You hear of speed,
rempn, pace, hurrying drageing. and other similar
expressions. To simplify the subjective time controd, you
may want to use only two basic concepts; pace and
rhythm. The pace of a show or show segment is how fasg
or slow it feels. Ripthm has o do with how Fast or slow
individual speeches or the actions of actors appear (o
the audience. .

There are many ways of increasing or decreasing the
pace of a scene, a segment, or an overall show. One i m
spesd up the action or the delivery of the dialogue, very
much like picking up the tempo of & musical number.
Another is (o increase the intensipg—the relative excite-
ment—aof a scene. Usually, this is done by introducing or
shirpening some conflict, such as raising the voices of
people arguing, having one car briefly lose contral while
being pursued by anather, or shooting the scene in tighter
cloze-ups, A thind possibility is to Increase the densit of
the event, by simply kavirg mere things happen within a
apecific section of running tme. If you want 1o slow down
a scene, you do just the oppaosite,

Whatever you change, you must always perceive the
pace in relation to the other parts of the show and to the
show s a whole, Fast, after all, is fast only If we can relate
the movement o something slower, Finally, & precise
process messape should suggest the overall pace and
rhythm of a show.

STUDIO INTERCOM SYSTEMS

The Intercam system is the lifeline in multlcamera
directing. It provides immediate voice communication
amaong all production amd technical personnel. With a
functioning team, the director, for example, can give cues
to many members of the produection team simultaneoushy,
triggering a furry of activity. Most studios have a varlery
of intercom systems, each serving a specific communi-
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cation task. The most common are the BL., the 1LEE., and
the 5.4, systems.

The P.L. system  Mostsmall stations or independent
production studios use the telephone intercommunica-
tion, or PL (private line or phone lingl, system. All
production and technical personmel who need to be in
volce contact with one another wear standard telephane
headsets with an earphone and a small microphone for
talkback. Every major production area has one of moee
intercom outlets for plugging in the headsets. For
cxample, each camera generally has two ntercom outheds:
ome for the camera operator and the other for the floor
manager or other floor crew member, I possible, though,
floor persons should aveid connecting their headset to
the camera; it not only limits their operation radius but
alse intesferes with the camera’s Mexdbilioy The foor crew
should connect their headsets to separate intercom wall
outlets through long, flexible, lighraelght cables.

Larger studies employ & wireless intercon system
for the floor personnel. Some systems provide an
earplug. instead of the cumbersome headser, and a
small pocket receiver that picks up signals sent into the
studio or field position by a transmitter. Such earplece
systems will normally not ket you talk back to the control
room, and they dont moffle sounds that may interfere
with hearing the intercom messages. Other systems
provide wireless reception and talkback facilities. At heast
the floor manager should wear a talkback telephone
headset for two-way communlcation.

Some shows require a simultanesus feed of program
sownd and contral room skgnals to such producdion per-
sonnel 25 the microphone boom operator or studio
musgicians (usually the band or orchestraleader), who have
to coordinate their actions with both the program sound
and the directar's cues_ Insuch cases, you canuseadouble
headser wherein one of the two earphones carries the
intercom signals and the ather the program sound-

Sometimes when you work in noksy surroundings of
¢lose to a high-volume sound source, such as a rock band,
you may need a double-muff headset, which filters out
the high-volume sounds at least to some degree. The mic
in such headsets does not transmit the surrounding noise
and is activated only when you speak into it

In most television operations, production and
technical crews use the same intercom channel. whick
means that everyone can be heard by everyone else, Most
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personnel happen to be off the BL. headsets, as is
frequently the case during a short break, you can use the
ralkhack system to call them back to work,

Considering the importance of the intercommunica-
tion system, you should include it in routine facilitdes
checks. If you discover faulty headsets or an imperfect
intercom line, report it to the maintenance crew and have
it flxed. A faulty Intercom can be more detrimental to a
production than a defactive camera.

N )

# The twa principal matheds of television directing
are multicamera and single-carmera directing.

# Both directing types use a precise directing termi-
nology that facilitates talent and crew activities.

# Multicamera diresting involves the simultaneous
usa of two or more cameras and instantanaous
editing with & switcher. It is done from the
cantrol room.

# The various ehearsals include seript reading: dry
rum, or blocking rehearaal; technical and talent walk-
throughs; camers and dress rehearsals, and
walk-through/camera rehearsal combination.

-

Directing from the sontral roam requices adhering
to & precise production schadule for rehearsals and
on-the-air performance and following clear standby
and an-the-air procedures.

Tha two important clock times are schedule time
(start and end of a program} and running time
(program length],

Back-timing means figuring specific clock times
{usually for cues) by subtracting runming time from
the schedule time at which the program ends,
Front-timing means starting 2 the clock time that
marks the beginning of a program and then adding
specific :..__.__.u.__._ﬂ LETEs.

When converling frames into clock time, you

must have the frames roll over to the next second
aftes twenty-nine [or twenty-four in European -
standardsl, but seconds and minutes after fifty-nine.

Subjective time means the time duration we feel.
It includes the concepts of pace and rhythm.

The major etudbo intarcom systams are the PL
{private line of phong line) and the | FB. linterrupt-
ible foldback or interruptible fasdback) systems.

The 5.A. (studic address) system allows the
cantrol room persannel to talk directly to the
siudio parsonnal,
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Once you have established locking-in points that
determine your general shooting style, you must go hack
to the script and break It down for discontinuous
videotaping Mow the arder in which you videotape the
shots is no longer guided by the script context, the
narcative, o7 even aesthetic contlnuiny, butstrictly by con-
venience and efficiency. For example, you may want to
videotape all the acenes in the hospital corridor, then the
#.m::ﬂ..ua_u__:r.on:mm_H_._.nﬂucz._.maﬂmnmz.sm.qa::ﬁnmsﬂw.
then all the scenes in the patient's room, and so forth.

To give you an idea of how script preparation differs
between multicamera and single-camera shooting, take
another look at figure 18.9, showing the director’s
miarkings of a brief multicamera drama seript. Howwould
you now break down the very same script segment for a
single-camera shoot? Write down a serles of shars that
shiow Yolanda meeting Carrie in the hospital halhwvay: Then
compare it with the breakdown in figure 19.7. SEE 19,7

Script Breakdown

As you can se, the breakdown is more detailed and not
necessarily in the order of the action, Note that this script
breakdown is just one of many possibilities.

If more convenient, you coukd have aped the thind
scene (Carrie and Yolanda) before the scene of Yolanda
rishing up to the doctor and Carrie. Shooting a scene in
such bits and pieces requines thar the actors repeat their
lines and actions several times identically; you mustwatch
carefully that the individual shots cut together into a
seamless scene. This means that you must also connect
the variows visualization points so that the scene and the
sequences have both narrative (storyl and aesthetic
|vector) continuity,

Continuity Continuity means that all shots In a
sequence connect seamlessly so thar they are no longer
recognized by the audience as individual shots, but as a
single scene. As explained In chaprer 18, & detailed
storyboard will ald you greatly in seeing individual shots
5 @ sequence, Even ifyou don’t have the ime or resources
to design storyboards for each sequence, you must try to
visualize how well the shots cut together and watch for
continuity errors during the videotaping, If, for example,
Yolanda kisses her daughter on the left cheek in the
medium shot, do not ket her switch o the right cheek
during the close-ups of the same scene. Such gross
directing mistakes usually mean reshooting or dropping

{RECTOAR IN PROOUCTION AND POSTPRODUCTION

the scene. You could use DVE (digital video effects)
equipment 1o flop the shot in postproduction, but then
you flop everything else oo, Including the background.
Hesides, such “fixing-it-in-post” techniques are dme
consuming and should nor be used as a safety net for
careless directing.

Film-style shooting  Such awareness of continuity
iz especially important when you shoot “flm-soyvle” In
film-siyle shoorng, you normally move [rom an estab-
lishing long shot to medium shats and then o close-ups
of the same actlon. Or, il more convenient, you can
videotape some of the close-ups first and then do all the
long shots, As in filmmaking you may find yourself
repeating an actlon several times to get varfous Gelds of
wview (long shots, medium shots, close-ups] or angles to
correct blocking or performance problems. Pay close
attention to every detail so that the action is, indeed,
identical when repeated. lnformed and alert crew
members will often help you avoid costly continuity
mistakes. For example, the camera operator might catch
the kiss problem or may podnt out that the talent has her
coat buttoned for this shot but wore it unbuttoned in the
previons shots.

How you start and finish a specific take can make the
postproduction edliors job a delight or a nightmare. Asa
director you are responsible for providing the editor with
shors that eventually can be assembled into a continuous
and sensible sequence. Always provide the editor with a
generous amaount of cutauays—do not leave them to the
cimera operator; well him or her what to shoor.

Rehearsals

In single-camera directing, you rehearse each take
immediately before videotaping it. Walk the talent, the
camera, and the microphone operators through each
take, explaining what they should and should not do. Have
the single camera connected to @ monitor 5o that you can
watch the action on the screen and, if necessary, make
the necessary carrections before the videotaping.

Videotaping

Be sure to slate each take. Quickly check whether the
C.G. slate shows the correct take number. If obwious
mistakes are made at the beginning of the take, keep the
tape rolling and slmply audio-slate the next take (have
the fleor manager read the next take number and e

&

| - i = :ﬂ'_“'-_‘TH'A‘}.-ﬂ: ey
s R e N S

]
o

Sechon 18.2

Single-Camari

Tx RECEPTION ROOM AND HALLWAY

1. Yolanda in the reception room

of the emergency room

e protecting a person on crutches

POV Carrie: Yolanda
G. Cls Yolanda

7. POV Yolanda: Doctor and Carrie

(Steadicam)

CARRIE AND YOLANDA

1. €U Carrie: "Hi, Mom!™

19_7 SINGLE-CAMERA SCRIPT BREAKDOWN

2. Hallway: Yolanda pacing up and down the hallw

3. Hallway: Typical hospital traffic--nurses, a ¢
yisitors with flowers, a doctor and nurse, a

Hallway: Docter pushes Carrie in wheelchair

YOLANDA RUSHING TOWARD DOCTOR AND CARRIE
1. Hallway: Yolanda rushes teward Doctor and Ca
2. Reverse-angle shot {POM Carrie): Yolanda

1, Same chots with gueney traffic interfering wi

2, CU Yolanda: "Carrie--are you a1l right? What

3. CU swish pan from Carrie to Yolanda: “Carris
What happened?”

Videotzoe shats are groupad o carveniance and efficiency, rat narrative argar
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into the hot mic). Have the VTR aperatar or PA (if yvou
use a camenrder) keep an accurate feld log. Watch for
obyious continuity mistakes, Be careful not to wear out
talent and crew with too many retakes; there is a point
where retakes become counterproductive because of
talent and crew fatigue. Finally, have the VIR operator ar
PA label all videotapes and cases and check that the
labels correspand with the feld log,

Dnge again, follow your production schedule, As with
taping multicamera shows, there is 2 tendency 1o do
rieedless retakes simply because you have the better part
of the day ahead of you. But then you suddenly find
yourself running out of time and are forced to speed
through the remaining takes. Ifyou have time and energy
left at the end of your production day, you can always do
the desired retake.

POSTPRODUCTION ACTIVITIES

Your postproduction activities depend on how complex
the postproduction editing promises to be. If extensive
postproduction is required, you are generally still
rezponsible for the major editing and sound-mixing
decisions. Relatively simple editing rasks are handbed by
the videatape editor, with a minimum of supervision (or,
a5 editors like to call It, “Interference”] by the director
Mevertheless, it is a good idea for you as a director 1o work
with the editor untll the completion of postproduction,

Protection copies Fefore the actual editing
begins, make profection copies of all source tapes. You
can do this while the tapes are window-dubbed for off-
line editing (keying the time code over the pictures of
the off-line dub—see chaprer 13), if you use a nonlinear

THE DIRECTOR IN PRODUCTION AND POSTPRODUCTION

editing system, you can digitize the videotape footage
from a single VTR and then create a VTR log and various
files for the footage, When creating such fles, mark them
in such a way that you can easily locate them again. For
example, you may want to put all motorcycle shots in
one bin {file). and all the interior shots of the motorcycle
shop in another.

VTR log Youreditor must mow go through il the tapes
and log each take—good and bad—on the VTR log. This
is where the various vectors should be recorded (see

chapter 13).

Seguencing There is actually litle difference from
a directing point of view whether you tell the TD to take
2, or tell the editor to edit this shot to that one, In any
case, try to work with, not against, the editor. An
experienced editor can help you greatly in the sequenc-
ing process, but de not hesitate to assert yourself If you
feel strongly about a certain editing decision. If you have
a specific sequence in mind, you can either do the off-
line editing yourself or do a paper-and-pencil edit or a
rough-cut and then hand it over to the editor [see
chapter 13). When editing, vour major concern is no
langer the visualization, but the sequencing, of the
various shots. In the postproduction process, you will
quickly realize the value of your cutsway shots and your
awareness of continulty during the videotaping.

You should also supervise the audio sweerening,
especially with extensive audio postproduction. When
finished, check the entire of-line edit for seriows rechnical
and aesthetic discrepancles, Even a good editor might not
see an uwanted jump cut until the final screening of the
tape. When everything looks right, you can have an edit
master tape produced on-line.
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Secrion 158.2 Single-Camet

# Single-camera produstion starts, as doas multicamers
production, with the visualization of key shots.

# The script breakdown is guided more by praduction
conveniance and efflclency than visualization and
saguencing. The production sequenca is dictaled
not by the script, but by such production factors as
location or gatting various paints of view or close-
ups of the same achon.

# When shooting film-atyle, the action is always
rapastad for various points of view and fields of view.

# Each take is normally rehearsed immediately pra-
ceding its vidaotaping,

# When videotaping, always slate mwn._.. take, label all
videntapes, and stick to the production schedule.

& Always maka protaction copies of the source tapes
befare beginning the postproduction editing phase.

# Log each take—good and bad—on the VTR log and
note the various veclors.

# Az a director guide, but do not interfers with, the
postproduction editing and audio swaetening,

| Z FT T LS ___VIDEO

This section reitfarces the diffarences betwasn the multicamera and sin

Click on the process monitor and run 1ag
RUN ZVL1 vl module, which emphasizes the production
production.

Click on the Single-camora modula. It de
camara produciion.

RUN ZVL 2




