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Lock and Load
Gathering The News Story

Good reporting and photography tells a story. The first
order of busipess is making sure you know how to deal with the
technical aspects of the job. After all, if you're not sure
how to turn the camera on, you certainly won't come back with
a story. Once you understand the equipment it is then the
task of the photog;;pher to capture the images and sounds that

make up the story.

The reporter/photographer team should start basic——get the ,;i;
essentials first. Getting the action is the priority;  T£;M““*”“*“““”““*“
firemen putting the fire out is the story. Exteriors and
static shots can be shot later.

Ve are paid to bring back gripping pictures. 7TV is a

picture show. Photography is the cormnerstone of the medium. =~
The pictures must support what the reporter is talking about.

Ask yourself as you shoot, “Are the pictures supporting'tpé:;W'

story? VWhy am I at this location? Can I get better pictures,wwm;wu&q‘&
somewhere else? Are there people here that could give good
"sound bites" d(interviews)?
News is a wild business. It is exciting and fun. However,
field photography and reporting is hard work. The deck and
camera are heavy. Few people start their career by shooting
with light weight Betacams. Add a tripod and battery belt and
you may weigh in over eighty pounds heavier. News is not all
glamour.

A lot of the events you will cover are not exciting. Many
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types of meetings are excruciatingly boring——for hours. Here
is the key——get involved with the story. Pay attention to
details, and listen for prospective story ideas. Know or guess
what you are looking for. If you know the background, even
the dullest meetings can prove to be learning experiences.

A good photojournalist must be an eager studen}; not only-of
the craft but also the subject. If you have no idea why you
are there you will never shoot the right material to support

the story.
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Ve shoot through a looking glass. Only the lens separates -~
us from the action. Objectivity is our watchword. Make the
story grab you. Bring it up close and personal. Good TV

makes an impression on people. A well covered story can make ....coeroa

the difference in the community.
I have covered many stories concerning people who had big

praoblems. Some were burned out of their homes, others needed

major surgery. The community saw the story and sent a fload

of help to these people. The media makes a difference. h S
Any art form can be bfoken down into its basic elements.

This is the purpose of the section. If you have a checklist

of images you need to capture you will have a much better

chance of getting back to the station with what you need.




Sweet Sixteen
The Prime Directives of News Gathering S
Vhat to shoot and how to act in the field are part of the -
news gathering directives. Keep these directives in mind and
cover the story properly. These sixteen directives keep you
on the right news track. If you go against these rules of
action, you will rumn into problems. Follow theléirectiveS\and

be a winning photographer/reporter. \

]

1. Tell the story.

This is so obvious, yet keep the fact in mind. Vhat are you
trying to show? Vhere are you going with the story? The

directives will keep you going in the right direction.

Before you shoot a single frame of video, know where the

package is headed. Vhat is the point of the story? The video: . .ooo

must reinforce the story line. Be alert to what is going on

around you. This takes listening skills to do well.

I keep my ears open for ambulance sirens, screams, gun

shots. I may shoot one interview and listen in on another

conversation at the same time. It is amazing what can 5é
overheard if you are iﬁ the right place at the right time.
Vhen shooting, consciously think, "I will provide a
beginning, middle and an end to this piece."” A sign of
successful story telling is if you can follow the story with
the sound turned off. Do you show as well as tell what is
going on in the story? The good reporter writes to the video.
If you have something specific you want to say you bhad better‘

make sure you have the pictures to back up the words.



—Q4—

A mismatch of the pictures and the voice over is called
"wallpaper video.®" The video covers the sound, but has no
relation to what is being talked about. It is a sign of poor
editing. It also is bad story telling. The anchor may say
"tonight on the South Side fires are faging out of control.
These houses are totally engulfed by flames. . .V The
pictures, however, show only fire trucks, no actual houses on -
fire. The voice over does not follow what you are seeing.

It is pointless to shoot something you know will not make
any difference to the story. It is just a waste of tabé:‘nﬁéﬂ
aware that images carry the bulk of the emotional contént of
the story. Close ups and unusual angles can make the siory.;

2. Shoot the action first.

This directive comes from experience with news scenes but-is - o

also a matter of common sence. What is going on? Vhere is

the movement? I am amazed at photographers that cover crime
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scenes or fires and shoot primarily wide shots. Get close and

shoot the action. The action will not be there for long. It
is impossible to re—enact a burning house.

Always anticipate where the action will be and where it is
going. Vhen are the police planning to bring the criminal
out? Vhere will the “"walk down" happen? If you are not sure,
ask the police or medics on the scene. Talk with people who
saw what happemed, or who have been in similér situations.

Get the best spot. Be pushy, and get there early. Always

show the viewer what they want to see.
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An aggressive nature is very valuable in the news business.
If you are easily intimidated you will never get the best
pictures. The closer you are to the action the better the
natural sound will be, and the more the tight shot will
reveal.
Stand next to the police. Be pushy, but always follow what-
the police tell you to do.

3. Shoot steady.

Develop a shooter's stance: feet apart, knees bent... There. ..

are four pressure points the photographer should be aware of
when they shoot. One bhand grips the lens bhandle and squeezes,
the other supports the lens. Your face wedges against the
camera, one eye presses firmly against the viewfinder.

Plan your moves to follow the action. If you know the

police car is moving across you to the right, swing your body

s0 you end up in the direction they are going.

Use available objects to help you shoot steady video.. . Put--—

the camera on the ground or on the deck. Lean up against a
tree. Put the camera on a table. Best of all: use a tripod.
If you are worried about shaky shots the best advice is to
stay wide. The more the camera is zoomed in the more
noticable every tiny shake will be. Get close to the object
and zoom the camera all the way out. This will help steady
the shot. |
4. Cover the Essentials.

Make sure you have what you need to make the story work.
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You always need wide establishing shots. Vary your framing to “~:VL5***
make the B-roll (the cover video for the audiod interesting.

Do not worry about getting fancy until you have the basics.

Do you have the interviews you need? Are there people who

should be contacted in order to cover both sides of the story?

Do you have the video to support the voice overs? Are the

main portions of the story covered? Have you Sh0$ a variety.. ... ... ... .
of focal lengths? In other words, do you have close ups,

medium shots and wide shots?

Most packages will need at least two or three sound bites
(each will probably be around fifteen seconds long) a stand up

(where the reporter goes on camera) and video to cover the

voice overs. Are each of these elements covered?

5. Depend on static shots. S LVLLTQ;;;”WJ$U”
A static shot does not move. A series of static shots

should be the bread and butter of the package. Let the .. . ..

editing process drive the piece forward. Vary your focal

length to provide variety.

Make sure there are plenty of steady shots to choose from.
Try different versions of the same object. An unusual angle
can be very interesting visually. If the shots are static the
editbr can decide how long the shot should be in the package.
If the shots are mnving, it forces the editor to wait until
the action stops to take the edit.

6. Mave with a pﬁrpose.

If you do have camera movement, which you should, it must
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always be for a reason. The camera should not be moved
without a purpose. Movement implies a relationship. You are
moving from one object to another. How are they related? If
they are not related do not move from one to the other.

The same directive applies to Stand ups. The reporter
should not move unless there is a reason the action. A
walking stand up is a good idea, if there is a purpose to it.

Vhen tilting (moving the camera up or down) or panning

(moving the camera from side to side), make sure wbhat you move
towards makes sence. Do not move the camera just to be
moving. Movement infers a relationship.

7. Shoot from new perspectives.

Take the camera where the viewer's eye normally does not gd;ii

Memorize the "Seven Saeel® Shots" (later in this section-of -~~~

the Field Guide) and use them whenever you can. If you give

the viewer a new perspective on the scene, they will be'mbre;"imfm”

interested in the story. S

Again, a new perspective is where the viewer's eye normally
does not go. This might be ground level, above eye level,
next to a wall, from wherever you normally would not see the
object.

New perspectives keep the cover video fresh and interesting.
If every shot is done from normal eye level, shot off the
shoulder, the video will quickly become mundane. The creative
angle can make even the most boring shoot more interesting.

Be creative., Try new shots and angles every day.
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8. Get close.
Television is a close up medium. Getting close allows the
shooter to get better natural sound. The closer you get, the
wider you can shoot and still show close up action. If you
get close physically and stay wide (zoomed out), the video
will be much steadier. ’
Keep an attitude in your mind that the closer you are to the

action the better. I covered a furniture store fire that

involved over forty firemen. I was extremely close to the . ...
action. I got shots of these men's sweaty faces, naturai“vm‘ -
sound such as, "It's hell in there, it's killing us.” It iSVUM,Mmem
impossible to cover such dramatic material form the other side |

of the street.

There is another side to this directive. Don't be stupid. ——
I've been caught up in stories too many times. I covered one

open area fire. I was getting terrific shots, firemen

chopping limbs, busting through underbrush. I kept close and. S

continued to follow the action. I heard a cracking sound
behing me, a tree had just fallen. I turned to shoot the
blazing timber. Incredible video. I turned back around and
my firemen was gone. I looked around and I am surrounded by
fire, smoke so thick I camn barely see. I heard a grinding
sound to my right. I started heading towards it. A tractor
broke through and I got out. Barely. |

There are a lot of chemical companies in my area. Every

once in a while they have spills. One company had a leak of
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that is used several times in arder to fill up the voice over, =

you did not shoot enough material. |

10. Shoot in sequence.
As much as possible, shoot the story as if you were editing

the piece imn the camera. This 1ncludés shooting cut aways

after sound bites. This saves a lot of time in the editing

bay. \ o G
This directive is especially true when shooting spot news.

Always shoot the action first, yet capture the action in

chronological order. In order to edit the piece you wili-ﬂ;ed 7

cutaways (where you cut away from the action to show something

else) of bystanders®' faces. Shoot those people in the order

you would edit the piece. The ability to shoot in sequencéT'wL

greatly enhances the editor's time in the edit bay. : S

11. Hold your shots.

This is so essential. 1t is so easy, yet so difficult to -

do when the pressure is on and the excitement is in the air.

Time seems to compress in your head. It feels like an
eternity, yet only three seconds have passed.

Count every time you roll tape. Learn to get at least eight
secopds of steady video every time you shoot. If your shots
are under four seconds, they are probably unuseable. Think of
it this way. Most shots are around four or five seconds long
in the finished product. It takes at least two seconds for
the editing machine to properly lock an to the tape. This

might be even longer (up to five or ten seconds) if the deck
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was turned offf Therefore, if the shots are not held around
eight seconds the video is extremely difficult to edit.

In the rush of the story, time seems to move more rapidly.
You must discipline yourself to hold your shots. FNot holding
your shots long enough will get you in more trouble with
editors and reporters than just about anything. |,

12. Keep the camera moves short. y

)

All the panning, tilting or zooming should be kept within

four seconds. Lengthy camera moves are usually not used

except under special circumstances. This again comes down to
editing problems. If the camera is still moving after four
seconds the shot is not editable. You should never cut from

one scene to another when the camera is still moving.

13. Vatch framing and composition.

Be careful to avoid bard profile shots. Show both eyes.

Double chbeck your head room (how much room is above the

e e s

subject*s head) and nose room (how much space is in front of

the subject's nose).

Composition is an art. The framing of objects in a scene
determines the relationship the audience gatbers from tbhe
visual information. If a sign saying “road work"” is placed in
the shot with a subdivision, the thought is that there is work
going on in that area. The placing of objects togetbher in one
shot implies that they have something to do with one another.
Make sure this is the case.

Generally, the more important objects should take up the
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foreground of the picture. This area is usually what the eye -

is drawn to first. Be aware that empty space is waste. Give
the audience something to look at. Don't make them wonder
what the point of the shot is. The Field Guide will cover
composition in more detail in the next chapter.

14. Do not swap axis lines.

LS

Establish a direction for shooting a scene and stick to 1t.

If a car smashed into a telephone pole, and the car is on the

left side of the screen with the pole on the right, keep the

car on that side of the screen. The vehicle should face the = 77

same direction for the rest of the B-Roll.

An axis line divides the scene into half. Once you cross

the line of the axis the object will suddenly be on the other . ..

side of the screen and face the opposite direction. Imagine, -

if you will, two people in the middle of a room facing each

other. Mr. Jones is on the left, Mrs. Smith on the right. If

you go to the opposite side of the room, Mr. Jones will appeéle

to be on the right and Mrs. Smith on the left. They will also

seem to be facing different direction. Spend some time

thinking about this fact of contextual relationship. Objects

change perspective depending on how they are shot.

If the subject is looking left towards the reporter during
the interview, the reporter should be looking right on the two
shot. A two shot shows the reporter and the subject looking
and talking with each other. If the axis line is swapped, the

reporter will be looking in the same direction as the subject.
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The reporter will therefore appear to be looking away from the
subject. |

In action sequences, the movement should continue along the
same direction. If a man is walking down the street, going
towards the left side of the screemn, do not have him walking
towards screen right in the next shot. It does pot make
visual sence.

15. Monitor the product.

The real world takes nothing for granted. Do not assume

that the camera is white balanced properly or that the audio

sounds fine. Check, and recheck what you are doing.
There have been times when I was sure I had my shotgun

microphone on. I would be rolling video and getting a great

interview. Vhenever I start getting something really,gpq@wiﬂ;wxx;

start double checking my settings. Sure enough my microphone
was turned off. 1 caught my mistake early and saved the

shoot.
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Spend time checking bow your material is edited and ends up
on the air. Is it something you would be proud to put your
name on? Did they bave everything they needed to make the
packgge work? Did the sound come across clear, or was it
distorted or too ambient (more room noise than voice)?

The edited piece should have the best of what was shot. This
is not always the case. Confer with the editor. Tell them
you care about what material is put on the air. MNention to

them that you would bave prefered to have used this certain
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shot. The editor may be in a time crunch when they put the
package together. At that point they will use whatever coﬁes
up first on the tape that works. This should tell you
something, make sure everything you put on the field tape is
worthy of going on the air. 1If you shoot a lot of junk, some
of it will probably end up in the show. .
Always double check the final product. See whether the -

audio was good, the white balance correct and the lighting set

up correctly. Learn from your mistakes and successes. If

something worked particularly well, such a certain way you
used lighting in the shot, use it again. Try different
methods of manual irising the F Stop. See which shot looked

the best. Be aware of the final product. Strive to improve

your art every day.

16. Always do your best.
Only you know if you have done your best. Ve are capable of

much more than others may think. Shooting great news stories

involves hustle and guts. You have to be willing to go the
extfa mile to make sure everything locks and sounds right,
every time. Leave the station with the attitude that, “Today
I will produce my best work ever.®

Gaod shooters are willing to do whatever is needed to get
the shot. Be exceptional, people will notice and your work
will always show improvement.

There seems to be a pervasive spirit of mediocrity in our

business today. I've heard the phrase, "it filled the news
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hole" hundreds of times. The story might not have been great,
but it at least filled time in the newscast. Vbhat a sad
thought. Pride yourself on your journalistic and photographic
skills.

Be proud of your work and others will be proud to work with
you. If you have this attitude the best reporters will ask to
work with you. When it absolutely has to be done right the

first time, without fail, they call on me. Every station has

that type of individual. They are willing to do whatever it

takes to get that shot or sound bite that will make the story.
I've climbed to the top of buildings to get the rooftop shot
of a major fire that destroyed a homeless shelter. 1I've
slogged through swamps and been drained of what seemed like
gallons of blood by merciless mosquitos to cover plane
crashes. Do what it takes. Be a winner and always do your
best. It will make a difference in your woark and at your

station.




Basic Training
Photography In The News Setting

Vorking news means working in the field. Environments
change yet the type of images it takes to create a news story
remains the same. In this chapter we will explore the nuts
and bolts of what it takes to make a news story work visually.

In order to score a bullseye a marksman must h?ve something
to aim at. Every photographer should have a Serigs of

specific visual targets in mind. These targets tell the

story. How well you frame up the pictures indicates whether

or not you score a B-roll bullseye.
Before we go any further, you should have a clear pidture in

your mind as to the difference between A-Roll and B-Roll. A—-

Roll is any picture that includes a sound bite. The A-Roll in;,{~

the story would be all the interviews and the stand up by the

reporter. The A-Roll would also include the audio track or

narration that the reporter lays down for their package.

The B~Roll is the video that visually shows what the audio

describes. The cover video drives the piece forward. TV iéwg
visual medium. This is the reasonrthat news photography is so
critical in this business. People watch pictures. The
stronger the B-Roll, the better the piece. The pictures must
te11>the story.

You may have heard the term A-B-Roll editing. A-B-Roll
editing has three machines tied together electronically. The
editor can dissolve from one video source to another while the

combined image is recorded on a third record deck. Most news
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editing is "cuts only." This type of editing does not N o
dissolve from one image to another. Cuts only editing takes
ope image and covers up the other completely. It refers to
the newspaper term "cut and paste." The artist cuts one piece
out and pastes it over another. The first image is completely
covered up by the second. .

Cuts only editing uses only two machines: a record and a

player deck. The editor scans through the field tape on the

player deck, finds the image they want and records that image
on the master or record tape. The master tape then has a -
series of images that combined with narration tells the news

story. |

Consider the typical news show in a medium sized market. ™~

Out of ten stories, three would by thirty second Voice Overs '

V>, three would be Voice Over Sound On Tapes (VOSOT>, and

totally of B-Roll. The VO would be voiced over by the anch§£ NMthwM
on the set. This is true for both the VO and the VOSOT. The
VOSOT would be half B-Roll and half interview, and the Package
would also be around balf B-Roll and half interview or stand
up. B-Roll, therefore, usually accounts for around two thirds
of the show. If the B-Roll is not shot properly the broadcast
weakens. The stronger the supporting video the better the
story will strike the public.
A common tendency for new people in this business is to

shoot video with no real goal in mind. They swing the cémera



—108~
around, rolling tape continuously, presenting a hodgepodge of
images that are nearly impossible to edit. The beginnper knﬁws
how to run the camera, but they do not know how toltell the
story. If it was a perfect world, every news person would
spend at least six months doing nothing but editing. After
putting material togethber for that length of time they would
realize the importance of shooting a series of images that
tell the story.

The news photographer must provide a beginning to the piece.

This is usually a wide or establishing shot which shows the
audience where the story is taking place. The establishing
shot sets the relationship between objects and people in the.

story. The wide shot also gives an overview of how many

people there are, how bad the wreck is, and keeps the story in&d;m_~tif;l'

context visually.

The wide shot is an absolutely critical part of the B-Roll.

The camera may not lie, it can however be extremely
misleading. I have covered many protests. One was a group of
students protesting apartheid. There were about twenty people
present. If my wide shot was totally filled with people,
woulq the public know how many protesters were present? No.
In the public's mind there may have been several hundred angry
students. It appears that way because all that they see are
people. The wide shot keeps the story in perspective
visually.

The middle of the story contalns the bulk of the action.
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This would include the interviews and the cover video of what
happened. The end of the story shows the conclusion to the
situation. ihe story should be easy to follow and make sence
visually and verbally.

Let's look at a common spot news story as an example. 1 am
riding in my truck listening to the scanner (the.radio that
monitors the various police and fire departments)y The call
comes over as a "Signal 18, two story residence, fully

involved.® 1 come to the scene and see smoke coming from the

roof. I power up my geér and shoot the wide shot as the fire
truck races up. The wide shot provides the beginning.
I then focus on the firemen. This provides the middle and

bulk of the story. I shoot plenty of video of hoses

unroiling, firemen busting down doors, water spraying, flames

gorging on the dry wood. I am also thinking cutaways. Shots

of people looking at the fire, close ups of women crying.

~Finally the fire is out, a few shots of sweaty firemen rolling
up hoses and leaving in the fire truck and the story is
complete.

Vhile the fire is blazing I am also concerned with natural
sounq. 1 capture shots of the firemen talking with each
other, the whoosh of the fire hose, the cracking of glass.
Natural sound provides continuity and ambience to the story.
Nothing tells the story of a fire better than the fire truck
siren roaring into the scene, and women crying.

As you scan through the field tape you might notice that the
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video I shot provides a choice of focal lengths. There are
wide shots of the scene. Mid shots of firemen from their
coats to their helmets. Tight shots of the families' eyes
watching theif bome go up in smoke.

Break the picture into discrete elements. Look for the
drama and shoot pieces of the scene. A wide shot of the
burned out family gives a totally different feeling from a
tight shot of just the mother and daughter's tear stained

faces.

I watch competing stations coverage of stories I do. I
notice what shots they captured, the natural sound they have.
I learn from what they did and hopefully I feel like I did a

better job. If it seems there story is better, I analyze what S

_ they did and try and use similar elements in the next story I =

work on. Learn from people around you. Learn from network

| coverage. My favorite show on TV is "Cops" on Fox. "“Cops" is

a total natural sound piece with no reporter shown. Learn

im from the best and apply what you learm to your work.

ST FRAMING:

Every picture shot on video is framed by the edges of the
television set. Framing is a skill. It can be learned by
watching your own and other's work. It must be understood or
the video you shoot will not look right. It may be the

correct color, and it may be 1lit well but it still may not

look balanced. Framing balances the objects in the shot.
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There are several terms related to framing that you need to
understand. A TIGHT or CLOSE UP shot shows the subject's heéd
énd part of the collar bone. A MEDIUM ar BUST shot reveals
the head and most of the chest area. A WIDE shot shows the
whole body. If anything really dramatic happens, (the subject
starts to cry) go in for an EXTREME CLOSE UP which shows only
the subject's eyes and mouth. \

How tight the shots are depends on the market. Some

stations demand only very tight shots during interviews. The

close up shot has advantages. It shows intense emotion. It
is easy to read how the person is feeling. It is not a Qery
flattering shot, however. Every pimple and blemish looks
huge.

There isralso arproblem with titles on the extreme close up.
The person's name covers their mouth. Ve call that "eating
the Chryon." Chyron is a type of character generator, the

machine that types peoples names for the story. I personallj -
feel that the extremely tight shot should only be used when
the subject is very emntional, such as crying. Again, some
mérkets use and insist on their photographers framing all the
subjects very tight. Go with the flow. If the news director
likes that look, use it.
Basic interview framing is around second or third shirt

button low and about two inches above the head high. The shot

should be around six inches below the chin. This keeps the
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subject balanced in the screen and provides an area for
person's name and title.

For basic interview framing the subject's nose should be
near the center of the screen. There should be a slight bit of
extra room in the direction the subject is looking. This is
called Ynose room.Y The area above the subject'% head is
referred to as "head room.* Head and nose room a}e a matter
of judgement and inches. Practice shooting interviews and
critique what you shoot with what you see on TV.

The camera should see both of the subject's eyes. Watch out
for the hard profile shot or the "talking ear." The best way
to get the proper framing of the subject is by careful
placement of the talent. The subject looks at the talent.
Wherever you put the talent is the direction the subject
faces.

The photographer must keep in mind which direction each
subject is looking. In one interview the subject might be
locking towards the right side of the screen. In the next
interview have the reporter stand on the left side of the
camera so the subject will be looking towards the left side of
the screen. This keeps the video looking different and helps
split up the interviews.

Framing changes depending on how tight or loosely the
subject is shot. The wider the‘shot the mofe headroom the
subject needs to be given. The harder the profile shot, the

more nose room the subject needs in the direction he is
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looking.

Vatch broadcast and local TV news. Head room has changed-
over the years. Much less head room is used today than ten
years ago. Get a feel for the framing used in the local
market and try and follow it. Framing should be fairly
standard throughout the nation. .

It is important that you pay close attention to\the
background of your shot. Vatch bow the talent or subject is
situated in regards to signs and logos. The eye naturally |
moves from left to right when reading. Make this tendency
work for you. Put any sigp or logo on the left side Df!the
talent in the shot. The eye will read the sign and be led
back to the talent.

Watch the baékground. Do pot let poles grow out of the
talent's head. 1 have seen shots where the talent was placed
in front of fountains that appear to squirt out of their head.
I have seen memorial flames licking é£7£ﬁé feporter's ear.
Separate these distractions from the shot. The audience needs
to be drawn into not away from what the reporter is saying.
B-ROLL:

B-Roll is the %“cover® video that tells the story without
wordé. B-Roll is the backbone that holds the story together.
TV is a visual medium. The pictures generate more raw emotion
than the most well-crafted prose. Ve must get the video.

Ve are backipng up stories. Kpow the angle of the piece.

Understand what you need to make the package work. The
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recognition of what it takes to edit the story is critical.
Common Ideas for All B-Roll:
1. Hold Your Shots
Get in the habit of counting every time you roll tape. Go
for eight seconds of solid, steady video. Have someone time
you. Count and tell them when you think eight seconds have
elapsed. Learn how long it takes to count eight seconds.

Always shoot at least six to eight seconds every time you roll

tape. It is very frustrating to have a beautiful shot be
unuseablé because it was not held long enough. Some
photographers prefer counting more numbers quickly, rather
than to eight slowly. I count to sixteen rather quickly. It
equals out around six to eight seconds. However you do it,

make sure you hold your shots.

2. Limit Camera Movement

Keep in mind that in the edited version most shots will be

_held for only four to five seconds. Therefore, keep all pans
or zooms to within this 1limit. It is bad form to cut from an

edit point while the camwmera is still moving. If you need to

move, keep it short.
3. Record Vorthy Video Only

The editing process oftemn occurs during the "crunch time®--
those minutes right before the show goes on the air. Keep in
mind that the video that may be used will be the first shots
on the tape. So—make every frame of video show worthy. It

will save the show in the end.
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4. Move Vith A Purpose

Ask yourself, "Vhy am I zooming?" or “Why am I panning?"
Are you trying to show the relationship between objects?
Camera movement infers a relationship. Pans are used when it
is impossible for the wide shot to get the whole group in the
picture. .
5. Use A Tripod

Get in the habit of using a tripod whenever possible. Shaky
video is unprofessional. If the tripod is not available lean

against a tree or put the camera on the ground.

The photographer must reduce the scene into discrete
elements. These elements make up the majority of the B—Roll
found in the broadcast. Just as a marksman bas a target, use

these suggestions to capture the B-Roll in a systematic

manner. - There are basic B—Roll shots for different

situations. Adapt these shots for new operations. Each of
these shots must be held for around eight seconds.
MEETINGS:

The news reporter/photographer will cover hundreds of
meetings during their career. The more you shoot, the faster
you realize that there are certain types of shots you get over
and over in every meeting.

Here is a list of these shots. Memorize and follow them.

By shooting a series of targets you will guarantee you will

have what you need to make the story work.
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1. Vide shot of room. Includes audience and board members.
2. Vide shot of audience.
3. Wide shot of board members.
4. Single shots of each board member.
5. Two shots (shot of two people) and three shots (shot of
three people) of different combipations of board members.
6. Single shots of many of the audience members.\
7. Two and three shots of audience members.
8. Close ups of hands writing. This could be reporters or
clerks writing.
9.7 Any logo shots. (State seals or Court seals for ins£ance.)

10. Any specific sign shots. (Protest-—"Save the Whales")

.11, Any person speaking from the audiemce should also have an

establishing wide shot of him at the podium.

S 12. Reversals of the wide shot. In other words a wide shot

from the board member's perspective of the audlence.

H13. Side shot of the board members in a row.
This 1list covers the majority of the B-Roll opportunities

for meetings. Use your creativity and come up with other

ideas of your own. Think how many shots you would need to
fillja thirty second VO. Each shot on the edited versiom of
the show tape would be around four seconds long. That means
you should have at least eight shots.

Take 1into account that most producers want at least fifteen
seconds of “pad" video at the end of the tape. Pad video is

shots that may not be used during the VO but keeps the tape



-117-
from going to black if the switcher does not take the tape off
the air fast enough. Does that make sence? Have you ever
watched a newscast and seen the video suddenly go to black?
The editor d4id not put enough pad video.

The field photographer should have at least fifteen
different shots to chose from in order to fill a, thirty second
VO. If you follow the list given in this chapter* you will be
mich closer to shooting what you need.

At most meetings there is usually time when nothing much is
going on. This is when you should collect the basic B-Roll.
Having all this video at the head of the tape also makés it
easier to edit. You have all the cutaways in one spot. It is
important that you memorize this list and get all or most of
these shots——espeéiaily“the single shots of each of the board
members or special players.

1f, for example, you know that the story you are interested
in concerns four people in the audience affe;ted ﬁy a
landfill, make sure you get plenty of cut-aways of these
people. This is especially true if they are having a strong
reaction to what is going on. Vatch for it. Being an
intelligent reporter involves listening to what is going on in
the meeting and anticipating reactions.

Some photographers actually go to sleep during long
meetings. I've been close to passing out myself (school board
committee meetings are the worse), but fight the feeling. You

are bound to learn something if you pay attention long
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enough.

Too much B-Roll is always better than not enough B-Roll.
Make sure the shots are long enough, remember to count every
time you roll tape. If you get caught short, or do not have
what you need to make the story work it is a very bad feeling.

Know the angle of the story before getting into the meeting
situation. You should not have to be told what to get every
time. Pay attention to what is going on. If you hear

something important, roll tape. If the reporter does not want

to use it it is their option. Yuﬁ cannot use what has not

been recorded.

SPOT NEVS:

This covers news that happens on the spot. It is not
planned. It just ﬁcéurs; There are are typlcal elements in
each spot news scene which should be shot.

Always shoot the action first.
1. Vide establishing shot, showing the whole scene.
2. Individual shots of victims.
3. Shoot the action tight. ®Fill the frame with flame."

Car Wrecks:

Each of these categories should have a variety of focal
lengths for best effect. Shoot tight, medium and wide for
each of these ideas.

1. Vide shot establishing relationships between cars.
2. Individual shots of each car.

3. Close ups of injured people.
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4. Shoot sequence (a series of shots showing chronological
action) for: |
a. Getting people out of the car.
b. Rolling person to the ambulance.
c. Ambulance leaving. |

Vhen sequencing, remember to let the subject ga out of
frame, or make sure you have a cut—away available to edit to.
This might be a close up of the ambulance driver's face.

5. Shots of Police cars. Close ups of Police logos.

6. Shots of onlookers:v Vide, Medium and Tight shots for
variety. |
7. Close up of impact spot includes:

.a. Skid marks (good use of panning the camera)

b. Blood o

c. Glass in street.

8. Different angles on car. Focus on the most smashed up
angle. Make it graphic.
CRIME SCENES:

Some stations never shoot car wrecks. Others cover every
fender bender where a passanger is transported by ambulance.
Almost all stations cover crime scenes. It is essential that
you know what you are looking for and shoot it quickly. The
police will do whatever they can to return the crime scene to
normal as soon as possible.

Crime scenes mean crowds. Crowds can cause trouble,

especially if a lot of the people knew the victim and do not
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like the palice. I have been punched and had bottles thrown

at me because peaple at a crime scene did not want the press,
or the police there.
Here is a list of video you should have. Shoot different
variations of each of these ideas, including medium and tight
| A shaots. Look for different angles of each 1%ea.

1. Take pictures of any weapon. \

<. 2. ©Shoat close ups of bullet holes and the corresponding

wide shot showing what was hit. Remember, if you have time,

shoot these tight shots off of a tripod. Hand held close ups
are shaky. Ve call such shots “earthquake video." It looks
like the camera operator was shooting during an earthquake.

3. Close up of blood stains or chalk marks around the body.
It is poor taste to shoot an uncovered baody. Vait till the
police cover the baody with a sheet. The public gets really
upset when fhey see graphic blood and guts. Some markets seem

to pénder towards this type of wvideo. Check with the news

director as to what he is looking for.

4. Show the relationship between areas with a pan of the

’5P:i34 camera. If the victim came out of a store and was shot in the

parking lot show static shots of the store, the parking lot, a
:pan from one to the other and perhaps a Point Of View shat
(see: "7 Deadly Shots") walking out of the stare.

5. Shoot the cops at wark. This would include close ups of
any ID cops taking pictures, cops questioning people, taking

notes, or arresting people. Try and get as much natural sound
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as possible of these procedures. Get the cops talking with
each other. Hear the fire crackle, the sirens scream. |
For the best B-Roll the good photographer will do his best to
incorporate interesting shots into every story. Take the
camera where the eye normally does not go.

Basic B-Roll also includes: .
1. Two shots: Picture of the reporter listening to the
subject talk. It is important to keep the same angle and
. lighting from the close up of the subject to the two shot. It
is also critical to have at least five seconds where only the
subject is talking. Ask the reporter to “ask them another
‘queétion." if both reporter and subject are talking the two
shot does not work. The two shot should match the interview
framing as much as possible. If the reporter is talking on

the two shot the video will not match up. Keep in mind if the

microphone is in the shot during the interview, it must remain

in the shot during the two shot.

2. Vide shot of subject at his desk. This can be used @0
establish the interview before cutting to the sound bite.

| 3. Reversal: This is the subject’'s view of the reporter.

|

& Remepber not to swap the axis. In other words, if the subject
; is on the right hand side of the shot in the interview, he
must be on the right hand side when you get the two shot over
the subject's shoulder. A reversal should also include a
single shot of the reporter, medium as well as tight.

B-Roll is such an important part of the news gathering
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process that every photographer should do his best to capture
great pictures. Study the lists in this chapter. Hemorize-
them. It will save you time and anxiety when you wonder if
you have enough video to make the story work. B-Roll is
basic. The "7 Swewid® Shots" in the next chapter will show you
how to move up to more advanced techniques of B-Roll

gathering.




Seven Shots Seen *Round The Vorld
Planned Creative Video

News organizations put a high regard on creativity. I
loved to watch one of our photographer's work. 1 was amazed
at his creativity, the unusual angles he could find. His work
was a cut above the pack. 1 decided’to find out why. I
analyzed his shots, his methodology. I discovered seven
methods that he (and other top professionals) used to be
creative.

These "Seven Shots™ help photographers capture creative
video. If used you will score a B-Roll "bullseye.®” How do
you know 1f you score? The video you shot is riveting. The
audience wonders, “how did they get that shot?" The normal
news story suddenly becomes interesting. This is all because
the photographer planned to capture creative video. The -
operative word is "planned.”

Many photographers are naturally creative. Unfortunately,

it is not always easy to “turn on" creativity at will. There

are other photojournalists whose material always seems
lackluster. They use the same shots over and over again.
Every shot is from shoulder level.

This chapter is of immense value to photographers. It does
not matter whether you consider yourself to be creative or
not. You can plan to be creative merely by hunting for these
types of shots. By searching for a particular type of image
or sound your material will appear creative. In fact, by

careful use of these “Seven Shots,* you are creative.

T em—
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The problem many shooters face is they want to be creative,
but they are not sure bhow. They know good video when they see
it, but they bave a hard time coming up with it on their own.
At my station I organized a competition broken into a seven
week cycle. Each week we focused on one particular shaot, such
as "Low." For that week each photographer on my‘staff came up
with as many versions of that particular video type as tbhey
could. Suddenly, our whole news show became more creative.
The photograpbers were looking for something different. And
it showed. - |
Use these "Seven Shots" and see your creativity blossom.
Search for these shots. Look for opportunities to adapt these

catagories to your situation. You have the keys to

creativity. It is a matter of hustle and desire on your part—- = 777
to make them work for you and your station.

We shoot to be viewed. Useable video is very different from

gripping video. The difference lies in creativity. Stories e
can be “spiced up" by solid use of the "Seven Shots.*®
Grab the viewer with your video. Thrust the viewer inta the
action. "“Zoom them through” objects. Rack their focus. Make
them ponder how we got the shot. They will enjoy watching the
show and you can take pride in shooting quality material.
Camera optics are similar to the eye's vision. There are
differences, however, which can be used to jour advantage.
The eye cannot zoom. Peripheral vision in the buman eye

prevents tightly focused shots. The TV camera can crop out
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(block out)> what the photographer does not want shown.
Shoot by the numbers. Go for as many of the "Seven Shots"
in each story, then watch your stories attract and hold

viewers.

Shot One: Low .
Take the camera where the eye normally does not\go. How
many people view life from sidewalk level? We are not used to
seeing from that angle, thus our interest is stimulated. . ..o
Arousing viewer interest is what the "Seven Shots" are all

about.

The Low shot is one of the easiest of the "Seven Shots® to

master. Yet, it is such a flexible tool in your creative
arsenal that it should not be dismissed easily. The low shot
can also come in helpful if you are having to shoot without a

tripod.. After all, the ground is generally steady.

The low shot is well suited for foreground framing. S
Flowers, bushes, sidewalks all take on new character from
ground level. The new angle really brings out the pattermn in
brick sidewalks as well as highlighting possible problems.
I covered one story concerning handicapped access to a
shopping area in town. I bad a low shot of a wheelchair wheel
trying to get over the curbing. The wheel bumped into the
cement, the camera on the ground capturing fhe moment. I then
shot up at the woman from ground level, showing her

consternation at the problem. The shot hammered the point
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home. It was obviously impossible to get the wheelchair up on
the sidewalk.

Traffic stories should include a few low shots. These shots
show cars coming towards the camera (which can provide
thrilling videa) as well as shots of the tires going by. If
your story concerns business, shots of feet passing by the
camera illustrate lots of shaoppers beautifully. It may sound
crazy but creativity does not have to be logical. Creativity
works. The low shot on feet should also be a standard image
for covering parades as well as picket lines. These law sﬁ;;;MWMMMMW_«W
provide great B-Roll.

The low shot gives an interesting perspective on wrecks, as
well as aftermath video from storms or fires. Getting down
Qith the camera increases interest in objects not normally
noticed. Focus the camera on what the viewer would like to
see. S

Obviously, if the story demands low shots use them. Flood o
stories should be shot at ground level. The water lapping | -
against the side of a car door illustrates the problem
perfectly. Drought stories are the same. Get the camera on
the}ground and focus on the shriveled up grass. Watch the
dust blow past the camera lens.

WVhen shooting children it always pays to get on their level.

Shots of toy cars rolling on the floor or balls being bounced

look great from ground level. It is a basic axiom in

photography to shoot the person from their eye level. The low
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shot is a creative special effect.

creative.

Use it and plan to be




~128-
Shot Two: HNatural Sound

The second shot of these special "Seven" relies on your
ability to "see with your ears" and "hear with your eyes."
Look for objects that make natural sound. Crunchy twigs and
leaves are great sound producers. Vhén you see something that
sounds promising, shoot it. Today's television wiewer watches
hundreds of hours of TV a week. They know what they like, and
they enjoy hearing good natural sound.

Audio and video are different. They are, however,

intimately linked. FNatural sound (sometimes called "Nat" or
"¥ild* sound) colors the video. Sounds evoke sights. Ve
expect to hear the corresponding sounds with the video.

Capture the sound of jack hammers crunching concrete. Monitor

the video and match it with your ears. : e
Position the microphone close to the action. Look for

chances to get natural sound. Listen for sounds that convey

the ambience of what you are shooting. Every package usually
includes at least one "nat sound break.” This is a short
section of the package, usually around three or four seconds
long. It is a break from the narration and sound bites which
high}ights the natural sound of the story.

The natural sound captures the essence of the story if used
properly. Most packages start with a few seconds of natural
sound. The reporter lays down the sound of sirens and then
begins the narration. Obtaining natural sound is an art that

can drastically improve the quality of your packages.
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Cities are full of natural sound opportunities. The streets
offer sirens and car noises. 1 covered a story about truck
traffic down one of our main streets. The sounds these trucks
made as they geared down was tremendous. Citizens were
concerned that tourists would be driven off by the intense
traffic. The story opened with a shot of a series of trucks
blaring down the street in front of City Hall. WPether there
was a problem or not was a mute point. The viewer saw, and
heard, the dilemma for themselves. The natural sound made the
story come alive. -

Spot news scenes are also great opportunites for gatﬁering
natural sound. I was listening to the scanner when a call
came over the radio that “we have the suspect in sight, he has
the stuff, move in. . .* I listened for the location anq¢ww'
swung the truck around to get the bust. As I pulled up, the
police had twao young men spread eagled over the hood,
searching for weapons. 1 turned on my shotgun microphone,
rolled taped and walked up. The police officer turned the
Suspeét around and put the handcuffs on. The clicking sound
of the handcuff engaging around his wrists provided a graphic
piece of natural sound. It had a finality to it similar to a
prison door slamming shut.

Just as I thought the piece was complete five shots rang
out. Everbody hits the dirt. The lieutenant I had been
interviewing gets up and races around the corner. I'm right

behind him, using him as a shield———1 don't have body armor
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on. The natural sound of labored breathing, breaking glass,
and tromping up stairways was fantastic. The video was |
riveting, but the natural sound made the story work. By the
way, we never caught the guy who shot at us.

Fire scenes are also excellent sources of natural sound.
There is something about sirens that screams out, “Emergency,
get out of my way." Vatch for sounds getting ready to bhappen. oo
The building is on fire. Firemen approach the front door.
You know they are getting ready to bust it down. Get aqulpsek -
as you can (or as close as they will let you) and prepare for A
the busting of wood. Breaking glass also provides greét
sound.

Natural sound also includes banter between people. One
firemen screamed, “The second floor is gutted. 1It*'s killing .
us in there.* Off-the—cuff remarks between firemen provide
the drama that interviews cannot hope to match. It is
impossible to get this kind of intimate sound bite without
being close to the action. Some people are afraid to be
pushy. Don't be. Get as much as you can until they tell you
to leave. VWith any luck, you'll get everything you need
befqre you bhave ta exit. Use your head and go for it.

The environment is big news today. Air and water pollutiomn
stories are seen nearly every day. VWho can forget the
dramatic pictures from Kuwait's o0il spill or of the Exxon

Alaskan tragedy? HNatural sound can make the environmental

story come alive. The sound of a bird flapping in the water
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with 0il smeared wings is poignant material.

I live on the Georgia coast. The viewers in my area are
extremely sensitive to wetland issues. The sound of water
birds squawking and crabs scrambling over the mud flats says
*wetland.®* The addition of animal sounds puts the viewer into
the story and gives the package a realistic edge; Insect and
bird noise, the crunching of twigs, a light wind yhispering
through the trees, all these spell "nature." Lis;en for it.
Get it.

Veather stories lend themselves to the use of natural souﬁd;“ B e
If the story angle covers how dry it is, get the brittle
crunch of dry twigs. Get a close up of a hand squeezing dry
foliage. It makes great natural sound. The sound df thunder
T and driving rain puts the viewer into the flood stary.

Some stories cry out for natural sound to be used. 1 saw
one of our newer reporters put a piece together on the Police
firing range. Hundreds of rounds of ammo were shot off.
Targets were blasted into sbreds. Yet not one shot was heard
in the package. The reporter used>her narration without any
type of natural sound. That package was bad TV.

Pgrhaps you are doing a story on the closing of a building.
The:echoing footfalls aof one persaon going down a hall tells it
all. The fact aof the matter is good natural sound makes or

breaks most packages.
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Shot Three: Sequence

The third of the "Seven Shots" involves a series of shots
edited together. It is perhaps the most difficult to master.
A sequence involves a group of shots edited to show an
unfolding action. It takes practice to direct and shoot a
proper sequence. The ability to shoot a sequence .separates
the photo-journalist from the amateur. \

1

A good sequence visually drives the story forward.

Sequences tell a story with action. The viewer sees the story

come together. Usually a sequence in the story has Several
shots around three or four seconds each. They show the |
beginning of the action, as the motion is unfolding, and how
the action ends. It is important to think in terms of
discrete elements in the action in order to make the sequence
work.

Vhen shooting sequences you must let the subject exit the
frame. This means the camera should not see any part of the
subject after around four seconds. A common mistake
photographers make is to follow the subject's every move with
the camera. This makes the video almost impossible to edit
because the subject is always in the shot. This type of
shooting creates the “jump shot.* A jump shot is two edited
shots that show the subject similar in size and location in
each shot. The subject seems to "jump" because they are in
one spot in one shot and in another in the next.

I covered the Army's 24th Mechanized Infantry leaving for
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Saudi Arabia. A sequence from those packages included the‘
troops lining up, boarding the plane, cruising down the
runway, and then taking off. I had to let the plane roll out
of frame so the next picture would match up. If two shots
contain the same subject in similar circumstances it is a
"jump cut."” If the subject leaves the frame there is nothing
to jump from. It is a mistake to keep the subject in the
frame the whole time. Let the subject leave the frame and
pick the action right back up.

Most sequences involve at least three phases or shotsvtied
together. A good sequence might use seven or eight quick
shots to back up a story. Sequences can be created but
thought must given to the process. The “Seven Shots" can help
you plan to be.creative by using sequences.

Sequences tell the story visually. They compress time. In

other words, an action that might actually take twenty minutes

~can be shown in a sequence in thirty seconds. A common

sequence involves ripping open the car to get the victim,
strapping them to a gurney, rushing them to the ambulance,
slamming the ambulance door, and watching the ambulance leave.
The voice over must correspond to the video for a sequence to
work properly. The anchor should not be talking about the
difficulty of getting the victim out of the car if the video
is showing the ambulance leaving.

Be consistent with your axis of motion. If the police

officer leaves the frame screen left (the left side of the TV
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screen), make sure that in the next shot he enters screen
right. Axis of motion can only be changed if you cut to a
neutral stationary object, such as an onlooker, or a logo
shot. If the axis of motion (the direction the subject is
traveling on the screen) is changed without cutting to a
neutral object, the result jars the viewer. The sequence does
not make visual sence. The viewer is confused by the lack of

consistency.

Staging. Just the word raises the ire of many jourmalists. =

Some say it's “unethical" or that it “destroys our
credibility.” Perhaps this is true. I will say this,
however, many photographers stage action. You can tell by the

editing, the shots match too perfectly. In the real world

action is missed. In a staged sequence nothing is missed

because you tell the people when and what to do.

Let's examine the situation. Perhgps you are doing a story
on nursing interns. They are making up a bed. Thej do the
action hundreds of times of day. It is absolutely natural for
them to do what we are taping. 1Is it unethical to get them to
make the bed on cue? I do not think so.

Wbat about this situation. There are a group of protesters
outside a building. They are calmly picketing the store. The
photographer comes along and thinks the video is too boring
and asks them to start yelling and waving their fists. The
protesters go crazy. The video looks great, but does not

actually portray what was happening. Corrupting the scene's
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action is staging and is absolutely umethical.

In my opinion, staging can be used very effectively to show
common actions. Strive to use sequences as much as possible——
especially if the shoot is action related. The subject wants
to look good on TV. He normally does the action anyway, and
it's no trouble for him to wait till you are set up for the
next shot. This gives the package a flavor of a multi—-camera
shoot. In Hollywood the subject might go through the motion
one time but have three cameras on them shooting from separate
locations. HNews does not have the luxury of positioning
several cameras for one story.

For staged sequences to work properly the subject must be
coached through the action. Again, do not tell them to do
something they normally would not do. Tell the subject:

1. VWVhat you want them to do.

2. VWhen to start. (Obviously after you are rolling tape.) e
3. VWhere to stop.

4. Ask them not to look at the camera. After all, that would
not be natural.

Here is how I might handle the situation. I would say, "0k,
here's what I want you to do. Vhen I tell you come out of the
door, walk past me, don't look at me, and stop right over
there." Make sure you get them to stop where you want the
next shot to continue. |

I usually start out by saying this is “like Simon Sez."

They cannot do anything until I tell them to. People do not
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mind this type of exercise, especially if you tell them, "1
want you to look good." Some photographers are embarrassed to
tell people what to do, and when to do it. Take control of
the situation. People generally want to look good and are
genuinely grateful for any advice th&t will help them appear
more confident. .

Coaching or staging a subject's action causes some people a
great deal of problem ethically. My advice is avoid
anyactivity you bave a question about. The real world is
about making stories work. The fact is, under certain
circumstances staging routine actions can help the story.

Many shoots cannot and should not be staged. Spot newsrcan

be shot in sequence, but may not be as easy to edit. It may

be difficult to get close up cut—-aways. A note on the cloge . . -

up. Use a tripod. BHNotbhing is more irritating than a shaky
sho?. - We are dealing with an audience that is increasingly
more sophisticated. They recognize shaky video. It is very
unprofessional.

It takes creativity to come up with good sequences. It
gives you the opportunity to be "the director” or field
producer. It may take more time, but it is definitely worth
it. Television shows the viewer what happened. Sequences are
the best way to show an unfolding action.

Shooting good sequences separates the average from the
excellent photograpber. A good sequence shows careful

thought about the editing process, as well as creativity.
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Here is an example of a sequence from a story I worked on
recently concerning the police combating drunk driving in the
community.

The edited sequence went like this:

1. Police officer enters frame leaving the police station on
a wide shot. Exits frame left. He enters the €rame from the
right side of the screen and léaves it on the le¥ft side of the
screen. There is no portion of the officer left in the frame.
2. Cut to a close up a low shot of shoes walking past the
camera. Listen for patural sound. Let the shoes exit the
screen.

3. Cut to a wide shot of officer appoaching car.

4. Close up shot of hands on key in door.

5. Vide shot of cop getting into car. s
6. Low shot of car leaving.

Sequences serve as great B-Roll substitutes, if the shots
you need are not available. For instance, the police sequence
described was used to illustrate how the police are cracking
down on drunk driving. Even though there are no drunks
caught, the audience gets the impression that they are in the
process of catching them.

I try and shoot a sequence in every story I do. It takes
creativity to come up with action sequences. Most of all it
requires an awareness of what is happening. I covered a story
about beating the heat in the summer. I visited an ice house

and a store that made flavored snowballs. In the ice house 1
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shot a sequence of:
1. Vide shot of ice machine and operator.
2. Close up of operator's hand on ice machine pulley.
3. Close up of operator's eyes looking at the machine.
4. At this point I moved to where the ice would land when it
was dumped out of the mold and shot another wide shot of the
machine tipping the ice out. \
5. Close up of ice in the mold.
6. Vide shot as the molds dumped the ice out.
7. Close up and medium shots of the ice on the floor.
8. Vide shot of operator with ice tongs.
9. Close up of tongs handling the ice.
10. Vide shot of operator stacking the ice.

Vhen this éequence was edited only four of the ten shots
were used. The pictures told the story, and the exact amount
of time needed for the narration was filled. Ve used lots of
natural sound to tie the sequence gégéther. The sound of
three bhundred pound blocks of ice hitting the floor was
astounding.

Sequences are also used a great deal when shooting spot
néwg. Spot news should never be staged. Vith hustle you can
capture all the elements of the story.

I covered a wreck between a log truck and a school bus
recently. The school bus pulled in front of the truck causing
the log truck driver to turm his rig into the ditch. The cab

was crushed by the weight of the timber pinning the driver.
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It was nearly a hundred degrees and it starts to rain. The
bhelicopter waited patiently to take the victim to the
hospital. Imagine for yourself the possible sequence shots
available.

Here's how I handled the situation:

1. Vvide shot of log truck and fire men working on the scene.
2. Medium shot of “jaws of life" prying the door open.

3. Extreme close up of firemen's sweaty faces working with
the metal in the heat.

4. Medium shot of firemen breaking the man free.

5. WVide shot of men carrying the victim ocut of the truck.

6. Medium shot of stretcher being loaded into helicopter.

7. Tight shot of pilot's face.

8. Vide sﬁot 0of bhelicopter lifting off. e
I shot many different variations of these shots, especially
different focal lengths. VWhen editing it is important to give
a variety of types of shots. In other words, not just close

ups or wide shots.

Shooting sequences is the most demanding part of my job as a
photo—journalist, yet also the most rewarding. A well shot
package should include at least one sequence, especially if
the story is action related. Think how you would break down
sequences in common, every—day life. How would you shoot a
sequence of a person getting a Coke out of the cooler and
drinking it? If you can come up with sequences on mundane

actions it will be easy to think sequentially in the field.
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Shot Four: Point Of View

The fourth of the "Seven Shots" is perhaps the most excifing
visually for the viewer. Have you ever been to an amusement
park and watched a movie of a roller coaster ar jet plane?

Did your stomach do the "loop de loop?" You witnessed the
power of the Point Of View shot. POV slams the.viewer into
the action. It is the literally the “closest thing to being
there."

Point of View shows another persons® viewpoint. If the
person bappens to be a police officer chasing after a drug
seller the video and natural sound can be sensatiopnal. POV
video is used a great deal in crime re—enactments. You view
the scene fraom the criminal or the victim's point of view. It
is a veryApowerful technique. e

Point of View refers primarily to a first person view. The
camera's view reflects the subject's. 1 use POV shots a great
deal in sequences. After the esta#liéhing wide shot of the
action, I often get the subject's view point doing the actiom.
I shoot aver the subject's shoulder and catch what they are
doing.

This shot is especially suited to moving video. Hollywood
uses POV extensively in war movies. The viewer gets the
impression that he is one of the troops walking through the
bush. Ve see the branches glance past the lens and imagine
what the jungle feels like.

POV gives a feeling of immediacy and intimacy. It is an
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extremely important concept of photography to learn and use on
a regular basis. Good POV makes the difference between a
story that you watch and a piece that you experience.

The police offer some of the best POV material. 1 covered a
crack bust where cops bust down door and threw people to the
floor. Let me warn you, getting this type of video is
dangerous. Let the police know what you are planping on doing
and make sure your life insurance is paid up.

I chased the police up the stairs rolling tape the whole
time. Gét figﬁt beside them, the closer the better. The more
intimate you are with the action and the more natural sound
you can capture and the more realistic the first person POV
is.

Start with a wide shot of the police rushing a building.

Get bebhind them and run with them, shooting over their

shoulders. The video will not be as smpoth, because you are

moving——but it will be twice as gripping. The viewer loves to

be brought into the éction. POV merges well with sequencing
as well as natural sound. |

Point of View video can also help out on your cutaways. You
do npt always have to use the generic two shot of the reporter
and subject sitting in an office. Add interest to your two
shots by baving the talent and subject walk together as you
walk behind them. Get in front of them and let them walk past
you as a reversal.

Remember the Prime Directive of B—Roll: *Take the camera
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where the eye normally does not go." Ve have all seen stories
involving heavy machipery, bulldozers and trucks. Yet, how
many times does the camera shoot from the perspective of the
operator? The view from inside the cab of a front-end loader
is something people usually do not see. Vhat is pew to the
viewer creates interest and makes for a better show.

Of course, many people hesitate asking the bulldozer driver,
"Would you mind if I rode in the cab with you?" Photo—
journalists have to be intrepid. They must be fearless in
their dealings with people. After all, the person can always
say "no."

It is amazing how helpful most workers are. They love to
show off their equipment. If they can help out the TV crew
they feel even better. The bottom line is TV crews are
treated differently. Ve are abused as well as given special
treatment. Take advantage of the camera you carry on your
shoulder. Péople wﬁnt to help. The POV>shot is what those
people see.

POV is an attention grabbing shot. Use your bréin——think
where it might fit in. BPBring the viewer into the action.
Somg of my best work has included POV video. Racing around
with the police, busting in doors, flying in Coast Guard
helicopters all made for ouvtstanding Point of View material.
The more you can think of POV opportunities, the better your

show will be.
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Shot Five: Zoom Through
Modern ENG equipment is blessed with the zoom lens. This
amazing optical invention allows the camera to increase the
magnification without changing lenses. The Zoom Through can
provide truly startling videao.

This is one of the few shots that does pot imiktate the eye's

mechanisms. The human eye is not able to increase
magnification. If we want to see the object more enlarged, we
have to move closer to the object. Zoom Through is effective

because the viewer is surprised by what is revealed when the
camera zaooms out.

Zoom Through is most effective when what your zooming
through is related to the story. As mentioned in the Prime
Directives of ENG, camera movement implies a relationship.
This is true whether you pan from one object to another or
zoom out from One abject to another. Zoqm Through shows a
relationship in a surprising way. The sudden revelation is
what is fun for the viewer to watch.

Here is how this shot works. Start tight (zoomed in) on an
objéct and zoom out revealing another abject. Sounds simple,
yet it takes an aware eye to look for opportunities to use the
shot. This is a recurring thought throughout the *Seven
Shots.* The photographer must plan to use them. They must be
actively searching for opportunities to make the creative B-
Roll come together.

I use Zoom Throughs often when shooting construction
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stories. Building sites usually contain plenty of objects
that have holes in them. These might be building blocks,
rolls of wire, saw horses or big machines. The zoom through
opportunity in construction equipment might be the space
between the arm of the bulldozer, the machine and the ground.
Zoom Through is often linked to the Low shot since many of
these objects are on the ground. )

A good Zoom Through might have the camera focused on a man

‘bhammering a nail. When the camera zooms out the audience sees

that the photographer was shooting through a hole in the
fence. It becomes apparent not only what the man was
hammering but why: the fence needed repair.

Road work often provides opportunities to Zoom Through.

‘Zoom in-on the traffic, pull out to show a sign. It might say

“"Men Vorking," or “Road Work Ahead". This shot shows action

in relationship to what is being shot. Zoom Through surprises

vand entertains the viewer.

Shooting Zoom Throughs is not always easy. It takes a
willingness to get the unusual angle in order to shoot through
the crack, or hole in the object. I covered the laying of
wreaths on the Vietnam Veterans® Memorial in Savannah.
Brightly colored flowers were in stark contrast to the marble
monument. By positioning my camera I was able to shoot
through the flower wreath getting a clear shot of the
monument. Vhen I zoomed out to the wide shot the flowers were

revealed. It was a perfect ending for the piece.
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Shot Six: Rack
Racking focus imitates a feature of the bhuman eye. When‘you
focus on something up close the objects in the distance become
blurred. Your attention is drawn to whatever is in sharp
focus. Rack is another way of showing a relationship between
objects. .
Racking focus refers to changing the focal poinﬁ of the
lens. If the focalrpoint is close, whatever is close will be
in focus. If the focal point is on infinity (the bhorizomn),
distant objects will be in focus.
Racking focus may be done in two ways:
1. Focus on one object, rack the focus ring bringing another
object into focus.

This is a good shot for B-Roll, especially with audience two

shots. Focus on the person in the front seat, rack (turn) the

focus ring bringing the person sitting behind them into clear

view.

Do you remember which way to turn the focus ring in order to
bring more distant objects into focus? <(Counter—-clockwise)
You must learn this in order to make Rack work. Generally it
is better to start with the person sitting closest to the
camera in focus. The eye is drawn to the dominant object in
the screen. If this object is not in focus the video is seen
as a mistake.

Racking focus works well for things in long lines or rows

with a deep depth of field. This might be a corn field,
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parked cars, or people in long rows. I have covered many
stories on the drought in Georgia. A great shot focused on
the whithered corn stalks and then Racked down the row. It
gave a feeling of the total despair the farmers in the area
were feeling. All their crop was "dust in the wind."

Rack also works well for Dbjeéts involving keyboards. This
might be a music piece where the camera racks focus from one
hand to the other. Rack also provides interesting video with
computer keyboards. Shifting the focus from fingers to the. ..
letters makes for interesting B-Roll.

Another interesting effect uées Rack with reflective
surfaces. 1 covered the happy conclusion to the drought where
it had been raining heavily. Pools of water stood on the
ground. 1 focused on the water, Racked the focus to reveal L
reflected plants in the water. There was an immediate
relationship drawn between the plants and the water.
2. The second way to rack focus uses the zoom control. This i i
Rack puts the object completely out of focus. It draws
attention from an object to nothing. The nothing represents
something mysterious or unknown. When the camera is on a wide
shot .the video will look in focus, even if the focal point‘isvr>
four feet. However, when the camera zooms in towards an
object further than four feet away, the picture will be out of
focus. Start with a wide shot, zoom in rendering the video

out of focus. Obviously, the object you zoom in on must be

out of focus before you start the zoom in. Vhen you zoom out
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the focus, even though soft, will appear sharp because of the
wide angle.

Blurred focus is a good shot for mysterious, unknown objects
or conclusions. Suppose you are covering a spill into the |
river. Authorities are not sure what the outcome will be.
Start wide on the river, zooming in to a close up, out of
focus shot of the water. This gives a feeling of the unknown
in the water.

The Rack shot out of focus can also be used in drowning
scenes. Start out on a wide shot of the water. Zoom in to a
tight shot of the waves out of focus. This gives the audience
the idea that no one knows for sure what happened. | :

The out of focus Rack shot can also be used for a good
effect with flowers. Rack focus (with the focus ring) from "ﬁg:%;;i;i;
one flower to a blur. Take the next flower out of focus and
bring it into sharp focus. Edit the two shots together. The
edited sequence shows one flower, a blur and the the next
flower.

This type of rack focus provides a good transition. Always
keep in mind the *four second” rule about editing. Keep ali‘

the camera moves within this time limit.
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Shot Seven: Sumn Dog

This is a specialty shot that should only be attempted by-a
CCD or "chip" camera. A tube camera should absolutely never
be pointed at the sun, or any other bright object for any
length of time as this will result in a “burn in" on the tube.
Even the chip camera should only be pointed at lights for a
few seconds. 3

The Sun Dog is a "star burst"” or “flare" effect caused by
streaking on the CCD. Streaking is a line in the video
generated by bright objects. It is pnormally not considered
good to have streaking in the wvideo. It can be used fbr a
nice effect, however, especially if the sumn is partially
hidden by the object.

The sun coming from behind flags, towers, monuments or S
buildings can create Sun Dogs and be used for an interesting
effect. 1In every Memorial Day package I shoot I always try

and include a Sun Dog coming from behind the American flag.

The glittering streak emitted around the flag as it wafts in

the breeze looks great.

I also try and shoot Sun Dogs around war memorials. There
is something about the sunlight streaking through and around
statues that looks patriotic. 1I'm not sure why it works, IHM
Just know it does. Use it.

Sun dogs can also be tied to stories on heat or drought with
great effectiveness. A shot of a dried up corn stalk with the

sun streaking behind it tells the whole story in one shot.
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A warning about this shot. Plan to use the Sun Dog
sparingly and for only a few seconds. It is not good for fhe
chip. However, if the majority of the sumn is blocked by the

object, the shot can be used.

S

These are the “Seven Shots." Use them wisely and

dramatically increase your ratio of award winning B-Roll. A

wise photographer will keep his wits about him and invent new

ways of getting creative effects. Do not be afraid to copy
ideas from other photographers. These are not copyrighted
techniques. Your ability to recognize other photographer's
systems and incorporate them into your own arsenal of shots
greatly enhances your worth to the station.

Here are a few other ideas to try:

1. Shooting with mirrors. Convex mirrors give a “bird's

eye” or wide angle view that is very intereéting. There are

special wide angle or bird's eye lenses that can be used, but

they are very expensive. Shooting into a convex mirror gives
a similar effect.

2. The Macro function on the lens provides interesting
video. Macro give you the opportunity to get extremely cioée
to objects. The Macro knob is located next to the iris ring
and is marked "macro." Simply pull the knob out and adjust it
for the object. As you adjust this, zoom the lens in and out

and adjust the focus ring for the precise spot you want to
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shoot. Most lenses still have to be more than two feet away
from the aobject to be in focus, even with the macro function
engaged. A tripod is a necessity for these shots. The macro
function can also serve as a quick rack focus, since the
focus goes totally soft with very little zoom.

3. Shooting from a moving automoﬁile provides what we call
"rolling video." This type of video is in the same camp as

POV. Get rolling video by shooting out of cars, golf carts or

even graocery baskets. i

4, Another shot sometimes seen as a tranisition is what I

call the "Sky Tilt." The camera starts on an object and then

tilts skyward. It is one method of getting from ome object to

another without an abrupt change. The sky is a neutral

aobject.

With experience the “Seven Shots" will becaome more and more
a part of your photographic mindset. You will think in terms.
of opportunities to shoot Low, Sequences or Zoom Throughs.
You may have noticed that the "Seven Shots"™ are often linked
together. To capture good Natural Sound the camera often has
to be Low. To shoot a proper Sequence, Rack might be used
with Zoom Through. Use combinations of these shots for an
almost infinite amount of creative video.

You are limited only by your own creativity. Some
photographers spend a lot of time griping about their

equiment. They talk wishfully about *"if only I bad BetaCam"
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or Yif only I had digital effects." This school of
photographers believes their creativity comes from the
equipment. This is absolutely false. The video may look
better with better equipment, but the only tool you must havé-
to be creative is between your ears: your brain. Exercise

it.




First Line of Defence
Maintaining The On—Air Image

The photojournalist is the reporter*s mirror. The
photographer is the first line of defence against the reporter
looking or sounding bad on the air. As a photo-journalist, I
believe the story is "our" story. He presents it, I show it.
It is a partnership. It pays to be Dn‘good terms with every
reporter in the station.

Being a good news photographer takes razor-sharp people
skills. You must be able to work with anyone. This is not
always an easy task. Some people are in love with themselves.
They bhave a hard time believing your comments are
constructive. Make sure that they aré. Build pebblé up.
Helpful advice is always welcome.

Every reporter cares about how they look and sound on the
air. If the photographer they work with cares that they look

their absolute best they appreciate it. In fact, don't be

surprised if reporters at your station start asking for your

services personally. You might hear something like, "you're
\

the only person who makes sure my tie and hair looks right."

Here are a few hints to help you maintain your and other
reporter's on air image.
1. Care about how they LOOK.

If their bhair is messed up, stop, fix it and then shoot.

This goes for their whole wardrobe. Is their tie crooked?
Are they frowning? Let them know. You are the first line of

defence against bad standups.
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There are times when I use a reflector on the reporters I
work with. Some of them cannot bear the extremely bright.
light. They squint their eyes and look pained. Use your
judgement as to whether the additional 1light is worth the
reporter looking bad.

If you are shooting as a “one man band“\(havingvfo shoot for
yourself), get a small band mirror and use it! MNogt cameras
have the return video function. VWith the return video button

depressed the camera operator can see what was recorded. Do

your stand up, go back and look at the video yourself. ﬁ;;ld
you want to watch this person on TV?

Many standups look bad because the reporter's hair is
standing up or in their face. Many news photographbers are
afraid to make comments because they feel the reporter will
get mad at them. It is far better to let the talent know how
they look while they are doing the standup. VWhen you get back - -~
to the station I guarantee they will find you and éskvﬁhj fdu -
did not tell them how they looked. Reporters appreciate -
honeéty. They want you to be careful with their appearance.

They esteem attention to details to no end. Be sensitive

about the small details. They add up.

2. Cgre about how they SOUND. R
Audio is critical to the story. Unfortunately, many

photographers get so carried away with the video that they.

forget to check the audio. Use headphones and monitor the

product. You can change how it sounds in the field, but you
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can't do a thing once you are at the station.

Use these criteria as to how the audio sounds: Is the audio
too ambient? Did the microphbone picked up only car or wind
noise? Does the reporter need to hold the microphone claser
to their mouth? Did the truck that drove by just drown them
out? It is impossible to answer these quesfions‘unless you
monitor your audio. As a professional, you absolutely must
scrutinize the audio. If it sounds bad, let them know.

3. Care about what they SAY.

People get facts wrong. They think they said something,
when in reality it came out totally different. The "heads up"
photographer is a sounding board for the standup. If
something sounds redundant——tell them. In a nice way of
caurse. | T
If you suspect the facts may be wrong ask them to double
check.  Say something like "I could've sworn they said;_: ffmi:ﬁ:;;;ﬁ;mn

This again drives back to the point that you must be alert in . . ... .

all the meetings you go to. The old saying "Two heads are
better than one," 1s true. Help out with the listening
duties. Even the best reporters miss things.

I've gone to meetings and beard and recorded sound bites
that the reporter bad completely missed. I mentioned, did you
catch that sound bite? They would say, “what sound bite?" It
usually turns out that they were writing or'thinking about
something else. Believe me, they were happy I rolled tape.

Many times I'11 bear, "I really needed you on that story,
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Tim.® 1I'11 ask why. "Because you're fast on the trigger, and
don't bhave to be told to roll tape." Listen, be alert;.pay “
attention to what is going on and what the story is about.
Get into the story. Then capture it,
4. Care about HOV they say it.

Ve all get into ruts at times. Every stagd up you do may
start to sound the same. It is time to think creatively. Ask
yourself, "how can I make this more 1nterest£ng?“

Standups can be made appealing by adding motion. This can

be done by walking into the frame. 1I've covered countléss
stories copncerning the drug problem in our city. I started

out on a known crack house. The reporter says, "This is where
it began. Three young men, smoking crack, whefe surprised

when police busted down the door and arrested them.* The R
camera is focused on the house. The reporter walks in froﬁt"
of the camera as he starts to talk about the “three young -
men.* The reporter walked into the picture. '

If you are a shooting for yourself this techniquercaniskgii“X"ww
work. VSet the camera on the tripod. Mark the spot you need
to stop on and start talking. You can check your framing by
lputting a light stand at your height at the spot you need to
:stop.

A similar move has the reporter walking towards the camera.
They are in the frame the whole time, they just start about

five steps back and walk forwards slowly. This movement looks

casual. It gives the feeling that the reporter really'knows

bt
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what he's talking about. If the neighborhood has had a rash
of burglaries, walk towards the camera while refering to thé
crime problem.

Another way to add motion to a stand up is by panning or
tilting the camera from the subject tb the talent.
Unfortunately, this is a move you must have help.with in order
to get it to work. I use this move whenever I'm covering a

story about large objects.

I worked on a package about the B-52s flying into our area.

I started the shot on the nose of the plane and panned to the
reporter who had a row of the planes behind him. It showed
the enormity of the aircraft beautifully.

I shot a piece about the sidewalks being in poor condition.

I started on the ground where the reporter tapped her foot. 1

tilted up from the cracked sidewalk to her face where she
continued the stand up.

Zooming out from the subject to the reporter can also add
motion to the stand up. 1I've done stories on incriminating
evidence, such as a letter from the defendant. I started
tight on the letter and zoomed out to the reporter as he was
talking about the evidence. The move works if what you are
zooming out from is vital to the story.

The zoom out shot also works for spot news when the action
is a long way off. I've covered chemical spills where the
media was kept back for hundreds of yards. I shot the tanker

belching black smoke then zoomed out to include the reporter
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alternatives. It is up to them how they want to be portrayed.
I consider myself a field producer. It is my responsibilitj
to make the story look its absolute best. Of course if you
are the reporter your goal should be the same. Therefore, as
a team, coming up with different anglés and ideas the
reporter/photographer unit should be twice as productive.
6. Vhen they do a good job——TELL THEM.

A good stand up or edit of the piece can really make the
story shine. It is my opinion that people are rarely given
positive feedback. If you are called into the bosses' office :
do you expect for them to tell you what a good job you did?

Most reporters want to hear what you thought about the
story. Let them know if they did a good job. 1If you are not
satisfied with what they did tell them. 1 hate people griping
bebind another person‘'s back. It is terrible form and makes
for bad working relationships. If you do have something T T
negative to say about the'reporter of the photographer, hQQé -
clear cut examples as to why the work was lacking as well as
the solution to the problem.

How the reporter looks on the air is up to the reporter—
photqgrapher team. If you want to go far in this business it
is critical that you live by the golden rule: do unto others
as you would have them do unto you. Vould you like to say
something stupid on the air? Would you like to go on cemera

with you hair looking ridiculous? Doing your best means

taking care of business down to the smallest detail.
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Attention and effort equals pride. Pay attention to what
you are doing every time your fire up the camera. It is eaéy
to get lazy. You are a field operative. No one is looking
over your shoulder reminding you teo "get that shot." It might
be raining, or really hot and it is easy to say "It's not
worth it." Be committed to your work. Extra effort pays
mega-dividends. Your hustle on the job will be noticed. You
may not have someone patting you on the back, but good work

shows.

Vhen you do your best you feel good about yourself. Pride
in your work keeps job satisfaction high. Hang out with
winners. Avoid people who constantly gripe. Vinners have a
great on air image, day after day. Strive to better your

performance on a daily basis and you will win, too.



-161-
person from the identical angle is a jump cut and is bad TV.
The image seems to jump in the screen. Cut to a neutral
object first if you cannot get another angle on the
individual.

When you shoot spot pews, shoot to éut. Always keep the
editing process in mind. Thipnk: wide shot, medium shdt,
close up, reaction. Shoot in sequence as much as ‘possible.
This keeps the action flowing naturally. If you miss
something, go back and shoot it. You can always edit it into
the right spot, but it is much easier to use the shot where it
naturally occured chraonologically.

Shooting always comes back to knowing your angle. VWhat is
the point of the shot? Vhat are you trying to show? Look for
the visuals that immediately tell the story. The more action
the better. Television is a visual medium. If pothing is
happening it is boring TV.

1f you shoot anticipating editing the video, you will bhave
the cover video needed. Trying to avoid jump cuts can make
editing a nightmare. Make sure the subject walks out of
frame, and roll tape for a few seconds longer. This gives the
editor video "pad." Pad, or extra video, helps the editor
make clean cuts and is the main reason for holding each shoot
for eight seconds.

Sequences can help the editing process dramatically.

Telling the story visually lends strength to the story's

credibility. Editing sequences can be a challenge. If shot
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properly it should not be difficult to match up the shots. If
cutaways are scarce, such as tight shots of bands or eyes,
then it becomes very difficult to avoid jump cuts. Make sure
you shoot plenty of video and that the shots are held for
eight seconds.

All camera moves should be kept within four seconds. It is
bad form to edit while the camera is still zooming, panning or
tilting. Always give the editor options. Before and after
every camera move hold a static shot for at least six seconds.
Anticipate the action and roll tape before the movement
starts.

The best way to learn how to shoot editable video is to

spend time in the edit bay. A few sessions with the editors

will reinforce how important it is to hold your shots and let--——

your subject go out of frame.

Every good photographer should be able to edit. In most
large markets the pbotograpber will edit most of the B-Roll on
the packages. In smaller markets the reporter may edit the
whole piece. It is critical for you to learn bow to edit and
be able to do it rapidly.

In order to edit properly you must remember one thing: what
must I show in order to tell the story? A well edited piece
can be watched with the sound off, and still be able to follow
what is going on. A good reporter will write to the video.
The narration must match the action.

The most simple way to edit is to start with a wide shot.
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happened.

Make sure the subject goes out of frame whben shooting thé
video. Vhen you edit the sequence, it is not necessary for
the subject to leave the screen completely. Pick the action
back up when the subject bhas just bafely entered the frame.

Be careful that little is left of the subject on the screen to
make sure you avoid the jump cut. Y

The best way to shoot action sequences is to bhave the
subject in “positive motion." Positive action means the
subject is moving towards the camera. It is always more .
exciting to see sometbing coming at you rather than mo?ing
away. If you have a choice, always use positive action vidéo.

Good television shows action. If there is nothing going on
visually increase the editing pace. Suppose you are covering
a meeting. Everyomne is just sitting there. This is bardly
dynamic video. Make sure to get a variety of focal lengths
(wide, medium and close up). Instead of using each shot for
four or five seconds, increase the pace to only three or four
seconds each. The extra second makes the difference. Do not
hold static shots for over four seconds. In fact, unless the
video is riveting don't bold any shot for over five or six
seconds.

Strive to use natural sound in the story. Break up the
narration by a series of short natural sound pieces. These
two or three second spots can re—establish the realism of the

piece.
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Vhen editing sound bites try and keep then within twenty
seconds. The reporter should be able to use the bite that‘
distills the thought of what the person was trying to say.
Vhen you're shooting the story listen for possible bites. If
the individual tends to ramble on and on it will be very
difficult to edit. Vhen they finally stop say gomething like,
"That was very interesting, but we can't use all of it. Can
you give me all that in one quick sentence?" Sometimes a
little encouragement to being concise can do the trick.

Learning to edit is just like any other skill. It must be
practiced. It helps to watch well edited material and match
their style. The best editing always matches the audio and
the viden. The second the reporter says the “Bus ran headlong
into the tree" the viewer sees it. TV is a split second
medium. Always show what you are hearing about.

These basic guidelines will get you on the way to being a
good editor. Always show the viewer what they want to see.
Stick with the "stair step" approach to editing: wide, medium
and close up. Spend time in the edit bay. Good photography

depends on good editing.



Check Two
1. Vhat should the final criteria be as to whether the
photographer has done his job properly?
2. Describe a tight shot. How far above the head? How low?
3. Vhat is head room?
4. Vhat is nose room?
5. Describe a medium shot. When would this shot be used?
6. Describe a wide shot. Why are wide shots important?

7. Vhy should the photographer vary the types of shots?

best suited for?
9. Describe a hard profile shot. When is this acceptable?
How can this shot be avoided?

10. The reporter is standing in front of a sign. Should they

be screen right or left?
11. Vhat is B-roll? Vhy is it important?
12. VWhat is A-roll? Wwhat function does it serve?

13. Vhy is it important for the reporter to change sides

between every other interview?

14. Vhy is it important to watch the background in the shot?
15. How long should each shot be held? Vhy is this
important?

16. How long are most shots in the edited version?

17. - Vhy is it important not to "over shoot?" or shoot too
much video?

18. You are at a meeting. Describe ten critical shots you

must have.

8. Vhat type of shot (wide, medium or close up) is television
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18. Why is it important to know the angle of the story? How
will the angle of the story affect the B-R0oll? |
20. You are at a spot news story——a house fire. Describe
five different shots you must have. Include a sequence, and
describe how it would be shot.
21. You are at a crime scene——a shooting. Describe five
different shots you must have. Describe a possible point of
view shot.
22. Vhy is natural sound so important? Describe possible nat
sound involved in these spot news events: A) Fire Scene
B) Crime Scene () Auto VWreck. |
23. List the “Seven Shots.* Describe each in detail, giving
two examples in real world terms as to when each would be
used.
24, Describe the "two shots¥ commonly used during interviews.
25. Vhat is a "reversal?" Vhat must the photographer be
aware of when he gets this shot? Describe three possible
reversal shots.
26. Vhat is “swapping the axig?" Vhat does it mean in the
real world? When would the photographer need to be
pargicularly sensitive to this?
27. List the "Sweet Sixteen” prime directives for
photographers.
28. Vhy is telling the story in pictures so important?
29. Vhy must the photographer shoot the action first?

30. Vhy must the shooter use a tripod?
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31. Vhy is it important to move with a purpose?
32. VWVho is on the first line of defence for the story?. List
items of concern. VWhy are each important?
33. Vhy is it important to shoot with the editing process in
mind?
34. Vhy is it important to take the camera where the eye
normally does not go?
35. ¥ame five ways you can improve your photographic
abilities. How will you implement these changes?
36. Describe “stair step” editing. Vhy is it important?
37. VWhy should you avoid putting a2 clase up and a wide shot
together in the editing room?
38. How long should most sound bites be?
39. Vhat is the importance of natural sound breaks?
40. Vhat should be the first shot in the story? What are
characteristics of this first shot?
41, Vhy is it important to get close to the action?
42. Vhy should the photographer bold their shots? How long
should they be held?
43. Describe a Wide shot, Medium shot, Tight shot and Extreme
Close up. How are each used? Vhat are the advantages and
disadvantages of each?
44, Describe basic framing for an interview. Vhat might be a
reason for the framing to change during the interview?
45. Describe the two shot. How can POV video be used in

relation to the two shot? Describe the walking two shot.
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46. Vhat is meant by “planned creative video?" Haw can you
plan to be creative?
47. Give five example of natural sound. How would it be used
in a story?
48. Describe a sequence of a common activity. List ten shots
that would put the action into a videao sequence., Haow could
natural sound be incorporated into the story?
49. Staging is often used in shooting sequences. How can
staging be used ethically? When should staging never be used?
50. Describe the two ways to rack the focus. How can Rack be

used in a story?



