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Lecture 1 
 
WRITING FOR THE TELEVISION NEWSCAST  

 

Objectives 

Ø Learning to write to visuals, combining words with pictures 
Ø Learning to write the headlines, voiceovers, piece to camera, anchor reads 

 
 
Introduction 
 

The first thing to be said to the apprehensive newcomer about writing for television news is there are 

any number of broad guidelines but few hard and fast rules. This makes sound common sense in a 

medium where so much depends on instant reaction in the field or in the newsroom, up to and often 

including the time of programme transmission. 

 

Television style 
 

Attempts at some kind of standardization do, of course, take place from time to time, with varying 

degrees of success. Editors looking for continuity will occasionally assign senior journalists to 

produce lists of preferred spellings, titles and phrases to match the standards of ethical Behaviour 

they expect from their staff. 

All the big news organizations have their own style guides dealing with the way language should 

be used. There is, however, no argument about the basic principles of television news writing: 

Ø  Be direct, simple and precise. 

Ø  Use short words. 

Ø  Use separate sentences rather than a maze of sub-clauses. 

Ø Be brief. You write for the ear and eye. 

Ø  Prefer active to passive verbs ('he did something' rather than 'something was done'). 

Ø  Use familiar phrases but avoid the tired ones. 

Ø  Prefer vivid language to the bland. 

 

It may seem obvious to say that broadcasting English is based on the spoken word, not written word. 

But try reading a few scripts under your breath and the good ones will stand out. If you're new to 
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television, watch how many excellent writers do read to themselves. The good scripts sound as if the 

presenter is talking to the viewer, not just reading out loud... Scripts are meant to be read by 

presenters from autocue ... complex numbers should be written out. Writing Rs.17.4m is likely to 

make the presenter stumble. This should be written as seventeen-point-four million rupees) 

Complete control over every single word spoken by every single contributor - whether they are 

reporters, interviewees or participants in some other way - is unachievable in any practical sense, and 

while it is certainly desirable and possible to lead the viewer from event to event by the proper use of 

visual signposts, combined with careful phraseology, what occurs within the brief timescale of many 

a broadcast news item is open to each viewer's personal interpretation of what is being seen and 

heard. 

It is this extra dimension, which helps to place television in its unique position among methods of 

communication. A newspaper's verbatim report of an important political speech will give a clear 

record of what is said ... a newspaper reporter's word picture will give, at one remove, an 

interpretation of what is meant. A direct radio broadcast will enable what is said to be heard complete 

with repetitions, hesitations and 'bad' grammar. But only the television viewer, sitting in domestic 

comfort, is given the full information from which to make a personal assessment of the way things 

are said, together with the sidelong glance and nervous twitch which accompanies the confident -

sounding delivery. 

Unfortunately, it is extremely probable that the viewer will be shown a relatively small sample on 

which to base a judgement, as it is freely accepted by television news people that the 'whole' story, 

however important, can rarely if ever be told within the context of a routine 25- or 3-minute newscast 

sandwiched between the domestic comedy and the detective serial. Even if there were no pictures, 

and the presenter read continuously for an entire half-hour, it would not be possible to pack in more 

than about 5500 words - fewer than the front page of The Times Of India. 

However long they might like to linger over recounting events of the day, television news 

journalists are acutely conscious that, through no fault of their own, they have to be ultra-selective, 

both in the number of items put on the screen and the amount of time devoted to each.  

Whether or not this is entirely true, there is little doubt that the time element does impose an 

important form of constraint on the newsroom-based journalist in particular. Yet whether it has only 

negative influence is arguable. 

The need to condense forces continuing reassessment of the merits of individual items as they 

develop, ensures economy in the use of words, and discourages length for its own sake. Above all, it 

sharpens the newsman's or woman's traditional ability to recognize those facts which cry out for 
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inclusion from those which do not. 

The availability of all news 24-hour channels does not invalidate the argument. Continuous 

coverage of events as they unfold, however exciting live, unedited action may be, serves an entirely 

different purpose from tightly shaped reporting and explanation putting matters into perspective. 

Application of a developed news-sense is only one half of the newsroom journalist's task. The 

other half, probably more important, is to convey the chosen facts in a way that every television 

viewer can readily understand. It does not mean pandering to the lowest common denominator of 

intelligence, but it does pose a problem which does not' apply to the printed word.  

Even though the audience may be made up of millions, the writer should be encouraged to think 

small, perhaps imagining people in groups of no more than two or three. Conversational language, 

preferably used in short, direct sentences, should be the aim. 

Decide what it is you want to say: then say it. Experienced television journalists never forget their 

efforts will be totally wasted if the viewer does not immediately grasp what is being said, particularly 

when a moving illustration is competing with the spoken word. The admission may be painful to 

journalists, but the old cliche, 'one picture is worth a thousand words' has more than a ring of truth. 

It is always possible for the newspaper reader to return to the printed sentence. If necessary he or 

she is able to pore over a dictionary. But words once uttered on television or radio are beyond recall. 

A viewer left wondering about the meaning of what has been said at the beginning of a sentence will 

probably be too distracted to comprehend what is being said at the end of it. That applies to every 

television news item without exception, and almost the greatest crime any journalist in the medium 

can commit is to leave part of the audience confused about what is meant. The onus is on the writer, 

always, to put across the spoken word in as clear, simple and as direct a way as can be managed. 

And there is usually no need to include the word 'today' in daily news programmes. Newspapers 

like to use it because it implies immediacy. In broadcasting, the assumption can be made that every 

story reported in today's news programme took place today - it's only worth mentioning if it did not. 

.As a television news writer you are left with a single, overriding test to apply. Do you understand 

what you are writing? If you do not, neither will the viewer. 

The successful news script probably also has as much to do with mental preparation as it has with 

an ability to put words together in a clear way. The journalist working in television must be already 

attuned to the task ahead before anything is written. Watching yesterday's and this morning's 

programmes before setting off to work, listening to the radio on the way in and reading a selection of 

newspapers every day may at times be regarded as chores to be avoided, but the journalist who is not 

well-informed and up to date on a wide range of current subjects is unlikely to be genuinely author-
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itative when it comes to informing others. The sacrifice of 'pleasure' reading and viewing for 'duty' 

reading and viewing is an unavoidable necessity of professional life. 

Equally important is recognition that every writer's contribution, however vital, represents only 

one fraction of the newscast. There must be conscious awareness of the preceding and following 

items in the order of transmission so, where appropriate, the right phrases may be used to smooth 

the transition from one subject to the next. 

Knowledge of what is in the rest of the programme ought to be automatic, but it is not. Editorial 

staff often admit they are so engrossed in their own particular duties they are completely unaware 

of what others around them are doing.  

Finally, although both the television and print journalist trade in words, what ultimately 

distinguishes one from the other may be seen as a matter of arithmetic. The newspaper or 

magazine sub-editor works in space -, points and column centimetres on a computer screen or 

paper. The television writer works in time minutes and seconds, and the formula that three words 

of English take one second for a professional to read aloud on the air provides the basis of all news 

writing in television. This takes into account not only the slight variations in pace between readers, 

but also the different lengths of words used in normal, spoken language. It has survived the 

scepticism of successive generations of newcomers to television news writing, and has proved 

itself both accurate and flexible enough to be adapted to other languages when calculated in 

syllables instead of whole words. 

Those who get their news from newspapers, or even on the Internet, can go back to a story and 

re-read it to check facts or increase their understanding. But viewers or listeners to broadcasts do 

not have this opportunity. When you write broadcast copy, you are "writing for the ear." 

The major difference between radio and TV news is, of course, pictures. When you write for 

television, pictures are always crucial to a story. In radio, you must create pictures in your mind-and 

then find the words to paint those pictures for your audience. In television, you can show the actual 

pictures. 

 

Combining Words and Pictures 

 

The battle over which are more important in television news-the words or the pictures-is endless. 

There is no doubt that words are vital and that some broadcast writers use them more effectively than 

others. The ability is to strengthen the pictures with words. Great pictures and great words make 

great television news. 

'- 
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The beauty of good pictures is that they do not need a lot of words-just some good ones. The 

challenge for TV writers is to avoid clashes with the video. Do not tell viewers what they are seeing. 

Instead, support the video by saying what the video does not or cannot reveal. Fill in the blanks, but 

do not overpower the video. Give your viewers time to savor the pictures. 

Such advice assumes that you have good pictures to work with. If you don't, then the words do 

become crucial because they are needed to prop up the video. But because TV news is not about 

using poor video, stories with bad pictures are likely to be dropped for more appealing ones unless 

the messages they convey are too vital to be eliminated completely. 

If the pictures are poor, however, you can be sure you'll be asked to tell the story quickly. A 

common criticism of television news is that it relies on the pictures too much, but right or wrong the 

formula is not likely to change: poor pictures, short stories; good pictures, long stories. 

 

Sound Bites 

 

As in radio, sound bites, the words of newsmakers, are key to telling a good TV news story. An 

advantage for TV writers is that TV sound bites feature the faces of the newsmakers as well as their 

voices. Good TV newswriters weave their copy between and around the sound bites, much in the way 

that radio writers create wraparounds. This combination, called a package, is the best way to tell a 

news story on television.  

 

The Television Newswriter 

 

In television, as in radio, a writer's duties depend on the size of the newsroom. In a small market-and 

even in some medium-sized markets-no one is assigned solely to writing. The anchors, reporters, 

producers, and perhaps an intern from a local college write the news. Television newsrooms in big 

markets and at the networks usually have several writers and, perhaps, associate producers who also 

write. Those who write television news have three basic writing tasks: read stories, voiceovers, and 

lead-ins. 

 

Read Stories 

 

Read, or tell, stories are read by the anchors without the use of pictures except for those that usually 

appear next to the anchor's head. Visually, read stories are the least interesting in TV news. They are 
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virtually the same as radio copy.  

Sometimes, read stories are used because no video is available. Read copy might even lead the 

newscast if it is about a breaking story that is just developing. Read stories are most often those that 

are not important enough to require video or whose video would be dull. At the same time, read 

stories play a major role in the TV newscast-they break up the other types of material. Too much of 

anything tends to be boring, so the read stories provide a change of pace. 

Finally, read stories are easiest to work with in a newscast because they are flexible. They are the 

putty that fills in the holes of the newscast. Read stories often play the same role as radio pad copy; 

they provide an opportunity to make adjustments that guarantee that the newscast gets off the air on 

time. If the TV newscast is long, the read stories are the likely stories to be dropped. If the newscast 

is short, more read stories are likely to be used. 

 

Voiceovers 

 

The second "type of assignment given to TV newswriters is the voice over (V/O), copy that the 

anchor reads while video or other graphics are shown. The video can either be silent or have a 

soundtrack that is kept low for natural effect, a technique referred to as sound under or natural 

sound. 

Remember: The copy must complement the video. It should not duplicate what is obvious to 

viewers. Avoid phrases such as "what you are seeing here" unless the video is difficult to 

understand. For example, if you are showing video of a train derailment, rather than tell your 

viewers "What you are seeing is the derailment of a western railway freight train that left its tracks 

last night," you would say "A Western Railways freight train left its tracks last night," and let the 

pictures show the derailed train. 

To write voiceover copy intelligently, you need to look at the video and take notes. When 

viewing the video, use a stopwatch to time each scene. The cameraperson sometimes shoots a 

series of short shots that may require little editing, but individual shots are often too long to use 

without editing. Let's consider a train wreck story. 

The cameraperson shot a long, continuous pan of the wrecked cars that lasts about 30 seconds. 

There's another shot of a derrick hovering over the scene for 20 seconds and a third 20-second shot 

of railroad workers huddled around a hastily made trashcan fire to ward off the frigid weather. 

Finally, there's an additional 30 seconds of video that shows some of the train's wrecked cargo an 

assortment of steel rods and girders and lumber. The total running time of the video is one minute 
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and 40 seconds. The producer asks the writer for a 20. second voiceover. The writer, then, must 

lift an assortment of brief shots from the video that can be strung together in some logical order 

that will make sense when the narration is added. In a some channels like Aaj Tak, reporters often 

write the script and edit the videotape. In others, a tape editor follows the writer's or reporter's 

instructions.) 

Now that the writer has notes on the length of each scene, she must decide how to edit, or cut, 

the video. (Cut is a film term that has carried over to video. All editing is done electronically; the 

videotape is not physically cut.) The writer decides to use part of the long pan of the wreck scene 

first. The cameraperson held steady on the scene at the end of the pan, knowing that the writer 

might wish to use part of it. It is poor technique to cut into a pan, but it is acceptable to use part of 

it as long as it comes to a stop before the next shot. The writer uses eight seconds of the pan. Then 

the writer selects five seconds of the wreckage video that shows the steel girders and the lumber 

spread over the tracks and terrain. Four seconds of the derrick at work follow, and the voice over 

closes with three seconds of the railroad workers around the trashcan fire. 

The writer gives her instructions to the tape editor, and then returns to her desk to type out the script 

from her notes and wire copy  

 

A Team Effort 

 

As you can see, writing television news is more complicated than writing radio news. Although one 

individual writes the television story and may even edit the videotape used in the story, the final 

product involves other people in the newsroom. 

In radio, writers usually pick the stories they wish to tell their audience. In television, those who 

write the stories are told what to write and how long the stories should be. In radio, one person may 

do it all-record interviews on the phone, cover a news conference, and include in the newscast some 

of the tape he or she has edited. There are no one-person newsrooms in television, although at small 

stations you may be expected to play more than one role. 

As in radio, television affords opportunities to learn how to do several different jobs. Writers 

often go on to other positions as reporters, anchors, and producers. Some move over to the 

assignment desk, where the people "find the news,'" Those who get their news from newspapers, or 

even on the Internet, can go back to a story and re-read it to check facts or increase their 

understanding. But viewers or listeners to broadcasts do not have this opportunity. When you write 

broadcast copy, you are "writing for the ear." 

manoj.chauhan
  7



Use these 10 tips to help you write broadcast copy so that viewers and listeners can get the main 

points right away.  

1. Did I write in the active voice? 

One way to write for the ear is to use the active voice. In most cases, the active voice will make your 

story clearer and will force you to write in a linear order: subject, verb, object. Often, the active voice 

will also make your story shorter. When precious airtime is involved, a few seconds really do matter. 

(Note: Sometimes writing in the active voice means you will need more information.) 

Passive: The man was arrested. 

Active: The Park Patrol officer arrested the man.  

2. Did I write in my own voice or did I use the words of a wire service or officials? 

Officials who are used as credible sources have their own jargon. These phrases can be meaningless 

to the average television viewer or radio listener. Does the average person really understand the 

difference between a felony and a misdemeanor? Between a 3-alarm fire and a 4-alarm fire? Between 

good condition and stable condition? Translate the jargon. Make the words your own. Explain 

everything in terms that would make sense to a child.  

3. Do I stick to one simple idea per sentence? 

When "writing for the ear," keep sentences short. This takes practice, especially when you've been 

taught the inverted pyramid style with who, what, where, when and why in the first paragraph of a 

story. In a broadcast story, 5 W's (and maybe an H) will be sprinkled throughout the story from top to 

bottom. Good broadcast reporters and writers have far more information than they can use in their 

stories. Good broadcast writing involves judicious editing. Lots of juicy details will be left by the 

wayside. If you've used a comma or an ellipsis in your sentence, you're probably trying to put too 

much in it. 

Wrong: The man, who was a graduate of Harvard, loved cats. (1 sentence with two ideas.) 
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Better: The man graduated from Harvard. He loved cats. (2 short sentences.)  

 

4. Did I eliminate unnecessary information?  

Just because you have lots of facts at your disposal doesn't necessarily mean they are essential or 

even relevant to your story. For example, when you're writing a story about something unusual that 

has occurred a great distance from your audience, you can leave out details like street names or 

surnames. Ages of people in stories are often irrelevant unless the subject of a story is very old or 

very young. 

Wrong: Rescuers discovered a 47-year-old Peoria man after he spent several days lost in the woods. 

The man's age is a waste of words. Speaking of that man…  

5. If I were telling this story to my mother or friend, how would I say it? 

Broadcast writers often write the way they think they should in order to make a story sound more 

informative. Good broadcast writers work hard to figure out how they would tell the story in casual 

conversation. Then, they clean up the story to get rid of bad grammar or inappropriate slang. So, I 

probably wouldn't say, "Hey Mom, a Peoria man was found in the woods!" Perhaps, I'd say, "They 

found that guy from Peoria. You know, he was lost in the woods for a couple of days!"  

6. Did I attribute important facts to appropriate authorities? And did I make sure to put the 

attribution first? 

In your effort for brevity, did you forget a basic tenet of journalism? It's easy to get caught up in the 

quest for short and snappy and leave out who provided this information. 

Wrong: Prosecutors charged a suspect with vehicular homicide. The man was weaving in and out of 

traffic before he hit a pedestrian.  

 

Better: Prosecutors charged a suspect with vehicular homicide. Police say the man was weaving in 

and out of traffic and that he hit a pedestrian. Also, naïve writers often lead with an outrageous or 

catchy statement and then attribute it in the next sentence. This leads to confusion for a listener or 

viewer. Remember linear order: subject, verb, object.  
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Wrong: India's economic slump is over. That's the word today from the chairman of the Reserve 

bank.  

Better: The chairman of the Reserve bank says India's economic slump is over.  

7. Do I overwhelm my audience with too many numbers or names?  

If your audience can't go back to hear a story again, then it stands to reason that you should keep 

numbers in a story to a minimum. Simplify whenever possible. For example, Rs.950,000 becomes 

"nearly a million Rupees" in broadcast copy. Spell out any symbols like Rs. Or  % (percent). Also, 

ask yourself whether an unfamiliar name is necessary to your story. If the person is in your story 

because of his or her title, then perhaps you should use that instead. 

 8. Have I used a sophisticated or intellectual word, when a common word or phrase would do?  

Hopefully, you're not in broadcast to impress people with the breadth of your vocabulary. When 

you're writing a story about a fire, you don't need to "mix it up" by changing the word to 

conflagration, blaze, spark or inferno. Likewise, you don't need to come up with other words for 

"says." The word is simple and unbiased. Stick to it.  

9. Did I leave any unanswered questions? 

All stories (broadcast or print) should have a beginning, middle and an end. Sometimes reporters 

figure out a great way to start the story, add lots of facts and details to the middle, then find 

themselves with no space or time left at the end to wrap things up. In this scenario, you might be 

tempted to cut the story short and just stop writing, but that can lead to confusion and unanswered 

questions for the audience. Instead, you should know how you're going to end the story before you 

begin. If a story needs to be shortened, you can usually cut from soundbites or "extra" facts in the 

middle without hurting the story's essential structure or main points.  

10. Was I fair, and did I tell the truth? 

Truth is a funny thing. It changes significantly based on one's perspective. A journalist is trained to 

interpret events and characterize them for an audience. However, sometimes news writers stretch the 

truth to get a good lead. Was the mayor's victory really surprising? Did the event really shake up the 
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quiet neighborhood? And was it really a parent's worst nightmare? If you stay away from the clichés, 

you'll probably be a lot closer to the truth. 

Twelve Factors in Newsworthiness 

As the TV news business continues to grow, so does demand for better journalists. Stations are 

meeting that demand by sending their staff to educational seminars and workshops, and by investing 

in more on-site training. Those involved in broadcast news must understand 12 factors that constitute 

news value, or newsworthiness.  

¤ Timeliness  

¤ proximity  

¤ exceptional quality  

¤ possible future impact  

¤ prominence  

¤ conflict  

¤ the number of people involved or affected  

¤ consequence  

¤ human interest  

¤ pathos  

¤ shock value  

¤ titillation component 

1. Timeliness: News is what's new. An afternoon raid on  one of the mafia don’s adda’s may warrant 

a live ENG report during the 6 p.m. news. However, tomorrow, unless there are major new 

developments, the same story will probably not be important enough to mention.  

2. Proximity: If 15 people are killed in your hometown, your local TV station will undoubtedly 

consider it news. But if 15 people are killed in Manzanillo, Montserrat, Moyobambaor, or some other 

distant place you've never heard of, it will probably pass without 

notice. But there are exceptions. 

3. Exceptional quality: One exception centers on how the people 

died. If the people in Manzanillo were killed because of a bus or car 
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accident, this would not be nearly as newsworthy as if they died from an earthquake Exceptional 

quality refers to how uncommon an event is. A man getting a job as a music conductor is not news—

unless that man is blind. 

4. Possible future impact: A change in tax structures that is meant to be implemented in the next year 

will still remain news as it may eventually be of interest  people watching the news, as it effects their 

future. A mundane burglary of an office in the Watergate Hotel in Washington, DC, was hardly news 

until two reporters named Woodward and Bernstein saw the implications and the possible future 

impact. Eventually, the story behind this seemingly common burglary brought down a presidency. 

5. Prominence: The 15 deaths in Manzanillo might also go by unnoticed by the local media unless 

someone prominent was on the bus—possibly a movie star or a well-known politician. If a Sachin 

Tendulkar gets married, it's news; if  Ravi Shankar, your next-door neighbor, gets married, it 

probably isn't. 

6. Conflict: Conflict in its many forms has long held the 

interest of observers. The conflict may be physical or 

emotional. It can be open, overt conflict, such as a civil 

uprising against police authority, or it may be ideological 

conflict between political candidates. 

The conflict could be as simple or as complicated as a 

person standing on his principles and spending a years 

"fighting narmada Bachao". In addition to "people against people" conflict, there can be conflict with 

wild animals, nature, the environment, or even the frontier of space. 

7. The number of people involved or affected: The more people involved in a news event, be it a 

demonstration or a tragic accident, the more newsworthy the story is. Likewise, the number of people 

affected by the event, whether it's a new health threat or a new tax ruling, the more newsworthy the 

story is. 

8. Consequence: The fact that a car hit a utility pole isn't news, unless, as a consequence, power is 

lost throughout a city for several hours. The fact that a computer virus found its way into a computer 

system might not be news until it bankrupts a business, shuts down a telephone system, or endangers 

lives by destroying crucial medical data at a hospital. 
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9. Human interest: Human-interest stories are generally soft news. Examples would be a baby 

beauty contest, a person whose pet happens to be a nine-foot boa constrictor, or a man who makes a 

cart so that his two-legged dog can move around again. 

On a slow news day even a story of fire fighters getting a 

cat out of a tree might make a suitable story. (Or, as shown 

here, a kid meeting a kid.) Human-interest angles can be 

found in most hard news stories. A flood will undoubtedly 

have many human-interest angles: a lost child reunited with 

its parents after two days, a boy who lost his dog, or 

families returning to their mud-filled homes. 

10. Pathos: The fact that people like to hear about the misfortunes of others can't be denied. Seeing 

or hearing about such things commonly elicits feelings of pity, sorrow, sympathy, and compassion. 

Some would call such stories "tear jerkers."Examples are the child who is now all alone after his 

parents were killed in a car accident, the elderly woman who just lost her life savings to a con artist, 

or the blind man whose seeing-eye dog was poisoned. 

This category isn't just limited to people. How about horses that were found neglected and starving, 

or the dog that sits at the curb expectantly waiting for its master to return from work each day, even 

though the man was killed in an accident weeks ago. 

11. Shock value: An explosion in a factory has less shock value if it was caused by gas leak than if it 

was caused by a terrorist. The story of a six year-old boy who shot his mother with a revolver found 

in a bedside drawer has more shock (and therefore news) value than if same woman died of a heart 

attack. 

Both shock value and the titillation factor (below) are well known to the tabloid press. The lure of 

these two factors is also related to some stories getting inordinate attention, such as the sordid details 

of a politician's or evangelist's affair—which brings us to the final point. 

12. Titillation component: This factor primarily involves sex and is commonly featured—some 

would say exploited—during rating periods. This category includes everything from the new fashions 

in men and women's swim wear to an in-depth series on legal prostitution in the state of Nevada. 
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Activity: 

Ø Watch a news channel and observe how the headlines, anchor reads, voiceovers, piece to 

camera and graphics are written for a story. 

Learning outcome 

Ø Acquire ability to write to visuals and develop a style for writing for television 
Ø Develop ability to write for all elements of the news bulletin.
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Lecture 2 

 
TV REPORTING BASICS, VISUALISING NEWS 

 

Objective: 

Ø To understand the qualities required by TV reporters 

Ø Understanding usage and importance of the piece to camera 

Ø Learning the art of compiling a news story 

 

Broadcast News Reporting 

 

Introduction 

 
Good reporters first must learn to write, but just being able to write well does not guarantee that a 

person will make a good reporter. Many additional skills and abilities, unrelated to writing, are 

required. 

Although print and broadcast reporters need many of the same skills, broadcast news reporters 

face challenges not encountered by their print counterparts, or even by broadcast journalists of the 

recent past. Electronic News Gathering (ENG), which relies on videotape or digital equipment and 

microwave technology, places demands on TV reporters that were unknown when reporters filmed 

stories and had the luxury of writing their scripts while the film was being developed. Broadcast 

journalists today need to think faster and to prepare their reports more rapidly, often while the story is 

still going on around them. They also need to learn about the different types of assignments they are 

likely to cover and the best way to perform them. 

This chapter begins with the basic skills required of successful reporters 

 

Basic Skills 

 
The most important skill a reporter needs is accuracy. At first, this may not appear to be a skill, but 

being accurate requires a lot of attention-checking, and double-checking information demands 

concentration. Errors usually creep into copy when reporters become too relaxed. Nothing should be 

assumed or taken for granted. If information cannot be confirmed, it should not be used without some 
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kind of attribution. 

Reporters also must develop news judgment. They must understand what news is and be able to 

recognize that certain stories are more important than others. That skill sometimes takes time to 

develop. Reporters must also be curious, showing an interest in everything and everyone making 

news-whatever the reason. 

Reporters must be concerned, sometimes alarmed, often angered, and always caring about the 

major problems that face the communities and world in which we live. Reporters often can do little to 

correct injustice or unfairness, or the misery, suffering, and critical problems of certain segments or 

groups in our society, but they should have a desire to do so. Their weapons are enlightenment and 

information. 

Reporters must be determined and persistent in their search for facts and details. Reporters must 

be aggressive, walking a thin line between tenacity and belligerence. For many people entering 

journalism, some of these characteristics seem to come naturally, whereas others need to be 

developed. Let's look at these qualities in detail. 

 

Accuracy 

 
Most of the blame for the inordinately high level of inaccurate in reporting during events is 

placed on (1) the record amount of media coverage; (2) the apparent need to be first with every bit of 

information, regardless of its value and questionable accuracy; (3) the new technology that 

encourages broadcast journalists to go live before they have sufficient time to think; (4) the 

manipulation of the media by a variety of entities, including but not limited to the prosecution, 

police, and the defense; and (5) the incredible, unprecedented use of unidentified and unreliable 

sources. The attitude during coverage often is: "If the story is wrong, we'll correct it later. . . but let's 

air it before someone else does"-a certain formula for disaster. 

 

News Judgment 

 
Let us try and perhaps define news judgment, which isn't easy. Even professional journalists have 

difficulty explaining the term. Different people have different news judgments. News judgment 

can also be related to the audience you are trying to serve. "The editors of The Times Of India and 

The Hindustan Times will see news differently," he said. "They each will ask, 'Is this a story my 

readers will care about and want to know about?'" 

Each channel, publication has its own ideology, and the news judgment to a large extent will be 
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governed by this ideology. 

 

Curiosity 

 
For curious people, one of the rewards of reporting is the joy of discovering things. Discovering 

something "first" is the best reward of all. But discovering information is not always as exciting as 

depicted on the TV programs based on broadcast news. To hold a network primetime audience, these 

programs must come up with some imaginative story ideas each week. In the real world, few 

reporters get caught up in the kind of sensational situations and intrigue depicted on sitcoms and TV 

dramas. 

Most reporting assignments are fairly routine. Reporters spend a lot of time covering murders, 

lots of fires, plenty of elections, more news conferences than they would care to remember, accidents 

of all kinds, and hundreds of feature stories. That is the real world of broadcast news. 

The fact that most reporters do not deal with crooked politicians, track down terrorists, or go to 

bat for someone on death row who they are convinced is innocent does not mean that reporting is 

dull. There is an endless assortment of stories to satisfy most people's curiosity, and there are 

opportunities to explore previously unknown subjects. Getting the answers, finding out about things -

and learning and growing along the way-are part of the excitement of reporting. These are some of 

the reasons why the profession is so compelling. 

When reporters arrive at the newsroom for work, they never know what stories they will be 

covering, and that is an exciting concept for curious people. Most reporters will tell you that they 

could not imagine any kind of work that they would rather do.  

 

Persistence 

 
A good reporter hates taking "no" for an answer. Learning how to get people to talk. to you when 

they may not want to is a skill. Getting them to tell you things they don't want to requires even more 

skill. 

 

Aggressiveness 

 

Most reporters seem to agree that they try to be aggressive without being obnoxious. They criticize 

reporters who shout and shove microphones into people's faces, demanding answers to their 

questions.  
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Most politicians, police officials, lawyers, and others who deal with the media on a daily basis are 

accustomed to a certain amount of badgering into the press. They would probably be disappointed 

and feel neglected if the news corps was not surrounding them when there's a story to tell. But the 

reporter who runs down the street after a newsmaker's car and shoves a microphone into the open 

window is out of line. More than one reporter has lost a microphone that way when the irritated 

person rolled up the window. 

 

Fairness 

 
It is often argued that it is not possible for anyone to be completely objective. This may be true. 

Everyone has certain biases and prejudices, but reporters must learn to leave out their personal 

feelings when they start writing or delivering news. Objectivity for a journalist really means 

"fairness"; it means honestly giving both sides of an argument, controversy, or debate. 

Reporters can tell when their report on a controversial issue has been successful because both sides of 

the issue accuse them of being partial to the other.  

 

Staying well informed 

 
Reporters cannot function well unless they are well informed. Being well informed does not mean 

just having a good education; it means taking the time to know what's going on around you. 

Journalists must constantly add new material to their knowledge. One of the best ways to stay well 

informed is to read. 

Reading the news wire and the Internet extensively is an immediate way to know what is going on. 

Reporters should also read the local newspaper (or all of them if they work in a city with more than 

one) and at least one national paper every day. Weekly news magazines are a useful source of 

additional information, as are books, particularly nonfiction bestsellers 

 

Research 

 
All good reporters do research because they want to know as much as possible about a story before 

trying to cover it. The Internet has made the research task tremendously easier than when reporters 

had to dig through libraries and morgues to find information.  

Research sources are many and varied : getting information through contacts, stringers, news wires, 

agencies related to a particular issue, publications and books and PR agencies. 
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It is also a good idea to get on mailing lists. Many organizations are happy to add a reporter's 

name to their lists, and just getting on some mailing lists automatically places your name on many 

others. Much of the information distributed by these groups has limited news value because it is 

public-relations material, but it is useful for alerting you to the positions certain organizations take on 

issues. Many of the groups are dedicated to worthwhile causes. Almost all of them, and thousands of 

other organizations too, will have Websites. 

 

Working with the team 

 

Reporting the news is a team effort. Getting along with colleagues is essential. Young reporters just 

beginning their careers should watch and listen to the seasoned staff members. Seeking their advice 

lets them know that they are appreciated. When that happens, there is little that they will not do to 

help a reporter, which is important when the reporter needs a cameraperson to skip lunch or a tape 

editor to spend an extra 30 minutes in the morgue looking for 'Just the right file footage" for a story. 

It is also important to remember that reputations follow reporters from station to station. News 

managers like team players. They hire reporters who have demonstrated in previous positions that 

they are cooperative and eager to lean and grow. 

 

Piece to Camera 

 

Of all the skills needed for television news reporting, the piece to camera is among the most 

frequently used , and remains a sure and straightforward means of giving the news on location. 

It has three advantages. It immediately establishes the reporter's presence on the spot; it is 

extremely simple to execute, and it is fast enough to be considered a kind of contingency sample, 

rather like the dust scooped up by the first men on the moon in case they had to return to Earth rather 

hurriedly. - 

Chiefly because of its speed and the fact that there may be no other pictures to supplement it, the 

piece to camera can be designed as a complete report by itself, yet it probably has greater value as 

one ingredient within a comprehensive news report, being versatile enough to be slotted in at almost 

any point, not necessarily at the opening or closing stages. 

The term 'piece to camera' is self-descriptive, being, those words which the reporter speaks aloud 

while looking directly into the camera lens and, through it, to the viewer. The technique depends on 

an ability to write spoken language and to remember it word for word when delivering it to the 
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camera. But in some respects what matters more is the choice of location for the operation. For 

example, there seems little point to be gained in travelling thousands of miles and then pointing the 

camera at the reporter standing in front of some anonymous brick wall.To say proudly that our 

reporter is there is one thing: to prove it to the viewer is something else. 

That does not mean going to ridiculous lengths to find a background which is visually exciting but 

irrelevant to the story.  

Most pieces to camera are recorded as the reporter stands full-face to the lens. But putting the 

reporter to one side of the frame rather than in the center ensures that any action in the background is 

not completely blotted out, and the figure seems to become 

part of the picture and not a superimposition on it. . 

Sensible variations are to be welcomed as long as they do not seem to be too contrived. On 

occasions these may be forced upon the reporter by the situation: sitting in aircraft, cars or trains, 

crouching under fire or walking along a road. So much depends on the styles programmes establish 

for their reporters to follow. 

 

Knowing the words 

 

Much of the apprehension felt by novices about their first pieces to camera is caused by doubts about 

their ability to remember their words. Admittedly this can pose a real problem, for it is a knack 

achieved more easily by some than others. 

Newcomers to television news reporting are haunted by the possibility that even a short, apparently 

simple piece will require several attempts, resulting in a waste of time, temper and a humiliating 

starring role on the private tape of bloomers television technicians love to compile for showing at 

office Christmas parties. They can take comfort from the admission by some experienced 

practitioners that, even under the least demanding circumstances, they are unable to remember more 

than a few words at a time. Others get them right at the first attempt or never. The majority  have 

occasional off-days but generally survive the ordeal without too much trouble. Relatively few have 

memories which allow them to recall prodigious numbers of words with barely a moment's 

hesitation. 

For everyone else there is no infallible formula, certainly not ad-libbing, which is inclined to come 

across as uncertainty rather than spontaneity. Perhaps the only answer  

for the beginner is to keep the length of narrative down to the maximum capable of being 

remembered without difficulty. Anyone able to memorize a five-line limerick should certainly be 
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able to recall 45 words (15 seconds). Trying to force more can be counter-productive, for little is 

worse than watching someone totter to within the final few sentences of a piece clearly too long to 

memorize. 

Finally, there is no point in any piece-to-camera script which fails to refer, even obliquely, to what 

is going on in the rest of the picture behind the reporter. When the 

background is general rather than specific, it is essential for script and location, however fragile the 

real connection between the two, to be tied together as firmly as possible, preferably by the opening 

words. 

 

Studio spots 

 
If the piece to camera is a vision story delivered on location, the studio spot is ,a vision story 

delivered in the studio by someone other than the main newscaster or presenter. Usually it is a 

specialist correspondent or reporter who is called upon to draw together the elements of a news story 

and tell it to the camera in the studio, often standing and with the aid of graphics on a massive 'video-

wall' behind the journalist or to one side. Sometimes the correspondent also links in and out of clips 

of videotape. 

For many reporters, these appearances aggravate the underlying nervousness already discussed, 

largely because of an awareness that such performances are invariably live ones made in the context 

of a programme as it is being aired, and that the smallest mistakes are therefore incapable of being 

corrected. That said, there are considerable advantages for those making studio appearances. First, the 

script can be prepared up to the time of transmission, making it possible to include the latest 

information about a running news story. Second, the performance is made in the reasonable comfort 

of  

the studio rather than on location where other people and the elements make the situation harder to 

control. Third, and probably most important, the reporter may not need to rely on memory, for as well 

as the written script available out of shot, there will be a device displaying the words so that the 

speaker appears to be looking directly at the viewer while reading. 

These devices, used by news presenters in particular, are often referred to by the general term 

'prompter'. Various systems are used in television but they all simply take the words written into the 

computer and display them for the journalist as he or she looks directly at the camera lens. The main 

benefit here is that very late changes made on the master script are carried out simultaneously on the 

prompter. Where computer systems are in use, hard copy scripts are also likely to be printed out for 
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readers  

 

Putting the Television Story Together 

 

When reporters leave the newsroom on assignments, they never know how their stories will turn out. 

The producers and assignment editors may be looking for a package-a story that includes one or more 

sound bites, the reporter's narration, and video. Sometimes they must settle for less, however, because 

the story itself turns out to be less important than they originally thought or because the interviews 

are not strong or the video is weak. When that happens, the story often becomes a voiceover-sound 

on tape (VO/SOT), or is relegated to the simplest type of picture story, a voiceover (VlO). 

There also are times when the assignment editor knows in advance that a story is not worthy of a 

package. A cameraperson may be sent on a story without a reporter just to shoot video and natural 

sound. The producer will be made aware of that situation and will plan on covering that story in the 

newscast as a VO/SOT or VlO. This chapter discusses these types of television stories. 

 

The Package 

 
A TV newscast is mostly made up of packages. That's because, if they are done well, packages have 

all the elements that bring a story alive: good pictures, interesting sound bites, and a well-written 

script. As mentioned, if any of these elements is weak, the story may be downgraded or kept short. In 

other words, the quality of the video and the sound bites often determines the length of a package. 

But even great video and excellent sound bites do not always guarantee.f long package. It depends on 

what else is going on in tlie news that day. Even on slow days, packages rarely run longer than a 

couple minutes  may not have every detail pinned down, but they generally decide on some 

fundamentals, such as whether they are going to do the open, the close, or a transition in the middle 

on camera. If one of these on-camera options may be needed, it should be shot just in case. 

 

Taking Notes 

 

Good organization requires good notes. NBC News correspondent Bob Dotson says he uses his 

notebook "like a pilot's checklist." He says he never finds the creative part of reporting to be a big 

problem. "I always find that the obvious is overlooked, like I forgot to get the wide shot or I forgot 

to ask the mayor whether he was going to run for another term." 
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Dotson notes that as soon as he knows he is going to do a story, he starts putting little boxes in his 

notebook with "thoughts, ideas, pictures, anything" he thinks he may need. "And then I scratch off 

what I don't need as I go along," he adds, stressing, "I do not leave a story until I have checked all the 

boxes that I do need so I don't overlook anything." 

 

Opening the Story 

 

NBC correspondent Roger O'Neil says: "If I can't get you with the first pictures and the first sentence, 

I've lost you. So, I may spend several hours writing the first sentence, and the rest falls into place." 

That luxury of time, however, is usually available only to network correspondents. Reporters at local 

stations would soon be looking for other jobs if they took two hours to pick their first shots and lead 

sentences. O'Neil's comment does, however, point out how important it is to get a good lead and 

strong video at the top of a story. 

O'Neil notes that the first sentence is dictated by the first pictures, and the first pictures are dictated 

by the best pictures. "I can write a story a hundred different ways," he says, "but I'm going to find the 

best pictures and find a sentence that fits those pictures." 

 

Good Pictures 

 

O'Neil takes issue with those who believe the_ words are more important than the pictures. He says 

those who believe that the script should be written first and the pictures added to support the words 

"should be in the newspaper business. We're in the business of pictures," he adds, "not the business of 

words." 

He notes many reporters "fail to tell the story with pictures and then fill in the words" because they 

believe they don't have enough time to look at the pictures. "That's an excuse," O'Neil says. "I never 

write a script until I have looked at the pictures." 

Good organization is essential in putting together a successful package. Reporters try to decide 

quickly how they are going to produce the package.  

 

Organizing the Story 

 

One of the most frustrating orders for most reporters is "keep the story short." NBC News 
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correspondent Roger O'Neil says he finds it more challenging to do a short story than a long one. 

O'Neil believes that the key to writing a tight script is organization. He says he is often accused of 

being "cold or mad at people, or the world," because he is quiet on the car trip back from a story. "1 

am quiet," O'Neil says, "because I'm thinking about the pictures 1 saw the photographer take-trying 

to arrange those pictures in my head. 1 am quiet because I am thinking about what I have to do 

when I get back to the station." 

O'Neil says too many reporters do not take advantage of that gripsack to the station. "They don't 

think about what they are going to do with the story until they sit down at the typewriter," he notes. 

"Then they complain they don't have enough time to tell the story because they haven't thought it 

out." 

Reporters certainly should be using that time in the car to organize their thoughts, and it helps to 

have interviews on audiotape. Every broadcast reporter should carry an audiocassette recorder for 

this purpose. It is not necessary to have a good-quality recording because the audiotape will not be 

used for broadcast, only to help the reporter select sound bites. This tip is a great timesaver. 

NBC News correspondent Bob Dotson says he uses the car ride both to and from the scene to get 

organized. "The minute I know that I am going to do a Dotson says that in addition to good sound 

bites, he is always looking for good natural sound-what a novelist might call mood setters. "What 

you are really doing in TV is not showing or telling but trying to have people experience what it is 

like. Sound can help you experience it, and sound can bring your audience back to the TV screen 

because so much of what we call news just washes over us all the time. But if you stop talking, and 

you hear a rooster crow, people are going to turn to see the rooster. They will put down the spoon, 

stop eating dinner, and come to the TV set." 

As for sound bites, Dotson says, "I always use sound as an exclamation point. I do not use sound to 

explain. There just isn't enough time to let the subject 

explain. In a minute and a half, you have to use several voices to tell all sides of the story. So you, as 

a professional writer, give the basic information and use the sound bite for emphasis." 

Dotson gives this example: "You have a sound bite from someone talking about a picnic. The person 

says, 'We're going to have a picnic on Friday at one o'clock and we are going to have a band there and 

it's going to be a great time and we hope you all will come and it's sponsored by the Kiwanis Club.' 

You take the bite, which is really like an exclamation point-'We're going to have a great time'-and 

you, as a professional writer, fill in the information that leads up to the sound bite. And the sound bite 

proves what you just said." 
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Working with the Video Editor 

 

Dotson compares video editing with rewriting. "It's like a catcher on a baseball team. That's the 

backstop, and all the other things you have done during the process of putting that story together can 

either be lost or saved in the editing room. Sometimes the editor can save the fantasies you had as 

you were writing your story. That's where you are putting it all together-your sound and pictures and 

words-and editors have to be very hard on the process." They must say: "These symbols move the 

story forward, and these symbols you put in the basement and show your parents later on, because we 

don't have time for them." 

Dotson adds: "I always look at a news story as a kind of good jazz ensemble. At some point there is a 

trumpeter, and at some point there is a drummer, and each person has his soul and it's important 

sometimes that they all play together. That's the same way with a story, and the editor helps reinforce 

that." 

 

Activity:  

 
Ø Pick up the lead story of the day from any national paper and then convert it into a television 

report complete with the anchor lead in, voice over, sound byte, piece to camera and graphic 
input. Also mention the kind of visuals you will take to go with your voice overs. 

 

Learning Outcome: 

 

Ø Knowledge of the tasks of a reporter 
Ø Know the elements of a bulletin 
Ø Aware of the qualities of a television reporter.
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Lecture 3 
 

 TELEVISION INTERVIEWS   

 

Objectives: 

Ø Knowledge of the different types of interview techniques 

Ø Challenges of conducting a live interview  

 

 Introduction 

Probably more indignation is aroused by interviews than almost any other aspect of factual television, 

although the objections may arise less frequently over news interviews than those, which come under 

the loose heading of 'current affairs'. Complaints tend to fall into three main categories. There is, first 

of all, the matter of intrusion where, instead of respecting the privacy of, say, the newly bereaved, 

interviewers are seen and heard callously asking questions apparently without a qualm. Any 

questioning in these circumstances would seem to be extremely difficult to justify in a civilized 

society, yet a surprising number of people are willing, anxious even, to talk about their tragic 

experiences, either as a form of mental release or as a genuine attempt to prevent similar misfortunes 

befalling others. 

Certainly some reporters are guilty of overstepping the mark by asking penetrating questions of those 

still too dazed to comprehend quite what they are saying. But such interviews have long been 

considered legitimate journalistic practice, and will no doubt remain so. The most that can be asked 

of television reporters is that they respect the privacy of those who wish it, put their questions with 

tact and sympathy.  

 

Purpose and preparation 

 

Although it is right for those who ask the questions sometimes to be taken to task by their subjects 

and other critics, it could also be argued that the editorial imperative for conducting interviews is not 

always thought through in anything like enough detail. 

For many programme executives in television news - and radio, with much more airtime to fill, is 
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probably an even greater culprit - the knee-jerk response to a news issue is 'let's talk' to someone. It is 

often easy to understand why. For instance, a 'live' interview has the benefit of being shortened or 

lengthened during the course of a newscast (a godsend to a hard-pressed editor sweating over the 

likely appearance or non-appearance of items still being edited for transmission). Yet when the 

interview has been transmitted, perhaps after considerable effort and expense has been spent on 

ensuring that the 'someone' is brought within range of the reporter/presenter and camera, a certain 

vague dissatisfaction with the product may linger. Chances are that in that case three fundamental 

points were overlooked by the editorial team when the interview was being commissioned: 

Is an interview the best way of proceeding? 

If so, are we talking to the right person? 

In that case what do we hope will come out of it? 

Quite often, 'talking to someone' is simply not appropriate for the story, which can be told more 

succinctly by the reporter on the spot or the presenter in the studio. . 

Then comes the question of whether the right person is being approached. Critics of television 

news grumble about favoritism on the part of editors, and hint at a conspiracy to exclude all but a 

small band of 'resident experts' they have found to speak on various subjects, and whose views are 

sought regularly and at length. There is no conspiracy. Broadcasting demands its contributors to be 

articulate, fluent and concise, so it is not surprising that editors prefer the security of performers 

whose reliability is proven rather than gamble with the untried and step into the unknown. Journalists 

themselves may rail against 'rent-a-quote' politicians and officials, but the onus is on journalists 

themselves to widen the net. It is fair to say that considerable efforts have been made in some 

quarters to draw in a more representative sample of 'expert' interviewees, women and members of the 

ethnic communities in particular, but although this approach is to be applauded, going to interview 

the wrong person for the right reason is counter-productive. 

For many interviews, however, the weakest element of the formula is the last. Having decided that 

an interview is required and the most appropriate person found, reporters are too often unsure what 

they want from them. 'What shall I ask you?' is a question I have heard put anxiously by interviewers, 

meeting their subject for the first time a few minutes before transmission. It is not a practice likely to 

inspire confidence. Most interviewees are fully aware that they know more about the topic than the 

person asking them about it - after all, that is why they are there - but intelligent questions are based 

on background knowledge, however limited. 
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The idea is therefore not to begin an interview unless or until some inkling of what will come out 

of it is clear. Opinion, interpretation or explanation, certainly, but based on proper preparation and 

not through 'research' gathered on screen during the course of the interview. 

It may seem a ridiculously obvious thing to say, but reporters must know whom they are 

questioning. Professional journalists are not immune to nervousness or momentary lapses of memory, 

so confirm the details in advance and write them clearly on a pad or notebook for immediate 

reference. In this way it will be possible to avoid the acute embarrassment of having an interviewee 

preface his or her first answer with a correction of name, rank or title. 

 

Types of news interview 

 

Watch any conventional television news programme and it will quickly become apparent that a great 

deal of the speech coming from the mouths of contributors is in the form of answers to questions: in 

other words, interviews. Of course, these may be of such minuscule duration that they barely deserve 

to qualify for the term, but the point is that for a sound bite answer to be selected, someone has to 

pose a question in the first place. 

Of all the different types seen on the screen, possibly the one in most 

frequent use currently is the set 

piece, conducted on the 

interviewee's own territory, in 

some other appropriate setting, or 

from the news studio, for live or 

recorded trans 

 

Forms of interview. Top: 

 Door stepping, informal attempts by journalists to extract something worthwhile from newsworthy 

events. Middle: eyewitness interviews with those able to provide immediate information about 

events. Bottom: news conferences are a way of dealing with large numbers of questions. 

mission. The important thing about the set piece is the presumption it makes of the interviewee's 

willingness to participate, allowing for arrangements to be made far enough in advance for the 

reporter to do some proper homework, including the preparation of questions. 
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Such luxuries are not normally afforded reporters assigned to eyewitness or spot interviews, where 

the most important journalistic quality in demand is the speedy rooting out of those who are willing 

and able to talk about the experience of events which may Just have occurred. The questions here are 

more likely to concern facts rather than opinions. 

Much the same can be said of the 'doorstepper' interview. This is the form of questioning most 

loathed by critics of the press and broadcasters who regard it as akin to a journalist burgling 

someone's home. They might be interested to know that the reporters hate it too. The reporter waits, 

perhaps literally on the doorstep of a building (hence the name), in order to snatch a few words, any 

words, with participants in some newsworthy event. These hit-or-miss affairs have become familiar 

sights on many a nation's television screen. In the general scrum all too often associated with these 

matters, the television reporter may get no further than thrusting the microphone forward to ask such 

elementary questions as 'What's been happening?' or 'What's next?' in the hope that what may start 

out as non-committal, even grudging answers may, with perseverance, become proper interviews in 

which some real information is forthcoming. 

Even the refusal to say anything other than 'no comment' is often considered worth screening if 

only to show the manner of rebuff. Some seasoned interviewees are not above turning the doorstep or 

shouted question to their own advantage.  

This method of interviewing is one stage removed from the vox pop (vox populi), an entertaining if 

often inconsequential sounding out of opinion among people, members of the public, stopped in the 

street. The aim is to achieve a cross-section of views or reactions to a specific topic, with each 

contribution usually boiled down to a few words. The technique calls for the same questions to be put 

in the same way each time so that the answers may be edited together without the interviewer 

popping up in between to spoil the flow. They are often in the 'Do you prefer cats to dogs?' category, 

although local news programmes often reflect reasonable public views about more serious subjects, 

such as a budgets and elections. 

All interviews may be said to be variations on these four broad categories, including the news 

conferences so beloved of politicians and others. These occasions are usually held to avoid the need 

for separate interviews, and so take place somewhere large enough to accommodate all the television, 

radio and print journalists who wish to attend. The numbers are likely to run into hundreds, 

presenting enormous difficulties for the television news reporter, who may not get the opportunity to 

put a single question. 
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At other times, paths may be smoothed by the organizers' imposition of an advance order of 

questioning, although this can be taken to extremes, with clever stage management to ensure that 

there is time for only 'friendly' questions to be taken. 

Settings for news conferences, as for many other newsworthy happenings, take the choice of 

location entirely out of the hands of the reporter and camera-operator. Then it is a matter of making 

do with whatever site is available, relying on good picture composition and sound quality to make the 

result as satisfactory as possible. 

Far more desirable from the reporter's point of view is the selection of a background appropriate to 

the story being told. For example, it makes sense to interview the scientist in the laboratory rather 

than in front of a plain office wall, to talk to the newspaper editor against a background of newsroom 

activity, to the shop floor worker on the shop floor, and so on. Relevance should always be the aim. 

One word of caution. There is a very fine line between a background of interest and one so 

absorbing it distracts the viewer from what is being said. Being too clever can thy, and do not 

demand answers as of right. 

It is all very well for the reporter to ask the questions the average member of the public would dearly 

love the opportunity to put. Actually coping with the answers poses a problem by itself. 

The experienced politician is quite capable of turning aside the most difficult question with a 

disarming smile and a reference to the interviewer by first name. The others who are adept at 

ignoring questions and going on with their prepared answers can be 'chased' with repetition until they 

are caught or their evasions become obvious. But the reporter's real troubles begin when he or she 

does not listen to the answers. 

This is by no means as uncommon as it may seem. The pressure on a questioner conducting an 

interview can be almost as great if not greater than on 

the interviewee, and it is all too easy to concentrate on 

mentally ticking off a list of prepared questions instead of 

listening, poised to follow up with an occasional 

supplementary. If the reporter's concentration wavers, any 

number of obvious loose ends may remain untied. 

Ideally, it should be possible to forget the camera and the 

rest of it, relying on sound journalistic instinct to take 

over. 
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Jumping in too soon with a new question before the interviewee has finished could seem rude to 

the subject as well as producing an ugly overlap of voices which may also be uneditable if the 

interview is being recorded. When an interruption is necessary, it is better to wait until the subject 

pauses for breath or the inflection of the voice is downwards. If the question is genuinely 

misunderstood, the reply halting, or off course in some other way, the reporter is well advised to call 

out 'cut' to stop the camera, so the problem can be discussed before restarting the interview. This is 

far more sensible than stumbling through to the bitter end and hoping there will be enough time left 

to try all over again. 

 

The set-piece interview, step by step 

 

As an example of the way a typical set-piece interview might be conducted, consider the sequence of 

actions taken in this imaginary question and answer session in the third floor office of a government 

economics adviser. Assume that both participants have been adequately briefed. Time is important, as 

the reporter has an early-evening programme deadline to meet, and the adviser has to leave for the 

airport within half an hour. 

 

Step 1,' setting up 

 

The office is of medium size, the furniture consisting of a large desk with a swivel chair behind it, 

one easy chair and a coat stand. The only natural light comes from a single window overlooking a 

main road and heavy traffic. On this occasion the camera equipment, having been manhandled from 

the lift a few yards away, now litters the floor. The camera-operator unstraps the legs of the tripod 

and sets up opposite but slightly to the left and in front of the interviewee's chair about three meters 

away.  

Typical office setting for a one-pIus-one set-piece interview for television news. 

is slid on to the base plate fitted to the tripod head and locked firmly into place, the camera-operator 

consulting the built-in spirit level to ensure that the camera is level. The reporter gets a chair from an 

outer office and places it about a meter to the left and in front of the camera. Having found the office 

power socket outlet, the camera operator puts up two 800 watt lights. Both are on stands which are 

extended to their full height so the lamp heads can be angled towards the participants without 
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blinding them. One becomes the 'key' light behind the reporter's chair, the second, the back light, is 

positioned out of shot, over the interviewee's shoulder, 'barn-doored' to keep the light off the camera 

lens. 

This, then, is the classic interview set-up, with the camera in position as the observer of a 

discussion between two people. But as it will concentrate entirely on the interviewee, compensation 

has to be made for any impression that no one else is in the room. For this reason, as the lens looks 

over the reporter's shoulder, it frames the subject in three-quarter full face, slightly off-centre, making 

him look across the empty side of the screen towards the questioner. Moving the camera more to the 

left would have the interviewee looking directly into the lens. 

  

Positioning the 

camera correctly and 

unobtrusively will 

enhance the value of 

any interview. Poor 

placement will 

detract.  

The classic position has the camera looking towards the subject over the interviewer's shoulder (a). 

The interviewee is framed in three-quarter full face, so both eyes can be seen, and looks towards the 

questioner, not the lens. The subject should be set slightly to one side (b) looking slightly across the 

empty side of the frame. Too square framing (c) suggests a 'party political' or other direct appeal to 

the audience. A profile shot (d) has the subject looking out of frame, making the audience feel 

excluded. The camera height (e) should be set to give the operator a view two or three inches above 

the subject's eye-line. 

More to the right would produce a full profile, making him look out of the picture - television's 

equivalent of allowing the subject of an end-column newspaper photograph to look out of the page. 

The height of the camera is set so that the camera operator's view is 50-80 mm above the subject's 

line of sight (eye line). Going below the eye line and looking up has a distorting effect. 

 

Step 2: final preparations 

The two main characters emerge from an outer office where they have had a brief talk about the area 
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the interview is intended to cover, although the reporter has been careful not to go into detail about 

the questions. As they settle into their seats, the camera operator attaches a tiny microphone to the 

clothing of each person. Now, with the recording cable plugged into its socket at the back of the 

camera, the camera-operator asks each participant in the interview for a burst of 'level' to ensure that 

both voices are heard at equal strength. Traffic noise from the street three floors below is minimal 

thanks to the window blind, but the sound of the telephone ringing intrudes through the thin office 

wall. It is probably the reporter who asks the secretary next door to ensure that any calls which would 

interrupt are diverted to another extension. 

The reporter refers again to the questions scribbled on his notepad and switches on the tiny audio 

cassette recorder he has brought along. The camera-operator checks that a fresh video cassette has 

been inserted into the camera, switches on to the VTR stand-by position, gives the focus on the 14:1 

zoom lens a final tweak, checks the automatic exposure, and takes one last look around the room to 

ensure that everything is properly in position. 

 

Step 3: interview in progress 

 

'Quiet please', calls the camera-operator. A second or so later he flicks the switch to start the 

recording, checking to ensure that the tape is beginning to roll from the cassette. For the first six or 

seven seconds he records what is known as an establishing two-shot, taking in the back of the 

reporter's head, the interviewee and the top of the desk, to show the respective positions of the two 

people taking part. As long as the interviewee has been warned not to speak at this stage, the two-shot 

can be dropped in by the picture editor over any of the questions, or used as a means of joining 

separate chunks of interview neatly. This shot complete, the camera-operator now frames the 

interviewee on his own, calling out 'action', 'running', or simply 'go ahead' as a cue for the reporter to 

begin asking his questions. 

As a typical news interview is rarely longer than six or seven questions, the camera operator goes 

through his usual sequence of shots, using the zoom lens to give a pleasing visual variation and to aid 

swift editing later on. He does this without stopping the camera or the interview, but makes sure any 

movement is made only during the questions, otherwise editing would be more difficult. He holds the 

first two questions and answers in a steady medium shot, from the waist up. As the third question is 

being asked he tightens to a medium close-up of the head and shoulders. 

manoj.chauhan
 34



At this point, with the digital time-code display on the camera showing that 6 minutes 45 seconds 

of tape have been used, the reporter calls out, 'Cut!' The camera-operator switches off, and turns off 

the lights which have made the room rather warm. The interviewee is disconnected from the 

microphone lead, shakes hands all round, excuses himself and prepares to depart for the airport 

roughly ten minutes earlier than he expected. 

 

Step 4:cutway questions 

 

Now comes the time to complete the cut-aways or reverses. Because only one camera was being 

used, the shots during the interview were concentrated on the subject, so the reporter now has to 

repeat his questions for possible use by the picture editor. It is a method of bridging different sections 

and inserting the interviewer in a way  which looks 

 

Varying the shot. A straightforward news interview is likely to be based on three pictorial elements: a 

two-shot of both subjects to set the scene and a medium close-up and close-up of the interviewee. 

'Reverse angles' of the interviewer will be shot later (see Figure 9.12). 

smooth on the screen, but it is a device which has fallen into disfavour with some news services, 

which prefer to 'jump cut' between portions to show that interviews are edited. 

Cutaways are carried out in two ways: the reporter 

can play back the conversation as recorded 

on his or her- own audio machine, or ask the 

camera-operator to rewind the tape and replay 

interview sound and picture through the camera 

viewfinder. The aim in either case is to ensure that 

the questions follow both the phrasing and tone of 

the original. On this occasion the reporter 

settles for his audio tape recorder, and jots down 

 

 Where interviews are conducted with a single camera, as on most news stories, reverse angle shots 

are sometimes used to 'insert' the reporter at the editing stage as a way of bridging sections neatly. 

Correct repositioning of both camera and interviewer is essential, or the questioner may appear to be 
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looking in the same direction as the interviewee and not towards them. The camera operator's rule: 

the ear the camera sees during the interview (a) must be the same one the camera sees in the cut-away 

(b).the information he needs alongside some of the original notes he made as a guideline before the 

interview. 

The camera-operator now has to concentrate on the face of the reporter, which he was unable to do 

during the course of the interview, and it means moving either the subject or the camera to a new 

position. The camera-operator concludes that in this case it is simpler to ask the reporter to move his 

chair and to adjust the lighting accordingly. Now he re-focuses, taking great care to ensure the eye 

line is correct by keeping the camera at the same height as before. To help the picture editor put the 

interviewer accurately into the edited story, the camera-operator follows the simple rule he made for 

himself years earlier: the ear the camera saw during the interview proper must be the same ear the 

camera sees in the cut-away questions. Getting it wrong would create an impression of interviewer 

and subject looking in the same direction instead of at each other. 

As an extra insurance, the interviewer is framed throughout in a medium shot, so wherever the cut-

away appears the reporter will seem to complement and not dominate the subject. The questions 

themselves follow the original sequence. Although they are now being asked of no one the reporter 

tries hard to recreate the spontaneity of the interview which took place a few minutes earlier, taking 

the opportunity to tidy up one or two insignificant grammatical errors. After each of the cut -aways 

he looks down at his pad to refresh his memory, pausing deliberately for two or three seconds before 

asking the next question. He knows if he speaks while still looking down at his notes the picture 

editor will be unable to use the shot. 

To finish, the reporter does several 'noddies', understated movements of the head to simulate 

reactions as they might have occurred at various points during the interview. These serve the same 

purpose as the questions, acting as bridges between edited sections, but reporters generally seem 

unable to carry them out with much conviction, and so the technique fell into disuse in the late 1990s. 

There is also a feeling among news people that in some interviews the inclusion of a 'noddy' might 

create the impression that the reporter was agreeing with what was being said. As an alternative, 

camera operators sometimes record 'steady listening shots', of an attentive but otherwise immobile 

reporter and, when time allows, a close-up listening shot of the subject is also added to give the 

picture editor maximum choice of material. 
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Studio interviews 

 

Although it is possible to record or transmit live a typical studio interview between two people using 

two cameras, or at a pinch only one, most studio directors would prefer to use three, one 

concentrating on each participant and the third to provide the variety of a two-shot. 

Live studio interviews in news programmes offer flexibility and the opportunity for more 

sophisticated production than can be achieved using a single camera on location. Many studio 

directors will have access to three cameras - one concentrating on a medium close-up/close-up of the 

interviewer, one concentrating on a medium close-up /close-up of the interviewee, and the third for a 

two-shot. With careful planning it would also be possible to move cameras one and two during the 

interview to provide pleasing 'over the shoulder' variations. 

 

As parts of newscasts rather than as programmes in their own right, live interviews have the merit 

of being malleable. Those that are not getting anywhere can be savagely shortened. Good ones can be 

allowed to continue at the expense of other items dropped during transmission. Then there are some 

producers who, without much regard to quality, will happily tailor their interviews to fit whatever odd 

spaces remain in their programmes, and there are still more who have cause to be thankful for the 

interviews that are able to fill a void created by a sudden breakdown in another technical area. 

The satisfaction of those conducting anyone of these battles of wit is that the outcome depends on 

the judgment and ability of the interviewer alone, and has to stand without the benefit of editing after 

the event. The techniques required are generally no different from those used in other types of 

interview, except that the questioner probably needs to be more mentally alert than ever, and deeper 

briefing and preparation are necessary to ensure there is no drying up. 

The one extra skill, which has to be developed, is a sense of timing. The interview must not be so 

hurried that there is nothing left to say and still some of the allocated time to spare. Neither must 

there be such dalliance over the first part that important ground remains to be covered and the 

interviewee have to be cut short in full flight. 

The studio gallery gives various timings as the interview proceeds, the most crucial time being the 

final minute. The interviewer has an ear tube through which timings are provided by the director, the 

programme editor or the production assistant. The final ten seconds are counted down separately. On 
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zero, it is time to say something like: 'Well, we must end it there.' The most experienced interviewers 

are really adept at this timing exercise, able to wring the very last ounce of value from their 

interviews right up to the dying seconds. 

Modern studio techniques may also link the studio director (and through him or her the programme 

editor/producer) in the control room to the interviewer in the studio through the earpiece. In this way 

instructions about timing as well as editorial matters can be given direct. Some presenters and 

reporters like to use this system throughout live newscasts, preferring the babble in the control room 

to the isolation they would otherwise feel. They say they are not distracted by the general background 

noise and can easily pick out instructions meant for them. 

'Down-the-line' interviewing, linking the journalist in the studio with an interviewee elsewhere, has 

become a routine element in many television news services. 

The growing popularity of 'live' news interviews has seen a corresponding increase in a production 

technique, which keeps the interviewer in the studio while the subject is elsewhere. The main 

difficulty this 'down-the-line' interview style presents is that more often than not the journalist is 

unable to see the person being interviewed, even though their image may appear to the viewer to be 

in shot. This is done electronically, and means the interviewer has to turn to face wherever the subject 

seems to be. 

Making any interview seem realistic while looking at a blank studio wall can be very awkward for 

the inexperienced to master, especially without any rehearsal. There are occasions when extra 

monitors can be placed on the desk to enable real visual contact to be established (although the 

interviewee is very unlikely to be able to see the questioner) but this calls for the setting up of 

additional shots on the studio cameras and at some stage during the newscast the equipment will 

probably have to be removed. 

 

STEPS TO A STRONG INTERVIEW 

 

-One of the most basic building blocks of journalism is the interview. It sounds 

obvious, but reporters have to talk to people to learn what's really going on. More than that, however, 
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journalists need to include people's voices in their stories to make those stories come alive. 

Interviewing takes preparation and skill. It's not just a matter of going out with a question and coming 

back with a sound bite. 

NewsLab offers the following tips as a starter kit. If they help, please let us know.  

Decide whom to interview 

• Talking to "the usual suspects" all the time can make stories predictable and flat. The trick is 

to choose unexpected sources, or to get the usual suspects to say unexpected things.  

• Ask these questions to decide whom you'll talk to: Who is most directly involved in this 

story? Who is the central character? Who is most affected by what is happening in this story? 

Who is in conflict in this story? Who might have more information about this story? Who 

could help me find the right person to speak to for this story?  

• Ask these questions to decide if you have chosen the right source: How does this source know 

what he or she knows? (Is this person in a position to know these things--either personally or 

professionally?) How can I confirm this information through other sources, through 

documents? How representative is my source's point of view? (Is this just one person who 

complains loudly about the landlord, because he or she has a personal problem? Or is this the 

most articulate voice speaking for an entire group that has serious, legitimate problems?) Has 

this source been reliable and credible in the past? Am I only using this source because it's the 

easy way to go? Because I know I'll get a good sound bite? What is the source's motive for 

providing information? (Is this person trying to make himself look good, or to make his boss 

look bad? Why is he or she talking to me in the first place?) Am I being manipulated or spun 

by this source?  

Persuade reluctant sources  

• They don't have time. Offer a more convenient time or place. Say you'll drive to work with 

them in the morning and talk along the way. Be prepared to limit the amount of time you 

need, if this is an important source.  

• They're afraid. They think you will make them look bad. Be clear about why you want to talk 

to them and why the story needs their point of view. If they are just anxious about talking to a 
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reporter, work hard at being a real person so they can relax. Don't use the "interview" word. 

Just say you want to talk to them, but be clear that it will be on camera.  

• They don't know what to say. Maybe you have chosen the wrong source. Or maybe you have 

not been clear about what you are seeking. Focus on what the person does want to say, so you 

can draw them out. If you are dealing with children or victims of trauma, take special care.  

• They are being protected. You have to get through a secretary or a public relations officer to 

the person you want. Write a letter directly to the source. Call during lunch or after business 

hours--you may find that person at his desk without a secretary to run interference. Some 

reporters have been known to just show up at the office or at a location where the person will 

be (the parking lot, a football game). Cultivate the person who is standing in your way. 

Sometimes they will even take your case, if you are polite but persistent. Use an intermediary-

-someone who knows that source and can put in a good word for you. 

• Start from the premise that public officials should talk to you, and that you have a right to 

know. Appeal to their sense of public service. If they say no comment, ask what they thought 

the last time they read a story with a no comment in it. Did they think the person was hiding 

something? Wouldn't they rather provide some information to set the record straight? Appeal 

to their sense of importance. Tell them you really need their point of view, that they can 

contribute something no one else can.  

Prepare for interviews  

• Research the person. Ask others about the person; see what has been written about them 

already. If it's a famous person, you don't want to ask a question that the person has answered 

hundreds of times unless you can ask it in a very different way. Use the Internet, clipping 

files, talk to other journalists who have interviewed that person.  

• Research the subject. You need to know what you are talking about. This establishes your 

credibility from the start. Check clip files, the Internet, colleagues. The more you know, the 

better the questions and the better the answers, the better the story. But don't assume that 

because something has been published it must be true. Use your research as background, not 

as fact.  
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Know your purpose  

• Know what you hope to accomplish in each interview. Do you need factual information or the 

person's reactions to a situation, or are you looking for a deeper understanding of the person? 

This will guide you in planning and preparing questions.  

• Picture the best possible outcome for each interview. Then ask yourself what problems may 

arise and how you will get over them? For example, know what you will do if the person 

wants to go off the record. Check this glossary of terms for useful definitions of agreements 

between sources and reporters.  

The Art of Shooting the Video Interview 

 
A Moving Portrait 

By Bill Farnsworth  

 

Editor's Note: This was originally posted on rec.video.production Thanks Bill!  

I will tell you what I know from setting up and shooting ......... jeez, it's got to be way more than a 

couple thousand interviews in the last 22 years.  

First off, you have to have the right lighting equipment. There just isn't a substitute for quality gear 

because, it reflects (ha ha) in what you wind up with as a final portrait. And an interview is an active 

portrait.  

Now, you need a controlled environment to shoot in. Finding this location is a collaboration between 

the director, cameraman AND soundman. If the room sucks because of the sound, find another room. 

Or plan on spending all the time needed to make the room sound just right. The priority is hear, then 

see IOW, you are there to hear the words, as well as look at a pleasing background.  

You also need a room that is long enough. Twenty feet of length is ideal. The plan is to get the 

camera as far away as possible from the subject. And to get the subject as far away as possible from 

the background. Obviously, finding a large room isn't always going to happen. Just be sure you have 

explored all the possibilities before settling on a particular space, if you have the option to do so.  

To properly light for an interview, you have to first remove all the existing light, unless you are 

planning on using what is already there. Daylight generally sucks because of the possibility of it 
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constantly changing, unwanted outside noise, reflections, or it's the wrong color temp for what you 

need to work with. And overhead office light just sucks.  

I travel with a duffle bag full of Duvetyne (heavy black fabric) , grip clips, gaffer tape, and 

expandable poles. I use these to cover windows, walls, or anything that needs to be covered that 

would interfere with the lighting set up. Once the environment is controlled, then you can start to 

light. I'll just describe setting up for a "one on one" interview under ideal conditions.  

The camera is ten feet from the interviewee. The interviewee is seven feet from the background. The 

screen direction is right to left. The interviewee is on camera, camera right. The interviewer is off 

camera, camera left. The lighting and camera balance is tungsten. (Assume no budget for 

HMIs.....bummer.) Camera filtration is whatever you want. I like a soft FX1 for effect. And an 81B 

for color correction (warmth). Now, everyone has his or her own favorite lighting fixtures. No big 

deal. You use what you like. With one exception. You must use a Chimera or Photoflex light bank on 

your key light. You will NOT have the control you want without one.  

For a key, I use a Lowel 700w Tota-light inside a small Chimera with a 60 grid on the face of the 

Chimera. I like the spread that the Tota gives. The key is placed on the same side of the camera that 

the interviewer is sitting on. In this case, camera left. It's placed so the interviewer is between the 

light and the camera. place it so the soft shadow falls on the right cheek.  

I use a 200w Pepper with Opal or 216 diffusion on the face for a backlight. Most shooters use these 

lights, or Arri 150s. It doesn't matter. What does matter is getting that backlight in the right spot. You 

will need a boom pole on a strong stand. (heavy duty equipment is a must for professional setups). I 

use Avenger combination boom/stands. I think they are A470s.  

Place the fixture so it is above (three feet) and behind the interviewee about four feet. And a little bit 

screen right. Then, put a dimmer on the end of the fixture for control.  

You now have two lights set up for a three point lighting exercise. The third point is camera right. 

Next to the interviewee. This is the fill. It can be a white or silver reflector (Passive source). Or, it can 

be another light (Active source). This is used to reduce the contrast from the key light. Use it to your 

taste. Just don't make the lighting totally flat with it. A kiss of fill light is the norm.  

If you are using an active source, use a 100~200w fixture with an extra extra Small Chimera light 

bank on the face. AND a dimmer. OK, now you have a three point lighting set up.  

Lets move on to the background. I always try to make my backgrounds as out of focus as possible. It 

makes the overall picture very pleasing, and it keeps the viewer's attention focused (ha) on the 
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interviewee. That's the main reason the camera is as far away as possible from the interviewee and 

the interviewee is as far away as possible from the background. What this is doing is forcing the 

camera to shoot with a long focal length for a chest and head shot, with room for an even tighter 

second shot.  

What ever you use as prop(s) in the background, just make sure it's lit somewhat. A Dedolight Patten 

Projector on a Dedolight or a 200w Pepper or an Arri 150 is one way to break up the background.  

A slash of light, or oval of light behind the interviewee is another pleasing effect. Very warm light, or 

daylight blue light works nice for this lighting. Just don't let any of it spill onto the foreground.  

If you are using a canvas backdrop you may find that you will need a bunch more light to make any 

lighting effect work. They tend to absorb light. And keep it as far away from the interviewee as 

possible. Always think "Out of focus". 

Activity: 

Ø Evaluate the quality of live reports aired on your favorite channel and suggest some ways of 

improvement in the way the studio interview or live interview was conducted. 

 

Learning outcome 

 

Ø Learning the art of conducting good television interviews 

Ø Acquiring skills for conducting live interviews 
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Lecture 4 
 
 
Beat Reporting 
 
 
Objectives 
 
Ø Understanding the concept of beat reporting 
Ø Learning the skills required for covering a special beat  

 
 
Introduction 
 

As with just every other position in this technological era, the better prepared you are, the 

better the chances of you getting a job as a reporter. If you have a degree in economics, 

health sciences, international relations, environmental sciences for example, you are more 

attractive to a news editor than people having general qualifications. 

Specialty or beat reporting is one of the most interesting jobs in broadcast news as it 

provides an opportunity to spend more time developing and working on stories. Many 

beat reporters also find their work more rewarding because they can develop an expertise 

that provides that added dimension to their work. However, one disadvantage is that not 

as many jobs are available for specialty reporters. There may be ten general assignment 

reporters and only a couple of specialty reporters. 

 

Business Reporting 

 

Many radio and TV news organizations regularly program. Business news; some even 

offer daily business programs. Other organizations that do not set aside time for business 

segments in regular news programs still may have someone on the staff who covers 

business news. Business specialists need to understand the complex issues of business 

and finance. These issues include mergers and takeovers, the savings-and-loan scandal, 

the ups-and-downs on Dalal Street, and interest rates and trade deficits. 

Students thinking about a career as a business reporter should take courses in 

economics, marketing, and other business-related subjects . 
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As always, research is a necessity. Broadcasters specializing in business reporting 

should read periodicals such as Business Week, The Economic times, and Fortune. The 

Wall Street journal is the bible for the business world.  

Many good trade publications are also devoted to business and industry. Although 

many of these publications have biases that the reporter must consider, they should by no 

means be discounted. They are full of information that helps reporters learn about 

industries and new systems, techniques, and products. 

The business reporter uses the same basic techniques as a general assignment reporter 

developing good sources and crosschecking information for reliability. Covering business 

is a little like covering politics. There's a lot of speculation, and a good reporter soon 

learns to be skeptical about any predictions concerning the economy, interest rates, and 

the stock market. 

 

Sports Reporting 

 

Many people are attracted to broadcast sports reporting because of their interest in sports 

and because they think it's more fun than covering city council meetings. The problem is 

that so many beginners have the same idea that not enough opportunities are available to 

provide jobs for them all. TV stations that may have six or more general-assignment 

reporters usually have only one fulltime sports reporter-anchor. 

Sports reporting also requires some additional skills that general reporting does not. 

Personality has become important; knowing sports inside out is not enough anymore. 

Most news managers look for sports people who can attract an audience with their style 

of delivery. 

Good organizational skills also are important. Sports reporters, particularly in small 

markets, are expected to cover local games and to be able to cut a lot of video quickly 

from a variety of sports contests that are being recorded throughout the evening. Sports 

seasons tend to overlap, which means that Ranji Cricket and International cricket games 

are often held at the same times as professional hockey matches, amid a variety of other 

sports.Collecting all this information and cutting video of all these activities is 
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demanding. 

How does a journalism student prepare for a sports reporting job? The best  

way is probably through an internship. Sports reporters look for sharp college students 

who know sports and know how to edit videotape. Quick learners may find that they 

soon cover high school games and even anchor on the weekends. Because most sports 

anchors, like news anchors, are looking for opportunities in larger markets, frequent 

turnovers sometimes occur at the sports desk. The weekend sports person who learns 

the job well sometimes gets the sports anchoring job during the week. 

Sports anchors with a lot of talent and personality can demand good salaries in 

large markets. Like other anchors, however, they often are subject to the ratings and 

whims of management. Job security is less certain for sports anchors than it is for 

most beat and general-assignment reporters. 

One of the most successful and popular sports anchors on television is ESPN's Dan 

Patrick, who started out loving sports as a young man playing basketball in high school 

and college. But he never achieved the kind of success as an athlete that he has as a sports 

anchor. As the host of ESPN's Sports Center, Patrick has, as stated by Mark Lisheron in 

the American Journalism Review (May 1999), "earned a reputation as one of the nation's 

premier sports broadcasters”. 

 

Health Reporting 

 

Knowledge of health and medical issues are assets to news managers. Most large news 

staffs have someone assigned to a medical and health beat. Many broadcast news 

producers regularly include health and medical stories in newscasts. Reporters do not 

have much trouble-selling producers on a good medical story. Likewise, depending on 

the size of the market, good health and medical stories are usually not difficult to find. 

Because they are public-relations conscious, hospitals and research centers often 

bring stories involving their facilities or research to the attention of radio and TV 

newsrooms. Listeners and viewers also provide tips on medical-related stories, usually 

when someone close to them has been involved in something good or bad at a medical 

facility. Many tips concern malpractice, but some involve lifesaving techniques and 
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appealing human-interest stories about children waiting for organ transplants and the 

generosity of people who contribute hundreds of thousands of dollars to make the surgery 

possible. 

Objectivity is always an essential part of all reporting, but sometimes-medical 

reporters must be particularly sensitive about their reports because providers often appear 

to be in the wrong. Doctors are accused of charging too much or refusing to accept 

Medicaid patients. Hospitals are criticized for turning away some patients and price 

gouging others. Many of these stories are true, but reporters must examine both sides of 

any issue. Reporters sometimes discover that hospitals are on the verge of financial 

collapse because of rising costs and heavy investment in equipment. They find that the 

government is slow in paying Medicare patients' bills and is often unrealistic when 

deciding on the amount doctors can charge. 

Good medical reporters look for positive stories about doctors and hospitals to 

balance the negative ones. If and when reporters find they are beginning to dislike the 

medical profession as a whole, it's probably time for them to start looking for another 

beat. Health and medical reporters also cannot allow themselves to be duped. They must 

constantly ask tough questions about the medical establishment and whether it is meeting 

the needs of the people. 

 

Feature and human interest stories 

 
What are feature stories? 

 

Feature stories are really more like nonfiction short stories than "hard news" stories. In a 

feature story, the immediacy of the event is secondary -- indeed most of the time there is 

no "event." The power of the feature story is in its ability to amplify the focus on an issue 

through great story telling, irony, humor, human interest, atmosphere and details. Feature 

stories give viewers information, but in an entertaining, pleasing format that highlights an 

issue by describing the people, places and ideas that shape it. Although they are usually 

longer than news stories, features, like all stories, have a clear beginning, middle and an 

end. 
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Feature story format and style 

 

Features stories, while not news reporting, are still journalistic and should not be 

confused with creative writing or works of fiction. In news stories, you generally make 

your point, set the tone, and frame the issue in the first 30 seconds. In feature stories 

however, you can develop the theme of the story and postpone your point until the end, if 

that suits your style 

Try to keep an open mind when interviewing your subjects and sources and avoid 

the tendency to impose your ideas on them, or try to steer the story. Avoid deciding on 

the theme of your story until you have gathered enough information that you feel 

comfortable deciding on a direction, or point of view. When interviewing or observing 

actions or activities, capture everything you encounter: emotions, passing thoughts or 

ideas, smells, noises, textures, everything you see including details in the surroundings. 

These will help bring life to your story.  

 
Kinds of feature stories 

 
There are many kinds of feature stories that are appropriate for nonprofit organizations. 

Here are a few of the more popular ones. 

 
 HUMAN INTEREST: 

 

 The most common type of feature story is the human-interest story or profile. These are 

meant to reveal an individual's character and to discuss issues through the eyes or 

experiences of another. Interviews reveal different facets of your subject, and readers will 

feel they have gotten to know him/her through your interviews. Consider stories about a 

volunteer, board member, donor, program participant, alum, etc.  

 
HOW-TO:  

How-to features help people learn about an issue by telling them how to do something. 

Whether it is how to start a recycling program, cook a meal for 100 homeless people, 
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repair a roof for a shelter, or techniques for teaching an adult to read -- the "how-to" 

format lends itself well to the exploration of many nonprofit topics. Be sure to interview 

lots of "experts" and include interesting sound bites.  

 
HISTORICAL FEATURES:  

 

Historical features highlight or commemorate important dates in history or turning points 

in our cultural development, and offer a useful format to use juxtaposition to compare 

"then and now." A variation on the historical feature is the "this date in history" 

featurette, which reminds people of some significant event on a date, and offers a chance 

to revisit the event and the issues surrounding it.  

 

BEHIND THE SCENES: 

 

Insider looks at unusual occupations, issues, or events give viewers a feeling of getting 

into the inner circle. Readers like feeling privy to unusual details or "well kept secrets" 

about procedures or activities they might not ordinarily be exposed to, or allowed to 

participate in. 

 
Have fun 

 

The main thing to keep in mind when doing a feature story is to have fun, and 

enjoy and get to know the people you are shooting or meeting for information. Let 

yourself stay open to new experiences and ideas, and relax. Think of your assignment as 

an adventure not a reporting assignment. You will enjoy yourself much more. Your 

subjects and sources will be more comfortable around you and will open up to you. And, 

the more they do, the better your story will look.   

  

Environmental Reporting 

 

The growing concern for the environment in the past decade has encouraged broadcast 

news managers to allocate more news to the subject. In many newsrooms, the 
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environment is still covered by general-assignment reporters, but more and more news 

managers are hiring broadcast journalists who have become familiar with environmental 

problems. Knowledge of the subject can be acquired in college, but reporters often gain 

their expertise simply by taking the time to learn about the complex issues. 

Numerous periodicals deal with every aspect of the environment, and reporter’s intent on 

learning about environmental issues should spend many hours in the library reading these 

publications or should subscribe to them. Private and government groups also offer a 

wide variety of environmental seminars throughout the country.  

 

A reporter can follow the following guidelines: 

1. Learn the issue. 

2. Maintain skepticism. 

3. Seek out all viewpoints. 

4. Ask probing questions. 

5. Report the story as accurately and as fairly as possible. 

 

Unless reporters covering the environment completely understand the various aspects of 

the story, they would be better off not doing it at all. If reporters misinform people about 

politicians, they do not cause too much damage. But, if you falsely report to the 

community that children are at risk because of something in the schools, or the land, or 

water, you have done much harm. At the same time, reporters who fail to inform the 

public about a real risk do even greater harm. 

 
Investigative Reporting: 

 

Some journalists believe that the term investigative reporting is redundant-that all 

reporting is investigative. There is some truth in that statement. It is true that reporters 

ask questions and do some research for just about every story, but little in the way of 

actual investigation takes place, and, in probably 90 percent of the stories we hear and 

watch on radio and television, not much investigation is required. 

It is not investigative reporting to ask a fire chief if the cause of a fire was arson. 
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Likewise, it is not investigative reporting to ask a police detective if the double homicide 

he's investigating was drug related. And, for good or bad, aren't those two of the most 

common questions asked by reporters during the course of a day or week, at least in most 

large communities? We are not claiming that this is the way it should be-that's another 

debate-but it is reality; however, there is a great need for investigative reporters to deal 

with the 10 percent of the stories that most of us are not even aware of 

The best investigative reports reveal information that otherwise might not be revealed 

to the public and often involve information that some individual or group either in 

government or industry might be trying to hide. Sometimes the stories produced by such 

investigations may be contrary to the versions set forth by government or business 

officials trying to conceal the truth. The very best investigative reports-the kind that often 

win the coveted Pulitzer Prize-effect some change in the way government or private 

industry does business. 

Essentially, investigative reporting means digging beneath the surface and telling 

your audience what is really going on by emphasizing the "how" and the "why" and not 

simply the "who," "what," "when," and "where."  

 
Activity: 
 
Ø Identify any one beat and then 2 beat reporters in two different leading channels 

and analyze their work – the kind of issues covered the focus of the story and the 
angle from which it was reported. 

 
Learning Outcomes 
 
Ø Develop an understanding of the different beats 
Ø Acquire skills required for covering special beats 
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Lecture 5 

 
LIVE REPORTING 

 
Objectives 
 
Ø Learning the art of organizing thought for live reporting 
Ø Learning the art to ad libbing 
Ø Learning to deliver  

 

Introduction  

 

This chapter offers some suggestions for handling the special pressures and 

responsibilities that reporting live places on broadcast journalists. 

Reporting live from a mobile unit has always been routine for a radio reporter. 

Immediacy has been radio's big advantage. Since the early days of radio, people have 

been accustomed to getting the first news of an important story from that medium. Often, 

the news has come from a radio reporter at the scene. 

Radio has lost some of its advantage as new technology has made it possible for 

television to put a live signal into homes almost as quickly and easily as radio does. 

Radio continues, however, to be first in reaching a large portion of the listening audience-

those traveling on the highways. 

 

Organizing Thoughts 

 

Because they broadcast live so often, radio reporters learn early in their careers how to 

organize their thoughts quickly. They also develop the skill of ad-libbing. Radio reporters 

are often expected to report from the scene of a breaking story for much longer periods 

than their TV counterparts because radio is normally not under the same time limitations 

as television. It is much easier to interrupt a music format on radio with a breaking story, 

for example, than it is to interrupt a soap opera on television. Lost advertising revenue is 

far less expensive for a radio station than for television, and it is much easier for a radio 

station to make up lost commercials. 

The best way to organize material for a live report is to use a reporter's notebook. 

This device is particularly handy because it fits into a handbag or jacket pocket. Always 
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take more than one pen or pencil. (In freezing weather or pouring rain, a pencil works a 

lot better than a pen. 

 In anticipation of going live from the scene, broadcast reporters must keep notes on a 

variety of happenings. First, they must keep track of important comments that are made, 

whether during a news conference or a one-on-one interview. They must note exactly 

when the remarks were made so they can be located quickly on the videotape or 

audiotape. Some reporters take courses in speedwriting; others develop a system of their 

own. Experienced reporters learn that they cannot get so involved in taking notes that 

they lose control of the interview. They make entries only when comments are important 

enough to be used as a sound bite or in the narration that will surround it. TV reporters 

who have a camera with a time code recording system that shows the actual time of day  

that each scene is recorded only have to note the time when they hear something 

important. 

Reporting live presents different problems for radio and TV reporters. For starters, 

radio reporters work alone, whereas TV reporters have at least one and sometimes two 

people with them in the microwave truck. 

A TV reporter than by a radio reporter also handles the production of the live report 

differently. Sometimes the news conference or individual interview is micro waved back 

to the station while it is in progress. An associate producer or a writer at the station may 

monitor the feed and make notes. When the feed is over, producers can quickly confer 

with the reporter on which sound bites he or she wishes to use and then instruct the tape 

editor to cue them up. The reporter then does a live from the scene, and the sound bites 

are played from the station. The reporter returns after the bites to do a live close. 

It is also possible to do everything from the mobile unit. New technology allows TV 

crews to record and edit video in the truck, add the reporter's narration, and actually play 

the story from the truck without using any of the support equipment at the station.  

Another major difference between reporting live for radio and TV is obvious: The 

audience does not see the radio reporter. It does see the TV reporter, which adds some 

complications. The radio reporter can get comfortable in the front seat of the mobile unit, 

cue up her tape, spread her notes out, and concentrate on delivering her narration without 

worrying about anyone seeing her. Meanwhile, her TV colleague may be memorizing his 

script so that he is not constantly looking at his notebook during his time on camera. 

Let's examine a typical live report filed by a radio reporter :trom the scene of a fire: 
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Two people are known dead in a fire that swept through. An apartment house on Rose 

Avenue in the suburban West End community of center city. Fire chief John O'Hara says 

he doesn't know if everyone else in the building escaped. 

 

(sound bite) 

"We think everyone but the one couple got out of there, but it's too early to tell. So far no 

one has reported anyone missing, so we are hopeful." 

(reporter) 

The dead have been identified as Barbara Swift and her husband Robert. It's believed the 

fire started in their apartment shortly after midnight and spread to the rest of the building. 

So far, there's no information on what caused the fire, which was brought under control 

about an hour after it started. More than two-dozen people were in the building. One 

woman who escaped, Val Hills, said she is happy to be alive: 

(sound bite) 

"There was so much smoke, that's what scared me the most. When I heard some shouting, 

I got up and I knew there must be a fire. Fortunately, I was able to get to the stairs and get 

out." 

(reporter) 

Some 50 firefighters and 10 pieces of equipment are still at the scene. Some of the 

firefighters are still hosing down the building and others are going through the debris just 

to make sure no one else is in there. 

Once again, two people are dead in this Rose Avenue fire in the West End. It's believed 

that everyone else escaped from the building. This is Frank Sneed. Back to you, Bill. 

Meanwhile, a TV station was carrying this story from its reporter at the scene via 

microwave. The story opens up with the reporter on camera and the fire scene behind her: 

 

Ole Heather 

Two bodies have been removed from. this burned-out apartment building 

on Rose Avenue, and it's not yet known if there were any other fatalities. 

The fire started around midnight in one of the apartments and spread 

quickly through the rest of the building. Earlier, we spoke with a couple 

who escaped from the burning building. 
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SOT 

Font: Frank Lewis 

 
"We were asleep when we heard shouting and jumped out of bed. I could 

smell smoke. I grabbed some trousers and my wife tossed on a robe and 

we got the hell out of there." 

"I was scared stiff. I'm just happy to be alive." 

 

Font: Laura Lewis 

O/C two shot 

O/C tight shot of Heather 

V/O 

 

Shots of building and firefighters wetting it down 

Shots of smoldering building 

(Heather) 

With me now is Fire Chief John O'Hara. Chief, do you think everyone is out of there? 

(Chief) 

"Well, we're hopeful. So far no one has reported anyone missing so that's a good sign. 

But you never can be sure." 

(Heather) 

     Do you know how the fire started? 

(Chief) 

   "Well, we think it started in the apartment of the couple who died in the 

fire and then spread to the other apartments, but so far we aren't sure how it started." 

(Heather) 

    Thank you, Chief. 

The couple that died in the fire have been identified as Barbara and Robert Swift. There     

was no other information available about them. 

V/O 

As you can see, this building is completely gutted, and if everyone else got out alive 

it would be amazing. Apparently some two-dozen other people were in the building. 

About 50 firefighters have been battling the blaze. They brought it under control around 
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one o'clock-about an hour after it began. Some of the firefighters have been moving 

slowly through parts of the burned-out building in an effort to determine if anyone could 

have been trapped inside. Meanwhile, other firefighters continue to hose down the 

smoldering remains of the building. 

Once again, two people dead and apparently everyone else escaped from this 

apartment complex on Rose Avenue in the West End section of the City. This is Heather 

Nelson, KTHU News. 

After the radio and TV reporters finished their live reports, they would probably be asked 

a few questions by the anchors. Sometimes it is possible for the anchors and reporters to 

confer in advance on what questions the anchors will ask. The reporters often try to field 

whatever questions come their way without any advance preparation. That's when ad-

libbing ability is important. 

 

Ad-Libbing 

 

Certain methods can help reporters improve their ad-libbing ability, or speaking without a 

script. Word association is one common method used by reporters to make sure they do 

not run out of things to say during a live remote. Many reporters write down a list of key 

words or phrases in the order in which they want to cover their material. When they 

exhaust all the information dealing with a key word, they move to the next one on the list 

until they have covered everything. Good ad-libbing reporters need only that one word or 

phrase to keep them going, which is important because reporters are often forced into 

remote situations that require a considerable amount of ad-libbing. 

Former CNN News anchor and correspondent Bernard Shaw also raises some 

questions about the new technology. "We can fire up, and fly in or roll in portable 

satellite earth stations, slap on a wireless mike, report live, and not wait for tape at 11. 

We have digital this and digital that, telephones that connect to a satellite, fiber optics in 

the wings, and technology that will provide even smaller satellite dishes and antennas 

that will fit in an oversize briefcase. But," asks Shaw, "how are we using this stuff?" 

Shaw goes on to suggest several situations that raise the question of whether 

broadcast news technology offers balanced and fair reporting. "If in covering a nation at 

war, a correspondent shows pictures of devastation without pointing out that the host 

government is severely restricting the movement of reporters and showing only what that 
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government wants shown, is the crucial element of perspective for the viewer 

or listener well-served?" asks Shaw. "If there are no pictures to videotape and no sounds 

to record but only shreds of information gained from listening and observing, is 

expensive live capability that impressive?" he asks. "If you are a reporter covering a 

protest around a nuclear power plant and you have the cameraperson shoot, say, 50 

demonstrators tight so that it looks like 500 demonstrators, and if the reporter decides not 

to interview a plant spokesman because it's too close to satellite feed time, has that 

technology yielded better balance and a fair report?" asks Shaw. 

All the correspondents agree that ENG has increased the risk of inaccuracy. As stressed 

in earlier chapters, nothing is more important for journalists than accuracy. Reporting live 

to a community, to the nation, and often to the world carries with it a tremendous 

responsibility. There have been some notable cases of live reports that gave inaccurate 

accounts. 

The only time a correspondent seemed to lose composure was when some technical 

problem prevented the reporter from being heard or seen during the middle of a missile 

attack. Technical problems are often the cause of reporters losing their cool during less 

dramatic live reports. 

All of us have seen a TV reporter in trouble during a live remote. The scene usually 

goes something like this: The reporter is standing in front of a camera getting ready to 

report live and something goes wrong with the ear-piece system that allows the producer 

or cameraperson to speak with the reporter. The reporter ends up looking mystified 

because she does not know whether she is on the air. A cameraperson may be trying to 

signal what's going on, but sometimes this person is also in the dark. A worst -case 

scenario is when the reporter actually says, "Are we on?" when in fact she is. 

Sometimes these mishaps can be avoided if a TV monitor is available for the reporter. 

That way, the reporter would know if she is on the air without having to wait for verbal 

instructions. These situations are trying for reporters, who understandably do not like to 

appear foolish in the eyes of the audience, but the TV audience has become so 

sophisticated that it tends to ignore such mishaps or, at worst, to chuckle a little over the 

breakdown in communications. It's best for reporters to accept the fact that mistakes are 

going to happen and equipment is going to malfunction. 
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Memorizing and Delivering Live Reports 

 

Some reporters have an amazing abili1y to memorize scripts. For most reporters, 

however, memorizing one minute of copy presents a problem. Because all TV reporters 

are asked to do live reports, they must either develop the abili1y to memorize their 

material or use some tricks to help them. Most stations and networks have no problem 

with reporters glancing down at their notes during live reports, particularly during a 

breaking story. It's less acceptable, however, especially in a routine live report outside a 

ci1y-council meeting or the mayor's office, to see a reporter's head bobbing up and down 

every few seconds to read notes. 

Former CBS News correspondent Ben Silver says it sometimes helps "to just throw 

the script away." Silver recalls: "I was having trouble memorizing the close to a story and 

I must have done it 10 times when the cameraman finally said, 'Give me the script.' He 

took the clipboard from me and I did the close without any problem." 

 

Changing Lens Shots 

 

On particularly long, taped standups, some reporters have the cameraperson change the 

shot during the delivery. The opening camera shot might be wide as the reporter delivers 

the first part of the standup. Then, the reporter can pause while the cameraperson moves 

in for a tight shot. The reporter then delivers the second half of the script, and the 

audience is unaware that any break in the delivery occurred. The two shots have to be 

drastically different to avoid a jump cut-the jerking of the head that would be seen if the 

camera shots were too much alike. 

 

Activity: 

 
Ø Meeting a reporter from a leading channel and discuss and share experiences on 

live reporting 
 

Learning Outcomes 
 
Ø Understanding the pressures and skills required for live reporting 
Ø Developing ability to file live reports 
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Lecture 6 

WORLD TELEVISION STANDARDS ,MAINTAINING VIDEO QUALITY. 

 

Learning Objective: 

 

Ø Getting basic knowledge on the television standards 

Ø Understanding the video formats in use 

Ø Learning the concept of Video quality, and the measures to maintain the quality 

 

Introduction: 

 

Good morning to all. I am very confident on the thought that, here I 

have got an enthusiastic group of students, who are ready to explore the 

world of video communication. We all know that television has become 

an essential ingredient of normal life. Apart from 

information and education, the primary role of television i.e., 

entertainment has concreted the presence of television among households. 

 That means every day most of us spend few time sitting before this visual box for viewing 

programmes, interesting to our eye and minds. Yes, communicating through moving visual is an easy 

mode. But when we think of the scene behind this curtain, I mean how all these are brought on the 

screen that you see, lot of activities is undertaken to get a this finished video. And it is very 

interesting to learn about each stage also. 

 So we can see every section of production step by step.   As a primary thing, in today’s class, 

we can discuss the Details of international Television Standards. 
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Need for standards 

 

  Fifty years ago it didn't matter too much that there were a few hundred languages in the 

world and a dozen or so incompatible systems of television. Distance was a great insulator. But, time 

has changed. In today world as you know, satellites link the countries through television, and the 

Internet provides video, audio, and the written word to virtually anyone, anywhere with a computer 

and a telephone line. 

Note: In simple words we can define the term standard as the ‘technical approaches to broadcasting 

the picture and sound’ 

Now, incompatible standards and incomprehensible languages represent a barrier to communication 

and understanding.  

            Dictators like it that way, and so do people who fear their views and control will be 

undermined by a free flow of information. This is why many countries are spending millions of 

dollars each year to keep out "undesirable" information.  , Most of us feel that a free flow of 

information is essential, not only to progress, but to breaking down barriers of misunderstanding 

between peoples. Films, TV, and the Internet; and especially e-mail between individuals in different 

countries; all show that people have pretty much the same hopes, fears, and goals the world over.  

Touching on these similarities is one of the goals of a good TV production; especially when 

international distribution is essential to financial success.   In addition to political, philosophical and 

religious fears related to a free flow of information, we must also confront the incompatibilities 

between broadcast standards.  Although the total number has diminished somewhat, there are still 

several incompatible broadcast television standards in the world. This means that a program produced 

in one country can't be automatically viewed in another country without converting it to the 

appropriate technical standard. 

There have been about 14 different broadcast standards in use at different times throughout 

the world. Today, excluding DTV (digital TV) three basic systems serve the vast majority of 

countries.  

They are:   

NTSC expanded as ‘National Television System Committee) 

SECAM expanded as ‘Sequential Color And Memory)  

PAL  expanded as ‘Phase Alternating Line). 
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 How the standards are distinguished. 

 

 The difference between these basic international broadcast standards centers primarily on four 

things First thing is the total number of horizontal lines in the picture (525 or 625 for standard TV; 

1,125 and 1,250 for HDTV) whether 25 or 30 frames (complete pictures) are transmitted per second 

the broadcast channel width (electronic bandwidth of the signal) whether an AM- or FM-type signal 

is used for transmitting audio and video Historically, the number of lines used in standard broadcast 

TV has ranged from the United Kingdom's 405-line monochrome system to the 819-line system used 

in France. Both of these systems have now been phased out, leaving us with the 525 and 625 

standards for standard definition TV (SDTV). 

 Although you might think this is a bit technical, you can absorb these things easily if you keep 

a bit attention.   Although the number of scanning lines may have varied, until recently all television 

systems had a 4:3 aspect ratio.  

So what do you mean by aspect ratio? 

The aspect ratio is the width-height proportion of the picture. The 4:3 ratio was consistent with 

motion pictures that predated the wide screen aspect ratios used in Cinemascope, Vista-Vision, and 

Pan vision films. 

 As we will see, HDTV uses a 16:9 aspect ratio. In the picture on the right the inner red box 

represents standard definition TV (SDTV) and the wider area represents high-definition TV (HDTV). 

The most commonly used wide-screen movie format is slightly larger than 16:9 (although the 

difference is insignificant). However, the Cinemascope film aspect ratio is considerably wider than 

16:9. The NTSC standard has a fixed vertical resolution of 525 horizontal lines stacked on top of 

each other, with varying amounts of "lines" making up the horizontal resolution, depending on the 

electronics and formats involved. There are 59.94 fields displayed per second.  

So surly you will have a doubt, what is a field? Field is a set of even lines, or odd lines. The odd 

and even fields are displayed sequentially, thus interlacing the full frame. One full frame, therefore, is 

made of two interlaced fields, and is displayed about every 1/30 of a second.  

 Note; NTSC stands for National Television System Committee, which devised the NTSC television 

broadcast system in 1953. NTSC is also commonly used to refer to one type of television signal that 

can be recorded on various tape formats such as VHS, 3/4" U-matic and Beta cam.  
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 When we look into the origin of NTSC standard, we can see that, the NTSC standard was 

first developed for black and white (monochrome) television in 1941. In 1953, the color standard was 

established. The NTSC system of television is referred to as a 525 line, 60-field system because, as 

we've seen, the 30 frames consist of 60-fields. The NTSC's 60-field system originally based its timing 

cycle on the 60 Hz (cycle) electrical system used in these countries. Since other countries in the 

world use a 50 Hz electrical system, it was logical for them to develop systems of television based on 

50 fields per second. The NTSC countries are: USA, Antigua, Bahamas, Barbados, Belize, Bermuda, 

Bolivia, Burma, Canada, Chile, Colombia, Costa Rica, Cuba, Dominican Republic, Ecuador, El 

Salvador, Greenland, Guam, Guatemala, Guyana, Honduras, Jamaica, Japan, South Korea, Mexico, 

Netherlands Antilles, Nicaragua, Panama, Peru, Philippines, Puerto Rico, St. Vincent & the 

Grenadines, St. Kitts, Saipan, Samoa, Surinam, Taiwan, Tobago, Trinidad, Venezuela, Virgin 

Islands.  

There are few countries using the old MONOCHROME / B&W Just Plain Old Black and 

White format also, they are Angola Burkina Faso Burundi Central African Republic Chad Dahomey 

Ethiopia Fiji Gambia Guinea Malawi Somalia (Rep.) Spanish Saharan Tr.Yemen 

 

Comparing, television standards   

  

In the previous section we have discussed the reasons for adapting different television standards over 

the glob. This class we can have some idea on the other two formats and the    advantages and 

disadvantages of different television standards. As we know NTSC is the widely used television 

format it has got the following points to differ the advantages and disadvantages.   

Merits and demerits of different Television Formats 

We can analyze some common advantages of the NTSC format,   

• Higher Frame Rate - Use of 30 frames per second (really 29.97) reduces visible flicker.  

• Atomic Colour Edits - With NTSC it is possible to edit at any 4-field boundary point without 

disturbing the colour signal.  

• Less inherent picture noise - Almost all pieces of video equipment achieve better signal to 

noise characteristics in their NTSC/525 form than in their PAL/625.  Comparing to the other 

formats the common disadvantages of NTSC format is as followed 
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  The common disadvantages of  NTSC/525 Disadvantages 

• Lower Number of Scan Lines - Reduced clarity on large screen TVs, line structure more 

visible.  

• Smaller Luminance Signal Bandwidth - Due to the placing of the colour sub-carrier at 

3.58MHz, picture defects such as moire, cross-colour, and dot interference become more 

pronounced. This is because of the greater likelihood of interaction with the monochrome 

picture signal at the lower sub-carrier frequency.  

• Susceptibility to Hue Fluctuation - Variations in the colour sub carrier phase cause shifts in 

the displayed colour, requiring that the TV receivers be equipped with a Hue adjustment to 

compensate.  

• Lower Gamma Ratio - The gamma value for NTSC/525 is set at 2.2 as opposed to the slightly 

higher 2.8 defined for PAL/625. This means that PAL/625 can produce pictures of greater 

contrast.  

• Undesirable Automatic Features - Many NTSC TV receivers feature an Auto-Tint circuit to 

make hue fluctuations less visible to uncritical viewers. This circuit changes all colours 

approximating to flesh tone into a "standard" fleshtone, thus hiding the effects of hue 

fluctuation. This does mean however that a certain range of colour shades cannot be 

displayed correctly by these sets. Up-market models often have this (mis) feature switch able, 

cheaper sets do not.  

The basic NTSC standard is more than 50 years old, and many technical improvements have come 

along during this half-century. Digital TV (DTV) standards take advantage of many new technical 

capabilities and provide major improvements over the original NTSC standard.  

  

  PAL 

 

The PAL and SECAM Television Systems More than half of the countries in the world use one of 

two 625 line, 25 frame systems: the SECAM (Sequential Color and Memory) or the PAL (Phase 

Alternating Line) system. 

 PAL, is a modified and somewhat improved version of NTSC. It was developed in Germany 

and is used in Britain and most of Western Europe. PAL stands for ‘Phase Alternation by Line’, and 
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was adopted in 1967. It has 625 horizontal lines making up the vertical resolution. 50 fields are 

displayed and interlaced per second, making for a 25 frame per second system. An advantage of this 

system is a more stable and consistent hue (tint). PAL-M is used only in Brazil. It has 525 lines, at 30 

frames per second.  

PAL countries include: Afghanistan, Algeria, Argentina (PAL-N), Australia, Austria, Bahrain, 

Bangladesh, Belgium, Brunei, Cameroon, Canary Islands, China, Cyprus, Denmark, Finland, 

Germany, Ghana, Gibraltar, Greece (also SECAM), Hong Kong, Iceland, India, Indonesia, Ireland, 

Israel, Italy, Jordan, Kenya, North Korea, Kuwait, Liberia, Luxembourg (also SECAM), Madeira, 

New Zealand, Nigeria, Norway, Oman, Pakistan, Paraguay (PAL-N), Portugal, Qatar, Saudi Arabia 

(also SECAM), Sierra Leone, Singapore, South Africa, Spain, Sri Lanka, Sudan, Swaziland, 

Tanzania, Thailand, Turkey, Uganda, United Arab Emirates, United Kingdom, Uruguay (PAL-N), 

Yeman (the former Yeman Arab Republic was PAL, and the former People's Democratic Republic of 

Yeman was NTSC ), Yugoslavia, Zambia, Zimbabwe.  

In the early 1960's, The PAL standard was introduced and implemented in most European 

countries except for France. The PAL standard utilizes a wider channel bandwidth than NTSC, which 

allows for a more stable and consistent hue (tint). PAL has 625 horizontal lines making up the 

vertical resolution. 50 fields are displayed and interlaced per second, making for a 25 frame per 

second system. PAL-M, used only in Brazil and Uruguay, has 525 lines, at 30 frames per second. 

The advantages of PAL format is discussed below 

  The major advantages of   PAL/625 standard are  

• Greater Number of Scan Lines - more picture detail.  

• Wider Luminance Signal Bandwidth - The placing of the colour Sub-Carrier at 4.43MHz 

allows a larger bandwidth of monochrome information to be reproduced than with 

NTSC/525.  

• Stable Hues - Due to reversal of sub-carrier phase on alternate lines, any phase error will be 

corrected by an equal and oposite error on the next line, correcting the original error. In 

early PAL implementations it was left to the low resolution of the human eye's colour abilities 

to provide the averaging effect; it is now done with a delay line.  

• Higher Gamma Ratio - The gamma value for PAL/625 is set at 2.8 as opposed to the lower 

2.2 figure of NTSC/525. This permits a higher level of contrast than on NTSC/525 signals. 
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This is particularly noticable when using multi-standard equipment as the contrast and 

brightness settings need to be changed to give a similar look to signals of the two formats.  

Comparatively the major disadvantages of PAL format are   and the common disadvantages of 

PAL/625 standard are  as follwed 

• More Flicker - Due to the lower frame rate, flicker is more noticeable on PAL/625 

transmissions; particularly so for people used to viewing NTSC/525 signals.  

• Lower Signal to Noise Ratio - The higher bandwidth requirements cause PAL/625 equipment 

to have slightly worse signal to noise performance than it's equivalent NTSC/525 version.  

• Loss of Colour Editing Accuracy - Due to the alternation of the phase of the colour signal, 

the phase and the colour signal only reach a common point once every 8 fields/4 frames. This 

means that edits can only be performed to an accuracy of +/- 4 frames (8 fields).  

• Variable Colour Saturation - Since PAL achieves accurate colour through canceling out phase 

differences between the two signals, the act of canceling out errors can reduce the colour 

saturation while holding the hue stable. Fortunately, the human eye is far less sensitive to 

saturation variations than to hue variations, so this is very much the lesser of two evils.  

  SECAM 

 (Sequential Couleur Avec Memoir or Sequential Colour with Memory) SECAM stands for 

System Electronique Couleur Avec Memoire, which was adopted in 1967. It has 625 lines and 25 

frames per second. SECAM was originally developed in France as a non-compatible system 

designed to protect the country's manufacturing industry from foreign electronic imports. Because 

SECAM is incompatible with other TV systems, the Communist countries to prevent their people 

from viewing TV programming from noncommunist countries adopted it. Technically, SECAM is 

the simplest TV system in the world. 

Countries using the SECAM standard   include: Albania, Benin, Bulgaria, Congo, former 

Czechoslovakia, Djibouti, Egypt, France, French Guiana, Gabon, Greece (also PAL), Guadeloupe, 

Haiti, Hungary, Iran, Iraq, Ivory Coast, Lebanon, Libya, Luxembourg (also PAL), Madagascar, 

Martinique, Mauritius, Monaco (also PAL), Mongolia, Morocco, New Caledonia, Niger, Poland, 
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Reunion, Romania, Saudi Arabia (also PAL), Senegal, Syria, Tahiti, Togo, Tunisia, former USSR, 

Viet Nam, Zaire. 

 

The SECAM standard was introduced in the early 1960's and implemented in Albania,,  

Benin Bulgaria, Burkina (Upper Volta) Burundi Congo (Peoples Repub.)Czech Republic, Djibouti, 

Egypt, France, French     Guiana, Gabon Greece Guadeloupe Guyana Haiti Hungary Iran Iraq Ivory 

Coast Lebanon, Libya Luxembourg Madagascar Mali Martinique Mauritania Mauritius Monaco 

Mongolia Morocco New Caledonia Niger (Rep) Reunion Rwanda Saudi Arabia Senegal Slovakia 

Soviet Republics Syria Tahiti Togo Tunisia Vietnam U.S.S.R/Russia Zaire 

Let us see the advantages And disadvantages of SECAM 

  SECAM/625 Advantages 

• Stable Hues and Constant Saturation - SECAM shares with PAL the ability to render images 

with the correct hue, and goes a step further in ensuring consistent saturation of colour as 

well.  

• Higher Number of Scan Lines - SECAM shares with PAL/625, the higher number of scans 

lines than NTSC/525.  

  SECAM/625 Disadvantages 

• Greater Flicker - (See PAL/625)  

• Mixing of two synchronous SECAM colour signals is not possible - Most TV studios in 

SECAM countries originate in PAL and transcode prior to broadcasting. More advanced 

home systems such as SuperVHS, Hi-8, and Laserdisc work internally in PAL and transcode 

on replay in SECAM market models.  

• Patterning Effects - The FM sub carrier causes patterning effects even on non-colored 

objects.  

• Lower monochrome Bandwidth - Due to one of the two colour sub-carriers being at 4.25MHz 

(in the French Version), a lower bandwidth of monochrome signal can be carried.  

• Incompatibility between different versions of SECAM - SECAM being at least partially 

politically inspired, has a wide range of variants, many of which are incompatible with each 
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other. For example between French SECAM with uses FM sub carrier, and MESECAM, 

which uses an AM sub carrier.  

 In general ,the extra 100 lines in the SECAM and PAL systems add significant detail and clarity to 

the video picture, but the 50 fields per second (compared to 60-fields in the NTSC system) means 

that a slight flicker can sometimes be noticed. Even so, the 25 frames per second (fps) standard are 

very close to the international film standard of 24 fps. Therefore, the 24 fps film standard is easily 

converted to the PAL and SECAM video systems. (Slightly speeding up film to 25 fps can't really be 

noticed.)  The Film and Video Conversion Processes With NTSC television, converting film to video 

is more difficult; the 24 frame-per-second film rates must be converted to 30 frames-per-second.   

France. A transmission only format, SECAM uses the same bandwidth as PAL, but transmits the 

color information sequentially. SECAM runs on 625 lines/frame, 25 frames/second. 

 

Maintaining video quality  

 

  Although today's video equipment includes quite a bit of automatic circuitry to adjust audio and 

video levels, these automatic controls are programmed to maintain only rudimentary technical 

parameters-which may or may not be in line with your desired results. Thus, if you are to consider 

yourself "a pro," (i.e., a professional who can produce consistently good results) it's essential that you 

understand the elements in this module. In monitoring and controlling picture quality two pieces of 

equipment are essential.  · The first is the waveform monitor, which graphically displays and 

measures the brightness or luminance level of the video. · The second is the vectorscope, which 

measures relative color (chroma) information. Although these are generally separate instruments, in 

some cases both can be displayed on a single TV monitor, or on the screen of a computer-based 

editing system.In this module we'll cover some of the most basic elements of the waveform monitor 

and vectorscope-those that any professional videographer should know-and we'll stay away from 

their technical dimensions.   

The Waveform Monitor   In critical professional video work waveform monitors are used as scenes 

are being taped. During editing, they are used to monitor and maintain video quality and scene-to-

scene consistency. By looping the video signal from a camera through a waveform monitor, the 

output of the camera can be electronically graphed as shown on the right. What you see will tell you a 
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lot about video quality, and give you information needed to fix problems. The photograph on the left 

contains tonal values from full black to bright white. It will give you a normal waveform pattern such 

as the one shown above. The dark areas of the video picture are represented near the bottom of the 

waveform scale (marked "black level" above) and white areas appear at the top (marked "white 

level"). A scale along the side of the waveform monitor starts at about -40 (at the very bottom) and 

goes to about +120 (at the very top). The numbers on the waveform monitor are based on IRE units, 

units first established by the Institute of Radio Engineers.  Ideally, video levels (for an average 

picture) should be somewhat evenly distributed between 7.5 (where "black" should start) and 100 

(where "white" should end)-just as it's illustrated in the waveform above.   A grayscale pattern picked 

up by a camera should distinctly reproduce the various divisions across the scale. Ideally, with a 

properly adjusted computer monitor (set to 256 colors or more), you should see 16 divisions in this 

gray scale. Good computer monitors can reproduce colors and gray scale divisions far beyond what's 

shown here, and with greater accuracy than standard TV sets. Waveform monitors, together with light 

meters (to be discussed in the modules on lighting), are your primary tools in ensuring proper camera 

exposure and good video quality. In this regard, it's helpful to know that one f-stop in a light meter 

translates into 20 IRE units on a waveform monitor.  In TV, as in life, things are not always the way 

they are supposed to be, so now let's look at some problem areas.  Camera underexposure 

(insufficient light on the target) results in low video levels. On a waveform monitor this is 

immediately obvious, since the peak video level may only come up to 50 or so on the waveform 

monitor scale. This can normally be fixed by opening up the lens iris one or more f-stops. If video is 

initially left at a low level and then raised or boosted later in the video recording or transmission 

process, the resulting picture may look grainy because of video noise,  .  If the target of the camera is 

significantly overexposed   the waveform monitor will show a video signal significantly above 100. 

Left uncorrected, this will cause significant distortion in the video picture. Under these conditions 

some camera circuits clip off the white level as shown above. Note that detail has been lost in the 

white areas. On a waveform monitor the result would be similar to what you see on the right. 

(Although two identical fields are typically displayed on a waveform monitor, to simplify things we'll 

show just one in the remaining waveform drawings.) On the gray scale below you can also see the 

loss of detail in the white areas. This problem can be fixed by bringing down the video level (closing 

down the iris of the camera by two or three f-stops).  Another problem is compressed blacks. The 

resulting video will be dark, without any detail in the dark areas. A gray scale would show a loss of 
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separation between the divisions at the lower  . This problem can generally be fixed by raising the 

black level setting of the video equipment, or opening up the camera iris (or possibly a combination 

of both). In Part II of this module we'll look at the issue that causes the most problems for video 

quality.      

 

Final Concern 

 
  A final concern, and the one that results in the most problems for video quality, is caused by subject 

matter that exceeds the brightness range capabilities of camcorders. A video camera is only capable 

of reproducing a limited range of brightness-something you have to constantly keep in mind when 

bright lights, windows, white walls, etc., appear in a scene. A range in brightness that exceeds about 

30:1 (with some major picture elements 30 times brighter than others) will cause problems. Rather 

than clip off the offending areas with a resulting loss of detail in the light areas of the picture  many 

video circuits will automatically bring down the video level so that it will all fit into the standard 

(limited) range.    

  

        You will note in the waveform above that all the video is within the 7.5 to 100 range, but that 

"spikes" (caused by light reflections from the waterfall) take up more than half of the range. As a 

result, the rest of the video ends up in a small (and rather restricted) area. Note in the photo on the 

right above that the middle-to-dark range of the video is compressed into a small area. The result: a 

dark picture. If a person were standing in this picture, their skin tones would be much darker than 

normal. Now lets compare the resulting gray scales.     The problem of exceeding the brightness 

range of the video system (and a resulting compression of the gray scale) is one that you (all too 

often) see in amateur videos. Note the photo on the left where the brightness range of this scene 

greatly exceeds the capability of the video system.  This is caused primarily by the bright sky in the 

background. The automatic camera setting that was used results in a complete loss of detail in the 

horse. Although this example represents extremely difficult subject matter-a situation that would be 

best avoided, if at all possible-note on the right how the picture can at least be improved significantly 

when the camera's iris is manually opened up three or more f-stops. (Of course detail in the sky 

disappears, but we'll assume you are more interested in the horse.) As we will see when we look at 

the subject of lighting, adding light to dark areas, or darkening down the bright areas, represent even 
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better approaches to solving this problem. Most automatic cameras give you the option of turning off 

automatic exposure and adjusting the iris manually.  If not, remember that the camera's backlight 

control will provide you with some control in scenes that have bright subject matter, such as windows 

or bright backgrounds. Even someone wearing a white or yellow shirt will often cause problems.  

Before we leave the discussion of the waveform monitor, we should briefly mention the information 

displayed below the black level (7.5 IRE) point. In this "blacker-than-black" area there are some 

important timing signals referred to as sync, which is short for synchronizing pulses. These are the 

high-speed timing pulses that keep all video equipment "in lock step" during the process of scanning 

lines, fields, and frames. These pulses dictate the precise point where the electronic beam starts and 

stops while scanning each line, field, and frame. In fact, without these pulses, electronic chaos would 

instantly break out between pieces of video equipment. A single source of sync from an electronic 

device called a sync generator is used to supply a common timing pulse for all equipment that must 

work in unity within a production facility. On a waveform monitor the bottom line in the sync should 

be at -40 (the very bottom of the waveform scale) and the top should extend to the baseline, or the 0 

point on the scale. Too much sync and the black level of the video will be pushed too high (graying 

out the picture); too little and the black level will cut into the sync, and the picture will roll and break 

up. We've noted that full-range video extends from 7.5 (the darkest black) to 100 (maximum white) 

and that sync goes from 0 to -30. That leaves the 7.5 to 0 range. That's an important one too. This 

represents the blanking signal (sometimes called pedestal or setup). Adjusting this affects not only 

blanking (which blanks out the electron beam as it returns after scanning each line and field), but also 

the overall black level of the video. There's a knob on the camera control unit, or, if you are working 

with a computer editing program, on a control marked "blanking," "pedestal," or "setup," that 

controls the level of the blanking signal. To keep from getting too technical, we've sidestepped an 

issue here that has implications for TV graphics.  This information fills in a bit of that gap.   

  

Vectorscope  

The eye sees color very subjectively, so when it comes to making accurate judgments about color, 

our eyes can be easily fooled. Thus, we need a reliable way of judging the accuracy of color, 

especially for setting up our equipment to accurately reproduce colors. The device that does this is 

called a vectorscope and it's commonly seen in TV control rooms and as part of computer editing 

systems. We'll skip the technical stuff involved in this, and just concentrate on six little boxes marked 
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R, G, B, Mg, Cy and Yl on the face of the vectorscope. As you might suspect, these stand for red, 

green, blue, magenta, cyan and yellow, the primary and secondary colors used in color TV. When a 

camera or any piece of video equipment is reproducing color bars,  the primary (red, green and blue) 

and secondary (magenta, cyan and yellow) colors should appear in their proper boxes on a 

vectorscope. Without a vectorscope you can often balance the colors fairly accurately by simply 

making sure the yellow bar is really yellow. 

 

         Often, by adjusting yellow correctly the other colors will fall into place. But sometimes things 

aren't that simple.  If primary or secondary color bars wander significantly out of their assigned 

vectorscope areas, there are problems. Sometimes things are easy to fix (like a simple, twist of the 

phase adjustment knob); sometimes they're not, and you will have to call in an engineer. In addition 

to hues (colors), the vectorscope also shows the amplitude or saturation (purity) of each color. Color 

saturation, which is measured in percentages, is indicated by how far out from the center of the circle 

the color is displayed. The further out from the center, the more saturated (pure) the color is. Since 

professional nonlinear editing systems (to be covered later) have both vectorscopes and waveform 

monitor screens, you can keep a constant eye on quality and make scene-to-scene adjustments as 

necessary. This is the only way that you will be able to consistently and unobtrusively cut a variety of 

scenes together during the editing phase.  Of course all of these quality measures have to be displayed 

accurately on a TV monitor in order to be verified; so it's important to be able to trust your video 

monitor.  This link describes the eight steps involved in accurately setting up color and contrast on a 

sophisticated video monitor.  T he zone system that many Directors of Photography and professional 

still photographers use to insure accurate tonal renditions can also be applied to video production.   

 

 

Activity: 

 
Ø Visit a production studio nearby and learn more about the television standards.  

Ø Compare programmes taken in different video formats and note down your own references on 

their quality. 
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Learning Outcome 

 
Ø Have knowledge on the television standards and video quality 

Ø Familiarise the tools and methods for maintaining video quality 
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Lecture 7 

VIDEO FORMATS AND CONVERSION 

Objectives 

Ø Understand the different video formats being used internationally for broadcast 

Ø Understand the conversion process from one format to the other 

Introduction 

After having understood what world television standards are and how one can be 

converted into another it is important to understand the different types of video formats 

available in the market. To inculcate this understanding first is the knowledge of all the 

respective tapes formats like VHS, analog beta, digital and high definition tapes, as well 

understand their advantages and disadvantages, relative costs and quality. 

 Consumer video formats   

Film has retained its basic formats for more than 100 years. But, in the last few decades, 

videotape has progressed through no less than 20 different (and incompatible) formats.  

Although this may be one of the prices we have to pay for 

progress, it has also added confusion to the video recording 

process. 

In this discussion we'll skip over most of the video formats 

that have been introduced over the years—most of them didn't 

stay around for too long anyway—and briefly look at the most 

recent and widely used.  

In this module we'll talk about consumer videotape equipment. In the next module we'll 

cover professional equipment—although, in recent years the dividing line between these 

categories has gotten a bit blurred. Serious hobbyists often select professional equipment, 

and consumer equipment often finds its way into professional applications.                                                                                                                                                                                                                                                                                      
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Most people are familiar with the popular 8mm and VHS formats. But before these, there 

was the once-popular Betamax format that was introduced by Sony Corporation in 1976. 

Although it eventually lost out in popularity to VHS, it was the first consumer format to 

be widely accepted for home use. Betamax was finally discontinued in 2002. 

 VHS  

The most successful of all the home videotape formats 

has been VHS (video home service). Although the VHS 

format has lasted more than 20 years and spawned 

hundreds of thousands of video rental stores around the 

world, things quickly started to change with the 

development of DVD.  

Note from the graph on the right that in 2001 the sale of DVD hardware and software 

(movies) surpassed VHS. There was a bit of a lag in 

the rental market, however. As we've noted, it wasn't 

until 2003 that DVD rentals surpassed those of VHS. 

Even so, we'll probably have VHS tapes around as a 

video rental format—especially for G- and PG-rated 

films—until at least 2007. The exploded view of a VHS cassette on the right below 

shows the two internal reels and the tape path. This basic design is used for all cassettes.  

Although the technical quality of VHS has been improved significantly since its 

introduction, when it comes to professional applications, the quality 

still leaves a lot to be desired—especially if significant editing and 

video effects are needed. Although you do occasionally see VHS on 

broadcast TV (America's Funniest Home Videos, etc.) you probably 

wouldn't want to see the same technical quality in your general TV 

programming.  
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VHS took a step forward in quality when S-VHS (super VHS) was introduced. Some 

news operations started using it as an acquisition format that could be brought back to the 

production facility and immediately dubbed (copied) to a higher 

quality format for editing. This minimized any subsequent loss in 

quality due to editing. For a discussion of acquisition formats  To 

reduce the size of camcorders, a smaller version of the VHS and S-

VHS cassette is also available. VHS-C and S-VHS-C ("C" for 

compact) are a fraction of the size of the standard VHS cassette.  

They were designed to compete with the small 8mm format 

(discussed below) that found favor with a large number of 

consumers. The symbols for 8mm, Beta, VHS, Super VHS, and 

VHS Compact are shown at the left. U sing S-VHS equipment in 

news has some major advantages; specifically, the equipment is 

easier to operate than professional equipment, it's lighter in weight, and it's far less 

expensive.  

Since a quality S-VHS camcorder is no "only" about $1,000, and professional equipment 

is more than ten times that amount, it's to some degree "expendable." This is significant 

in covering news in third-world countries where some regimes have a habit of 

confiscating reporters' tapes and equipment in an attempt to censor things they don't want 

the rest of the world didn't know about   

Like all of the videotape formats, VHS tapes have a record lockout provision. Once you 

break off the small plastic tab shown here, machines will no longer record on the tape.  

This makes it possible to keep important material from being accidentally erased.    

You can restore the record option on a VHS tape by wrapping a strong piece of tape over 

the tab area, or otherwise filling in the hole created when the original tab was removed.  

(This is a procedure that works, although not recommended by manufacturers.)  

 8mm  

When Betamax (not to be confused with Betacam, to be discussed in the next module) 

didn't survive, 8mm video was introduced. The format in part tried to cash in on the 
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"8mm" designation that had long been a household name in home (film) movies. In fact, 

Eastman Kodak was one of the originators of 8mm video.  The reduced size of the 8mm 

cassette meant that camcorders could be made even smaller than VHS camcorders, a 

feature that attracted people who had grown weary of dragging around their bulky, full-

sized VHS camcorders .  

At about the time that S-VHS was introduced Sony introduced Hi8, a higher quality 

version of 8mm. This is also used as an acquisition format, and under optimum 

conditions can produce high quality video.  In mid-1999, Sony introduced Digital-8 for 

the consumer market. This format not only represented a major improvement in quality, 

but the digital approach made new camcorder features possible.  

Digital formats 

Digital video recording has a number of advantages over analog.  

• A digital videotape can be copied almost indefinitely without a loss of 

quality. This is an important consideration in postproduction sessions that require 

numerous generations 

of video effects.  

   

• Digital 

material can be 

directly uploaded to 

digital editing systems 

without the need of 

analog-to-digital 

conversion.  

 

• Error-correction circuitry associated with digital electronics reduces or eliminates 
problems such as dropouts (to be discussed in Module 49).  
   

• Digital videotapes are better suited for archival (long-term) storage.  
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• The technical quality of digital recordings is significantly better than typical 
analog recordings.  

 At the same time, compared to analog recording, digital recording requires far 
greater amounts of data.  This drawing illustrates the ten sequential tape areas (and 10 
head rotations) that are necessary to record just one video frame. The red and blue 
areas show the video and audio data regions.  Digital formats are also becoming 
widely used as acquisition formats—with impressive results  

DV Camcorders  

Many consumer digital camcorders use DV videocassettes, which are even smaller than a 

standard audiocassette.  One model is so small it can fit 

into a shirt pocket. Another model, which is smaller than a 

paperback book, has a 10:1 zoom lens, macro focusing as 

close as 1 cm (about ½ inch), image stabilization, built in 

special effects, and will shoot in both the 4:3 and 16:9 

aspect ratios.  Many of these units now have a FireWire 

connection, a high-speed data connection that allows the 

output of the camera to be fed directly into a computer or 

digital editor.  

 Smoothing Out the Film-Video Difference 

Compared to film, digital video has its own unique characteristics. It can look sharper and 

colder than film, and exhibit compression artifacts that many people feel detract from the 

video medium. There are a variety of filters available that can counteract these effects. 

These are discussed  

 

 

Disk-Based Consumer Camcorders  
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A tapeless camcorder was introduced by Hitachi in late 1997. The MPEG Cam, as it's 

called, is also about the size of a paperback book and can record up to 20 minutes of 

video and audio on a detachable 260 MB hard disk.  

The output of the disk can be converted and fed to a standard VCR for recording, or the 

hard disk can be slipped into a computer for digital editing. The picture resolution is 

comparable to that of standard VHS.  In the next module we'll discuss the latest 

technology for video recording: blue laser optical and solid state SD memory-based 

camcorders.  

PVR (Personal Video Recorders) 

In 1999, a new technology was introduced for recording TV programming in the home 

that has a number of important advantages over VHS videotapes.  PVR, or personal video 

recorders, use a high capacity computer hard disk to record up to about 100 hours of 

programming.    

The units make it possible to do instant replays of material and speed through 

commercials at 60-times normal speeds—making a 30-second commercial last just 1/2 

second. Some units can be programmed to automatically record programming that 

parallels your specific interests. This is done by entering key words describing your 

interests. When these words appear in detailed program descriptions, the units will 

automatically record the program.  

Another model "learns" you preferences in movies over a period of weeks and months, 

and will automatically turn it self on and record movies that "it thinks" will interest you.   

As the cost of hard disk storage continues to drop, we will undoubtedly see the audio and 

videotape media relegated to the history section of the museum of broadcasting—and you 

will be able to tell your children or grandchildren, "I remember back when they used to 

record audio and video on a piece of moving tape!"  

It was not too long ago that a broadcast quality camcorder was $60,000. Today, digital 

camcorders that can be used in broadcast applications cost a fraction of that. This has led 

to what some have called the "democratization of the medium."  
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With the proliferation of public access opportunities on cable channels and Internet 

video, the ideas and concerns of many more people can be expressed and heard.  Seeing 

something is quite different from reading about it.  Although an event may take place that 

can and should elicit a public outcry of opposition, until it is recorded on video for "all 

the world to see," little may be done.  Such is the power of the video medium.     

  Although there's a rather blurry line separating professional and consumer 

formats, professional camcorders typically have the following features:  

• Three CCDs (Consumer formats typically have only one.)  
   

• An audio level meter and the ability to control audio levels (i.e., you are not stuck 
with an AGC audio circuit).  
   

• Low-impedance, balanced (i.e., professional quality) mic inputs  
   

• A jack for headphones so you can monitor audio with high-quality earphones  
   

• Detachable lenses so you can use special purpose lenses, and you aren't stuck with 
whatever zoom lens the manufacturer originally put on the camera  
 

• A video output for an external video monitor (You and others can see the video 
on a large, high-quality monitor.)  
   

• High-quality 4:2:2 digital signal processing (if it's a digital format) 

• A dockable camera design, meaning that the camera can be fitted with (attached 

to) different recording devices.  

• Maximized signal-to-noise (S/N) ratio, light sensitivity, and resolution, 

characteristics, and minimized smear (streaks extending around bright areas). 

The following formats and camcorders do not feature all of these professional niceties—

but the more the better.  

As you will see, there is a bewildering number of professional videotape formats; in fact, 

some 15 are in common use today. Although this creates many problems with equipment 

and tape incompatibility, it also sparks the intense competition between manufacturers 

that leads to rapid technological improvements.  
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First, it may be helpful to look at this comparison chart on the major quality differences 

between some of the more popular consumer and professional formats. Keep in mind that 

the greater the bandwidth (frequency in MHz) of the luminance part of the signal, and the 

greater number of horizontal lines of resolution, the clearer the video picture will  

initially appear to be.   

VHS-Beta SP-S-VHS-DVCAM-D-1 

Luminance 
in MHz-3.0-4.5-5.0-5.5-5.75 

Horizontal 
Resolution in TV Lines-240-360-400-440-460 

Copying the video will change things. Because of technical differences in the basic 

signals, Beta SP, for example, will suffer more loss in the copying process than S-VHS.  

Also keep in mind that on consumer VCRs the faster the recording tape speed, the higher 

the video quality. Thus, the slower EP or LP recording modes will result in a loss of 

video quality.  Now, let's take a look at some of the major professional recording formats. 

  

One-Inch, Reel-to-Reel    

In an earlier module we mentioned the two-

inch tape that started the whole video recording 

process. After almost three decades of use, the 

two-inch quad format gave way to one-inch 

tape. Initially there were "Type A" and "Type B" versions of the one-inch format. But, it 

was the Type C version that became the next major standard.  

With the one-inch Type C format, still-frame, slow- and accelerated-motion playbacks 

were possible for the first time. During the 1980s, Type C (shown here) was the dominant 

format in broadcasting and production facilities.  
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Reel-to-Reel Gives Way to Cassettes  

The first widely used cassette format was 3/4-inch U-Matic 

introduced in 1972.   Although originally intended as a home and institutional format, 

because of its small size, it was soon adapted for broadcast field production.    However, 

since its quality was limited to 260 lines of resolution (sharpness), it was never 

considered a quality production format—even after the resolution was later increased to 

330 lines.  Even so, the 3/4-inch cassette format quickly replaced 16mm film in TV news. 

Like all of the cassette tape formats, 3/4-inch U-Matic cassettes have a record lockout 

function to keep important material from being accidentally erased.  When the red button 

(shown in the photo on the right) is removed, machines will not record on the tape.  The 

missing red button also explains why many people "couldn't get the recorder to 

work," until they found the problem and snapped in a new button.  There were a 

string of analog formats that followed these two popular formats, but since we are now in 

the digital age, we'll skip those and move directly to the professional digital formats. 

   

Professional digital formats  

The "D" Formats  

T here have been several successful formats in the "D" line.  Sony developed D-1 in 

1986. This was the first digital format, and it made possible multi-generation editing 

without the loss in quality inherent in the analog formats.  Although it has been largely 

replaced by more modern formats, D1 is considered a "no compromise" format where the 

color information is recorded separately from the luminance. D1 is still used in 

specialized postproduction applications where there's a need for extensive postproduction 

special effects.  

D-2 , introduced by Ampex Corp., quickly followed D-1. This format uses compression. 

Although there is a slight loss in quality, the format greatly reduces technical demands.  
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Matsushita (Panasonic) introduced D-3 in 1991. Since it uses a small 1/2-inch tape 

cassette, this format was used for the first digital camcorders.  

There is no D-4, since the term is similar for "death" in the 

Japanese language—and by this time almost all of the 

equipment was being manufactured in Japan.  

Since D-3 wasn't as successful as Panasonic would have liked, 

they introduced D-5 in 1993, in part to compete with Sony's popular digital Betacam.  

Since D-5 has many technical advantages, this format made a definite impact in the high 

end equipment arena.  D-5 is compatible with D-3. It uses 1/2-inch metal particle tape 

that will record up to 124 minutes on a single cassette.  

Since D-5 was the first format to rival the "no compromise" D-1 quality, it has been 

adopted by many high-end film transfer, graphics, and compositing special effects 

houses. D-5 also has the advantage of being able to handle demanding HDTV signals. 

More on that later. D-6 was developed by Philips, BTS, and Toshiba a few years ago, but 

it hasn't caught on in a big way. Even though the format handles two major HDTV 

standards and is a no-compromise format, it's very expensive to buy and operate. (For 

starters, the machine has 32 record-playback heads.) 

D-7 , or DVCPRO was Panasonic's way of moving the advantages of the small DV and 

DVC formats up to a professional level. DVCPRO (D-7) uses the same sized tape as DV, 

but make use of the quality advantages of metal particle tape. (Most of the formats use 

metal evaporated tape.) Many D-7 camcorders incorporate time-code capabilities. 

Even though DVCPRO offers many advantages, professionals still wanted more, and so 

DVCPRO 50 was subsequently introduced. Whereas the original DVCPRO used 4:1:1 

sampling, DVCPRO 50 samples at the higher 4:2:2 level.  Other quality related 

characteristics, such as increased tape speed, were also instituted. DVCPRO 50 also 

handles the 16:9 aspect ratio. One of the advantages of  DVCPRO is that the tape 

cartridges can be loaded into a special drive on a PC for editing. (Note photo on the 

right.) The content of the tape can be transferred to the computer's hard drive at four 

times normal speed.  
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Dvcam, digital betacam 

Sony's DVCAM is a professional adaptation of the DV format and incorporates many of 

the same type of improvements used to bump DV to DVCPRO. DVCAM incorporates 

the "iLink" (IEEE-1394) connection, which enables recorders to plug directly into 

computer-based editing systems. DVCAM machines can play back the DV and DVCPRO 

formats. 

Digital Betacam was introduced by Sony in 1993 as a digital replacement for the very 

popular analog Betacam line, which started more than 20 years earlier. The format was 

based on a 1/2-inch tape format pioneered by companies such 

as Grundig and Phillips. (A Betacam cassette is shown on the 

left.) Although Digital Betacam can't record Betacam SP tapes, 

it can play them back. Digital Betacam can handle the 16:9 

format, and it can simulate the appearance of popular motion 

picture film stocks.  

In a similar way that users pushed Panasonic to improve DVCPRO by introducing 

DVCPRO 50, Digital Betacam users had concerns that prompted Sony to introduce 

Betacam SX in 1996. However, the MPEG-2 compression used with SX requires special 

considerations in editing. You may remember that we discussed this issue in an earlier 

module.  

 

 

Digital-S (D-9) 

Digital-S , which was later officially accepted by the SMPTE standards committee to 

become the D-9 format, was JVCs first offering in the professional digital area. Although 

originally designed as an upgrade to S-VHS, because of its advantages, D-9 has now 

found its way into professional applications. 
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D-9 has a pre-read function that incorporates the simultaneous use of separate record and 

playback heads. This makes it possible to see (and check) the recorded signal a split-

second after it's recorded. In addition, pre-read enables users to playback a signal, and 

add titles or effects, and immediately record the combined effect. Some users can 

assemble an A/B roll interview "on the fly" with only two D-9 machines, thus eliminating 

normal editing procedures. 

Disk-Based Recording 

We introduced this concept in the last module on consumer camcorders. However, at the 

professional level a number of additional features are incorporated into machines  .One 

model, introduced in mid-2003, allows you to record two channels of video and audio, 

while simultaneously playing back two channels. This makes it possible to do basic 

editing "in the camera," with an almost instant access to needed scenes. 

DVD-RAM 

In late 2002, Hitachi introduced a tapeless acquisition format that records both in 

computer RAM and on a DVD. This combination make it possible to easily record and 

edit projects in the field.  The new recording system can be coupled with several of 

Hitachi's dockable digital cameras. (Recall that a dockable camera is one that can be 

mounted with any one of several different recording units from the same manufacturer.) 

Computer operating systems such as Microsoft’s Windows, Apples’ OS/X, Linux and 

Unix can all read and write to DVD-RAM, and are compatible with DVD system. The 

system can record up to one hour of full-motion MPEG-2 video on a single 4.7Gb 8-cm 

DVD-RAM/DVD-R disc.  

Two main advantages of this system are that DVD discs are more durable than videotape, 

and recordings can be loaded quickly and directly into computer editing systems. 

 

High-definition formats 
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The first high-definition digital recorder was Sony's HDD-1000. It is an uncompressed 

recorder that uses 1-inch, open reel tape (which, incidentally, cost $1,500 for a one-hour 

reel). Not unexpectedly, perhaps, these machines didn't sell in high volume. They were 

soon replaced by HDCAM.  

We previously mentioned the D-6 format, so we'll move onto HD D-5, which as you 

might guess, is an HDTV version of Panasonic's D-5 line. In fact, the D-5 machines can 

be retrofitted to handle HDTV signals in either the 720p or 1080i line resolutions. 

Likewise, the DVCPROHD is an upgraded version of DVCPRO. However, the tape 

speed has been increased to four-times that of DVCPRO, which give you some idea of 

the extra demands on all of these machines to handle HDTV signals. 

Two HDTV cameras were recently introduced that are on opposite ends of the consumer-

professonal spectrum.  

In late 2003, JVC introduced the first consumer HDTV camera, the GR-HD1. It uses 

mini-DV tapes. The camcorder costs about $3,500, or a fraction of what today's 

professional HDTV cameras cost. The camcorder comes with editing software and brings 

superior quality HDTV images within the reach of many consumers and small production 

facilities.  

At the other end of the HDTV price-quality continuum is a camera made by DALSA that 

produces pictures with four times the resolution associated with the best 2003 HDTV 

standards. Instead of using the 2/3 inch chip that's common to most professional video 

cameras, this camera uses a chip with image area many times greater--roughly the size of 

a 35mm motion picture image. This has many advantages, including the ability to use 

standard motion picture camera lenses. This camera may eventually find a home in the 

motion picture industry. 

Error-Correction Circuitry 
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All of the formats we've discussed have to cope with the possibly of momentarily 

interruptions in the flow of data as the tapes are recorded and played back.  It's easy to 

see why such interruptions can occur. 

A signal is recorded on the videotape in a data area the width of a human hair.  The read-

write heads spin across these areas at a speed of about 9,000 rpm (revolutions per 

minute).  In an analog recording a small dust particle on the tape or an imperfection in the 

tape can cause dropouts (the momentary glitches shown here). 

A momentary head-to-tape separation of only four microns (which is 1/20th the size of a 

human hair) will cause a tape dropout. A speck of dirt or even a smoke particle from a 

cigarette is at least this size.  

To try to compensate for these problems, professional digital machines incorporate error 

correction circuitry.  Simply put, these circuits keep track of the mathematical sums of 

the 0s and 1s in each block of digital data.  If "things don't add up," these circuits 

substitute appropriate digital numbers (data).    

If a large block of data is corrupted, the circuitry will substitute data from previous data 

blocks.  Taken to the extreme—if you lose a complete video frame—you will see the last 

good video frame frozen on the screen as the digital circuits keep using the previously 

uncorrupted data while awaiting uncorrupted data. 

T he graph below summarizes the most popular video formats used for storage. Note that 

video servers are now the second most popular format. In the next few years we will 

undoubtedly see even more reliance on servers, plus, we'll probably see computer disks, 

and DVD and RAM take hold as recording media.  
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 Converting wide-screen formats 

The conversion of 16:9 HDTV/DTV images to the standard 4:3 aspect ratio is done by 

production facilities in basically the same way as the conversion of wide-screen films to 

NTSC television. Production facilities use three approaches.  

First, the sides of the picture can be cut off. If the original HDTV/DTV (or wide-screen 

film) is shot with the narrower 4:3 cutoff area in mind, losing the information at the sides 

of the picture may not be a problem. (This would be the area to either side of the red box 

in the photo below.)    

The procedure of keeping essential subject matter out of 

the areas that will be cut off is referred to as shoot-and-

protect. In this photo this would mean anything to the left 

or right of the red box.   Second, the entire production can 

go through a process called pan-and-scan . This involves a technician reviewing every 

scene and programming a computer-controlled imaging device to electronically pan the 

4:3 window back and forth over the larger, wide-screen format. This is illustrated above.  

In the parrot picture cutting off the sides would not be 

an issue; but, if you had two parrots talking to each 

manoj.chauhan
 88



other (??) from the far sides of the screen, it might be.  Finally, if the full HDTV/DTV 

frame contains important visual information (as in the case of written material extending 

to the edges of the screen) panning-and-scanning will not work. In this case a letterbox 

approach is used as shown here.  

But, as you can see, there is a problem. It results in blank areas at the top and bottom of 

the frame. Often, letterbox is reserved for the opening titles and closing credits of a 

production, with the remainder of the production being panned-and-scanned.  

Since some directors feel that pan-and-scan introduces pans that are artificial and not 

motivated by the action, they may try to insist on the letterbox conversion approach.  

Originally, producers feared that audiences would object to the black areas at the top and 

bottom of the letterbox frame. (More than one person who rented a film in the letterbox 

format brought it back to the video store, complaining that something was wrong with the 

tape.) However, today the letterbox format is commonly seen and accepted.  

For short segments of a production there is another way of handling the 16:9 to 4:3 aspect 

ratio difference. You have probably seen the opening or closing of a film on television 

horizontally "squeezed" to accommodate the titles  

 

 

and credits. The effect is especially noticeable when people are a part of the scene—

people who, as a result, suddenly become rather thin. (Not that all actors would 

complain!) Compare the two images above. Note how the bird in the squeezed 4:3 ratio 

on the right seems to be thinner than the bird in the image on the left.  
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Today, even though most people still have SDTV receivers, savvy producers are shooting 

productions in the wide-screen format to make sure their product will be useful for wide-

screen HDTV in the years ahead.   

Hdtv in-set conversion approaches  

HDTV receivers can also (roughly speaking) "convert" SDTV (4:3) and HDTV (16:9) 

aspect ratios. There are three options that are built into many HDTV receivers.  

Zoom - Proportionally expands SDTV (the 4:3 image) horizontally and vertically 

to fill the 16:9 screen. This eliminates the unused blank areas that would normally 

be seen at the edges of the picture; but, in the process, it also crops off some of the 

SDTV picture.  

Stretch - Expands SDTV horizontally to fill the 16:9 screen. This makes objects a 

bit wider than they would normally be.  

Combined zoom/stretch - A hybrid of the Zoom and Stretch modes that minimizes 

cropping effect of the zoom mode and image distortion of the stretch mode.  

Activity: 

 
Ø Field visit to a recording and editing studio to study the different formats and if  

     Possible to see a conversion from one format to the other and then to observe the       

     difference in their quality. 

 

Learning outcome 

 
Ø In depth knowledge of the different formats and the process of converting one to 

the other. 
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Lecture 8 

 
INTRODUCTION TO CAMERA PARTS AND OPERATION.  

 

Learning objective 

 

Ø Understanding the parts of a camera 

Ø Learning the skill to handle viewfinder 

Ø Understanding the camera safe area 

Ø Understanding the concept of resolution  

 

 Introduction  

  

 With all that has gone before as a background, we can now turn to the first in a series of 

topics on the camera and its associated equipment. 

 

  The very heart of a video camera is its imaging device. The 

first TV cameras used tubes    Some early color cameras had 

four tubes (for red, blue, green, and luminance). This 

explains why early color TV cameras weighed more than 

200 kilograms (500 pounds) 

and had to be hauled around 

in trucks.  

An example of one of these cameras, which was used in 

broadcasting in the 1950s, is shown next to the woman on 

the right. Note how it compares to one the latest pocket 

sized cameras (complete with a video recorder) shown in 

the insert at the bottom of the photo. 
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The latter camera, and in fact most of today's video cameras, use 

CCDs (a computer chip called a charged-coupled device.) A 

typical CCD is shown on the left. (Some cameras now use a 

CMOS chip, but at this point the distinction is not that 

important.) The most common CCD sizes are 1/4 inch, 1/3 inch, 

1/2 inch and 2/3 inch (the size of the little box shown near the center of the CCD chip 

package).     

 

Video Resolution 

 

Video Resolution Video resolution is a measure of the ability of a video camera to 

reproduce fine detail. The higher the resolution the sharper the picture will look.  

The standard NTSC broadcast TV system can potentially produce a picture resolution 

equal to about 300 lines of horizontal resolution. (This is after it goes through the 

broadcast process. What you see in a TV control room can be much higher.) CATV, 

DVD and satellite transmissions as viewed on a home receiver can reach 400 lines of 

resolution. 

 Three- to four-hundred lines of resolution equal what viewers with 20-20 vision can see 

when they watch a TV screen at a normal viewing distance. 

 "Normal" in this case translates into a viewing distance of about eight times the height of 

the TV picture. So, if the TV screen were 40 cm (16 inches) high, a so-called 25-inch 

(64-centimeter) picture, the normal viewing distance would be about 2 meters (10 feet). 

 

 HDTV/DTV, with its 

significantly higher resolution, 

makes possible both larger 

screens and closer viewing 

distances. 
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 Lines of resolution as measured by a test pattern, such as the one shown here, are not to 

be confused with the horizontal scanning lines in the broadcast TV process- typically 525 

and 625-which we discussed earlier. Although most home TV sets are capable of only 

300 or so lines of resolution (and that's on a good day!), TV cameras are capable of much 

higher resolutions-up to 1,000 lines or more.  

And so this question arises: Why bother with high resolution in cameras (with their added 

costs) when the home TV set can't reproduce this level of sharpness?  

Answer: As in most aspects of TV production, the better quality you can start out with 

the better the quality will be for the TV viewer-even with all the broadcast-related losses.  

 

Determining Resolution  

 

Charts that contain squares or wedges of lines on a light background can indicate the 

limits of sharpness. Within a particular area of one of these resolution charts there are 

lines that converge, as shown on the left. 

 Numbers such as 200, 300, etc., appear on the chart next to the 

corresponding line densities. Note that the illustration here 

represents the small segment outlined in red in the full test pattern 

shown above.  

By exactly filling the camera viewfinder with the resolution chart 

and observing the point on the chart where the lines appear to lose 

definition and blur together, we can establish the limits of resolution. High-quality NTSC 

cameras can resolve about 900 lines; HDTV/DTV cameras well over 1,000-well off the 

chart shown here.  

 

Color Resolution 

 

 The resolution we've been discussing is based on the sharpness of the black and white 

(luminance) component of the TV image. It was discovered early in experiments with 

color TV that the human eye perceives detail primarily in terms of differences in 

brightness (luminance differences) and not in terms of color information. When NTSC 

manoj.chauhan
  93



color television was developed, an ingenious and highly complex system of adding a 

lower-resolution color signal to the existing black-and-white signal was devised. Using 

this system, color information can be added to the existing monochrome signal without 

having to greatly expand the information carrying capacity of the original black-and-

white signal.   

 

  Minimum Light Levels for Cameras 

 Television cameras require a certain level of light (target exposure) to produce good-

quality video. This light level is measured in foot-candles or lux. 

 A foot-candle, which is a measure of light intensity from a candle at a distance of one 

foot (under very specific conditions), is the unit of light intensity often used in the United 

States (although the term is now being replaced by lux.) The origination of the term "lux" 

is not known, although it's assumed to refer to lumens (a measure of light power) times 

ten. 

 Since we'll refer to both lux and foot-candles throughout these modules, you'll need to 

know that a foot-candle is equal to about 10 lux. (Actually it's 10.76, but 10 is generally 

close enough, and it's much easier to use in conversions.)  

Although they will produce acceptable pictures under much lower light levels, most 

professional video cameras require a light level of at least 75 foot-candles (750 lux) to 

produce the best quality video. 

 With consumer-type camcorders you will find 

advertising literature boasting that a particular camera 

is capable of shooting pictures under less than one lux 

of light. But, the question arises, "What kind of 

picture?"  

The light falling on a subject from a 60-watt light bulb 

3 meters (10 feet) away is about 10 lux.  If you have 

ever taped anyone under this light level with a 

consumer-type camera, you know that you can't expect 

impressive video quality. 

 Although the EIA standard is in place in the United 
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States to specify minimum quality standards for light levels, adherence to this standard is 

not mandatory.  

          Since manufacturers know that consumers want cameras that shoot under low light 

levels, they are reluctant to use the EIA standard and look inferior to a competitor who is 

not adhering to the standard.  

Suffice it to say, if you are in the market for a camera and you don't see the EIA standard 

specified, you need to check out any low-light level claims.  By just zooming in on the 

darkest corner of the room and observing details in the darkest areas, you can make a 

rough comparison of the light sensitivity of different cameras. 

 At low light levels the iris of a camera must be wide open (at the lowest f-stop number) 

to allow in the maximum amount of light.  As the light level increases in a scene, the iris 

of the lens must be stopped down (changed to a higher f-stop number) to maintain the 

same level of exposure on the camera target. 

 Under low light conditions video can quickly start to look dark, with a complete loss of 

detail in the shadow areas. To help compensate, professional cameras have built-in, 

multi-position, video gain switches that can amplify the video signal in steps from 3 up to 

about 28 units (generally the units are decibels or dB's). 

 But, the greater the video gain boost, the greater the loss in picture quality. Specifically, 

video noise increases and color clarity diminishes. 

 Still and motion picture cameramen who are used to working with IE/ASA (film speed) 

exposure indexes, may want to determine the sensitivity index of their video cameras.  

 

Night Vision Modules  

 

For situations that require video under very low, night vision modules are available that 

use electronic light multipliers to amplify the light going through a lens. 

 

The most refined of these can produce clear 

video at night using only the light from stars (a 

light level of about 1/100,000 lux). Under 

conditions of "no light" most of these modules 
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emit their own invisible infrared illumination, which is then translated into a visible 

image.  

 

In recent years camera operators covering news have found night vision devices useful in 

covering nighttime stories where any type of artificial lighting would call attention to the 

camera, and adversely affect the story being covered.   

 

 Camera Mounts  

 

Using a camera tripod can make the difference between 

professional looking video and a video that screams 

"amateur at work." Although a tripod may be a hassle to 

carry and set up, the results can be well worth the effort-

especially on large digital and HDTV screens where 

camera movement on static scenes can make an audience 

a bit "sea sick." 

 Exceptions to using a tripod are in news and sports 

where you must be mobile enough to follow moving 

subjects, documentary style production where shots are 

brief and rapid, and subjective camera shots that simulate 

what a moving subject is seeing.  

 In recent years some commercials and dramatic 

productions have used handheld cameras in scenes as a 

way of imparting a "fluid," "on-the-go" feeling. (Hand-holding a camera also saves 

valuable production time--which means money!) 

 

In the hands of a professional director of photography this effect can work; however, 

when less experienced videographers attempt to handhold a camera (especially while 

zooming, panning and tilting) the effect can look amateurish and even make viewers a bit 

nauseous. 
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 If you examine most exemplary films and video productions you will find solid, steady 

shots-the kind that are only possible with a solid camera support. 

 On most tripods the pan and tilt head (which attaches the camera to the tripod) is not 

meant to be used for smooth panning and tilting while 

shooting-only to reposition and lock the camera between 

takes.  And, this may be just as well, given the fact that a 

cut from one scene to another is faster and generally 

better than panning, tilting or zooming to new subject 

matter 

 Even so, pans and tilts are commonly seen-especially for 

following action, for revealing the relationship between 

objects in a scene, etc.  

Therefore, many tripods have heads designed to smooth out pan and tilt movements.The 

most-used type is the fluid head that adds a uniform resistance to pans and tilts-just 

enough to smooth out the process.  

       

 Bean Bags  

 

 

A simple camera "mount" that works in many situations 

is the bean bag. 

 The photo on the left shows one on the door frame of a 

car. The "beans" inside are small round soft plastic balls 

that can assume the shape of the surface the bag sits on. 

The top of the bag can adjust to the bottom of a camcorder, providing a degree of camera 

stability. When used on accommodating surfaces, bean bags can represent a quick 

approach to getting shots.   
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Wireless Camera Modules 

 

Although camera operators doing live 

broadcasts from the field used to have to be 

"hard wired" to a production truck, today's 

cameras can be equipped with an RF (radio 

frequency) transmitter, such as the one shown 

on the back of this camera.  

The camera signal is transmitted to the 

production truck where it appears on a monitor 

just like any other source of video. These units 

are commonly used in awards programs, 

allowing cameras operators to freely roam throughout the isles to get shots of audience 

members without the problem of trailing vexatious and hazardous camera cables.   

 

 The Camera Viewfinder    

 

We are gradually sneaking up on the operation of the total video camera. But, before we 

can really use one like a professional, there are a few more things we need to cover.  

   

Viewfinder Types  

 

The viewfinder of a camcorder can be a CRT, tube-type 

(like those used in most TV sets), or a flat, LCD type 

(similar to those in laptop computers). CRT stands for 

cathode ray tube; LCD for liquid crystal display.  

Unlike studio cameras that typically use at least seven-

inch displays, the viewfinders for camcorders must be 

much smaller. They typically use a miniature CRT with a 

magnifying eyepiece, or, as shown below, a small LCD screen.  
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Accommodating Left and Right-Eyed People  

With cameras that use side-mounted viewfinders, 

the viewfinder can often be flipped from one side 

of the camera to the other for operators who 

prefer to use their left or right eyes. When the 

viewfinder is flipped the image ends up being 

upside-down—unless a reversal switch is 

flipped. (This also explains why an image might 

inexplicably be upside down when you first look in a viewfinder.)  

Holding your eye to a standard viewfinder for a long period of time can be quite 

fatiguing. Cameras employing flat LCD viewfinders (which you can view from a 

distance) can help. This type of viewfinder (pictured here) is also an aid in shooting at 

very low or high angles.  

LCD viewfinders can also be used to compose shots that you, yourself, want to be in.  

You can simply mount the camera on a tripod and then turn the viewfinder around so you 

can see it.  

The main disadvantage of the flat, LCD display is that 

the image loses contrast and brightness when viewed 

in bright light.  This can make the camera hard to 

focus.  

Once you get used to their operation, viewfinder 

goggles that resemble virtual reality goggles allow 

even greater flexibility. This type of viewfinder can be 

used to supplement a standard side-mounted 

viewfinder. Since the viewfinder is connected to the 

camera by a long cable, you can easily hold the camera over your head, as shown here, 

place it flat on the ground, or even shoot backwards with the camera mounted on your 

shoulder.  
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For critical, professional work the best "viewfinder" is an external monitor—preferably, a 

bright, high-resolution color monitor. Even though this type of standalone monitor 

requires extra power and limits your mobility, it's the only accurate way of checking 

subtle lighting effects and critically evaluating things such as depth of field.  

    

Camera Safe Areas 

Because of over scanning and other types 

of image loss between the camera and the 

home receiver, an area around the sides of 

the TV camera image is cut off before 

being seen. To compensate for this, 

directors must assume that about ten 

percent of the viewfinder picture may not 

be visible on the home receiver.  

This area (framed by the red lines in the photo) is referred to by various names including 

safe area and essential area.  

All written material should be confined to an "even safer" area, the safe title area (the 

area inside the blue frame).  

 

Shoot-and-Protect  

As we noted, HDTV/DTV uses a 16:9 aspect ratio, 

and standard TV (SDTV) a 4:3 aspect ratio.  
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To give their shows future value producers are now shooting shows in the 16:9 digital 

format. But, since the primary need is still the 4:3 aspect ratio, they commonly shoot 

productions so they can be used in either format.  

The term shoot-and-protect refers to the process of 

shooting scenes in 16:9 while "protecting" the 4:3 

area—making sure that it still contains all the 

essential information. To do this a 4:3 grid (shown in 

red here) is superimposed over the 16:9 viewfinder 

image. 

    

Adjusting the Viewfinder Image  

Because the image in the camera's viewfinder is actually the image from a miniature TV 

screen, it's subject to brightness and contrast variations. In addition, with tube-type 

viewfinders there may also be an electrical focus problem and the occasional lack of 

proper image centering.  

Adjusting the viewfinder image does not affect the video coming from the camera itself. 

But adjustments to the camera video will affect the 

viewfinder image.  

Obviously, viewfinders need to accurately represent the 

nature and quality of the video coming from the camera.  

To make sure that the contrast and brightness of the 

viewfinder are set correctly, the camera's built-in, 

electronically generated color bars (if they are available 

in the camera you are using) can be switched on and 

checked in the viewfinder. The viewfinder brightness and 

contrast controls can 

then be adjusted until 
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full, continuous ranges of tones from pure white to solid black are visible. If the camera 

doesn't have a built-in test pattern, the quality of the camera video should first be verified 

(with the help of a test pattern and a reliable external video monitor) before the 

viewfinder controls are adjusted.  

  

Checking Viewfinder Accuracy  

Although CCD-type viewfinders normally remain stable over time, the frame area 

accuracy of a tube-type (CRT) camera viewfinder can drift to a point of not accurately 

showing the output of the camera. It's relatively easy to check on this.  

First, a video monitor has to be found that has itself been perfectly aligned with the help 

of a test pattern. The output of the camera in question is then hooked up to the monitor 

and the camera is focused on a test pattern so that the outermost edges of the test pattern 

just fill the viewfinder image.  

Any discrepancy between the viewfinder image and the monitor image should then be 

obvious. Viewfinder alignment may have to be adjusted with the help of an engineer or 

technician.  

Occasionally the electrical focus will also drift out of adjustment on a tube-type 

viewfinder. This will make optical focusing difficult until it is corrected, generally with 

the help of a test pattern and screwdriver-equipped engineer. (Since there are very high 

voltages within CRT housings, these adjustments should be left to someone familiar with 

these matters.) 

Since wearing glasses while using a camera viewfinder can present problems, many side-

mounted eyepiece-type viewfinders have a control in the eyepiece to correct for 

variations in eyesight. This is referred to as diopter correction. If this isn't built in, 

eyepieces can be purchased that can eliminate the need for many types of eyeglasses 

while using the camera.  
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Status Indicators—Viewfinder Variety  

To help you keep track of everything you need to know while shooting, video camera 

manufacturers have added an array of status indicators to viewfinders. (And I bet you 

thought that only things like designer jeans were status indicators!)   

First, there are miniature colored lights around the edges of the video image. Red, yellow, 

and green are common colors. Sometimes they even blink 

to capture your attention.  

Next, are the indicators that are superimposed on the 

viewfinder video. Boxes, bars, and lines are common 

configurations.  

Some of the viewfinder messages may be superimposed 

over the image in plain English (or the language of your choice). For example, "Tape 

remaining: 2 min."  

Finally, some camcorders have small speakers built into the sides, and announce (again, 

in the language of your choice) such things as "low battery," or "tape remaining: five 

minutes."  

Since every manufacturer uses a slightly different approach to status indicators, you need 

to study the camera guide to determine what a camera is trying to tell you. The time spent 

becoming familiar with the meaning of these status indicators will more than pay for 

itself in avoiding later disappointments and failures.  

Viewfinder status indicators can include the following:    

• A tally light indicating that tape is rolling or that the camera is "on the air"  

• A low battery warning  

• Minutes of tape remaining  

• Color balancing may be needed  

• Low light; insufficient exposure  
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• Low-light boost (gain selector switch) circuit in operation  

• Indoor/outdoor filter in place  

• Zoom lens setting indicating how much further you can zoom in or out  

• Auto/manual iris status  

• Audio level meter  

• Tape footage counter  

• A zebra pattern for setting maximum video levels  

• Superimposed masks for the safe area and the 4:3 and 16:9 aspect ratios  

• The presence of customized camera setup profiles to accommodate specific types 

of subject matter  

• Camera warm-up diagnostics  

  Camera Mounts 

 

As you'll recall, when the entire camera is moved (rolled) toward or away from the 

subject it's referred to as a dolly ("dolly in for a close shot," or "dolly back for a wide 

shot").    

        
 

A lateral move (rolling the camera to the left or right on the pedestal) is referred to as 

trucking , as in "truck left" or "truck right." And, finally, you'll recall that a zoom 

optically achieves somewhat the same effect as a dolly without having to move the entire 
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camera. The photo on the right above shows a typical rocker switch beside the camera 

lens that controls the direction and speed of a zoom. 

 

 Studio Camera Mounts  

 

In the studio the entire camera assembly is generally mounted on a  pedestal or dolly   

(shown here) so it can be smoothly rolled around the studio floor. 

There are three wheels in the base of 

the pedestal that can be turned using 

the steering ring.  

The camera is directly attached to a 

pan head so that the pan and tilt 

(horizontal and vertical) camera 

movements can be adjusted.  

There are several types of pan heads; 

one type, the cam head, is illustrated 

here. Controls on the pan head allow 

the camera to freely move, be locked 

into position, or to offer a bit of 

resistance to facilitate smooth pans 

and tilts. 

 The camera can be raised and 

lowered by unlocking the 

telescoping column. Although the 

camera may weight more than 100 pounds, there are internal counterweights that allow 

an operator to do this without significant effort.  

Other key elements of a basic studio camera 

configuration, along with their functions, are also 

illustrated in the photo. 

  A simpler camera support than the large studio 

pedestal is the collapsible dolly shown on the left.  This 
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type of mount is used for remote productions and in some small studios.  

Unlike the elaborate studio pedestal that can be smoothly rolled across a studio floor-

even while the camera is on the air-the wheels on small dollies are intended primarily to 

move the camera from place to place between shots 

 

 Robotic Camera Mounts 

 

If your goal in life is to become a camera operator, you 

might want to reconsider. Camera operators are 

disappearing at many stations-and even on many 

network programs.  

They are being replaced by remotely controlled camera 

systems such as the one shown on the left. 

From the TV control room, pan, tilt, zoom, and focus 

adjustments can be made. Many of these robotic 

cameras can also be remotely dollied and trucked 

around the studio. 

Although robotic cameras are not desirable for 

unpredictable or fast-moving subject matter, for 

programs such as newscasts and interviews (where operating cameras can get pretty 

boring anyway) they can significantly reduce production expenses. 

 

The "Follow Me" Camera Mount  

 

As news departments continue to try to cut expenses, station 

managers with an eye focused firmly on the bottom line are 

always on the lookout for ways to cut down on one of the 

most expensive items in their budgets: personnel. 

In recent years this has meant trying to cover news stories 

with a reporter/cameraperson/sound person all rolled in one; 
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the so-called "one-man band" approach. (Or, if you prefer, "one person band.") 

The little invention shown on the right helps. The reporter wears a belt-pack transmitter 

and the receivers on the extended arms shown on either side of the camera pick up the 

signal. 

 As the reporter moves, the camera automatically pans left or right to keep the reporter 

centered in the frame. The unit will track the reporter to a 35-foot (10.7 meter) radius in a 

4,000 sq. foot (372 square meter) coverage area. 

 

Camera Jibs  

 

A device that has come into wide use in the last decade is the camera  jib, which is 

essentially a long, highly maneuverable boom or crane-like device with a mounted 

camera at the end. You will frequently seem them in action swinging over large crowds at 

concerts and events with large audiences.    

  
The operator and controls for the jib are shown above on the right.  Note the two video 

monitors (one for the camera output and one for program video) and the heavy weights 

that help balance the weight of the camera and crane. 

 A jib allows sweeping camera movements from ground level to 9 or more meters (30 or 

more feet) in the air.  
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For more mobile camera work outside of 

the studio there are handheld camera 

supports that allow significant mobility 

while still offering fairly steady camera 

shots. 

      The most famous of these is the 

Steadicam  on the right  used for film 

cameras and large video cameras.  The 

camera is mounted on a flexible arm that 

tends to hold its position when the 

operator is walking, running, or even 

dashing up a flight of stairs. 

 In addition to being costly, these units are heavy and require an experienced operator. 

 F or smaller cameras, such as the one shown below, Steadicam Junior  units can provide 

smooth camera moves at a fraction of the cost and weight.  The separate viewfinder (at 

the bottom of the picture) allows the unit to be held 

away from the body where it won't be inadvertently 

bumped.  With a bit of practice an operator can walk in 

front of or behind a moving subject without undue 

camera movement.  

Although Steadicam  is not the only manufacturer of 

these types of units, it is the most well known.  Walking 

around with a full cup of coffee in your hand is good 

practice for using one of these.  

If you get to the point that can even go up and down stairs, without spilling the coffee, 

you will probably be able to do a good job with one of the smaller Steadicam-type units.  
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Camera Tracks and "Copters" 

 

For elaborate productions camera tracks may be installed that allow the camera to 

smoothly follow talent or move through a scene. Although a camera operator can ride 

with the camera (as shown here), some cameras are remotely controlled.  

 

 

 

 

 

  

Looking like a giant mosquito with a TV 

camera in its nose, the miniature (four-

foot long) helicopter shown above can 

provide aerial views of various sporting events.  

The whole unit is remotely controlled by a ground observer. The video is relayed to the 

production van by microwave. 

 

Activity: 

 

Ø Take video camera from your lab and try to understand the parts and the mode of 

operation. 

Ø Shoot different objects and concentrate on the Camera safe area. 

 

Learning outcome 

 

Ø Thorough with the camera parts and its operation 

Ø Familiarize with the application of video resolution 
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Lecture 9 
 

LENSES AND FILTERS  

Objectives 

Ø Understand the types and functions of lenses 

Ø Understand the types and functions of filters 

  

Introduction 

After having learned about camera parts and operations we will now focus on the use of 

lenses and filters as camera attachments to create desired compositions and effects in the 

visuals. Lenses and filters actually work towards creating the dressing for every picture 

composition that we might plan. We will first understand and study about the different 

types of lenses and then about filters. 

 Lenses    

Zoom lenses came into common use in the early 

1960s. Before then, TV cameras had lenses of 

different focal lengths mounted on a turret on the 

front of the camera, as shown on the right. 

 Each lens had to be rotated into position and focused 

when the camera was not on the air.  

Today, most video cameras use zoom lenses. Unlike the four lenses shown here, which 

each operate at only one focal length, a zoom lens can be continuously varied from a 

wide-angle to a telephoto perspective.  
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The inside of a lens—and a zoom lens in particular—is packed full of glass elements. 

When light tries to make its way through all those individual elements, some light is 

reflected from the shiny surface of each element.  

If each lens element reflected only 5% of the light hitting its surface—not at all unusual 

for a piece of glass—you would end up with no light at all going to the camera—which 

sort of defeats the purpose of the lens.  But, there's a solution.  

     

Lens Coatings  

To reduce the problem of internal reflections, the surfaces 

of lens elements are coated with a micro-thin, anti-

reflection coating. This lens coating typically gives the 

glass elements a light blue appearance and greatly reduces 

the amount of light lost due to surface reflections.  

This means that in a zoom lens, such as the one shown 

here, the front and back of each of the 20+ glass elements will have anti-reflection 

coatings.  

Although lens coatings are much more resilient than they used to be, they are still 

relatively easy to permanently scratch. Once a lens is badly scratched, its sharpness is 

diminished and the image contrast is reduced. A scratched lens is quite costly to repair; in 

fact, it's generally less expensive to replace the lens than to try to repair it.  

Since it's easy for an object to come in contact with a camera lens, remember to always 

use a lens cap when the camera is being transported—and, in fact, any time the camera is 

not being used. A lens cap not only guards against the lens being scratched, but also 

keeps out dirt, which reduces sharpness and contrast.  

Some lens caps are made of white translucent plastic and are designed to replace the 

white cards used to white balance a camera. By putting the capped lens in the dominant 

light source and pushing the white balance button, the camera will white balance on the 
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color of the light coming through the lens cap. Although this is a quick way to color 

balance, it's not as accurate as zooming in on a carefully positioned white card.  

 Three Categories of Video Camera Lenses  

With all this as a background, we can classify the lenses used on video cameras into three 

categories:  

• Studio/Field, which are completely enclosed in a metal housing that includes the 

focus and zoom motors, and sensors for the external controls  

   

• ENG/EFP, which are light weight, and have the controls mounted on the lens. 

They also feature a macro, or extreme closeup mode, and often a 2X focal length 

extender.    

Electronic Cinematography, which are available in zoom or prime, and are designed to 

accept film camera accessories. They have large focus, iris, and zoom scales, and 

incorporate both motorized and manual controls. Rather than f-stops, the iris settings are 

calibrated in the  similar, but somewhat more accurate T-stops. (T-stops are based on the 

actual light transmission of the lens at various openings, and not simply on a iris opening 

diameter formula. Since different lenses can vary in light transmission, even at the same 

f-stop, T-stop settings are more consistently accurate when used with different lenses. 

For some reason the "T" in T-stop is capitalized by sources, but not the "f" in f-stop—just 

another mystery of the English language!) 

Cleaning Lenses  

Small quantities of dust on a lens will not appreciably 

affect image quality.  Fingerprints or oily smudges are 

a different matter. If not promptly removed, the acids in 

fingerprints can permanently etch themselves into a 

lens coating.  

However, each time the lens is cleaned there is the risk 
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of tiny abrasive particles present in the tissue creating microscopic scratches in the 

coating. For this reason a lens should not be routinely cleaned—the way you regularly 

wash your hands, for example.  A lens should only be cleaned when you see dirt or dust 

on the lens surface.  

To clean a lens, first remove any surface dirt by blowing it off with an ear syringe or by 

brushing it off with a clean camel's hair (an extremely soft) brush.  

If this doesn't remove all of the dirt, you can take the next step.  Dampen a lens tissue 

with lens cleaner and very gently rub the lens in a circular motion. While very gently 

rubbing, turn or roll the tissue slightly so that any dirt will not be rubbed over the lens 

surface.  

Never drip lens cleaner directly on a lens. It can easily seep behind lens elements and 

create a major problem. And don't clean a lens with silicon-treated lens tissues or the 

silicon-impregnated cloths commonly sold for cleaning eyeglasses. The residue may 

permanently discolor the coating.  

 

Condensation On the Lens  

Condensation or raindrops on the lens can distort or even totally obscure an image. When 

a camera is taken from a cool area into warm air, the lens frequently fogs up. This is a 

special problem in cool climates when camera equipment is brought inside after being 

outside in the cold for some time.  

Even though moisture may be wiped off the lens, the lens may continue to fog up until its 

temperature equals the surrounding air.  

Condensation can also take place within a camcorder and cause major problems. For this 

reason, most camcorders have a dew indicator that detects moisture or condensation 

within the unit  and shuts it down until the moisture has evaporated. A message such as 

"DEW" will typically be displayed in the viewfinder.  
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To control the effects of condensation, you should allow 30 minutes or so warm-up time 

whenever you bring a camcorder from a cold to a warm environment.  

     

Rain Jackets  

Although use of a video camera in 

rain, snow, or wind-driven sand or 

dust is definitely discouraged, news 

stories often have to be shot under 

such conditions. Camera "rain 

jackets" are available that cover all 

but the very end of the camera lens.  

In an emergency, a plastic garbage 

bag can be used. Simply cut out a hole 

for the lens and use a rubber band to 

hold the plastic around the lens barrel. 

You will also need to cut out a hole for the viewfinder. Another rubber band can hold the 

plastic around this area.  

If you can work the camera's controls through the plastic bag, you can keep most of the 

camera sealed off. Remember that camcorders are full of delicate moving parts, and all it 

takes is a bit of dirt, sand, or moisture in the wrong place to put a whole unit out of 

commission.  

     

Shot Boxes  

In doing studio work you often have a set sequence of 

shots that you use on a regular basis. The wide-shots, two-

shots, and one-shots in a newscast are a good example.  
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Shot boxes are electronic lens controls that can memorize a series of zoom lens positions, 

complete with zoom speeds and focus settings. Note the series of white buttons shown 

here. Each button can be programmed for a particular shot. This approach can add speed 

and consistency to studio work.  

     

Image Stabilizers  

In 1962, a type of lens housing was introduced that can compensate (within limits) for 

camera vibration and unintentional camera movement.  

The original device was called an image stabilizer 

and was based on a gyroscopically controlled 

mechanism that resisted short, fast movements by 

shifting lens elements in the opposite direction. 

Since that time, new and simpler approaches have 

been devised.  

The simplest, digital stabilization, electronically "floats" an active picture frame within a 

slightly larger target area.  

As the camera moves, the smaller frame 

shifts within the larger target area in an 

attempt to compensate for the movement.  

If, for example, the camera moves 

slightly—and, we'll assume, 

unintentionally—to the right, the digital 

frame (illustrated above) will electronically 

move in the opposite direction, canceling 

the movement on the camera's target.  

Many consumer-grade camcorders use this approach. Although this electronic image 

stabilization approach has seen some major technical improvements in recent years, by 
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reducing the usable target image area, image resolution and clarity are to some degree 

sacrificed. Optical image stabilization is preferred by professional videographers.  

One approach incorporates two parallel, floating optical surfaces within the lens that act 

as a kind of flexible prism. When the camera moves, the movement is electronically 

detected and a voltage is generated that changes the configuration of the prism. This 

alters the angle of light passing through the prism and shifts the image on the target in the 

opposite direction. Since the full target image is used, no loss in image quality results.  

With all types of stabilizers the camera operator must learn to "compensate for the 

compensation." When the camera is (intentionally) panned from left-to-right there is 

typically a short delay as the camera initially tries to compensate for the move.  

Once beyond a certain point, the stabilizer can't compensate for the movement and the 

image starts to move as intended. However, at the end of the pan, the image may continue 

to move for a moment until the system comes back into balance. This means that the 

camera operator may have to end the pan a moment early and allow the camera to 

complete the move.  

Once such things are taken into consideration, stabilization devices (which now use 

sophisticated fiber optic servo devices) can be relied upon to reduce or eliminate 

undesirable camera movement—the type of movement associated with such things 

as vibration from a helicopter, or the motion associated with a moving vehicle.  

 

 The GyroCam helicopter mount shown on the left above not only compensates for 

vibration, but can also be completely controlled (the pan, tilt, zoom, iris, etc.) from within 
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the helicopter. This is the type of device used to follow car chases from the air and to 

follow fugitives on the ground.  

     

Lens Mounts  

With many types of video cameras—especially consumer-type cameras—the zoom lens 

is permanently mounted to the camera body and can't be removed.  

However, some video cameras allow you to change lenses to meet specific needs. With 

these, cameras lenses can be removed either by unscrewing them (in the case of C-mount 

lenses) or by turning a locking ring (in the case of the bayonet mounts).  

With cameras using C-mounts the lenses are screwed into a finely threaded cylinder 

about 25 mm in diameter. The C-mount was the first type of lens mount to be used with 

small video cameras because it can take advantage of a wide array of 16mm motion 

picture camera lenses. Although at least one type of camcorder uses C-mount lenses, this 

mount is primarily used by industrial type video cameras, including closed circuit 

surveillance cameras.  

Most professional video cameras use some type of bayonet mount. This mount is easier 

to use than the C-mount, since the lens can be removed from the camera without going 

through many rotations.  

Professional video cameras with 2/3-inch or 1/2-inch CCDs use a B4 lens mount. 

Consumer camcorders with smaller CCDs are not designed for interchangeable lenses. 

The popular Canon XLO1 camera is the exception here. It uses a bayonet mounting 

system that accepts Canon's extensive array of 35mm still camera lenses.  
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Filters and Lens Attachments  

Lens Shades  

In the same way that our eyes must be shaded 

from a strong lighting order to see clearly, the 

camera lens also has to be shielded from 

direct light.  

Even if a strong light striking the lens does 

not create obvious evidence of lens flare, it 

may reduce the contrast of the image.  

Assuming you can't easily change your camera position, you'll need a lens shade or lens 

hood to protect a camera image from offending glare or loss of contrast. Since most lens 

flare problems are apparent in the video viewfinder, the effect of a lens shade can be 

observed and checked.  

Most zoom lenses have a rudimentary lens shade built in, but it's primarily effective at 

the wide-angle position.  

Rather than invest in a lens shade, it's easier and cheaper to improvise a lens shade with 

dull black paper and masking tape, or even shield the lens with your hand. Just zoom the 

lens to the desired point and then try shading the lens as you would your eyes. Check the 

viewfinder to make sure that you can't see your efforts appearing at the edge or corner of 

the frame.  

In addition to lens shades, there are a number of other attachments that fit over the front 

of a camera lens, starting with....  

 Filters  

Glass filters consist of a transparent colored gel sandwiched between two precisely 

ground and sometimes coated pieces of glass.  

 

manoj.chauhan
 119



Filters can be placed in a circular holder that screws over the end of the camera lens, (as 

shown here) or inserted into a filter wheel behind the camera lens (to be discussed later).  

A type of filter that's much cheaper than a glass filter is the gel. A gel is a small, square 

or rectangular sheet of optic plastic used in front of the lens in conjunction with a matte 

box, which will be illustrated later. Among professional videographers, these filter types 

are referred to as round filters and rectangular filters.   

There are many types of filters. We'll only cover the most commonly used types.  

 

Ultraviolet Filters  

News photographers often put an ultraviolet filter (UV filter) over the camera lens to 

protect it from the adverse conditions encountered in ENG (electronic newsgathering) 

work. A damaged filter is much cheaper to replace than a lens. Protection of this type is 

particularly important when the camera is used in high winds where dirt or sleet can be 

blown into the lens.  

By screening out ultraviolet light, the filter also slightly enhances image color and 

contrast and reduces haze in distant scenes. In so doing, the filter also brings the scene 

being photographed more in line with what the eye sees. Video cameras also tend to be 

more sensitive to ultra-violet light, which can add a kind of haze to some scenes.  

Since UV filters screen out ultra-violet light while not appreciably affecting colors, many 

videographers keep an ultraviolet filter permanently over the lens of their camera.  

     

Using Filters for Major Color Shifts  

Although general color correction in a video camera is done through the combination of 

optical and electronic camera adjustments, it's sometimes desirable to introduce a strong, 

dominant color into a scene.  
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For example, when a scene called for a segment shot in a photographic darkroom, one 

camera operator simulated a red darkroom safelight by placing a dark red glass filter over 

the camera lens. (Darkrooms haven't used red filter safelights to print pictures for 

decades, but since most audiences still think they do, directors feel they must support the 

myth.)  

If the camera has an internal white balance sensor, the camera must be color balanced 

before the filter is placed over the lens or else the white balance system will try to cancel 

out the effect of the colored filter.  

 

Neutral Density Filters  

Sometimes it's desirable to control the amount of light passing through a lens without 

stopping down the iris (moving to a higher f-stop number). Under bright sunlight 

conditions you may want to keep a relatively wide f-stop and use selective focus to 

reduce depth of field. Using this technique you can throw distracting objects in the 

background and foreground out of focus.  

Although using a higher shutter speed is normally the best solution (we'll get to that 

later), the use of a neutral density or ND filter will achieve the same result. A neutral 

density filter is a gray filter that reduces light by one or more f-stops without affecting 

color.  

Professional video cameras normally have one or more neutral density filters included in 

their internal filter wheels. To select a filter you simply rotate it into position behind the 

lens. The table below shows ND filter grades and the amount of light they subtract.  

 0.3 ND filter - 1 f-stop  

 0.6 ND filter - 2 f-stops  

 0.9 ND filter - 3 f-stops  

 1.2 ND filter - 4 f-stops  
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Even on a bright day a 1.2 ND filter will force the camera iris open enough to allow for 

creative selective focus effects.  

 Polarizing Filters  

Most people are familiar with the effect that polarized sunglasses have on reducing 

reflections and cutting down glare. Unlike sunglasses, the effect of professional 

polarizing filters can be continuously varied—and, as a result, go much farther in their 

effect.  

Polarizing filters can:  

• Reduce glare and reflections  

• Deepen blue skies  

• Penetrate haze  

• Saturate (intensify) colors 

Note the difference  in the two photos below.  

 

 

 

Once its many applications are understood, a polarizing filter can become a 

videographer's most valuable filter. Simple polarizing filters need between one and one-

half to two extra f-stops of exposure.  

The effect of some professional polarizing filters is adjustable. This is done by rotating 

the orientation of two polarizing filters used next to each other in a single housing.  
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When doing critical copy work, such as photographing paintings with a shiny surface, 

polarizing filters can be used over the lights, as well as the camera lens. By rotating one 

or more of these filters, all objectionable reflections can be eliminated.  

 

Contrast Control Filters  

Although the latest generation of professional video cameras is capable of capturing 

contrast or brightness ranges up to 700:1—far in excess of standard motion picture film 

stocks—home television sets and viewing conditions limit that range to not more than 

30:1.  

This means that the brightest element in a scene can't be more than 30 times brighter than 

the darkest element with any hope of seeing the detail in each. (Digital receivers do 

considerably better, but until everyone has a digital set, we'll need to "play it safe.")  

"Real world scenes" often contain collections of elements that exceed the 30:1 brightness 

range. Although we might be able to control this with lighting, etc., in the studio, things 

become a bit more challenging outside.  For critical exterior scenes the professional 

videographer must often consider ways to reduce the brightness range. One way is with 

the use of a contrast control filter.  

There are actually three types of these filters—low contrast, soft contrast, and the Tiffen 

Ultra Contrast. The latter filter seems to affect sharpness the least and result in the least 

amount of highlight or shadow flare—assuming that's desirable. All of these filters, 

together with various fog and mist filters, are used to simulate the "film look" in video.  

 

Filters For "the Film Look"  

 

Compared to film, some people feel that some digital video can look overly sharp, harsh 

and even brassy. At the same time, many people feel that video is a unique medium, and 

it should not try to take on the characteristics of film.  

Even so, some Directors of Photography feel that people are more comfortable with the 

softer "film look."  
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Day-For-Night  

 

A common special effect—especially in the days of black and white film and 

television—was the "night scene" shot in broad daylight—so-called day-for-night. In the 

black and white days a deep red filter could be used over the lens to turn blue skies 

dark—even black. (Recall the effect that filters have on color that we covered earlier.)  

Although not quite as easy to pull off in color, the effect is now created by underexposing 

the camera by at least two f-stops and either using a blue filter, or creating a bluish effect 

when you white balance your camera.   A contrast control filter and careful control of 

lighting (including avoiding the sky in scenes) adds to the effect. To make the "night" 

effect more convincing other filtering embellishments can be added during 

postproduction editing.  

With the sensitivity of professional cameras now down to a few foot-candles (a few 

dozen lux), "night-for-night" scenes are within reach. Whatever approach you use, some 

experimentation will be needed using a high-quality color monitor as a reference.  

 

Color Conversion Filters  

 

Color conversion filters are designed to correct the sizable shift in color temperature 

between incandescent light and sunlight—a shift of about 2,000K. Although the 

differences in color temperatures of different light sources will make more sense after we 

examine the nature of light in a later module, since we are covering filters, we would be 

remiss if we didn't introduce them.  

Although minor color balancing is done electronically in professional cameras, major 

shifts are best handled by colored filters.  

There are two series of filters in this category, the Wratten #80 series, which are blue and 

convert incandescent light to the color temperature of sunlight, and the Wratten #84 

series, which are amber, and convert daylight to the color temperature of tungsten light.  

Since video cameras are optimized for one color temperature, these filters are used—

generally in a filter wheel, and often in conjunction with a ND filter—to make the 

necessary "ballpark" adjustment. The rest is done electronically when the camera is color 
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balanced through the filter.  

   

Filters for Fluorescent Light  

 

Some lighting sources are difficult to correct.  A prime example, and one that 

videographers frequently run into, is fluorescent light. These lights seem to be 

everywhere, and they can be a problem.  

Although in recent years camera manufacturers have tried to compensate for the greenish 

cast that fluorescent lights can create, when it comes to such things as getting true-to-life 

skin tones—and assuming you can't turn off the lights and set up your own incandescent 

lights—you might need to experiment with a fluorescent light filter.  

We say "experiment" because there are dozens of fluorescent tubes, each with different 

characteristics. But one characteristic they all have is a "broken spectrum," or gaps in the 

range of colors they emit. The eye can (more or less) compensate for this when it views 

things first-hand, but film and video cameras typically have problems.  

Even so, there are other sources of light that are even worse—in particular the metal 

halide lights often used in gymnasiums and for street lighting. Although the public has 

gotten used to these lighting aberrations in news and documentary footage, when it comes 

to such things as drama or commercials it's generally a different story.  

As we will see, there are some color balanced fluorescent lamps that are not a problem, 

because they have been especially designed for TV and film work. But, don't expect to 

find them in schools, offices, or board rooms.  

 

Special Effect Filters  

 

Although there are scores of special effect filters available, we'll just highlight four of the 

most popular: the star filter, the starburst filter, the diffusion or soft focus filter, and the 

fog filter.  
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Star Filters 

 

 You've undoubtedly seen scenes 

in which "fingers of light" 

projected out from the sides of 

shiny objects—especially bright 

lights. This effect is created with a 

glass star filter that has a 

microscopic grid of crossing 

parallel lines cut into its surface. Notice in the picture on the right that the four-point star 

filter used slightly softens and diffuses the image. Star filters can produce four, five, six, 

or eight-point stars, depending on the lines engraved on the surface of the glass. The star 

effect varies with the f-stop used.  

 

A starburst filter (on the left, below) adds color to the diverging rays. Both star filters 

and starburst filters slightly reduce the overall sharpness of the image, which may or may 

not be desirable.  

    

 

 

 

 

 

 

 

 

Soft Focus and Diffusion Filters - Sometimes you may want to create a dreamy, soft 

focus effect. By using a soft focus filter or a diffusion filter (on the right, above) you can 

do this. These filters, which are available in various levels of intensity, were regularly 

used in the early cinema to give starlets a soft, dreamy appearance (while hiding signs of 

aging).  
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A similar effect can be achieved by shooting through fine screen wire placed close to the 

lens, or by shooting through a single thickness of a nylon stocking. The f-stop used will 

greatly affect the level of diffusion. In the case of soft focus filters or diffusion materials 

it's important to white balance your camera with these items in place.  

Fog Filters - A certain amount of "atmosphere" can be added to dramatic locations by 

suggesting a foggy morning or evening. Without having to rely on nature or artificial fog 

machines, fog filters can create somewhat of the same effect.  

 

General Considerations  in Using Filters  

 

Whenever a filter is used with a video camera the black level of the video is raised 

slightly. This can create a slight graying 

effect. Because of this, it's advisable to 

readjust camera setup or black level (either 

automatically or manually) whenever a 

filter is used.  

Unlike electronic special effects created 

during postproduction, the optical effects 

created by filters during the taping of a 

scene can't be undone. To make sure there 

are no unpleasant surprises, it's best to 

carefully check the results on location with the help of a high-quality color monitor.  

     

Camera Filter Wheels  

 

As we've noted, professional video cameras have 

one or two filter wheels located behind the lens that 

can hold a number of filters. Individual filters 

on each wheel can be rotated into the lens light 

path as needed.  

Note in the photo on the right that the camera has two filter wheels. One labeled 1 - 4, 

and one A - D. Each wheel can be turned to rotate into position the various options noted 
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on the right of the photo. For example 2-B would be a 1/4 ND (neutral density) filter, 

along with a 3,200K color correction filter.  

Filter wheels might also contain -  

• A fluorescent light filter, which can reduce the blue-green effect of fluorescent 

lights  

 

• One or more special effects filters, including the previously discussed star filter 

   

• An opaque "lens cap," which blocks all light going through the lens  

Although filters shown are located behind the lens, it should be noted that some filters, 

such as polarizing filters, must be mounted in front of the camera lens to be most 

effective.  

     

Boxes  

 

A matte box is a device mounted on the front of the camera that acts both as an adjustable 

lens hood and as a way of holding gelatin 

filters.  

As we  noted earlier, instead of using 

circular glass filters, comparatively 

inexpensive square or rectangular colored 

gels (gelatin filters) can be inserted into the 

the matte box, just in front of the lens. 

Note photo on the left. 

Matte boxes can also hold small cutout 

patterns or masks. For example, a keyhole-shaped pattern can be cut out of a piece of 

cardboard and used to give the illusion of shooting through a keyhole (although these 

days there are very few keyholes you can  

see through).  Most of the effects formerly created by matte boxes are now more easily 

and predictably achieved electronically with a special-effects generator.  
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Periscope Lens  

 

A "bug's eye" view of subject matter is possible with this 

periscope/probe system.  

This angle is useful when actors are electronically keyed into 

realistic or fantasy miniature models. The effect is enhanced 

with the wide-angle views of the four lenses that come with the 

system. This model is modular in design and can be used with 

SDTV, HDTV, and a full range of film gages.  

- 

In the photo on the right a lens probe of this type is used to film 

a miniature prehistoric setting that will later "come to life" in a 

full-scale effect. Although this is a film camera, the camera has a video viewfinder to 

provide immediate feedback on the image being captured on film. (Note video monitor.)  

In the next section we'll conclude the discussion of lenses and lens attachments.  

 

Activity: 
 
 
Ø Guest lecture by a cameraman with some basic lenses and filters and their 

demonstration 
 

 
Learning Outcomes 
 
Ø Acquiring knowledge of different types of lenses and their usage 
Ø Acquiring knowledge of different types of filters and their usage 
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Lecture 10 
 
CAMERA COMPOSITION, ANGLES SHOTS AND MOVEMENTS 

 

Objectives 

Ø Learning camera shots, angles and movements 

Ø Learning concepts of composition 

 

Introduction 

  Have you ever wondered why certain paintings endure for centuries and become 

priceless, while others end up at garage sales? Art critics agree that the difference hinges 

on an elusive element called artistic talent. Although talent is hard to define, we do know 

that it goes far beyond a familiarity with the basic elements of the medium; paint, brushes 

and canvas in this case; to an ability to use the medium of television to create an 

emotional experience in the viewer. 

 

Composition, setting the scene 

 

 In video production an understanding of cameras, lenses, etc., is fundamental. But those 

who never get beyond a basic understanding of these tools, as essential as that might be, 

never distinguish themselves. At best, they will be considered good technicians. We can 

make an analogy to musical performances. There are many people who can "get all the 

notes right." But, if the performance lacks heartfelt interpretation (emotion), we feel that 

something is missing, especially if we have an opportunity to hear someone who can "put 

themselves into" the same music.  

It's only after you master the basic tools of the medium and are able to go beyond them to 

express your ideas in creative and even artistic ways that your work will be considered 

praiseworthy-even exemplary.  
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Form vs. Content  

 

A scene can be well exposed, in sharp focus, have perfect color balance, and be well lit 

(i.e., have good form) and still be empty of emotional meaning and impact (be void of 

meaningful content).  

If a scene in a production is striking, dramatic, or humorous, we will tend to overlook 

minor technical weaknesses. This leads us to the following: 

 

Content takes precedence over form. 

 

 In other words, the intended message of a production is more important than things such 

as technical excellence or flashy embellishments. At the same time, significant technical 

problems-poor sound, a jittery camera, or a lens going in and out of focus-will quickly 

divert attention away from the message; content. 

 When production elements call attention to themselves, either because they are poor or 

because they are ostentatious, attention is shifted away from content. This is especially 

true in dramatic television. At the same time, if the content is predictable or somewhat 

pedestrian in nature, a director my try to hold audience attention by deluging viewers 

with special effects. This practice is common in some music videos, where there is great 

competition to come up with ever-more-bizarre and far-out effects.  

TV series such as Shaka Laka Boom Boom , Son Pari and mythological serials use 

special effects as a kind of "hook" to attract viewer attention; but, at the same time, the 

major emphasis remains on the story line (the content). In a series such as Friends, one of 

the most popular sitcoms of all time, content alone carries the series, and there is no need 

for special effects.  

 

 A Director Directs Attention  

 

Although we generally assume that the term "director" refers to the person's role in 

directing (steering) the work of production personnel, the term actually has a more 

important meaning: one who directs the attention of viewers. In this role the director 
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moves from form into content and concentrates on skillfully and creatively using the 

tools of the medium to regularly direct the audience's attention to critical aspects of the 

message. 

 In a sense the director is a kind of "tour guide" for viewers.  

 

 Insert Shots and Cutaways 

 

 Instead of saying, "If you will look out the window on the left of the bus, you will 

see....," a good director cuts to a closeup of whatever is important for the audience to see 

at that moment. This referred to as an insert shot, a closeup of something significant 

within the basic scene. 

 The use of an insert shot is simply a way of directing attention to a significant element 

within the scene. The insert shot forces the audience to look at a significant aspect of the 

overall scene, while highlighting details that may not have been apparent. 

 Good tour guides also help people understand things by adding significant information 

along the route. Good directors do the same. This could be considered a cutaway shot and 

cutting away from the central scene to bring in related material. For example, while 

covering a parade, a director might cut away to a shot of a baby sleeping peacefully in a 

stroller. Or a sequence showing buyers in a busy marketplace might cut away to a shot of 

a child watching it all.   

 

Enhancing the Message  

 

A major role for production tools is to enhance, amplify, or explain the message. Music is 

a production tool when it enhances the atmosphere, tips us off to danger, or sets the mood 

for romance.  

As we will see, lighting can suggest a cheerful atmosphere or a dark, dim, and seedy 

environment. Sets and props can do the same; plus, in a dramatic production they can tell 

us a great deal about characters; even before we meet them. 

manoj.chauhan
 132



 A good example of this is an atmosphere 

introduction, a technique where a director tips us 

off to important things about characters by 

introducing us first to their surroundings. 

Contrast the setting shown here with starting a 

dramatic production with a slow pan across a 

bright, immaculate, airy penthouse garnished 

with ultramodern furniture and paintings. What does each say about the people involved?  

 

T here is a saying in videography and film: 

 

Never say it if you can show it. 
 

 Let's say you are doing a documentary on pollution. You could talk about how bad 

things are, or you could simply cut to a scene like this. Since what people see on TV 

typically carries much more of an impact than what they hear, you are much better off 

showing things rather than talking about them. 

 I n a sense, all of the things we've been discussing can be included in the general term, 

composition (the elements that compose a scene). For the remainder of this section we'll 

concentrate on a narrower and more traditional definition of the term. 

  

 Defining Composition 

 

 Composition can be defined as the orderly arrangement of elements in a scene which, 

when taken as a whole, conveys intent and meaning. (How's that for a genuine textbook-

type definition?) Television production involves both static composition and dynamic 

composition. 

 

Static composition  

 

covers the content of fixed images, such as paintings or still photos.  
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Dynamic composition  

 

It goes a step further and takes into consideration the effect of time; moment-to-moment 

change. This change can be within a single shot (including camera or talent moves), or it 

can apply to the sequence of scenes created through editing. 

 By studying the most enduring and aesthetically pleasing paintings over the centuries, as 

well as the most effective film and video scenes during the past 50 years, certain artistic 

principles emerge. Why not take an afternoon and go to a good art gallery and see if you 

can draw some conclusions for yourself, or study some dramatic videos (movies) that 

have won awards for cinematography.   

 

Guidelines, Not Rules 

 

Even though the principles that have emerged for good composition seem rather clear, 

they should always be considered guidelines and not rules. Composition is an art and not 

a science. 

 If composition were totally a science, it could be dictated by a fixed set of rules and 

would end up being rigid and predictable, without room for creativity. Since composition 

is part an art, the guidelines can occasionally be broken. 

 But when they are broken, it's generally by someone who understands the principles and 

recognizes how, in the interest of greater impact, they can be successfully transcended in 

specific instances. When the vast majority of individuals break the guidelines, it's 

because they are not "visually savvy." 

 The results speak loud and clear: weak, confusing and amateurish-looking work. With all 

this as a background we can start looking at some specific guidelines for composition.   

  

 Elements of Composition:   

 

 We'll start with the most important of all...  

Clearly Establish Your Objectives  
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First, clearly establish your objectives and hold to them throughout the production. Your 

objectives in doing a production may be anything from creating an experience of pure 

escapism to doing a treatise on spiritual enlightenment.  

 Few people would start writing a sentence without any idea of what they wanted to say. 

Visual statements are no different. Good writers, producers, directors, and editors know 

the purpose of each and every shot. So, before you roll tape on any shot, have two things 

clearly established in your mind: the specific reason for the shot the purpose of the shot 

within the overall production "I couldn't resist it, it was such a pretty shot," is not a 

legitimate reason for including an extraneous scene in a production no matter how pretty 

or interesting it is. 

 At best you'll slow down the pace of the production; at worst, you'll confuse your 

audience by suggesting that the shot carries some special meaning that they need to keep 

in mind.  

 

Slow = Boring 
 
 And speaking of slowing things down, "slow" is commonly associated with "boring," 

excuse enough to switch the channel to try to find something more engaging. And, with 

dozens of channels to choose from, there's real competition for viewer attention. 

 If information is presented either too slowly or at a level that is beneath an audience, the 

production will be perceived as being boring. If it is presented too quickly or in too 

abstract a fashion, the audience can become lost and frustrated. In either case, they will 

probably quickly consider other options.  

The speed at which ideas are presented in productions has increased dramatically in 

recent years. We can clearly see this in long-running TV series. Compare specific soap 

operas of five years ago to the same series being done today. In order to stay competitive 

(i.e., hold an audience) these programs now feature exotic locations, faster cutting, 

greater and more frequent emotional swings, faster-moving and richer story lines, 

and....those two ingredients that are always relied upon to increase the flow of adrenaline: 

regular dips into violence (and the threat of violence) and sex (and the possibility of sex). 

In novels authors used to spend many pages elaborately setting scenes.  
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Now readers are apt to say, "Enough! Get to the point!" As a university professor who 

has been teaching television production, I can attest to the fact that the vast majority of 

video projects I see are too long. Shots are held long after the point is made. In fact, a 

good editor could cut these projects or productions down by at least half and make them 

more effective and interesting in the process. 

 This brings us to important maxim:  

 

If in doubt, leave it out.  

 

"But," the question is often asked, "Isn't good production always good production, no 

matter how much time passes?" Unfortunately, from a commercial perspective the 

answer is "no." Most of yesterday's classic films are rather boring to today's audiences. 

Among other things, they simply move too slowly. Citizen Kane is considered by many 

film historians to be this country's greatest film. 

 In terms of production techniques it was far ahead of its time. But, now, after a couple 

decades, it's production techniques are so behind the times that it's difficult to get a group 

of average people to sit through this film. 

 TV writers used to be content following a single dramatic idea (plot) for an entire show. 

Today, to hold an audience, dramatic television typically consists of parallel stories and 

numerous plots and subplots intricately woven together.  

 

 Depicting Emotional States  

 

It is in depicting emotions that we often find the greatest difficulty in determining what's 

relevant. Seemingly unrelated scenes of people running through stalled city traffic, lines 

of people pushing through turnstiles, and shots of people jamming escalators might be 

important to establishing a frenzied state of mind in a character trying to cope with life in 

the city.  

But a shot of "a darling little girl sitting on a bench" in this sequence would not only 

leave the audience wondering what her role was, but would probably mislead them into 

believing that there is a relationship between her and the central story line.  
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Viewers assume that every shot, gesture, and word of dialogue in a production is there to 

further the central idea. In other words, each shot should further the story in some way.  

 

Strive for A Feeling of Unity  

 

 Strive for a feeling of unity. If a good film or prize-winning photo is studied, it's 

generally evident that the elements in the shot have been selected or arranged so they 

"pull together" to support the basic idea. When the elements of a shot combine to support 

a basic visual statement, the shot is said to have unity.  

The concept of unity applies to such things as lighting, color, wardrobes, sets, and 

settings. For example, you might decide to use muted colors throughout a production to 

create a certain feeling or atmosphere. Or, you may want to create an overall atmosphere 

by using low-key lighting together with settings that contain earthy colors and a lot of 

texture.  By deciding on certain appropriate themes such as these, you can create a 

consistent feeling or look that will give your production unity. 

 

 Compose Around A Single Center of Interest  

 

 The third guideline applies to individual scenes: compose scenes around a single center 

of interest. Multiple centers of interest may work in three-ring circuses where viewers are 

able to fully shift their interest from one event to another. But competing centers of 

interest within a single visual frame weaken, divide, and confuse meaning. 

 

Think of each shot as a statement.  

 

An effective written statement should be cast around a central idea and be swept clean of 

anything that does not support, explain or in some way add to that idea.  Consider this 

"sentence": "Man speaking on phone, strange painting on the wall, coat rack behind his 

head, interesting brass bookends on desk, sound of motorcycle going by, woman moving 

in background...."  Although we would laugh at such a "sentence," some videographers 

create visual statements that include such unrelated and confusing elements.  
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We are not suggesting that you eliminate everything except the center of interest, just 

whatever does not in some way support (or, at the least, does not detract from) the central 

idea being presented.   

A scene may, in fact, be cluttered with objects and people; as, for example, an 

establishing shot of a person working in a busy newsroom. But each of the things should 

fit in and belong, and nothing should "upstage" the intended center of interest.  

 A master (wide) shot of an authentic interior of an 18th century farmhouse may include 

dozens of objects. But each of the objects should add to the overall statement: "18th 

century farmhouse." Just make sure you put these supporting elements in a secondary 

position.  The viewer has a limited time generally only a few seconds to understand the 

content and meaning of a shot.  

If some basic meaning doesn't come though before the shot is changed, the viewer will 

miss the point of the scene. (Recall that one of the definitions of a "director" is one who 

"directs attention.") Keep in mind also that the eye sees selectively and in three 

dimensions. It tends to exclude what is not relevant at the moment.  

But, a TV camera does not see in the same way, just as a microphone is not able to hear 

selectively and screen out all background sounds.  

 

 Selective Focus to the Rescue 

 
 Early film stocks were not highly sensitive to light, and lenses had to be used at 

relatively wide apertures (f-stops) to attain sufficient exposure. This was fortunate in a 

way. 

 By focusing on the key element in each shot and throwing those in front and behind that 

area out of focus, audiences were immediately led to the scene's center of interest and not 

distracted by anything else.  

 Even with today's high-speed film emulsions, directors of photography strive to retain 

the selective focus effect by shooting under comparatively low light levels.  The same 

principles that have worked so well in film can also be used in video.  

The auto-iris circuit generally adjusts the f-stop to an aperture that brings both the 

foreground and background into focus. To make use of the creative control inherent in 
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selective focus, high shutter speeds, neutral density filters, or lighting control must be 

used.   

 Where There Is Light...  

 

The eye is drawn to the brighter areas of a scene. This means that the prudent use of 

lighting can be a composition tool, in this case to emphasize important scenic elements 

and to de-emphasize others. 

 Barn doors are commonly used with lights in the studio to downgrade the importance of 

some elements in a scene by making them slightly darker..  

 

 Shifting the Center of Interest  

 

In static composition scenes maintain a single center of interest; in dynamic composition 

centers of interest can change with time.   

Movement can be used to shift attention. Although our eye may be dwelling on the 

scene's center of interest, it will quickly be drawn to movement in a secondary area of the 

picture. Someone entering the scene is an example. We can also force the audience to 

shift their attention through the technique of rack focus, or changing the focus of the lens 

from one object to another.  

 

 Observe Proper Subject Placement  

 

The fourth general guideline for composition is: observe proper subject placement.  In 

gun-sight fashion most weekend snap shooters feel they have to place the center of 

interest be it Uncle Henry or the 

Eiffel tower squarely in the center of 

the frame.  

 This generally weakens the 

composition of the scene. 

  Leading the Subject Generally, 

when a subject is moving in a 
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particular direction, space is provided at the side of the frame for the subject(s) to "move 

into." This is referred to as leading the subject. Note the example here. In somewhat the 

same way, "looking space" is provided if a subject is looking out of frame, as shown on 

the right.  

  

Rule of Thirds  

 

Except possibly for closeups of people, it's often 

best to place the center of interest near one of the 

points indicated by the rule of thirds.  

In the rule of thirds the total image area is divided 

vertically and horizontally into three equal 

sections. Although it's often best to place the 

center of interest somewhere along the two 

horizontal and two vertical lines, generally composition is even stronger if the center of 

interest falls near one of the four cross-points as in the photo below 

 

 Note the photo above is consistent with the rule of thirds 

 

 Horizontal and Vertical Lines  

 

Weekend snapshooters also typically go to some effort to make sure that horizon lines are 

perfectly centered in the middle of the frame. This also weakens composition by splitting 

the frame into two equal halves.   
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According to the rule of thirds, horizon lines should be either in the upper third or the 

lower third of the frame. In the same way, vertical lines shouldn't divide the frame into 

two equal parts. From the rule of thirds we can see that it's generally best to place a 

dominant vertical line either one-third or two-thirds of the way across the frame. 

 It's generally also a good idea to break up or intersect dominant, unbroken lines with 

some scenic element. Otherwise, the scene may seem divided.  

A horizon can be broken by an object in the foreground. Often, this can be done by 

simply moving the camera slightly.  

A vertical line can be interrupted by something as simple as a tree branch. Here, although 

the horizon line is in the center of the frame, the masts of the boats break it up and keep it 

from dividing the frame in half. 

 Videographers have been known to have someone hold a tree branch so that it projects 

into the side of a shot in order to break up a line or make composition more interesting.  

 

Maintaining Tonal Balance 

 

 The tone (brightness and darkness) of objects in a scene suggests weight. For example, 

against a medium background dark objects seem heavier than light objects. Once you 

realize that brightness influences mass, you can begin to "feel" the visual weight of 

objects within a scene and strive for balance. 

 

 Balance Mass  

 

Somewhat related to this is the sixth guideline: balance mass. Just as a room would seem 

out of balance if all of the furniture were piled up on one side, a scene must be balanced 

to be aesthetically pleasing.  Regardless of their actual physical weight, large objects in a 

scene seem heavier than small ones. 

 By objectively viewing the elements in a scene, you can learn to see their "psychological 

weight." To do this it helps to imagine a fulcrum or balance point at the bottom center of 

each of your shots. 
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 Several things can be done to try to balance a shot: the camera can be panned to the left 

or right, a new camera angle can be selected, or the lens can be zoomed in or out to 

include and exclude objects. Seldom will objects actually have to be moved around.   

 

Create A Pattern of Meaning  

 

 The seventh guideline for effective composition is: use a combination of scenic elements 

to create meaning. Most people are familiar with the inkblot tests used by psychiatrists. 

By presenting someone with a "meaningless" collection of shapes and forms, an 

individual draws from his or her background and thoughts and projects meaning into the 

abstract images. ("That looks like a father scolding his son;" or "That looks like a school 

being crushed by a bulldozer.")   

In the same way, if a variety of objects appear in a still photo or video scene, possibly 

even unconsciously try to make sense out of why they are there and what they represent. 

We assume that things don't just come together by accident. 

 Good directors take advantage of this tendency and pay careful attention to the specific 

elements included in a scene. What would be suggested by opening a dramatic production 

with the shot on the right? Elements in a shot may be bold and obvious, or they may be 

subtly designed to suggest almost subconscious meaning. Film critics have spent many 

hours discussing the symbolism and subconscious levels of meaning in films by directors 

such as Frederico Fellini.  

 While the director of a dramatic piece should be a master at creating illusions and 

emotional responses, the job in ENG and documentary work is to clearly show things the 

way they are, and let events and facts speak for themselves. This does not rule out 

striving for new and creative ways to present subject matter. Often, it's only by presenting 

the familiar in an entirely new way that an audience is awakened (or possibly 

reawakened) to its significance.   
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The Concrete and the Abstract  

 

Whereas in news the object is to present images as completely and clearly as possible, a 

shot in a dramatic production should lead viewers toward intended meaning without 

being totally concrete. 

 Most intelligent viewers want a bit of room to think and interpret on their own. The 

phrase, "too much on the nose," is used in feature film writing to denote script dialogue 

or shots that have gone too far in "saying it all."  

 I n deciding just how far to go along the abstract-to-concrete continuum, videographers 

must know their target audience. Intelligence and education are related to an ability to 

understand abstract ideas. This is why the classics in music, art, literature, TV, and film 

are not widely appreciated.  

Considering the economic realities of the marketplace, videographers at least those who 

wish to be successful do not have the luxury of blithely going along "doing their own 

thing" and not concerning themselves about their specific audience. 

 Good composition is primarily effective visual communication, and the most effective 

communication takes place when a videographer understands an audience and is able to 

steer the middle path between being totally concrete and on the nose, and being so 

abstract that the audience misses the intended message.   

 

Including Multiple Levels of Meaning  

 

It is possible to have it both ways? Yes, sometimes. Films and television programs can be 

designed to have multiple levels of meaning. Disney films such as Aladdin, The Lion 

King, and Finding Nemo, are examples. While the animated characters and the simple 

story line are entertaining children, the grown-ups pick up on the adult humor. 

 This, of course, makes it much easier for adults to sit through these "kids" films and 

makes it more likely that they will take their kids to another such film. Most movies and 

television programs strive for a broad-based appeal. 
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 If a writer (and director and editor) can "layer" a production with multiple levels of 

meaning and successfully provide something for everyone which is, admittedly, not an 

easy task  the production will have a much greater chance of success.  

  

Using Lines 

 

 The eighth guideline for visual composition is: make use of lines. The boundaries of 

objects in a shot normally consist of lines: straight, curved, vertical, horizontal, and 

diagonal.  

 Our eyes tend to travel along these lines as 

they move from one part of the frame to 

another. 

 Knowing this, it becomes the job of the 

videographer to use these lines to lead the 

attention of viewers to the parts of the frame 

they wish to emphasize especially toward the 

center of interest. 

 When used in this way, lines are referred to as leading lines, because they are selected or 

arranged to lead the viewer's eyes into the frame, generally to the scene's center of 

interest.  

In addition to moving our eyes around the frame, lines can suggest meaning in 

themselves. Straight, vertical lines suggest dignity, strength, power, formality, height, and 

restriction.    

 

 

 

 

 

 

Horizontal lines suggest stability and openness. Diagonal lines can impart a dynamic and 

exciting look. Curved lines suggest grace, beauty, elegance, movement, and sensuality.  
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The S-curve is particularly effective in gracefully leading 

the eye to a center of interest. (Note the photos above and 

on the right.) In contrast to curved lines, sharp jagged lines 

connote violence or destruction, and broken lines suggest 

discontinuity.  

 

Frame Central Subject Matter  

 

 

The ninth guideline for effective composition is: frame 

the central subject matter.  By putting objects at one or 

more edges of the picture, a shot can be framed. 

Framing a scene holds attention within the shot and 

keeps viewer attention from wandering or being 

distracted from the center of interest.   

To cite a common example, a leaning tree branch at 

the top of a scenic shot breaks up a bright sky and acts 

as a visual barrier or "stop point" for the top of the 

frame.  

 

 

Use of Visual Perspective  

 The tenth guideline is: use the effect of visual perspective to 

enhance or support the scene's basic idea. As noted previously, 

camera positions and lens focal length alter the apparent 

perspective in a shot, as well as the apparent distance between 

objects. A minimal camera-to-subject distance coupled with a 

short focal length lens (or a zoom lens in its widest position) 

exaggerates perspective. 
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 Parallel lines will be wide apart in the foreground of the picture and start to converge 

after a short distance. By creatively controlling such things as lens focal lengths and 

camera distance, quite different impressions about a subject can be conveyed.  

 

Convey Meaning Through Colors and Tones  

 

A scene that is dark with many large shadow areas (a dark bedroom or a back alley at 

midnight) produces a far different feeling from a scene that is brightly lit (the stage of a 

variety show or a beach at noon). The predominance of bright or dark areas carries strong 

psychological meaning in itself, regardless of what else is going on. Just as the selection 

of lighting and monochrome values in a scene suggests mood and meaning, so does the 

choice of color. 

 In general, bright colors add energy to 

composition, while lighter hues impart a 

serene, harmonious, and stable look. 

 Color preferences vary with age, sex, 

and race. We know that people prefer to 

see colors "in their place." Magenta-to-

red colors may be popular until they are 

brought into a kitchen setting. A 

particular shade of green may be an attractive color, until it becomes associated with the 

walls of a hospital room.  

 Surrounding colors also greatly affect color preference. 

When a color is used near its complement, its preference 

rating usually rises as long as the complementary color is 

subdued and is not brighter or more intense than the 

original color. (Recall that complementary colors are 

opposite each other on the color wheel.)  

Just as people prefer a balance between mass and tone in 

composition, they also prefer a balance in colors, as seen 

on the color wheel. In particular, they prefer a balance between calming and stimulating 
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colors. In balancing colors in a scene be aware that it will take a larger area of cool colors 

to balance hot colors. 

 Many times a videographer will want to intentionally skew this balance to achieve an 

intended psychological effect. For example, if a scene contains primarily cool, pastel 

colors such as light green, the effect on a viewer will be quite different from a scene that 

contains fully-saturated, hot colors, such as deep orange and burgundy. 

  Finally, keep in mind that our eyes initially tend to be drawn to the "warmer" areas of a 

picture. So, all things being equal, things that are yellow, red and orange will be noticed 

before those that are blue, green or purple. You can draw attention to your center of 

interest by making it warm in color or light in tone (or both). 

  

Avoid Mergers  

 

The twelfth guideline for composition is: avoid mergers. There are tonal mergers, 

dimensional mergers, and border mergers.  

 Tonal Mergers Tonal mergers result when important objects in a scene appear to blend 

together and lose their identity. 

 This may be because of a lack of lens sharpness, because the objects are of similar tonal 

or color values or because of lighting problems. Not how much easier it is to identify the 

butterfly in one picture. 

 

 

 

.   

 

 

Dimensional Mergers  

 

Next are dimensional mergers. We've noted that the eye sees 

selectively and in three dimensions. By closing one eye, a 
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videographer can often get a better idea of how a scene will appear when the third 

dimension is removed. 

 At best, dimensional mergers can cause important scene elements to run together and 

lose meaning; at worst, they look ludicrous, such as when a lighting fixture is jetting out   

Although selective focus and the use of a backlight can alleviate this problem, the best 

solution is to recompose the shot by either shifting the camera angle or rearranging the 

elements. (Note that simply taking a couple steps to the left or right would have solved 

the problem above.)  

 

 Border Mergers  

 

The last type of merger, the border merger, occurs when subject matter is cut off by the 

edge of the frame at an inappropriate point. A side view of a car showing all but the back 

wheels will probably give you an uncomfortable feeling that the back end of the car is 

just hanging in air without visible back support. A shot of an individual cropped at the 

knees also looks awkward.   Cropping off feet or hands in a shot gives a similar result. A 

shot of a woman in a strapless dress cropped just above the top of the dress gives the 

illusion she is "topless." Tightening or loosening the shot would solve the problem in 

each case.  

 

 Control the Number of Prime Objects  

 

 The thirteenth guideline for effective compositions is: control the number of prime 

objects in the scene. Generally, an odd-number of primary objects provides stronger 

composition than an even number. 

When a third object is added, the composition improves. But when a fourth object is 

added, the composition again seems divided.     

 

Balance Complexity and Order  
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The fourteenth guideline is balance complexity and order. This aspect of composition can 

be stated: complexity without order produces confusion; order without complexity 

produces boredom. A medium shot of a banana against a medium gray background will 

probably end up being a rather dull visual experience. Add a few apples, some grapes and 

an interesting fruit bowl, and you'll have a more engaging picture (with the banana still 

standing out from the darker colors). But throw in 50 randomly arranged bananas on top 

of this and you'll end up with a visual muddle. 

 Suffice it to say, the most interesting composition is a balance between order and 

complexity.  

 

 Movement and Meaning   

 

The final guideline is: utilize the meaning suggested in the direction of movement. Where 

action comes from and moves to is significant. Movement from dark areas to light areas 

can symbolize liberation or emotional uplift. Upward motion even something as simple 

as an individual getting out of a chair catches attention because it suggests progress or 

advancement. 

Downward motion often connotes the opposite for example, a man collapsing into an 

overstuffed chair. Action that progresses toward the camera is more powerful than action 

that moves away from the camera. The object, itself, may be moving, or the camera shot 

may change through a dolly or zoom. 

Often, televised speeches are worked out with camera operators so that the camera is 

zoomed in to add emphasis to a certain part of the speech. With this in mind, it's 

generally better (psychologically) during a speech to zoom in for emphasis and then cut 

(rather than zoom) back, as necessary, to a medium or wide shot.  Left-to-right movement 

is generally more engaging than right-to-left movement.   The most engrossing type of 

movement is diagonal, especially when it's from the lower left of the frame to the upper 

right. Related to this concept, a canted camera shot (a tilted camera angle, also called a 

Dutch angle), especially from a low angle, is often used to connote energy or power 

Ideally, every shot in a television program should be composed as carefully as a still 

photograph. While this is not often possible, some general rules of composition should be 
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kept in mind. The television screen is surrounded by a "shadow mask."  This border 

usually hides the edges of the picture.  As much as five percent of the picture on each 

edge can be obscured.   

  The red border around the frame 

represents the shadow mask.  It is 

unlikely the viewer will see anything 

in this area.  The gold and green 

areas combined are referred to as the 

safe action area.  Anything that takes 

place here is likely to be visible to 

the viewer.  The green area is known 

as the safe title area.  It is virtually 

certain that any text in the green area will be visible to the viewer.   Notice the difference 

in "head room" in the pictures below this text.  If you are using a camera with a monitor 

that shows the entire picture, be sure to allow for the shadow mask when you are 

composing your shots.  Some viewfinders have "safe area" masks or lines to help  

 

                             .  

 Unless your subject is perfectly symmetrical, the screen 

should never be divided exactly in half by strong 

horizontal or vertical lines. Instead, it should be divided 

approximately into thirds. For example, the horizon (if 

you're shooting a corn field) should be either a third of 
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the way from the bottom of the screen or a third of the way from the top. With the 

exception of titles, composition should not be perfectly symmetrical, but should rather 

balance positive and negative (filled and empty) space.    

Intelligent use of composition can be used to draw the viewer's eye to important parts of 

the picture.  

  

  

Too High  

                          Too Low 

  

When framing people, there are several additional concerns. By placing someone too 

high or too low in the frame, the individual can be made 

to seem taller or shorter than he actually is. The 

tendency is to place people too low.  

When the screen is filled with a face, the critical part of 

the face includes the eyes, mouth, and chin. The picture 

should be framed to include those, allowing hair or ears 

to fall outside the frame.  

 When shooting a profile (side view) of a person, it's important to allow empty space in 

the direction the subject is looking. This extra space is called "nose room."  Nose room 

applies not only to people, but to anyone or anything pointing or moving.  There should 

be relatively more empty space in the direction of the pointing or movement. The kind of 

framing a writer or director wants is usually described in terms of wide, medium, or 

close-up.  

A wide shot includes the entire subject and important objects in the immediate 

surroundings. It's used to show where he is in his environment. If it's used at the 

beginning of a scene it's often called an "establishing" shot.  
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A medium shot shows most of the subject, including all parts of the subject that are 

important to understanding what the subject is doing. A medium shot of a person sitting 

still might show his body from the waist up, letting hands and the lower half of his body 

fall outside the frame.  

A medium shot of a person dancing, on the other hand, would have to include his arms 

and hands, since these are generally important to understanding what he's doing.   

A close-up is used to isolate the most important part of the subject. For a speaker, this is 

generally the head. For an entire football team, a close-up might be a shot of the 

quarterback only.   

An extreme close-up focuses on one important detail of the subject, perhaps the mouth 

alone, or just the eyes, if the subject is a person. The object is to focus on important detail 

either to increase the drama or impact on a situation or to allow the viewer to see 

necessary picture information more clearly.   

In shooting a group of people, we have a few special terms. A "one shot" is a medium 

shot of a single person. A "two shot," would still be a medium shot, but the "subject" is 

made up of two people and the shot is framed tightly around those two. We also use 

terms such as "head shot," "head and shoulders shot," and "waist-up shot,"    

In the age of hand-held camcorders it must seem odd that there's an elaborate vocabulary 

describing how a camera can be moved. If you can do it, the industry has a technical term 

for it.  

Pan                         Tilt 
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The two camera movements you use routinely are the "pan" and "tilt." A pan is a turning 

of the camera to the left or right. A tilt involves tilting the camera up or down.  

 

 

Pedestal Up  

The stand for a heavy studio television 

or film camera is called a "pedestal." 

That's why the term for raising the 

camera is "pedestal up," and the term for lowering the camera is "pedestal down." These 

terms have nothing to do with adjustments to the "pedestal," or setup of the black level of 

the picture, which is an electronic 

adjustment, not a camera 

movement.  

 

Truck Right  

In moving a camera from side to 

side you "truck right" or "truck 

left." To move the camera closer 

to the subject, you "dolly in." To move it farther away you "dolly out." Of course, 

whenever the camera-to-subject 

distance changes, the focus must 

be adjusted.  

 

Dolly In  
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Purists will point out that dolly shots (in or out) are fundamentally different in effect from 

zooming in or out. They're right. But professionals will go to extreme lengths to get a 

smooth dolly shot, to the point of laying special tracks to roll the dolly on. People with 

more modest means have mounted cameras on bicycles, shopping carts and, of course, 

cars to get their dolly shots.  

Finally, in situations where important parts of a scene are not the same 

distance from the camera, it's possible to change the emphasis of a shot 

from one part of the scene to another by changing focus alone.. The 

instruction to do this is "rack" focus "in" or "out" for a particular object in a 

scene. "Rack focus into the cup on the table," would be an example. Such 

instructions are rarely used and are generally given for artistic effect.  

 

 The television grammar /Rules/shot sizes 

 

Television and film use certain common conventions often referred to as the 

'grammar' of these audiovisual media. This list includes some of the most important 

conventions for conveying meaning through particular camera and editing techniques (as 

well as some of the specialized vocabulary of film production).  

Conventions aren't rules: expert practitioners break them for deliberate effect, which is 

one of the rare occasions that we become aware of what the convention is. Listen the 

photographs  and ascertain your own inferences in the frame of each photograph. 
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  We can discuss   each shots as follows, 

Long shot (LS).  

Shot which shows all or most of a fairly large subject (for example, a person) and usually 

much of the surroundings. Extreme Long Shot (ELS) - see establishing shot: In this type 

of shot the camera is at its furthest distance from the subject, emphasizing the 

background. Medium Long Shot (MLS): In the case of a standing actor, the lower frame 

line cuts off his feet and ankles. Some documentaries with social themes favour keeping 

people in the longer shots, keeping social circumstances rather than the individual as the 

focus of attention.  

Establishing shot. 

Opening shot or sequence, frequently an exterior 'General View' as an Extreme Long 

Shot (ELS). Used to set the scene.  

Medium shots. 

Medium Shot or Mid-Shot (MS). In such a shot the subject or actor and its setting occupy 

roughly equal areas in the frame. In the case of the standing actor, the lower frame passes 

through the waist. There is space for hand gestures to be seen. Medium Close Shot 

(MCS): The setting can still be seen. The lower frame line passes through the chest of the 

actor. Medium shots are frequently used for the tight presentation of two actors (the two 

shot), or with dexterity three (the three shot).  
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Close-up (CU). 

A picture, which shows a fairly small part of the scene, such as a character's face, in great 

detail so that it fills the screen. It abstracts the subject from a context. MCU (Medium 

Close-Up): head and shoulders. BCU (Big Close-Up): forehead to chin. Close-ups focus 

attention on a person's feelings or reactions, and are sometimes used in interviews to 

show people in a state of emotional excitement, grief or joy. In interviews, the use of 

BCUs may emphasise the interviewee's tension and suggest lying or guilt. BCUs are 

rarely used for important public figures; MCUs are preferred, the camera providing a 

sense of distance.   

 Types of shots, angle  

 

  

 Angle of shot. 

 The direction and height from which the camera takes the scene. The convention is that 

in 'factual' programmes subjects should be shot from eye-level only. In a high angle the 

camera looks down at a character, making the viewer feel more powerful than him or her, 

or suggesting an air of detachment. A low angle shot places camera below the character, 

exaggerating his or her importance. An overhead shot is one made from a position 

directly above the action.  
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Viewpoint. 

The apparent distance and angle from which the camera views and records the subject. 

Not to be confused with point-of-view shots or subjective camera shots.  

Point-of-view shot (POV).  

A shot made from a camera position close to the line of sight of a performer who is to be 

watching the action shown in the point-of-view shot.  

Two-shot. 

A shot of two people together.  

Selective focus. 

Rendering only part of the action field in sharp focus through the use of a shallow depth 

of field. A shift of focus from foreground to background or vice versa is called rack 

focus.  

Soft focus. 

An effect in which the sharpness of an image, or part of it, is reduced by the use of an 

optical device.  

Wide-angle shot. 

A shot of a broad field of action taken with a wide-angle lens.  

Tilted shot. 

When the camera is tilted on its axis so that normally vertical lines appear slanted to the 

left or right, ordinary expectations are frustrated. Such shots are often used in mystery 

and suspense films to create a sense of unease in the viewer. 

Camera Techniques:  

Movement 
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Zoom. 

In zooming in the camera does not move; the lens is focussed down from a long-shot to a 

close-up whilst the picture is still being shown. The subject is magnified, and attention is 

concentrated on details previously invisible as the shot tightens (contrast tracking). It may 

be used to surprise the viewer. Zooming out reveals more of the scene (perhaps where a 

character is, or to whom he or she is speaking) as the shot widens. Zooming in rapidly 

brings not only the subject but also the background hurtling towards the viewer, which 

can be disconcerting. Zooming in and then out creates an ugly 'yo-yo' effect.  

Following pan. 

The camera swivels (in the same base position) to follow a moving subject. A space is 

left in front of the subject: the pan 'leads' rather than 'trails'. A pan usually begins and 

ends with a few seconds of still picture to give greater impact. The speed of a pan across 

a subject creates a particular mood as well as establishing the viewer's relationship with 

the subject. 'Hosepiping' is continually panning across from one person to another; it 

looks clumsy.  

Surveying pan. 

The camera slowly searches the scene: may build to a climax or anticlimax.  

Tracking (dollying). 

Tracking involves the camera itself being moved smoothly towards or away from the 

subject (contrast with zooming). Tracking in (like zooming) draws the viewer into a 

closer, more intense relationship with the subject; moving away tends to create emotional 

distance. Tracking back tends to divert attention to the edges of the screen. The speed of 

tracking may affect the viewer's mood. Rapid tracking (especially tracking in) is exciting; 

tracking back relaxes interest. In a dramatic narrative we may sometimes be drawn 

forward towards a subject against our will. Camera movement parallel to a moving 

subject permits speed without drawing attention to the camera itself.  
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Hand-held camera.  

A hand-held camera can produce a jerky, bouncy, unsteady image which may create a 

sense of immediacy or chaos. Its use is a form of subjective treatment.  

Process shot. 

A shot made of action in front of a rear projection screen having on it still or moving 

images as a background.  

Crab.  

The camera moves (crabs) right or left.  

Activity: 

Ø Hands on practice of various shots, angles and movements by the students 

 

Learning Outcome 

Ø Develop an ability to be able to direct and discuss with the camera person what 

kind of shot, movements and compositions are needed for the story or programme 

to be a success. 

manoj.chauhan
 159



Lecture 11 
 
Introduction to lighting, Lighting principles, 3pt System, Lighting Ratios 

 

Objective 

 

Ø Understand need for lighting for television 

Ø Understand lighting principles  

Ø Understand lighting ratios 

Television Lighting 

Television is a means of changing patterns of light into electrical signals for storage or transmission 

and then recreating those patterns on a screen. In order to do this well, the television camera must be 

presented with properly illuminated scenes. The three important considerations are overall level, 

contrast range, and color temperature. 

  

Level 

Lighting levels for television are generally set by adjusting the incident light, or the light striking the 

subject. The unit of measure for incident light is the foot candle, which is the amount of light 

produced by a standard candle at a distance of one foot. Lighting measurements are made using an 

incident light meter, which has a white plastic cover over the sensing element and a logarithmic scale 

calibrated in foot candles. To measure the useful incident light for television, the meter is held near 

the subject and pointed toward the camera. 

The minimum acceptable level for color television depends on the ability of the lens to transmit light 

to the camera, the sensitivity of the pickup tube or chip, and the amount of depth of field you need. 

For high-quality pictures you need something between fifty and two hundred foot candles. Most 

cameras can be operated in light ranging from the minimum up to ten thousand foot candles, or fairly 

bright sunlight. Where lighting conditions fall outside this range, steps must be taken to bring the 

lighting level into line with the capabilities of the camera. With too little light, additional lighting 

must be added. With too much, special neutral density filters must be used on the camera. 
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Absolute rock bottom 

 

You'll see cameras advertised as 2 LUX or 4 LUX cameras. 2 LUX is equal to .19 foot candles. 4 

LUX is about .37 foot candles. I was suspicious, so I set up an ordinary candle one foot away from a 

white square on a black background. I tested two cameras. 

 The first was a popular CCD camera requiring four LUX for minimum illumination. The second was 

a broadcast camera using Saticon pickup tubes. At a nominal one foot candle the CCD camera 

produced 40 IRE units of video, but the amount of noise in the picture was very objectionable. At 

four foot candles the CCD camera produced 100 IRE units with an acceptable noise level. The 

broadcast camera produced 20 IRE units at one foot candle with the "boost" set at 18 dB. At four foot 

candles, it produced 46 dB at 0 boost and 95 dB at 9dB boost. At four foot candles the broadcast 

picture was obviously superior to the picture from the consumer camera.  

The difference at one foot candle is essentially the willingness to tolerate more noise in the CCD 

camera, giving it more sensitivity under extremely low light situations. 

Lighting levels of five to fifteen foot candles are common in homes, while office settings tend to 

range from fifty to sixty foot candles. Consumer camcorders should have plenty of light for 

acceptable pictures in either setting. 

  

Contrast 

 

Contrast refers to the difference in brightness from the darkest parts of a scene to the brightest. Useful 

contrast for television is determined by the amplitude of the video signal. The NTSC standard calls 

for a "peak to peak" amplitude of one volt at 75 ohms impedance. Only seven tenths of a volt is used 

for the luminance, or black and white part of the signal. If there's too little contrast many receivers 

will produce a flat, grayish picture. If there's too much contrast, details in the brightest and darkest 

parts of the picture will be lost and the picture will look too harsh. 

Since contrast is actually light reflected from the subject, it's measured using a reflectance light 

meter. The meter is held near a variety of very light and very dark parts of the subject and pointed 

toward each part of the subject to be measured. The ideal contrast range for television is about twenty 

to one. This corresponds to a difference of about four and one half f-numbers between the darkest and 

brightest parts of the picture on a reflectance light meter. In practice, actual contrast ranges are rarely 

measured using a meter. A subjective analysis based on camera output is generally sufficient. 
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Color Temperature 

 

The third consideration is color temperature. Every source of light has a characteristic color. This 

color is related to its "temperature." Lower color temperatures tend to be red or orange while higher 

temperatures tend to be green or blue. Color temperatures are measured in degrees Kelvin. Some 

examples: 

  

Color Temperature 

Temperature  Source  Color  

1950  Candlelight  Orange  

2870  Normal Incandescent  Orange  

3200  Most Photo or TV Lights  Orange  

3400  Some Photo Lamps  Orange  

3500-4000  Fluorescent Lamps  Green  

5500  Midday Sunlight  Blue  

The eye "remembers" how things are supposed to look and interprets color accordingly, regardless of 

the color temperature of lighting sources. A white sheet of paper seems white whether viewed under 

an incandescent lamp or sunlight. The eye can even adjust for "correct color" when two light sources 

of different colors are present in the same scene. Sunlight streaming into a room which is also lit by 

incandescent lamps doesn't make objects it strikes appear bluish. 

Television cameras aren't so versatile. They must be set up to render color in a way that's pleasing to 

the eye. They can do this only if all of the important lighting sources within a scene have the same 

color temperature. A combination of filters and electronic adjustments is used to adapt color cameras 

to each new lighting situation. 

Lighting Techniques 

In lighting there are two goals: get enough light; use the light you have to shape and define objects in 

the scene. Lighting is often tried out "on paper" by using a lighting diagram before it's actually set. 

Many potential problems can be spotted in the process of constructing a lighting diagram. The most 

common of these is to light for a theoretical "stage front" instead of lighting for specific camera 
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positions. It's also useful in anticipating problems with shadows falling where they're not wanted. 

Every light casts a shadow. The lighting diagram will make it easier to see where those shadows 

might fall. 

One man, One Camera 

 

The simplest type of lighting involves one camera shooting one subject. The subject is placed in the 

setting far enough away from any walls or backdrops to avoid casting shadows on the background 

near the subject. The camera is set up placing the subject in front of the backdrop. 

Key Light 

The first light set is usually the key light. It's positioned thirty to forty-five degrees to the side of the 

camera and should strike the subject at an angle of about forty-five degrees from vertical. This 

lighting angle is best for people with normal features. People with short noses or weak chins should 

be lit from a steeper angle to increase the length of the shadows cast under the nose or chin. Those 

with long noses should be lit with less angle to produce shorter shadows. Moving the light closer to 

the camera will reduce the amount of modeling in the face and make the subject appear heavier than 

he is. Conversely, moving the light farther from the camera will throw more of the face in shadow, 

making it appear narrower. The key light is focused on the subject by putting the bulb in the "full 

spot" position and centering the beam on the subject. The light is then flooded out until a reasonable 

overall level is reached. "Reasonable" means you can generate sixty to seventy IRE units of video on 

faces with minimal video noise in the picture and enough depth of field for your purposes. 
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Back Light 

The back light is placed directly behind the subject, in line with the camera. It, too, is set at a forty-

five degree angle from vertical. The back light is spotted down and aimed at the subject's neck. It is 

then flooded until it has about the same intensity as the key light. The back light should be adjusted to 

produce a crisp but subtle border around the subject. People with blonde (or missing) hair require less 

intensity. People with very dark hair require more. When the back light is still too bright in the full 

flood position, a scrim can be fitted in front of the housing to soften and reduce the light. 

Fill Light 

Fill light is added on the side of the camera opposite the key light. Fill light should be about half the 

intensity of the key and back lights. It should also be softer, producing no harsh shadows. Often a 

broad, scoop, or soft light is used instead of a spotlight to provide fill. Fill lights are also frequently 

scrimmed to soften them and reduce their intensity. 

Background 

Finally, background light is added to bring the background up to a level in the middle of the overall 

gray scale of the subject. Background lighting should be even and unobtrusive. The background 

shouldn't be made the center of attention with harsh or uneven lighting. 

MOVEMENT 

 

But what if the subject moves? Depending on the movement, there are two ways of handling this 

problem. Suppose the subject moves from one important area to another along a pre-determined path. 

It is neither necessary nor desirable to provide full key, back, and fill along the entire path. It is 
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necessary only to provide about the same overall illumination along the path of travel. This may be 

accomplished either by making sure the lighted areas overlap sufficiently that no drop in level will be 

detected by the viewer, or, where distances are greater, by adding sufficient fill along the path to keep 

the level reasonably constant. In general, backlight for a movement from one lit area to another isn't 

necessary. 

When movement of the subject is likely to be random or to cover too large an area of the set, it is 

possible to provide a diffuse fill lighting to the entire area. This is commonly called "base light" and 

is designed to keep all shadows within acceptable contrast range. Key and back lights are then added 

for specific areas and camera positions as necessary. While this kind of lighting might be helpful in 

certain situations, it generally results in a flat and dull overall appearance. Since every light used 

creates its own shadows, this technique can also result in multiple shadows detracting from the 

modeling effects rendered by a more orthodox application of key, back, and fill techniques. 

Cross lighting 

When a quick and simple lighting plan is needed, cross-lighting is usually the best approach. 

Adjustable spotlights are placed in the corners of a room, flanking the intended camera position. 

Because they must "throw" their light some distance, they should be adjusted for a narrow beam 

(spotted down) and aimed in a crossing pattern at the opposite corners. Unfocused light loses its 

power with the square of the distance from the light. Normally this would make foreground subjects 

too bright and background subjects too dark. By spotting the lights and aiming them at the corners, 

the loss of light with distance is minimized and the narrow spread of the beam reduces the amount of 

light striking foreground subjects. 

Lighting for Dance 

In some cases, even the standard television lighting is too flat for the desired effect. The most 

prominent example of this situation is in dance. While dance suggests an even illumination of the 

entire set, it is usually desirable to create shadows that show off the dancers' form. This is done by 

lighting from greater angles than normal. There is often little or no light from the direction of the 

camera. Instead, lights are placed at from about seventy to ninety degrees from the camera position. 

Back light, too, is steeper than normal. 
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Of course, the mood and artistic objectives of the dance have to be considered. It's possible that 

standard television lighting would be appropriate for some dances, especially those involving 

elaborate costumes or an emphasis on story or drama. More radical lighting might be suggested by 

dance emphasizing the form and movement of the human body. Steeper lighting does create larger 

areas of shadow, and widening the difference in intensity between key and fill lighting, even 

eliminating fill lighting entirely, does heighten the sense of energy and tension important to some 

ballet and modern dance. 

High Contrast 

The technique of eliminating fill lighting, leaving only key and back light, is called "high contrast" 

lighting. While it may be appropriate for some forms of dance, its use in other contexts should be 

sparing. Not only can it easily be overdone, but it also tends to aggravate some technical 

shortcomings in low-cost cameras and recorders. Any tendency for the picture to "lag" will be made 

unbearably obvious and areas of the picture left too dark will show video noise generated by cameras 

and recorders with limited signal-to-noise and noise reduction characteristics.  

Limbo 

Limbo lighting, like high contrast lighting, poses technical problems for less sophisticated equipment. 

In limbo lighting normal key, back, and fill lighting or high contrast lighting is used, but great care is 

taken to eliminate any light from the background or floor behind the subject. The intended effect is to 

leave the subject without any visual context. The more likely effect is a context of video noise, 

especially if recording or editing for later distribution is intended. 

Backlighting 

Backlighting is generally used in the attempt to conceal the identity of people on camera or to provide 

an "interesting" background for program titles and credits. Key and fill lights are eliminated, leaving 

only back and background lights. Because of the large amount of stray light bounced off of floors and 

walls, backlighting doesn't completely eliminate "fill" light on the subject and may not therefore 

provide sufficient anonymity for the subject. 
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Application 

Standard television lighting is basically key, back, and fill. As you look around the real world, you 

would be hard pressed to find a single example of this rather artificial scheme. So how does this 

technique apply to you? 

I remember still photographers in Panama several years ago saying "I hate this light." or "The light 

isn't right yet." What they hated was the high angle of the tropical sun at midday. They wouldn't like 

the light until the sun fell to about a forty-five degree angle, or the proper angle for a key light. 

Outdoors the sun is the key light. North of the tropics, the sun is at a good angle in mid morning and 

mid afternoon. I've often taken one look at a building and decided whether to record it in the morning 

or afternoon. I've also selected the camera position to put the sun in the right place in relation to the 

camera. 

Outdoors, the content of the sky is very important. Obviously, dark clouds and rain don't do much for 

a positive image. But even a light cloud cover or haze can make a profound difference in your 

pictures. On a clear day, a sunlit structure will be brighter than the sky. You can throw a couple of 

nice clouds into the background for effect, but basically the blue background is darker than the sunlit 

subject. Light haze and clouds will almost always be brighter than the subject. They could make the 

White House look like a medieval dungeon. 

Striking pictures, whether still, film, or video can be made using the sun as a backlight, or by playing 

with the angle between the camera, subject, and sun. If you remember where the key light is in 

conventional lighting, you can use it as a guide to shooting outdoors, both by following and by 

breaking the rules. 

Office lighting generally runs from fifty to one hundred foot candles. Obviously plenty for good 

pictures. Unfortunately, all of those fluorescent lights point straight down. Eye sockets are turned into 

black holes. Lights in the background are brighter than the subject. I've found that the cross lighting 

technique we mentioned can provide key and fill lighting in the typical office environment. It throws 

enough light on the back walls or other distant objects, and provides the modeling that would 

otherwise be missing. The fact that the background light is at 4500 degrees Kelvin while the key and 

fill lights are at 3200 degrees Kelvin doesn't seem to cause a problem, as long as the camera is white 

balanced for 3200 degrees Kelvin. 
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That "Homey" Look 

Homes are comfortable, friendly places. They are warm and nurturing. Broadcast television spends a 

lot of time and energy trying to mimic the "homey" look, whether in daytime dramas or situation 

comedies or talk shows. As you look around your own living room, here are some of the concerns the 

network producer might have in reproducing "the look." 

The most important means of avoiding the "studio look" is to simulate more conventional room 

lighting. That is not to say that normal room lighting should be imitated. Rather, the effects of room 

lighting should be examined and recreated for the camera. These effects fall into two broad 

categories. 

The basic area illuminated by room light is normally at the level of table lamps and below. Light 

normally falls off toward the ceiling. By aiming lights and using barn doors to reduce the amount of 

light near the top of the set, this effect can be imitated. Even though lighting angles are those of 

conventional television, the viewer will associate lighting with those lamps found in his normal 

environment, provided reasonable diffuse fill light is combined with key and back light that doesn't 

create hard and distracting shadows. 

Next, key light positions may be modified and adapted to represent visible or implied lighting 

sources. Again, it's neither possible nor desirable to use the lighting angles and positions that might 

be found in a home. Instead, key lights might be placed to strike the subject from the same general 

angle to the camera as the visible or implied source. There might be key light from more than one 

general direction, casting shadows representing several sources. Lighting angles from the vertical, 

however, shouldn't be modified, since lowering key lights will cause unacceptable shadows on 

backgrounds (or subjects) and extremely steep angles will create dark shadows in eye sockets, as well 

as long nose and chin shadows. Where the implied lighting source gives off little or no light itself, the 

most distracting shadow of all is that of the implied source cast on the background by the key light. 

When this happens it's painfully obvious that the light in the picture is not a practical source of 

illumination. 

As a rule, it's better not to use visible implied light sources, since it's difficult to protect the camera 

from them without destroying the intended effect. Even an extremely low-wattage bulb in a table 

lamp will exceed the contrast range a camera can accommodate, since it's a source for direct, rather 
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than reflected, light. Such apparently innocent light sources as candles and lanterns give off more 

light than many cameras can handle. The resulting effect is anything but "natural." If some means of 

screening the camera from direct light from an on-camera source can be found and if the appearance 

of the source is reasonable natural, the effect of such implied lighting can be very effective. 

It's possible to suggest a light source through the use of distinctive shadows. Special focused spot 

lights can be used to project patterns onto the set. The pattern of a window might be used to suggest 

sunlight streaming into a room, for example. With low light CCD cameras, even normal slide 

projectors can be used to throw suggestive shadows. 

Regardless of the light sources you use, the concepts of key, back, and fill lighting are important to 

making your subjects as attractive and dynamic as possible. Often in the real world you have to place 

the camera and subject in such a way that existing light does this job for you. In some circumstances 

(such as office-style fluorescent lighting) there may be no alternative to bringing in additional lights 

for modeling purposes. It's not important whether you use existing light or normal tungsten lights or 

quartz-halogen television lights. The relationship between the subject and the key light and the 

relationship between key, back, and fill light sources is important to creating effective images on 

tape. 

 Lighting Ratios  

 

Unless each of the four basic lights we've discussed is at the proper intensity, the formula lighting 

approach will not work. Since the key light is the dominant light on the subject, it must be stronger 

than the fill light. In color production the fill should be about one-half the intensity of the key.  This 

key-to-fill brightness difference is expressed in terms of a lighting ratio.     

If the key light is twice as bright as the fill, the ratio will be 2:1, which is the standard for color TV. 

Using the 2:1 ratio, if the key light is 2000 lux, the fill will be 1000 lux; if the key light is 90 foot-

candles (FC) the fill light would be 45 FC.  

Although many lights may be used in a scene, the lighting ratio refers to the ratio between just two 

lights: the key and the fill.   The key-to-fill ratio affects how the form, dimension and surface texture 

of subject matter will be rendered. To achieve dramatic effects, and occasionally to meet the needs of 

special subject matter, ratios other than 2:1 can be used. More on that later.    
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If a lux or foot-candle meter isn't available to establish the proper lighting ratios, a standard 

photographic light meter can be used. The f-stop difference between the intensity of lights can be 

translated into a lighting ratio.    

To achieve a standard 1:2 ratio, make the key light one f-stop brighter than the fill. For example, the 

key light (when measured by itself) could call for an exposure of f:16 and the fill light (when 

measured by itself) an exposure of f:11.    

 

Lighting Ratios  

With differences (in f-stops) required between key and fill light intensities  

• 1:1 - no difference (flat lighting)     

• 2:1 - One f-stop (for general color photography, videography)    

• 3:1 - One and two-thirds f-stops (for general black and white photography)     

• 4:1 - Two f-stops (for low-key dramatic effect)     

• 8:1 - Three f-stops (for a very low-key dramatic effect) Because of the video 

contrast range limitations, for ratios beyond this the dark areas will probably 

just be rendered as black, without discernible detail.   

Recall that a simple way of establishing lighting ratios is by controlling the distances between the 

lights and the subject.  

Sometimes it's desirable to minimize or smooth out the surface detail of subject matter. If highly 

diffused key and fill lights are used close to the camera there will be a flattening of the appearance of 

subject matter and a minimizing of surface detail and texture.     

Reducing the key-to-fill lighting ratio to 1:1, with the key intensity equal to the fill intensity, adds to 

this flat lighting effect. We'll re-visit our jewelry boxes to illustrate this. The first photo below was 

shot with a low lighting ratio (flat lighting), the second with a high lighting ratio.    
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Although form and dimension are sacrificed in flat lighting, this type of lighting can be useful in 

minimizing wrinkles and skin problems, and in creating a soft, flattering effect for the human face. 

This could be very important in a cosmetic commercial, for example.  

In contrast, by increasing the key-to-fill ratio to 1:5 and beyond, surface detail and texture will be 

emphasized—especially if hard key light is used at an angle from 65 to 85 degrees off to one side, as 

shown on the right above. 

The two photos below were taken of the same section of concrete blocks on a wall. The photo on the 

left was taken on an overcast day, and the overhead sun illuminated the photo right on a clear day. 

Here we can see the difference in both the quality (hardness and softness) of the sunlight and the 

lighting ratio. On the overcast day the key-fill ratio ends up being about the same, since the light is 

diffused.   

   

Back Light Intensity    

 

To provide the subtle rim of light around subjects, the back light has to be 

slightly brighter than the key. In the case of an on-camera person, back light 

intensity will depend on the hair color and clothes.  

Subjects who have brown hair and clothes in the mid-gray range will require 

a back light one and one-half times the intensity of the key.  

Assuming a key light intensity of 1,500 lux, the back light would then be 

2,250 lux. If you don't have a meter that reads in lux or foot-candles, you can 

simply move the back light slightly closer to the subject than the key light—

or until you see the desired subtle rim of light around the subject.    
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An Afro hair style and a dull black coat will take more 

back light than and a blond wearing light clothing. Be 

careful to observe the effect on a monitor or in a well-

adjusted camera viewfinder.     

With subjects who have hair and clothing of similar 

reflectance, the intensity of the back light is not too 

difficult to determine. But difficulties arise when a 

person has dark hair and a light coat, or blond hair and dark clothing. In such cases the beam of the 

back light(s) can be partially masked off with barn doors so that the brightest part of the beam will hit 

the dark areas.     

The color temperature of the back light is not nearly as critical as it is with key and fill lights. Within 

limits, dimmers can be used.     

     

Background Light Intensity  

 

Because the background is of secondary importance to the center of interest, it should receive a lower 

level of illumination. Generally, the intensity of background light should be about 2/3 the intensity of 

key light. This will insure that the central subject matter stands out slightly from the background.     

In case you have forgotten Math 101, you can get two-thirds of any number by multiplying it by two 

and dividing the result by three. Therefore, if the key is 2,000 lux, the light falling on the background 

should measure about 1,300 lux.     

If you are using a photographic meter, you can set the background light 1/2 to 2/3 of a stop less than 

the key light.     

  

Since backgrounds are typically one-dimensional (flat) and of secondary importance to the main 

subject matter, the placement of the lights and their angles are not critical. But, the light across the 

background should be even—especially if you are using chroma key. By walking across the 

background area with an incident light meter, you can find dark or bright spots. 
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Subject-to-Background Distance 

 

Shadows on backgrounds from mic booms, moving talent, etc., can be distracting and annoying. 

Background lights will lighten, but normally not eliminate, shadows. However, by moving subjects 3 

meters (9 or more feet) away a background, you will find (if the key is at an elevation of 45 degrees) 

that shadows will end up on the floor (out of sight) instead of on the back wall behind the subject.     

Sometimes, however, it's necessary for talent to move in close to a background. An example would 

be someone explaining a chart on a wall. The use of a large softlight would render the shadows from 

the front lights almost invisible—if you don't mind the soft, diffused look it will create in the video. 

Otherwise, you will just need to use a key angle that doesn't create distracting shadows.     

Unduly dark backgrounds can be brightened up by using a higher level of illumination, and bright, 

intrusive backgrounds can be "pulled down" by lowering background illumination.     

Once lighting is understood in terms of quality, angles, lighting ratios, and the effect of keys, fills, 

back lights and background lights, a variety of effects can be created. 

 

Activity: 

 
Ø Plan the lighting plot for a studio-based show with one anchor and studio guest; clearly 

indicate where you will place the key, the fill and the back light. 

 

Learning outcome 

 

Ø Understanding principles of lighting  

Ø Develop ability to be able to design lighting plots for television production 
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Lecture 12 
 
TYPES OF LIGHTS AND LIGHTING EQUIPMENTS 

 

Objectives 

 

Ø Learn the different types of lights and accessories used for television production 

Lighting Instruments 

There are four basic kinds of lights used in television. They are the spot, 

the broad, the flood, and the soft light. The spot has a narrow beam that 

casts well-defined shadows. 

   

The broad is a rectangular light that has a somewhat wider beam and 

casts softer shadows. The flood light throws a broad, even illumination 

in a circular pattern with diffuse shadows. 

The soft light (also called a "bathtub") is a array of lights reflected by 

the white interior of a large box. Used for general background illumination, the bathtub creates 

shadows that are barely noticeable. 

The intensity and beam spread of spots and some other lights may be adjusted by moving the lamp 

forward or back in the lamp housing. When the beam is narrow and intense the lamp is "spotted 

down." When the beam is wide and more diffuse the lamp is 

"flooded out." Not all lamps have 

this adjustment. 

Most lamps can be fitted with 

"barn doors," which are black 

metal flaps fastened to the front of the lamp housing. These flaps are 

used to keep light from falling where it's not wanted. Use of barn doors 

is most important on backlights, which can cause objectionable lens flare if their light is allowed to 

strike the camera lens directly. 
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Scrims are special disks of screen wire, which can be used to soften lights and reduce their intensity 

slightly. Not only can two or more scrims be used in the same lamp to increase the effect, but half 

scrims or variable density scrims can be used for selective softening of lights. Scrims can also be 

used in lamps, which don't already have protective covers or lenses to contain debris in the event the 

bulb explodes. Explosions, while rare, are not unknown. 

Tungsten-Halogen bulbs are generally used for television lamps. These bulbs retain their brightness 

and correct color temperature throughout their lives. Unlike household bulbs, however, they can be 

damaged if touched with fingers (depositing oil on the glass) and are more susceptible to damage by 

shock. Barring accidents, halogen lamps last from 100 to 300 hours. 

Housings may generally be fitted with several different bulbs of different wattages. Acceptable bulb 

substitutions are often listed on the housing. Bulbs are identified by a three-letter code. Only those 

bulbs listed should be used in a housing. Lamps and housing become extremely hot when they're in 

use. Hot lamps should be handled only with protective gloves to prevent burns. 

Power Consumption 

Television lights are much more powerful than normal incandescent lights. They range from 25 watts 

for DC camera lights up to as high as 5000 watts. Lights used for electronic news gathering (ENG) or 

electronic field production (EFP) normally ranges from 500 to 1000 watts each. This presents 

problems whenever they're used in locations that weren't intended for television recordings. 

The normal utility electrical circuit has a maximum capacity of 15 or 20 amps at approximately 120 

volts. One 500-watt lamp uses about 4.55 amps. A 650-watt lamp uses 5.10 amps, and a 1000-watt 

lamp uses 9.09 amps. To be safe, no circuit should be loaded to more than two thirds of its capacity to 

prevent overloads from power surges and to allow for possible weaknesses in the circuit. In other 

words, a maximum of two 500 or 650 watt television lights should be used on a 15-amp circuit. 

The above implies that you know which outlets are connected to each circuit, what the rated 

amperage for each circuit is, and what else is plugged into each circuit. 

The formula for finding the amperage for specific power consumption is:  

Amperage =Wattage/Voltage 
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To be safe, divide the total wattage by 100. This will provide a margin of safety and makes the 

arithmetic easier. 

Any extension cords used with lights should be heavy enough to carry the load. For short distances, 

number 14 AWG with rubber insulation will carry 15 amps safely. For long runs, it is advisable to 

use number 12 AWG, which is the same size wire used in household wiring. In addition, grounding 

wire and circuits should be used where possible. 

The formula above has a second use in calculating battery life. If you have a camera light it's most 

likely a 25-watt quartz light. At twelve volts, a typical one amp hour battery could operate the light 

for half an hour. 

Lighting Instruments  

 

"Quartz" Lamps  

Almost all incandescent lamps used in TV production are tungsten-halogen 

lamps (commonly called quartz lamps). They normally range from 500 to 2,000 watts in intensity.  

This type of lamp is more efficient than the common light bulb-type incandescent lamp, and it does 

not darken with age.  

Quartz lamps get extremely hot, which makes ventilation important. Because of the great heat 

associated with tungsten-halogen lighting instruments, burnt fingers are a hazard for the unwary.  

Special care must be taken when these lamps are changed (in addition to unplugging the lights and 

letting them cool down) to make sure that oil from fingers is not deposited on the outer glass (quartz) 

envelope of the lamp. Because of the great heat associated with these lamps, any residue of this sort 

will create an area of concentrated heat that will cause the lamp to fail—and they can be rather 

expensive to replace.  

Care must also be taken not to subject the lamp to jolts while they are turned on, or the fragile 

internal element can break.  

Tungsten-halogen lamps are used in several common types of lighting instruments; but, before we get 

to that, one other type of lamp should be mentioned.    
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HMI Lights  

HMI lights have several advantages over standard quartz or incandescent lights.  First, compared to 

standard incandescent lights, they deliver five times the light output per watt. This means that they 

generate less heat, which is an important consideration when shooting inside in a confined space. 

(Incidentally, HMI stands for Hydrargyrum Medium Arc-length Iodide.) 

 -  

Note the two lights directly above. The one of the left is an HMI; the one on the right a standard 

quartz light. Despite the difference in size, both put out the same amount of light. The color 

temperature of HMI lights is the same as average sunlight—5,600K. This makes them an ideal fill 

light for on-location work (where the sun is the key). The standard quartz light must use a blue filter 

to bring it to the color temperature of sunlight. This significantly reduces the light output when this 

light is used outside.  

The main disadvantage of the HMI light is the bulky, high-voltage power supply that's needed. (Note 

the power supply for the HMI light at the bottom left of the photo.) 

The photo above on the right shows the HMI element inside the lighting instrument. 

Now that we've covered the lamps used in lighting instruments, we can turn to the lighting 

instruments that house these lamps. 
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Fresnels  

For several decades the Fresnel (pronounced fra-nell) light has been 

the primary source of illumination in most film and TV studio 

productions. The HMI light pictured above is a Fresnel.  

Although these lights used to be so bulky and heavy that they were 

confined to studios, recent versions are small enough to be packed 

away in lighting kits and used on location.   

The Fresnel lens in the front of the light (named for the person who devised it) consists of concentric 

circles that both concentrate and slightly diffuse the light. Note the photo on the above. The 

coherence (quality) of the resulting light represents an ideal blend between hard and soft. In the 

studio these lights are typically hung from a grid in the ceiling.  

A C-clamp or pipe clamp (on the right, above) is used to attach the light to the 

studio's ceiling grid.  

Because of the safety hazard, a heavy Fresnel light some 5 meters (17 feet) feet 

overhead can represent, a safety chain or cable should always be used along with 

the C-clamp. These warp around the grid pipe and will keep a heavy light from 

falling if the C-clamp fails.  

The distance between the internal lamp and the Fresnel lens can be adjusted with this type of light to 

either spread out (flood), or concentrate (spot or pin) the light's beam. This adjustment provides a 

convenient control over the intensity of the light, as well as the coverage area.  

Scoops  

Scoops produce a softer light than Fresnels. The incandescent (tungsten-

halogen) lamps they contain typically range from 500 to 2,000 watts. Since 

there is no lens, the light is not projected any significant distance. As we will 

see, scoops are commonly used in the studio for fill light. Note that this scoop 

has a filter frame attached to the front. Colored gels, diffusers, and scrims (to 

be discussed later) can be slid into this frame to change the light in various 

ways.   
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Ellipsoidal Spots  

The ellipsoidal spot produces a hard, focused beam of light. Used 

with gels, it can project colored pools of light on a 

background.  

Some ellipsoidal have slots at their optical midpoint that accept a 

"cookie" (cucalorus), a small metal pattern (shown in red in the middle of the drawing below) that 

can be used to project a wide variety of patterns on 

a background.  

   

- 

  

In some cases, a background pattern (see samples on the left) may be all you need in a medium shot 

or closeup to suggest a complete setting. For example, a colored stained glass pattern behind a person 

would suggest that the person is in a church.  

Abstract patterns, or patterns suggesting the theme of a program can also 

be used to break up what might otherwise be a blank background. 

These can either be in the form of a cookie inside the light as indicated in 

the drawing above, or a large pattern mounted on a stand. In the latter case 

these large patterns are referred to as gobos, a term which stands for "go 

between." When a coherent light source such as an ellipsoidal spot is 

directed at the pattern, a shadow of the pattern appears on the background. 

Although Fresnels, scoops, and ellipsoidal spots are the most used types of studio lights, several other 

types of lighting instruments are also used.  
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Camera Lights  

In ENG (electronic newsgathering) where quality is often secondary to getting a story, camera-

mounted, tungsten-halogen or HMI lights (often called sun-guns) are sometimes used as a sole source 

of illumination. These lights can be mounted on the top of the camera or held by an assistant. 

They are typically powered by batteries—generally, the same 

12-volt batteries that power the camera.  

When used inside, this type of light provides the same 

(questionable) quality as the familiar single-flash-on-the-

camera does in still photography.  

As a result of the straight-on angle involved, picture detail 

and depth are sacrificed. Because of the relationship between 

distance and light intensity, the detail and color of foreground objects often becomes washed out, and 

objects in the distance typically go completely dark.  

For these reasons, a camera light works best if important subject matter is all at about the same 

distance from the camera.    

These lights are often used outside in combination with a color-correcting dichroic filter to reduce 

harsh shadows created by direct sunlight. 

 

Attachments to Lighting Instruments  

Barn doors  

From the lighting instruments themselves, we now turn to attachments that are 

used with these lights. Adjustable black metal flaps called barn doors can be 

attached to some lights to mask off unwanted light and to keep it from spilling 

into areas where it's not needed.  

While barn doors provide a soft cutoff (edge) to the perimeters of the light, 

flags provide a sharper, more defined cutoff point.  
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Flags  

Flags consist of any type of opaque material that can block and sharply-define the edges of the light 

source. They are often created and shaped, as needed, from double or triple layers of aluminum foil.  

Flags are generally either clipped to stands or 

attached to the outer edges of barn doors. The 

further away they are from the light source, the 

more sharply defined the light cutoff will be.    

 

Filter Frames  

Filter frames are typically a part of the barn door attachment that slides over the front of lighting 

instruments. They can hold:    

• one or more scrims to reduce light intensity  

• one or more diffusers to soften the light, or  

• a colored gel to alter the color of the light  

Each of these simply slides into the filter frame, which in turn attaches to the front of the lighting 

instrument.    

 

Activity: 

 

Ø Field visit to a light studio to study the various kinds of lights and accessories 

 

Learning Outcome 

 
Ø Knowledge of types of lights and light accessories 
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LECTURE 13 
 
 
AUDIO BASICS, TYPES OF MICROPHONES, AUDIO CONSOLES 
 
 
Objectives 
 
Ø Develop a basic understanding of audio for television 
Ø Learn the different types of microphones 
Ø Learn the various audio hardware and advantages and disadvantages of each 

  

Introduction  

 Until rather recently, far more attention was paid to video in television than to audio. 

"Good sound" was when you could make out what was being said; "bad sound" was 

when you couldn't.  

This has changed.  With the advent of stereo, surround-sound, and now digital audio with 

its multiple sound tracks, audiences have much greater expectations. Before we discuss 

some of the basic audio production concepts, sound itself must be understood. Sound has 

two basic characteristics that must be controlled: loudness and frequency.  

 Loudness 

Although sound loudness is measured in decibels DBs) , that term actually refers to two 

different things.  

First is dBSPL (for sound pressure loudness), which is a measure of acoustic power. 

These are sounds we can directly hear with our ears.  

These decibels go to, and beyond, 135, which is considered the threshold of pain; and, by 

the way, the point at which permanent ear damage can occur. (The damage, which is 

irreversible, often goes unnoticed, which probably explains why the average 50-year-old 

in some countries has better hearing than many teenagers in the country)  

If your ears "ring" after being around a loud sound, this should be a warning sign that you 

have crossed the threshold of potential hearing damage. Musicians who must be around 
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high-level sound use Musician's Plugs—special earplugs that attenuate sound level 

without distorting the frequency range.  

Various sound pressure decibel levels (in dBSPL's) are shown here.    

                Sound -  dBs  

 Jet Aircraft Taking Off   -   140-150  

 Rock Concert / Gunshots -   135-140  

Jackhammer at 15 meters / Subway -85-90  

 Average City Street / Restaurant -   70- 75  

 Quiet Conversation / Phone Dial Tone -    60-80  

 Office Environment -    45  

Whisper at 3 meters (10 feet) -30  

 "Silent" TV Studio -    20  

The second use of the term decibel, dBm (for the milliwatt reference level) is a unit of 

electrical power. These decibels are displayed on loudness meters. In audio 

production we are primarily interested in dBm, which represents levels of 

electrical power going through various pieces of audio equipment.  

Two types of VU meters for measuring the loudness of sound are in wide 

use: the digital type and the analog type.  

Below are two examples of digital meters. The scale on the left side of the 

large drawing shows modulation percent (percentage of a maximum signal), 

and the scale on the right is in dB's. Contrary to what logic might dictate, 

0dBm (generally just designated dB on a VU meter) is not "zero sound" but, 

in a sense, the opposite, the maximum desirable sound level. (Okay, 

granted, that's a bit confusing, but, then again, we didn't make up this 

system!) 

The 0dB point on the meter is just a reference point. Therefore, it's possible 
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to have a sound level on the meter that registers in negative dBs, just as it's possible to 

have a temperature of -10 degrees Centigrade or 

Fahrenheit.  

The VU meter at the right is the traditional analog meter 

that has been around in one form or another since the 

dawn of radio. Although easy to read, most versions do 

not accurately respond to short bursts of loud sound.  

The dB level going through audio equipment must be carefully controlled. If the signal is 

allowed to pass through equipment at too low a level, noise can be introduced when the 

level is later increased to a normal amplitude (audio level).  

If the level is too high (significantly above 0 dB or into the red areas on the VU 

meter), distortion will result—especially with digital audio. To ensure audio 

quality, you must pay constant attention to maintaining proper audio levels. The above 

meter shown here indicates a sound level that is a bit too high.  Ideally, the needle should 

not go deeply into the red area this often.  

    

Frequency  

Frequency relates to the basic pitch of a sound—how high or low it is. A frequency of 20 

Hz would sound like an extremely low-pitched note on a pipe organ—almost a rumble.  

At the other end of the scale, 20,000 Hz would be the highest pitched sound that most 

people can perceive, even higher than the highest note on a violin or piccolo.  

Frequency is measured in Hertz ( Hz ) or cycles per second ( CPS ). A person with 

exceptionally good hearing will be able to hear sounds from 20-20,000 Hz. (Generally, 

women can hear higher frequencies than men.)  

Since both ends of the 20-20,000Hz range represent rather extreme limits, the more 

common range used for television production is from 50 to 15,000 Hz. Although it 

doesn't quite cover the full range that can be perceived by people with good hearing, this 

manoj.chauhan
 184



range does cover almost all naturally occurring sounds.  

The Frequency-Loudness Relationship  

Even though sounds of different frequencies 

may technically be equal in loudness (register 

the same on a VU meter), human hearing does 

not  perceive them as being of equal strength. 

The red line on the graph (roughly) shows  the 

frequency response of the human ear to 

different frequencies.  

Because of the reduced sensitivity of the ear to both high and low frequencies, these 

sounds must be louder to be perceived as being equal to other frequencies.  

You'll note that a good-quality microphone (the green line) is relatively "flat" in the all-

important 50-15,000 Hz. range.  

    

Listening Conditions  

Equipment and listening conditions also greatly affect how different frequencies will be 

perceived. To compensate for some of these problems, we can adjust bass and treble 

controls of playback equipment. More 

sophisticated equipment will include a 

graphic equalizer, which goes a step further 

and allows specific bands of frequencies to 

be individually adjusted for loudness.  

A graphic equalizer may be necessary to 

match audio segments recorded under different conditions, or simply to customize audio 

playback to the acoustics of a specific listening area. Note that the graphic equalizer 

shown here can control nine specific frequency areas.  

Any piece of audio equipment—microphone, amplifier, recorder, or audio speaker—can 

adversely affect the fidelity of sound. However, it's the microphone (the initial device that 
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transduces sound waves into electrical energy) and the audio speaker (the device that 

changes electrical energy back into sound waves) that represent the weakest links in 

audio quality.  

To some degree it's possible to use graphic equalizers and other audio equipment to 

"clean up" the frequency response of a poor microphone. However, even the most 

sophisticated audio techniques can't work miracles. Thus, the better the original audio 

signal, the better the final product will be.    

 

Room Acoustics  

Sound, both as it's recorded and played back, is greatly affected by the acoustics of a 

room or studio.  

In an effort to create totally soundproof studios, early radio stations used to use thick 

carpets on the floors and heavy soundproofing on the 

walls.  Although possibly successful as soundproofing, 

the result was a lifeless and dead effect that we're not 

used to hearing in a normal environment, such as in our 

living rooms. Two types of soundproofing material are 

shown on the left.  

At the other extreme is a room with a tile floor and hard, parallel walls that reflect sound. 

The result is reverberation (a slight echo) that interferes with the intelligibility of speech.  

The ideal room for recording or listening to sound has just enough reverberation to sound 

realistic (similar to your living room possibly), but not enough  to reduce the 

intelligibility of speech.  

Tape formats and hardware 

  During the course of setting up a video shoot, sound is usually one of the last 

things considered. This is unfortunate because regardless how much you spend on the set 

or the talent, audio has the power to make or break your video. The main point   here is    
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that, even though the packaging is dazzling and 

the video is gorgeous, if the audio stinks, it 

cheapens the value of the entire project. 

In this section, we will deal with audio-for-video 

as it applies to different tape formats and how to 

get that audio on your tape. 

 Audio formats 

VHS and S-VHS use the same methods for sound recording and reproduction, so 

we'll start with them. There are two separate types of audio on a VHS tape - HiFi and 

Linear. The HiFi track is stereo, has a broad dynamic range and very low noise. In fact, 

when properly recorded, you would have a hard time distinguishing it from CD sound. 

HiFi audio is recorded (with a separate head) along with the video signal as the tape 

passes by the rotating video drum. Linear audio is recorded along the edge of the tape 

with a stationary head - just like a cassette deck.  

8mm and Hi8 use a method similar to the VHS HiFi approach, except Sony has 

dubbed this "AFM" audio (Audio Frequency Modulation). AFM is usually mono on 8mm 

cameras and stereo on Hi8 decks. Although the specs are not quite as good as VHS HiFi, 

the sound is very clean. There is no provision for linear track audio on the 8mm format. 

Some Hi8 decks (but not all) include a stereo digital soundtrack recorded separately from 

the AFM sound. The quality of this digital soundtrack is similar to FM radio and has the 

added ability to be recorded after the video has been shot. 

Although most people don't shoot on 3/4" tape today, you may edit to it from time 

to time, so we'll go over that too. 3/4" tape - or U-Matic - uses two independent linear 

audio tracks, recorded along the edge of the tape similar to VHS. The difference here is 

that each track can be recorded independent of the other, at any time in the production 

process. There are several ways to take advantage of this capability. The most obvious is 

you can record a stereo soundtrack if you are shooting a music program. Most news 

crews use one channel for location background noise and the other channel for the on-
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camera talent. This allows a lot of flexibility later while editing. You can also use one 

channel for your narrator/on-screen talent and the other for a music bed. 

` The new DV formats have a couple of options (although not available on every 

camera). You can choose a high-quality two-channel mode that records CD quality 

digital stereo sound. You can also choose a slightly lower quality four-channel mode that 

records two independent stereo pairs of digital tracks - one pair for the shoot and another 

pair for voice-overs or post-production tricks.  

One more interesting DV audio goodie: Many DV cameras allow a "Still" or 

"Photo" mode where the video camera becomes high capacity still camera. While 

shooting the still shot, you are allowed a few seconds to record verbal notes. The audio 

quality is mediocre but handy for sorting things out later. 

 Advantages and disadvantages: 

Each tape format has it's own little audio quirks and idiosyncrasies, but none so 

much as the VHS/S-VHS camp. Since the HiFi soundtrack and the linear audio track are 

located in different physical locations on the tape, most industrial and professional decks 

(and some camcorders) allow for audio and/or video insert editing. This means you can 

replace various segments of your master tape at will as you edit - this is very handy. 

Unfortunately, it also imposes certain limitations and causes some problems. 

As we mentioned, the linear track is recorded separately from the HiFi track so 

you can replace some or all of the linear track audio on your edited master. This is all 

well and good, but you must settle for sound quality on par with cassette tape (with no 

noise reduction). So why can't you use the HiFi track instead? Well, you can if your 

program consists only of direct cuts from your source tapes - with no additional narration 

or music. Those of us producing training, marketing and special interest videos can't 

usually do that. Since the HiFi track is recorded (combined, really) with the video signal, 

whenever you edit the video portion of your master, you are editing the HiFi audio track 

as well. This can make for some pretty choppy audio. It also makes silence when you 

insert a still shot or title in your video.  

manoj.chauhan
 188



OK, the linear track sounds bad and the HiFi track is impossible to manage - so 

now what do you do? Here is a trick I learned over the course of 3 years producing 

training and marketing videos exclusively on S-VHS equipment. It's not perfect, but it 

works. Let's use a marketing video as an example. All good marketing videos contain 

testimonials and/or the CEO on camera, right? But you also need to manage a narrator (or 

two) and some fill music.  

First, assemble your video as per the script (or storyboard) - titles and all. The 

only difference is to record silence during the clips that will ultimately have the narrator 

or music over them (just unplug the audio cables or turn down the audio at your mixer. 

Don't just turn down the record volume on the record deck - it usually doesn't affect the 

linear track). All testimonials are recorded with sound, fading in at the beginning and 

fading out at the end. Next, time the entire video, top to bottom - making notes about 

specific audio cues (narration for a clip, graphic or sound effects). 

 The next step is to produce the soundtrack, complete with music and timed 

narration - leaving silent gaps for the testimonials. Then, starting at the beginning, audio 

dub (or insert) the soundtrack on the linear audio track of your master, making sure to 

dub silence during the testimonials. It may take a few tries to get the timing right, just be 

patient.  

Now, the playback. Virtually all S-VHS decks (and a few camcorders) have a 

switch or button that allows you to choose to listen to the HiFi audio, linear track audio or 

a mix of the two. You need to find the "mix" option. When you play the finished video, 

you will magically hear the soundtrack, narration and testimonials in perfect alignment 

(or as close as your gear allows). You may need to fudge on the narration start and end 

times, allowing some extra slop at each end. You will probably find the HiFi track plays 

louder than the linear track. Just record the testimonials at a slightly lower volume. 

Experiment till you find the right blend.  

This will work in many situations with a few tweaks but here are some important 

tips. You must record silence or the soundtrack on the linear track throughout the Entire 

video. If you don't, you will likely hear a strange echo or reverb during the testimonials. 
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This is because the HiFi and linear tracks are seldom in perfect alignment -  you are 

hearing both at slightly different times. Remember, you cannot play the master tape in a 

deck that does not have an audio mix switch. Along the same lines, if you are sending the 

master out for duplication, make sure your duplicator knows about your audio trickery 

and can compensate. You might also make a note on the label or box indicating the 

"multi-track" audio so you don't forget to flip the switch six months from now. 

This trick (or a modified version) will work on some of the other formats as well. 

Specifically, Hi8 and DV with the additional digital soundtrack, and 3/4" tape with its 

two independent audio tracks. If you have the privilege of editing your videos in a 

computer, you probably don't understand why this is such a big deal.  

Hard Ware 

Now that you know how the 

different formats record and play back 

audio, how do you get the sound onto the 

video in the first place? Unfortunately, 

there is a different answer for just about 

every camera on the planet so I'll try to 

simplify things.  

If you are shooting with a 

consumer or pro-sumer camcorder, your only input option is probably the 1/8" mini 

microphone jack (if your camcorder even has one!). On some cameras this is a mono 

(single channel) mic jack - on other cameras it is stereo (dual channel). The hardest part 

is just getting plugged in. These mic jacks are typically near the built-in mic, opposite the 

viewfinder - not the most convenient location.  

  You can also build an adapter for a single professional mic if you are handy with 

a soldering iron and have some patience (more on this later). Just remember that 

whatever you plug into this microphone jack, the cable should not be any longer than 20-

25 feet. Otherwise, you will experience noisy sound and possibly interference from a 
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local radio station (or two). You should also know that you cannot attach a cassette deck 

or CD player to this input - your sound will be distorted and garbled at best. These 

devices output "line level" signals that are many times louder than that of a microphone. 

There are a few industrial-grade camcorders that include microphone and line 

level inputs (the Panasonic AG-460 and Sony V1000 leap to mind) along with input level 

meters. This makes hookup a breeze and is very convenient for one-man operations 

because all the connections and adjustments are centralized. Unfortunately, most 

manufacturers aren't this forward thinking or are too miniaturization-minded. At the other 

end of the scale are some of the new DV cameras that require special adapters (not 

included!) to attach an external microphone. Sony is famous for this in their audio 

products and continues the tradition in some DV products.  

Some industrial-grade and virtually all professional-grade equipment allow you to 

plug a professional microphone directly into the camera. Professional microphones have 

an industry-standard 3-pin "XLR" type plug that snaps in place. This is called a 

"balanced" connection and allows cable runs of several hundred feet without any 

significant loss or interference. 

If you are shooting for a living or serious hobby, bite the bullet and buy a real 

microphone mixer. No, not one of those toys they sell in the backs of the video 

magazines - you need a real honest-to-goodness professional microphone mixer. They are 

not as expensive as you might think and can serve several functions including line-to-mic 

level matching (for your camcorder). Several companies make excellent mixers these 

days, but the one you want is the Mackie MS-1202VLZ. This is a truly professional piece 

of equipment that will last through many years of abuse. Not only is it a high-quality 

microphone mixer, but also you can use it back in the edit suite to adjust audio levels, 

sweeten narration tracks and blend music.   

If your camcorder contains a headphone jack, you should also invest in 

a pair of headphones. These can be a simple lightweight model or a 

professional model, just remember - you get what you pay for. It should 
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also have the same size headphone plug as your camera. There is 

nothing worse than a missing adapter just before a shoot. The function 

of headphones is simply to ensure your microphones are working 

properly and the record level is set correctly (if you can adjust it). Some 

camcorders feature a small speaker on the left side so you can listen as 

you use the viewfinder. This is handy for making sure the mic works, 

but it can't do much else. Headphones allow you to check for hum and 

buzz in the microphone(s) and stop potential problems in their tracks. 

You can also use them with your new microphone mixer!  

 

Major Microphone Designs  

There are six common microphone designs:  

• hand held — the type held by on-camera talent or used for on-location interviews  

• personal mic (lavaliere / clip-on mic)— Whether hung from a cord around the 

neck or clipped to clothing, these are all referred to as personal mics.  

• shotgun— used for on-location production to pick up sounds a moderate distance 

from the camera  

• boundary effect microphone — also called PZ or PZM mics These rely primarily 

on reflected sounds from a hard surface, such as a table top  

• contact mics — which pick up sound by being in direct physical contact with the 

sound source. These mics are generally mounted on musical instruments.  

• studio microphones— the largest category of microphone. These include a 

number of application designs that we'll discuss later.  

These six categories include different transducer types, or approaches to converting sound waves 

into electrical energy.   
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Dynamic Microphones  

The dynamic mic (also called a moving-coil microphone) is considered the most rugged 

professional microphone. This type of mic is a good choice for 

electronic newsgathering (ENG) work, where a wide variety of 

difficult conditions are regularly encountered (such as an ENG 

report on a fire).  

In dynamic microphone sound waves hit a diaphragm attached to a 

coil of fine wire. The coil is suspended in the magnetic field of a 

permanent magnet.  

When sound waves hit the diaphragm they move the coil of wire 

within the magnetic field. As a result, a small electrical current is generated that corresponds to 

the original sound waves. This signal must be amplified thousands of times.  

When small size, optimum sensitivity, and the best quality are all prime considerations, another 

type of mic, the condenser mic, is often preferred.     

 

Condenser/Capacitor Microphones  

Condenser microphones (also called capacitor or electret condenser mics) are capable of topnotch 

audio quality. As shown on the left, they can be made so small that they are almost invisible. 

(But, the smaller they are, the more expensive they tend to be!)  

Condenser mics aren't as rugged as dynamic mics, and problems can 

result when they are used in adverse weather conditions.  

Condenser mics work on the principle that governs an electric condenser 

or capacitor. An ultra-thin metal diaphragm is stretched tightly above a 

piece of flat metal or ceramic. In most condenser mics a power source maintains an electrical 

charge between the elements.  

Sound waves hitting the diaphragm cause fluctuations in an electrical charge, which then must be 

greatly amplified by a preamplifier (pre-amp). The pre-amp can be located within the microphone 

housing or in an outboard electronic pack. Although most pre-amps output an analog signal, some 

of the newer models have digital outputs.  
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Because they require a pre-amp, this means that, unlike the dynamic mics discussed earlier, most 

condenser mics require a source of power, either from an AC power supply or from batteries.  

An AC power supply for a condenser mic is sometimes built into an audio mixer or audio board. 

This is referred to as a phantom power supply. When this type of power supply is used, the mic 

cord ends up serving two functions: it delivers the signal from the mic to the mixer and it carries 

power from the mixer to the pre-amp of the condenser mic.  

Of course, using batteries to power the pre-amp of the condenser mic is more convenient—you 

don't have to use a special mixer or audio board connected to an AC power source. But, battery-

powered condenser mics introduce a problem of their own: at the end of their life cycle the 

batteries can go out without warning.  

To get around any unexpected problems, especially on important productions, two 

miniature condenser mics are often used together. If one mic goes out, the other can 

immediately be switched on. This double microphone technique is called dual 

redundancy, a term that is somewhat redundant in itself. 

 

Summary of Dynamic and Condenser Mic Pros and Cons 

Dynamic Mic Advantages   Condenser Mic Advantages 

Rugged     -More Sensitive 

Lower Cost     -Better Audio Quality 

No Power Required    -Can Be Extremely Small 

 

Dynamic Mic Disadvantages  Condenser Mic Disadvantages 

 
Lower Sensitivity and Power Output  -Higher self-noise 

Larger and Heavier    -More Fragile 

Slower Response Time   -More Expensive 

Not good for Maximum Audio Quality -Prone to Weather Problems and RF  

        Interference 
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Ribbon Mics  

 

Except possibly for an announce booth (shown 

here), ribbon mics are seldom used in TV 

production.  

Although they can impart a deep, resonant 

"coloring" to sound, they are fragile and highly 

sensitive to moving air. This precludes their use 

outside the studio and on most booms—which 

covers most TV production applications. Ribbon mics were primary used in radio studios.  

 

Boundary Effect Mics  

PZ (sometimes abbreviated PZM) stands for sound pressure microphone, which comes under the 

heading of a boundary effect microphone. 

This mic relies entirely on reflected sound. 

In specific situations (such as when placed on 

a tabletop) a PZ mic will provide a pickup 

that's superior to that of other types of mics.  

 

 

Contact Mics  

As the name suggests, contact mics pick up sound by being in direct physical contact with the 

sound source. These mics are generally mounted on musical instruments, such as the sounding 

board of a piano, the surface of an acoustic bass, or near the bridge of a violin.  

Contact mics have the advantage of being able to eliminate interfering external sounds and not 

being influenced by sound reflections from nearby objects. Their flat sides distinguish them in 

appearance from small personal mics.  
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Directional Characteristics  

In an earlier module we talked about the angle of view of 

lenses—the area that a lens "sees." Microphones have a 

similar attribute: their directional characteristics, or, you 

might say, the angle of view that they "hear."  

In microphones there are three basic directional categories:  

• omnidirectional  

• bi-directional  

• unidirectional  

    

Omnidirectional Mics  

 

Omnidirectional mics (also called nondirectional mics) are (more or less) equally sensitive to 

sounds coming from all directions.  

Although this attribute would have advantages in radio where several people could stand or be 

seated around a single microphone, in video production it's almost always more desirable to use 

some form of directional mic. For one thing, this will reduce or eliminate unwanted sounds 

(behind-the-camera noise, ambient on-location noise, etc.) while maximizing sound coming from 

talent.  

    

Bi-directional Mics  

 

In a bi-directional sensitivity pattern (bipolar pattern) the mic is primarily responsive to sounds 

from two directions. Note drawing above.  

Although commonly used in radio interviews, for people sitting across from each other at a table, 

for example, until the advent of stereo, bi-directional (also called figure eight) sensitivity patterns 

had limited use in television. 
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Unidirectional Mics  

 

The term unidirectional simply refers to a general classification of mics that are sensitive to 

sounds coming primarily from one direction.  

There are four subdivisions in this category—each being a bit more directional:  

• cardioid  

• supercardioid  

• hypercardioid  

• parabolic  

Although these terms may sound as if they belong in a medical textbook, they simply refer to how 

narrow the mic's pickup pattern ("angle of view") is.  

 

Cardioid  

 

The cardioid (pronounced car-dee-

oid) pattern is named after a 

sensitivity pattern that vaguely 

resembles a heart shape. The drawing 

here is a highly simplified depiction 

of three directional patterns.  

Mics using a cardioid pattern are 

sensitive to sounds over a wide range in front of the mic, but relatively insensitive to sounds 

coming from behind the mic.  

Although this pattern might be useful for picking up a choir in a studio, the width of a cardioid 

pattern is too great for most TV applications. When placed two or more meters (7 or more feet) 

from a speaker, it tends to pick up unwanted, surrounding sound, including reverberation from 

walls.  

    

Supercardioid  

 

The supercardioid is even more directional than the cardioid sensitivity pattern. Whereas the 

cardioid has about an 180-degree angle of acceptance, the supercardioid has about 160-degrees of 
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coverage. When this type of mic is pointed toward a sound source, interfering (off-axis) sounds 

tend to be rejected.  

This polar pattern is similar to that of our ears as we turn our head toward a sound we want to 

hear and try to ignore interfering sounds.  

 

Hypercardioid and Lobar  

 

Even more directional are the hypercardioid and lobar patterns with 140-degrees of coverage. 

 Although these mics have a narrow angle of acceptance and off-axis sounds will be largely 

rejected, this also means that they have to be accurately pointed toward sound sources. Regular 

adjustments have to be made if the talent moves. Some highly directional shotgun mics (below) 

are included in the hypercardioid category.  

 

Shotgun Mics  

 

So called shotgun mics with their hypercardioid or lobar angles of acceptance are one of the most 

widely used types of mics for on-location video work. Since they are quite directional, they 

provide good pickup when used at a distance of 2 to 4 meters (7-13 feet) from the talent. Like 

other types of highly directional microphones, they tend to reject sound that would interfere with 

the on-camera talent.  

 

The drawing below shows another way basic microphone sensitivity patterns (polar 

patterns) can be visualized.  The light blue arrows represent the direction the mics are 

pointed.  A top view is shown for the bi-directional mic.  The blue areas represent the 

areas of maximum sensitivity.  
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Parabolic Mics  

 
Parabolic mics represent the most highly directional 

type of mic application. This category refers more to 

how a microphone is used than to a type of mic or its 

basic directional pattern.  

It's the parabolic reflector that creates the polar 

pattern for this mic, not the mic itself. In fact, the mic 

used in the focus (center) of the parabola can be any 

general cardioid or supercardioid mic.  

The parabolic reflector can be from 30 cm to 1 meter (1 to 3 feet) in diameter. Because of the 

parabolic shape of the reflector, all the sounds along a very narrow angle of acceptance will be 

directed into the microphone.  

Parabolic microphones can pick up sound at distances of more than 60 meters (200 or 

more feet). These mics are not a practical choice for general field production work, but 

they are often used in sports.For parabolic mics, or any type of directional mic used on 

location, the person controlling the mic should always be wearing a good set of padded 

earphones connected to the mic's output—especially if subjects are moving. A slight error 

in aiming a highly directional mic can make a big difference in audio quality.- 

 

Handheld Microphones  

Handheld mics are often dynamic mics because they are better at 

handling momentary sound overloads. Although they are called 

handheld, the term is a bit of a misnomer, because this type of mic is 

often mounted on a microphone stand.  

Because these mics are often used at close distances, some special 

considerations should be mentioned. First, it's best if the mic is tilted 

at about a 30-degree angle (as shown here) and not held perpendicular to the mouth.  
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Speaking or singing directly into a mic often creates unwanted sibilance (an exaggeration 

and distortion of high-frequency "S" sounds), pops from plosive sounds (words with 

initial "p's," and "b's"), and an undesirable proximity effect. 
Most handheld mics are designed for use at a distance of about 20-40cm (8 to 16 inches), but this 

distance may have to be reduced in high-noise situations. Pop filters, which are designed to 

reduce the pops from plosive sounds, are built into many handheld mics.  

When a mic is used at close range, it's also wise to slip a 

windscreen over the end of the mic to further reduce the 

effect of plosive speech sounds. In addition to reducing the 

effect of plosives, windscreens can eliminate a major on-

location sound problem: 

the effect of wind 

moving across the grille 

of typical microphones. 

Even a soft breeze can 

create a turbulence that 

can drown out a voice.  

The windscreens shown above are typically used over the end of hand-held dynamic mics 

when they are used outside. 

The elaborate windscreen housing shown above on the right is used with highly directional mics 

in the field. Often, this type of mic is attached to a "fish pole" and pointed toward the talent, just 

out of camera range.     

Positioning Handheld Mics  

When a handheld mic is shared between two people, audio level differences can be avoided by 

holding the mic closer to the person with the weaker voice. Inexperienced interviewers have a 

tendency to hold the mic closer to them. The resulting problem is compounded when the 

announcer has a strong, confident voice, and the person being interviewed is somewhat timidly 

replying to questions.  
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Personal Microphones  

Personal mics are either hung from a cord around the neck (a lavaliere or lav mic) or clipped to 

clothing (a clip-on mic).  

This type of mic can be either a condenser or dynamic 

mic. Condenser-type personal mics can be made quite 

small and unobtrusive—an important consideration 

whenever there is a need to conceal a microphone.  

When attaching a personal mic, it should not be placed near jewelry or 

decorative pins. When the talent moves, the mic can brush against the 

jewelry creating distracting noise. Beads, which have tendency to move 

around quite a bit, have ruined many audio pickups. 

Personal mics are designed to pick up sounds from about 35cm (14 inches) away. If a personal 

clip-on mic is attached to a coat lapel or to one side of a dress, you will need to anticipate which 

direction the talent's head will turn when speaking. If a person turns away from the mic, the 

distance from mouth to mic be increased to 50cm (almost 2 feet), plus, the person's voice is being 

projected away from the mic.  

Hiding Personal Mics Under Clothing 

Often, these mics are hidden under clothes. However, great care must be taken in securing the 

mic, because annoying contact noise can be generated when the talent moves and the clothing 

rubs against the mic. Noise can even result from rubbing against the first 10 cm (inches) or so of 

the mic cord.  

To keep this from happening, all three elements need to be immobilized in some way. This is 

often done by sandwiching the mic between two sticky layers of cloth camera tape or gaffer's 

tape, and securing the tape to both the clothing and the mic.  

If sheer or easily damaged clothing is involved, it may be necessary to attach the lavaliere to the 

talent's skin. A medical surgical tape should be used against skin.  

A strain relief should also be considered, in case the talent steps on their mic cord, or it becomes 

caught in some object as they move. A strain relief is any provision that stops the mic from being 

pulled away when the cable encounters tension. Otherwise, the secured mic can be abruptly 
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pulled out of place, which, if the mic it happens to be taped tightly to the skin, might result in the 

utterance of some non-broadcast terms!  

There are various approaches to devising a strain relief. You can have the talent loosely loop the 

mic cord to a leather belt or a belt loop. You can coil the cord into a couple of loops and then 

attach that to clothing below the mic, or if one of the talent's hands are free, you can just have 

them hold on to the mic cord as they walk.  

Mic cords are generally not long enough to reach a camera or the studio audio connection box—

and that's just as well. Generally, after you attach a lav or personal mic to talent, they need to be 

free to walk around until they are ready to go on camera.  

This is possible if their mic cable is only plugged into the necessary extension cable shortly 

before they are to go on camera. In fact, with the help of a floor director, more than one person 

can plug into the same extension cable at different times. Assuming you've already checked and 

made a record of the audio levels for each person, this can simplify the audio process. 

 

Forced Perception 

Finally, when some hidden personal mics are used, the proximity of the mic to the person's head 

can result in a unnatural sound—and kind of sterile sound that's not what you would expect in a 

typical room. If you like technical terms, this is called forced perception.  

Sometimes it helps to attach the mic at a lower point on the talent to allow it to pick up a bit of 

reverberation from the room. If several people are using a RF mic in the same room, a better 

solution is to use all mics as close as possible, but use a boom mic to record a bit of live "room 

tone," which can then be mixed into all of the audio pickups at a very low level.  

 

Headset Mics  

The headset mic was developed to serve the needs of sports commentators. Normally, a mic with 

a built in pop-filter is used. (Note photo on the left below.) The padded double earphones carry 

two separate signals: the program audio and the  
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director's cues. Having the mic built into the headset assures a constant mic-to-mouth distance—

even when the announcer moves from place to place. Performers at rock concerts often use a 

much smaller and less conspicuous version of this (photo on the right, below). 

 

 

 

 -  

 

Proximity Effects  

Question: Why is it that even with your eyes closed you can easily tell if a person speaking to you 

is 20 centimeters or 5 meters (6 inches or 16 feet) away?  

The first thought might be that the voice of a person 20cm away would be louder than if the 

person were 5 meters away. That's part of the answer; but if you think about it, there's more to it 

than that. You might want to say that the voice of a person that's close to you "just sounds 

different" than a person who is farther away.  

This "just sounds different" element becomes highly significant when you try to start editing 

scenes together. Getting the audio in scenes to flow together without noticeable (and annoying) 

changes, takes an understanding of how sound is altered with distance.  

Sound traveling over a distance loses low frequencies (bass) and, to a lesser extent, the higher 

frequencies (treble). Conversely, microphones used at a close distance normally create what is 

called a proximity effect—exaggerated low-frequency response. Some mics even have "low cut" 

filters to reduce unnatural low frequencies when the mics are used at close distances.  

When directional microphones are used at different distances, the sound perspective or audio 

presence (the balance of audio frequencies and other acoustical characteristics) will change with 

each change in microphone distance. In addition, different types of microphones and different 

locations (room conditions, or whatever) have different audio characteristics that can complicate 

the audio editing process.  
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It's possible to correct for these things to some degree during the audio postproduction 

sweetening phase, where various audio embellishments are added. During this phase such things 

as graphic equalizers are used to try to match the audio between successive scenes.  However, an 

exact match may be impossible. It's far easier just to keep in mind (and avoid) the proximity 

effect problems that will be introduced whenever you use microphones at different distances.  

Mic Connectors  

To insure reliability, mic and general audio connectors must 

always be kept clean, dry, and well aligned, without bent pins 

or loose pin connectors.  

The two connectors on the left of this photo are female and 

male Canon or XLR connectors. These three-pin connectors 

are used in professional audio applications.  

To the right of the Canon connectors are the mono 

and stereo (with the floating center connector) 

miniature connectors. Finally, on the right of these 

is the RCA-type connector. 

Most consumer and prosumer camcorders have 

miniature stereo connectors. Since professional 

microphones have male XLR connectors, an 

adapter is needed.  

The simplest solution is an in-line adapter at either end of the microphone cable. 

A more versatile approach is the connector box shown on the left, which has XLR plugs and 

volume controls for multiple mics. This adapter box can be attached permanently to the bottom of 

a camcorder. 

When used on location, audio connectors must be kept dry. However, mic cables can be strung 

across wet grass, or even through water, without ill effects—assuming the rubber covering has 

not been damaged. If you must work in rain or snow in the field, moisture can be sealed out of 

audio connectors by wrapping them with plastic electrical tape.  
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It should be emphasized that this applies to mic cables only. If power cords are used in the field 

for the camera, lights, or recorder, these cables and connectors must always be kept dry to avoid a 

dangerous electrical shock hazard.  

 

Positioning Mic Cables  

Running mic cables parallel to power cords often creates hum and interference problems. The 

solution is often as simple as moving a mic cable a meter away from any power cord.     

Fluorescent lights can also induce an annoying buzz in audio. Computers and certain types of 

medical equipment, especially if they are near audio cables or equipment, can also create 

undesirable noise.  By carefully listening to your audio pickup with a set of high-quality, padded 

earphones, you can generally catch these problems before it's too late.  

Activity: 

 
Ø Field visit to a sound studio to study the various hardware and microphones used 

for television production 

 

Learning Outcome 

 

Ø In-depth knowledge of the various kinds of microphones and other hardware 
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Lecture 14 
 
AUDIO CONTROL DEVICES, MIXING, EQUILISATION, RECORDING 
 
Objectives  

Ø Learning functions and working of audio mixers 

Ø Understanding the concept of audio equalization 

Ø Understanding basics of sound editing 

Introduction 

During a production, the 

various sources of audio must be 

carefully controlled and 

blended.  

You will recall in earlier lecture that 

we said if audio levels are 

allowed to run at too high a 

level, distortion can result; and if 

levels are too low, noise can be 

introduced when levels are, by 

necessity, later brought into the normal range. Beyond these basics, there is a creative need to 

carefully control and blend audio levels for optimum effect.  

Audio Mixers 

The control of audio signals is normally done in a TV studio or production facility with an audio 

board or audio console, such as the one shown here.  

For video field production smaller units, called audio mixers, do the same thing on a smaller scale.  

Both audio consoles and audio mixers do five things.  
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• amplify incoming signals  
   

• allow for switching and volume level adjustments for a variety of audio sources  
   

• allow for creatively mixing together and balancing multiple audio sources to achieve an 
optimum blend  
   

• route the combined effect to a transmission or recording device  

In addition, sophisticated audio boards allow you to manipulate specific characteristics of audio. 

These include the left-to-right "placement" of stereo sources, altering frequency characteristics of 

sounds, and adding reverberation.  

Below we see a simplified block diagram of an audio 

mixer. The input selector switches at the top of each 

fader can switch between such things as CDs, 

videocassette machines, DATs, satellite feeds, and, of 

course, microphones.  

The selector switch at the bottom of each fader switches 

the output of the fader between cue, audition and 

program.  

Cue is used for cueing up audio sources (finding the appropriate point in a musical selection on a CD, 

etc.). A low-quality speaker is intentionally used in many cases so cue audio is not confused with 

program audio.  

Audition allows an audio source to pass through an auxiliary VU meter to high quality speakers so 

levels can be set and audio quality evaluated.  

And, of course, program sends the audio out to the master gain control to be recorded or broadcast.  

Even though audio mixers can control numerous audio sources, these sources break down into two 

categories:  

• mic-level inputs  

• line-level inputs  

Mic-level inputs handle the extremely low voltages associated with microphones, while line-level 

inputs are associated with the outputs of amplified sources of audio, such as CD and tape players. 
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Once they are inside an audio board, all audio sources become line-level and are handled the same 

way.  

   Using Multiple Microphones in the Studio  

Most studio productions require several mics. Since the mics, themselves, may have only a 5 to 10 

meter (15-30 foot) cord, mic extension cables may be needed to plug the microphone into the nearest 

mic connector (generally in a wall). Studio mics use cables with three-prong XLR  or Canon 

connectors, as shown on the left.  

Since things can get confusing with a half-dozen or more 

mics in use, the audio operator needs to make a note on 

which control on the audio board is associated with which 

mic. A black marker and easily removed masking tape can be 

used on the audio board channels to identify what mic is 

plugged into what channel. Mic numbers ("lav 1") or talent names ("John") can be used for 

identification.  

Because mics represent one of the most problem-plagued aspects in the production process, they 

should be carefully checked before each production. Unless you do this, you can expect unpleasant 

surprises when you switch on someone's mic, and there is either no audio at all, or you faintly hear 

the person off in the distance through another mic. Either way, it's immediately clear that someone 

goofed.  

There is another important reason that mics should be checked before a production: the strength of 

different people's voices varies greatly. During the mic check procedure, you can establish the levels 

(audio volume) of each person by having them talk naturally, or count to 10, while you use a VU 

meter to you set or make a note of the appropriate audio level.  

Of course, even after you establish an initial mic level for each person, you will need to constantly 

watch (and adjust) the levels of each mic once the production starts. During spirited discussions, for 

example, people have a tendency to get louder. Monitoring audio gain will be discussed below. 
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It is also good practice to have a spare mic on the set ready for quick use in case one of the regular 

mics suddenly goes out. Given the fragility of mics, cables, connectors, etc., this is not an unusual 

occurrence.  

A traditional audio board is shown on the left. Note the 

standard VU meters at the top of this stereo model.  

As production facilities move to digital audio, boards 

are taking on a different appearance. Like the new 

digital switchers and lighting boards, the latest 

generation of audio boards makes use of an LCD video 

display.  

    

Using Multiple Mics in the Field  

If only one mic is needed in the field, it can simply be plugged into one of the audio inputs of the 

camera. (Remember, the use of the internal camera mic is not recommended, except for capturing 

background sound.)  

When several microphones are needed and their levels must be 

individually controlled and mixed, a small portable audio mixer 

will be needed. The use of an audio mixer requires a separate audio 

person to watch the VU meter and maintain the proper level on each input.  

Portable AC- or battery-powered audio mixers are available that will accept several mic (or line-

level) inputs. The output of the portable mixer is then plugged into a high-level VCR audio input (as 

opposed to a low-level mic input).  

Most portable mixers have from three to six input channels. Since each pot (fader control) can be 

switched between at least two inputs, the total number of possible audio sources ends up being more 

than the number of faders. Of course, the number of sources that can be controlled at the same time is 

limited to the number of pots on the mixer.  
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There is also a master gain control—generally on the right of the mixer—that controls the levels of 

all inputs simultaneously. Most mixers also include a fader for headphone volume 

Although handheld mics are often used for on-location news, for extended interviews it's often easier 

and more natural to equip both the interviewer and the person being interviewed with personal mics.   

Whereas the mixer shown above will probably require a special audio person to operate, the 

cameraperson can operate the simple two-mic mixer shown on the left. The output from the unit is 

simply plugged into the camcorder.  

Audio Mixer Controls 

Audio mixers and consoles use two types of controls: selector switches and faders. As the name 

suggests, selector switches simply allow you to select and switch a variety of audio sources into a 

specific audio channel  

Faders (volume controls) can be either linear or rotary in design. As we've noted, 

faders are also referred to as attenuators or gain controls.  

A rotary fader (as shown here) is also referred to as a pot (for potentiometer).  

Linear faders are also referred 

to as vertical faders and slide 

faders.  

    

 

"Riding Gain" 

It's important to maintain 

optimum levels throughout a 

production. This is commonly referred to as riding gain.  

You will recall from the last module that digital audio equipment typically requires 
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different optimum levels than analog equipment—and even that standard varies with different 

countries. To reduce confusion in the following discussion we'll use 0dB to represent a maximum 

level. 

Normal audio sources should reach 0dB on the VU or loudness 

meter (next to the 100 in the illustrations) when the vertical 

fader or pot is one-third to two-thirds of the way up (open).  

Having to turn a fader up fully in order to bring the sound up to 

0dB indicates that the original source of audio is coming into 

the console at too low a level. In this case the probability of system background noise increases.  

Conversely, if the source of audio is too high coming into the board, opening the fader very slightly 

will cause the audio to immediately hit 0dB. The amount of fader control over the source will then be 

limited, making smooth fades impossible.  

To reflect the various states of attenuation (resistance), the numbers on some faders are the reverse of 

what you might think. The numbers get higher (reflecting more resistance) as the fader is turned 

down. Maximum resistance is designated with an infinity symbol, which looks like an "8" turned on 

its side. When the fader is turned up all the way, the number on the pot or linear fader may indicate 0, 

for zero resistance. Even so, just as you would assume, when the pot is turned clockwise or the fader 

control is pushed up, volume is increased.  

 

   Level Control and Mixing 

Audio mixing goes beyond just watching a VU meter.  

The total subjective effect as heard through the speakers or earphones should be used to evaluate the 

final effect.  

For example, if an announcer's voice and the background music are both set at 0dB, the music will 

drown out the announcer's words. Using your ear as a guide, you will probably want to let the music 

peak at around -15dB, and the voice peak at 0dB to provide the desired effect: dominant narration 
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with supporting but non-interfering background music. But, since both music and voices have 

different frequency characteristics (and you'll recall that, unlike VU meters, are ears are not equally 

sensitive to all frequencies), you will need to use your ear as a guide. 

During long pauses in narration you will probably want to increase the level of the music somewhat, 

and then bring it down just before narration starts again.  

In selecting music to go behind (under) narration, instrumental music is always preferred. If the 

music has lyrics sung by a vocalist (definitely not recommended as background to narration) they 

would have to be much lower so as not to compete with the narrator's words.  

  

Using Audio From PA Systems 

In covering musical concerts or stage productions a direct line from a professionally mixed PA 

(public address) system will result in decidedly better audio than using a mic to pick up sound from a 

PA speaker.  

An appropriate line-level output of a public address (PA) amplifier fed directly into a high-level input 

of a mixer can be used. (NOTE: The regular speaker outputs from the PA amplifier cannot be used; 

they can severely damage the mixer.)    

Audio Recording, Editing and Playback  

A Quick Look Back: 

Turntables and Reel-to-Reel Tape Machines  

Records and reel-to-reel tape machines used to be the primary source of 

prerecorded material in TV production. Part of a reel-to-reel machine is shown 

on the right. Today, these have almost all been replaced by audio carts 

(cartridges), CDs (compact discs), and DAT (digital audio tape) machines.  
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"Vinyl," a term that refers mostly to LP (long playing) records, was the primary medium for 

commercially-recorded music for several decades. (Note photo below.)  Most vinyl records were 

either 45 or 33 1/3 rpm, and had music recorded on both sides.  Records had a number of 

disadvantages—primarily the tendency to get scratched and worn, 

which quickly led to surface noise.  

Unlike vinyl records, some of the newer media can be electronically 

cued, synchronized, and precisely controlled—things that are 

important in precise audio work.  

Reel-to-reel analog 1/4-inch tape machines, which were relied upon for several decades in audio 

production, have also now almost all been replaced—primarily by cart, DAT machines, and computer 

hard drives. 

Cart Machines  

Cart machines (cartridge machines) use a continuous loop of 1/4-inch 

(6.4mm) audio tape within a plastic cartridge. A series of three cart 

machines stacked in one housing is shown on the right.  

Unlike an audiocassette that you have to rewind, in a cart the tape is in a 

continuous loop. This means that you don't have to rewind it, you simply wait until the beginning 

point recycles again. At that point the tape stops and is cued up to the beginning.  

Most carts record and playback 30- and 60-second segments (used for commercials and public 

service announcements) or about three minutes (for musical selections). You can buy carts that will 

record up to one hour, but they are seldom used.  

The functions of the basic controls on cart machines—start, stop, play and record—are fairly 

obvious, but one thing might not be. In order to record on some cart machines, the record button has 

to be held down as the play button is pressed. 
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Audio carts are now well on their way to the Museum of Broadcasting, along with other exhibits of 

broadcast technology used in earlier years. Today, audio is primarily recorded and played back on 

CDs, DAT recorders, and solid-state memory cards.  

Compact Discs 

Because of their superior audio quality, ease of control, and small size, CDs (compact discs) are now 

the preferred medium for prerecorded music and sound effects.  

Although the overall diameter of a typical audio CD is only about five inches (12.7 centimeters) 

across, CD's are able to hold more information than both sides of a 12-inch (30.5cm) LP phonograph 

record. Plus, the frequency response (the audio's pitch from high to low) and dynamic range (the 

audio range from loud to soft that can be reproduced) are significantly better. 

Although the discs containing permanently recorded 

audio are most common, CDRs (recordable compact 

discs) are widely used in production.  

Radio stations that must quickly handle dozens of CDs 

use Cart/Tray CD players, such as the one shown on the 

right.  

Note that the CDs are in carrier trays which protect them 

from rough handling. The content is labeled on the front end where it's easy to read when the trays 

are stacked or filed. 

Since the CDs do not have to be removed from this case when they are inserted into a player, the 

possibility of fingerprints and scratches is virtually eliminated. Tracks and times are displayed on the 

front of the machine. The CDs can start in 0.01 second, allowing for very "tight" production. The 

display can show the title of the tracks, their total times, as well as the time remaining for a selection 

that's being played. 

In mass-producing CDs an image of the digital data is stamped into the surface of the CD in a process 

similar to the way LP records (with their analog signals) are produced. When a CD is played, a laser 
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beam is used to illuminate the microscopic digital pattern encoded on the surface. The reflected light 

(modified by the digital pattern) is read by a photoelectric cell.  

The width of the track is 1/60th the size of the groove in an LP record, or 1/50th the size of a human 

hair. If "unwound" this track would come out to be about 3.5 miles (5.7 km) long. Of course, DVDs 

take this technology even further, but that's a story for another module.  

Many production facilities use CDRs for their production work. These offer all of the advantages of 

using CDs, plus the discs can be used multiple times for recording.  

    

CD Defects and Problems 

If the surface of the CD is sufficiently warped because of a manufacturing problem or improper 

handling or storage, the automatic focusing device in the CD player will not be able to adjust to the 

variation. The result can be mistracking and loss of audio information.  

 

Automatic Error Correction     

Manufacturing problems, and dust and dirt on the CD surface will cause a loss of digital data. CD 

players attempt to compensate for the loss of a signal in three ways:  

 

• error-correction,  

• error concealment (interpolation)  

• muting  

Error-correcting circuitry within the CD player can detect momentary loses in data (dropouts) and, 

based on the existing audio at the moment, supply missing data that's close enough to the original not 

to be readily noticed.  

If the loss of data is more significant, error-correcting circuits can instantly generate data that more or 

less blends in with the existing audio. If this type of error concealment has to be invoked repeatedly 

within a short time span, you may hear a series of clicks or a ripping sound.  
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Finally, if things get really bad and a large block of data is missing or corrupted, the CD player will 

simply mute (silence) the audio until good data again appears—a solution that's clearly obvious to 

listeners.  

    

Programming CD Playback  

 

CD playbacks can be programmed for instant starts at precise points. This is a significant advantage 

in audio production when an audio operator or a video edit controller must start musical transitions 

and audio effects at preprogrammed points.  

 

DAT 

DATs (digital audio tapes) are capable of 

audio quality that exceeds what's possible 

with CDs. The 2-inch by 2-7/8 inch (5 X 

7.6 cm) DAT cassette contains audio tape 

3.81mm wide and is about two-thirds the 

size of a standard analog audiocassette. 

The two-hour capacity of a DAT cassette is 66 percent greater than a standard 80-minute CD.  

DAT has been finding wide acceptance in motion picture production.  

DAT exists in several forms. The one for general consumer (home) use is just referred to as DAT.  

RDAT (recordable digital audio tape) is for professional applications, as are the very high quality 

ADAT machines (types I and II).   

DAT systems use a headwheel that spins at 2,000 rpm (revolutions per minute), similar to what's 

found in a videocassette recorder. Various types of data can be recorded with the audio.  Examples 

are time code and the MIDI machine control data used in sophisticated postproduction audio work.  

 

DAT Time Code  

The DAT time code system, referred to as the IEC Sub-code Format, also insures that tapes recorded 

on one DAT machine can be played back without problems on any other machine. DAT time code is 

similar to the SMPTE time code that we'll discuss in the sections on videotape editing.  More on 

these later. 
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Computer Hard Drives 

Recording audio tracks on computer hard drives has several advantages. First, the material can be 

indexed in a kind of "table of contents" that makes finding what you need quite easy. This index can 

also list all of the relevant data about the "cut" (selection): duration, artist, etc. Second, once selected, 

you have almost instant access to the selection.  

Once recorded, there is no wear and tear on the medium as it's played or handled. Next, it can't be 

accidentally misfiled after use. (If you've ever put a CD back in the wrong case, you know the 

problems this can represent.) And, finally, the hard drive space can easily be erased and re-used. 

 

IC and PC Card Recorders 

Some audio production is now being done with PC card and 

IC recorders. Both use solid-state memory cards, such as 

CompactFlash and ATA Cards. Some can also use IBM's 

Microdrive, a miniature computer hard disk. 

In either case the files can be transferred directly to a PC for 

editing. The PC cards contain no moving parts and are 

impervious to shock and temperature changes. 

These units typically give you the choice of two recording formats: MPEG, a compressed data 

format, and PCM (pulse code modulation) which is an uncompressed digital format. The latter is used 

with CD players, DAT recorders, and on computer editing programs that use Wave (.wav) files.  

  

RAM Audio Recorders 

 

The latest and smallest recording technology doesn't use tape or cards. 

Recording is done on computer chips that are a permanent part of the 

recorder.  

As shown on the right, this new generation of recorders can be a fraction of 

the size of other types of recorders. 

However, unlike recorders with removable media, the stored audio must be played back from the 

unit, itself. For this reason these recorders have found limited acceptance in production work.  
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Audio Editing Systems 

 

Audio editing used to require physically 

cutting and splicing audio tape—an arduous 

process at best.  

Today, there are numerous computer-based 

editing programs available. Many are 

shareware that can be downloaded from the 

Internet. 

In addition to basic editing, they provide 

filtering, manipulation, and an endless range 

of special audio effects.  

 

The audio line above shows how a single channel of sound appears in an audio editor. The vertical 

red line indicates the cursor position. Much as a cursor is used to mark words in a word processing 

program to make changes as needed, the cursor in an audio time line provides a point of reference for 

making audio changes. 

 

 
 

The display above shows how the time lines are integrated into a typical audio editor. Most programs 

use a computer mouse to drag-and-drop segments and special effects to the time line.  
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Audio editing in television production is typically handled along with the video on a video editing 

system.  

The hard drives on computer-based audio editing systems can also store a wide range of sound effects 

that can be pulled down to a time line to accompany narration and music.  

Activity: 

Ø Field visit to a sound studio to observe how professionals do final equalization and mixing of 

sound for television programmes   

Learning outcome 

Ø Develop a complete understanding of audio mixers, mixing and equalization as well as audio 

editing 
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Lecture 15 
 

 
INTRODUCTION TO LINEAR EDITING 
 
 
Objectives 
 
Ø Understand linear editing equipment and its usage 
Ø Learn insert and assemble edits 
Ø Learning to log tapes and make use of time codes 

 
Introduction 

 
Linear editing is nothing but to make a copy of the selected portions from the shot tapes onto another 

tape called the master tape in the recorder. It can be compared to manual type writing that is, it  needs 

to be done in the final sequence otherwise every time there is a change an entire sequence will need 

to be redone.  

The simplest form of linear editing is called assemble editing or deck to deck. This is when you copy 

only the "good" parts of a tape over to a new tape. Assemble editing systems often include titlers 

(character generators) or special effects generators to make the videos more fun to watch. A/B roll 

editing is when we edit from two or more video sources. An A/B roll system often includes a digital 

mixer, to let us cut, fade, dissolve and wipe from source A to source B. Insert editing is when we 

splice in a different scene, or video only, into the middle of an existing video tape. Only very 

expensive, high end editing decks are capable of insert editing.  

Today, linear editing means deck to deck. The quality of your linear editing is dependent on the 

editing capabilities of your decks. For the best results you need special editing decks with flying erase 

heads, special editing jacks, pre-roll and time codes. These decks often cost $1000 or more.  

 

Linear Editing Systems  

Linear editing systems require edits to be made in a linear fashion; i.e., in a 1-2-3 sequence. In a 

typical project this would mean that you would start by editing in the countdown leader, followed by 

scene one, followed by scene, two, etc.  
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This type of editing can be likened to writing a term paper with a typewriter. (Remember 

typewriters?) You must have your material well organized before you start, because once committed 

to paper, changes are difficult to make. As we will see, nonlinear editing is more like working with a 

sophisticated word processor.  

The concept behind linear editing is simple: one or more tapes containing the original footage are 

transferred (recorded) segment by segment onto a tape in a video recorder. In the process, the original 

segments can be shortened and rearranged, bad shots can be removed, and audio and video effects 

can be added.  

The source machine(s) contain the original footage and the edit recorder, which is controlled by an 

edit controller, is used to record the final edited master. (A lot of terms here, but they make sense, if 

you think about it.)  

The person doing the editing uses an edit controller 

(such as the one shown here) to shuttle tapes back and 

forth to find the beginning and ending points of each 

needed segment.  

These reference points are then entered into the edit controller as either control track marks or time 

code numbers. You can then turn things over to the edit controller, which uses the precise beginning 

and ending points you've entered to roll and cue the tapes and make each edit.  

In simple linear editing systems the in and out points are referenced by pulses recorded on the tape—

30 per second in NTSC video. The method of editing that locates and marks segments based on a 

count of control track pulses is referred to as control track editing.  

Control track editing has two major shortcomings. First, it relies on mechanical equipment to 

maintain an accurate count of thousands of control track pulses. For devices that are subject to 

mechanical variations this can be difficult, because during editing you are constantly shuttling tapes 

forward and backward at varying speeds as you find and mark in and out points for edits. If 

equipment loses count just for a fraction of a second, an edit point will end up being off by a few 

video frames—which will destroy a carefully timed edit.  
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Savvy editors keep an eye on the digital tape counter as tapes are shuttled back and forth. If the 

counter freezes for a split second when the tape is moving, the equipment has momentarily lost an 

accurate count of control pulses. Problems generally come down to either less-than-perfect videotape 

condition or a less-than-perfect control track.  

The second disadvantage of simple control track editors relates to the ability to replicate and make 

adjustments to your original edit decisions at a later time.  

Since the control track count is kept in the volatile memory of computer chips, when the machine is 

turned off or reset, all edit decision information is lost.   

These counter references are "relative" to where you started the counter and not "absolute" (i.e., 

recorded on the tape itself). Therefore, they do not remain accurate when the tapes are reloaded at a 

later time.  

The only way to insure accuracy is when exact locations are referenced from permanent information 

on the tape. This is possible with SMPTE time-code. When time-code is used, exact scene locations 

remain consistent, even when tapes are used in different machines at different times.  

As you can see, simple control track editing has a number of shortcomings. Even so, it remains the 

fastest way to assemble and edit a simple video project.  

    

Insert and Assemble Editing  

There are two types of edits you can make in linear editing.  

When you use assemble editing you add video and audio segments, one after another like links on a 

chain, complete with the associated control track.  

As we've noted, the control track is difficult to record with unerring precision with each and every 

edit. Any timing error during this basically mechanical process results in a glitch in the video. For 

this reason, assemble editing is not the preferred approach. It's used primarily when a few segments 

need to be spliced together in a hurry.  
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Insert editing requires an extra step; you must first "lay down" (record) a stable control track over the 

entire area you plan to use on the edited master tape.  

If you think that your final project will be five minutes, you record six or more minutes (just to be 

sure) of a video signal (generally just black). You then have a consistent (uninterrupted) control track 

on your final tape that should translate into a stable playback.  

During editing, you "insert" the video and audio segments you want over the prerecorded control 

track. Since you are not trying to record a new control track as you add each video segment, the 

process results in a more stable playback.  

Within the time constraints of whatever audio and video has been recorded on the edited master, it's 

also possible to insert (substitute) new video and audio at a later time. It's not possible, however, to 

lengthen or shorten parts of the edited master, something you can easily do with...  

 

Use of Time Code 

 

Although we've mentioned time-code previously, we now need to more 

fully explore its role in the editing process.  

SMPTE/EBU time-code (or just " time-code") is an eight-digit code that 

allows you to specify, among other things, precise video and audio editing 

points.  

A designated time-code point (set of numbers) cannot vary from one 

editing session to another, from one machine to another, or even from one 

country to another.  

Editing instructions like, "cut the scene when Whitney smiles at the camera," leave room for 

interpretation—especially if Whitney tends to smile a lot. Plus, there is the very real possibility that 

different takes of the same scene will become confused.  
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But even though a tape may be four hours long, "00:01:16:12" refers to one very precise point within 

that total time.  

 Breaking the Code  

Although a string of eight numbers like 02:54:48:17 might seem imposing, their meaning is very 

simple: 2 hours, 54 minutes, 48 seconds and 17 frames.  

Since time-code numbers move from right to left when they are entered into an edit controller, you 

must enter hours, minutes, seconds and frames, in that order.  

By entering only six numbers instead of eight, the machine assumes "00 hours," since the 

combination of numbers entered would only (as they move from right to left) reach to the minutes 

designation.  

If there is anything tricky about time-code, it's the fact that you don't add and subtract from a base of 

ten the way you do with most math problems.  

The first two numbers are based on 24 hours (military time). The minutes and seconds range from 00 

to 59, just the way they do on any clock, and the frames go from 00 to 29. (Recall there are 30 frames 

per second in NTSC video.  The PAL and SECAM systems use 25 as a base.)  

Thirty frames, like 5/5 of a mile, would be impossible to display, because 30 frames in NTSC equal 

one second. Likewise, "60 minutes" would be impossible in time-code (but not necessarily 

impossible on CBS).  

So, as an example, the next frame after 04 hours, 59 minutes, 59 seconds and 29 frames would 

change the counter to: 05:00:00:00.  

Now let's look at some problems. If one video segment is 8 seconds, 20 frames long, and a second 

segment is 6 seconds, 19 frames long, the total time of the two segments added together would be 

15:09.  

  8 seconds, 20 frames, plus  
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6 seconds, 19 frames  

= 15:09  

Note in this example that as we add the total number of frames we end up with 39. But, since there 

can be only 30 frames in a second, we add one second to the seconds' column and we ending up with 

9 frames. (39 minus 30 = 09 frames). Adding 9 seconds (8 plus the 1 we carried over) and 6 gives us 

15 seconds, for a total of 15:09.  

Let's look at this question. If the time-code point for entering a video segment is 01:22:38:25, and the 

out-point is 01:24:45:10, what is the total time of the segment?  

Segment out-point - 01:24:45:10  

segment in-point - 01:22:38:25  

= total segment time - 00:02:06:15 Getting the answer is just a matter of subtracting the smaller 

numbers from the larger numbers.  

Note that since we can't subtract 25 frames from 10 frames we have to change the 10 to 40 by 

borrowing a second from the 45.  

For people who regularly do time-code calculations, computer programs and small hand held 

calculators are available.  A computer pop-up time-code calculator called WTCC is available for free 

downloading on the Internet.  

 Drop-Frame Time-code  

Basic SMPTE/EBU time-code assumes a frame rate of 30 per- second in NTSC video. 

Although that's a nice even number, it actually only applies to black and white television. For 

technical reasons, when the NTSC color television was introduced, a frame rate of 29.97 frames per 

second was adopted.  This frame rate is also used in the U.S. version of DTV/HDTV.  

Although the difference between 30 and 29.97 may seem insignificant, in some applications it 

can result in significant timing problems. If you assume a rate of 30 frames per second instead of 

29.97, you end up with a 3.6-second error every 60 minutes.  
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Since broadcasting is a to-the-second business, a way had to be devised to correct this error. 

Just lopping off 3.6 seconds at the end of every hour was not seen as a practical way of doing this—

especially from the viewpoint of a sponsor that gets a commercial cut off at the end of a show as a 

result.  

The Solution  

So how do you fix this error? Well, 3.6 seconds equals extra 108 video frames each hour (3.6 times 

30 frames per second). So, to maintain accuracy, 108 frames must be dropped each hour, and done in 

a way that will minimize confusion. Unfortunately, we're not dealing with nice even numbers here.  

First, it was decided that the 108-frame correction had to be equally distributed throughout the 

hour. (Better to lose a bit here and there instead of everything all at once.)  

If you dropped 2 frames per minute, you would end up dropping 120 frames per hour instead 

of 108. That's nice and neat, but it's 12 frames too many. But, since you can't drop half frames, this is 

as close as you can get by making a consistent correction every minute. So what to do with the 12 

extra frames? The solution is every 10th minute not to drop the 2 frames.  

In one hour that equals 12 frames, since there are six ten-minute intervals in an hour. So, 

using this approach you end up dropping 108 frames every hour—exactly what you need to get rid of.  

Since the frame dropping occurs right at the changeover point from one minute to the next, 

you'll see the time-code counter on an editor suddenly jump over the dropped frames every time the 

correction is made. For example, when you reach 01:07:59:29, the next frame would be 01:08:00:02. 

In drop-frame time-code frames 00 and 01 don't exist. Maybe this is not the most elegant solution in 

the world, but it works, and now it should be obvious why it's called drop-frame time-code.  

For non-critical applications, such as news segments, industrial television productions, etc., 

drop-frame isn't needed. However, if you are involved with producing 15-minute or longer programs 

for broadcast, you should use an editor with drop-frame capability. On most edit controllers you will 

find a switch that lets you select either a drop-frame or non-drop frame mode. Software programs 

typically have a drop-down box where you can select the approach you want. 
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When you use the drop-frame mode, a signal is added to the SMPTE/EBU time-coded video that 

automatically lets the equipment know that drop-frame is being used.  

 User Bits 

There is room within the time-code signal for a bit of extra data. Specifically, there are 32 bits 

of space called user bits where a small bit of information can be entered. This can be used to trigger 

equipment, or to simply  record abbreviated user data, such as reel numbers, recording dates, camera 

information, etc.  

User bits are limited to four letters or eight digits—which, admittedly, isn't much in the way of data. 

Not all equipment will record or read user bits, so you need to check out this feature if you plan to 

use it.  

 Adding Time-code  

Time-code is not an inherent part of the video signal; it must be recorded on the videotape as 

the production is being shot—or, in some cases, when the tape is being reviewed. The same goes for 

user bits, which are a part of time-code.  

These time-code numbers can be used to organize and specify segments on a videotape or 

hard drive, as well as to calculate total times.  Editing equipment will also use the numbers to 

correctly cue and edit the segments you've selected—and, if needed, to recall the segments at a later 

time.  

Approaches to Recording Time-code 

 Time-code can be recorded on videotape in two ways: as 

part of an audio signal, or as part of the video signal.  

 Longitudinal time-code   (LTC)  

Time-code consists of 2,400 bits of information per second 

in the NTSC system and 2,000 bits of information in the 
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PAL and SECAM systems. Although it's digital information, it can still be recorded on audio track  , 

an address (time-code) track, or a cue track. When it's recorded in this way it's referred to as 

longitudinal time-code (LTC ). Although the longitudinal system of time-code has been greatly 

improved in recent years and it's the easiest to record, it can have three major weaknesses.  

First, it can only be reliably read off the tape on most VCRs when the tape is moving. This 

can be a problem when you are constantly starting and stopping the tape during the editing process.  

Second, when a videotape is copied, the audio track can suffer a loss of signal quality that will 

make the high speed digital pulses unreliable—especially when the videotape is shuttled back and 

forth at various speeds during editing. 

To solve this problem a jam sync process is required to regenerate the longitudinal time-code as a 

new copy of the tape is being dubbed (copied). Finally, if the time-code is recorded at too high a 

level, it can cause cross talk, which results in a obnoxious "whine" in the program audio. 

Longitudinal time-code requires a VTR with well-aligned recording heads, excellent audio 

capabilities (wide band amplifiers and broadband reproduce heads), and well-aligned tape guides—

not to mention a near perfect time-code signal to start with. Otherwise, when the tape is shuttled at 

high speeds, the machine will lose count of the pulses. 

VITC Time-Code 

VITC (vertical-interval time-code) and other systems that record time-code with the video heads have 

many advantages over the longitudinal system. Since VITC is recorded by the video heads, it's less 

likely to be affected by the variety of technical problems that can plague LTC. VITC time-code is 

also always visible—even when the tape is in the pause mode. VITC is recorded in the area of 

scanning lines 10 and 20 in the so-called vertical blanking interval of each video field. This means 

that the signal is recorded four times per frame—a bit of redundancy that lowers the chance of things 

getting messed up due to dropouts, or whatever. And, if that isn't enough, there is built-in error 

checking (CRC error checking code) that ends up making the process pretty much fail-safe. 
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When VITC time-code is used, it should be recorded as the video is shot. Otherwise, you will 

have to copy the entire tape over in order to add the time-code. You will lose video quality in this 

process unless you are doing the copying from uncompressed digital video.  

 Jam-Sync in VITC Editing 

Of course, during the editing process you are bringing together a 

variety of segments, all of which have different time- codes. That 

could look a bit weird when you watch the resulting time-code on 

playback—not to mention throw-editing equipment into fits.  

The solution is jam sync, where the time-code is regenerated as part of the editing process. 

The time-code generator will take its cue from the first segment, and then resynchronize the code 

with each edit so that the edited master contains a smooth time-code progression. In the words of one 

editor, "Jam-sync with VITC isn't optional, it's mandatory." 

 The Last Two Points.  

First, with any video segment involving time-code, you need to have enough time-coded 

leader preceding the actual segment you want to use so that equipment will have an opportunity to 

"pick up the count." Systems vary, but some editors suggest up to 20 seconds. This isn't a lot when 

the editing machine is speeding backwards to find a 

time-code number to cue up a segment. 

Second, time-code numbers, which reverse in 

time, can really confuse an editing system. If you stop a 

recording session, you need to make sure that when the 

time-code resumes you are going forward in time. Don't 

for some reason start with a time-code that jumps back 

in time. The latter could easily result at some point in 

reproducing the same code you recorded earlier. This 

means that during editing the system might easily come up with the wrong segment—and refuse to 

get the right one for you. 
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 Time-Code Display  

Some editing systems have small time-code displays on the top of the edit controller, as 

shown here. More sophisticated editing systems superimpose the time-code numbers over the video, 

itself, as we see below.  In the latter case the time-code numbers may be either temporarily 

superimposed over the video (keyed-in code), or they may become a permanent part of the picture 

(burned-in time-code).  

In the case of keyed-in code, an electronic device reads the digital time-code information from 

the tape and generates the numbers to be temporarily keyed (superimposed) over the video. The 

disadvantage of this approach is that you can only see the code if you are using special equipment, 

such as an appropriate editing system.  

Once the time-code-numbers have been burned in (permanently superimposed into the video), the 

video and time-code can be viewed on any VCR. Although this approach requires making a special 

copy of the tape, it can be an advantage if you want to use a standard VCR to review tapes at home or 

on location and make notes on the segments.  

 

Logging Your Tape 

 
Before you start editing you have to discover what and where the scenes are you are going to use in 

your program. The logging of your tapes is all-important regardless of what editing system you use, 

because this "SHOT/SCENE LOG", will be used in every editing system. 

 

 The three Logs 

 

There are three different logs kept on the tape themselves, depending on the tape format. 

 

1. TIME CODE - time code is a number on the tape, which tells you the exact location of any 

frame on the tape. This number is on all the digital tapes. 
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2. TIME AND DATE - this is the time hour-minute- and sometimes second the tape was made. 

Again the tape format will determine this. On the older VHS cameras you had to turn it on, 

and the date would be showing on the screen, on the newer DV formats this is 

embedded/hidden on every frame and can be used. This is a fast way to find a clip. 

 

3. TAPE COUNTER - this number is the least accurate, especially when you are changing the tape 

from one player to another. It depends upon the tape being completely rewound to have any degree of 

accuracy. 

If you are making a serious video, you will have a shot-log sheet in the field when you shoot 

the footage, and you will write the following on the sheet: 

1. Time code number - the start and the ending number of the scene 

2. The date and time of day 

3. The description of the scene 

4. The script page and line numbers 

5. Make appropriate notes about the scene. 

 

Activity: 

 

Ø Field visit to a linear editing studio to see equipment and watch professional editors at work. 

 

Learning Outcome 

 

Ø Ability to log tapes 

Ø Understanding and ability to get stories edited on linear systems 

Ø Understanding usage of time code 
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Lecture 16 
 
INTRODUCTION TO NON-LINEAR EDITING 
 
Objectives 
 
Ø Understanding Non linear editing systems 
Ø Understanding video servers 
Ø Understanding advantages of non linear editing techniques  

 

Introduction 

Today we are entering into an interesting session on Non –linear editing. As we have 

discussed the linear editing in detail, editing with computers will be more interesting to 

you. The difference in these to systems is that if linear editing was like typing on the 

manual type writer non linear editing is like working on the computer. 

 Nonlinear editing  

(also called random-access editing) is a little like working with a sophisticated word 

processor; it allows segments to be 

inserted, deleted, and moved around at 

any point in the editing process.  

In random-access editing the original 

video segments are digitized (assuming 

they are not in digital form when they 

come out of the camera) and transferred 

to computer hard disks. The editing 

system can access them in any order, 

almost instantly.  

During nonlinear editing, a wide range of special effects can be added, including fades, 

dissolves, keyed-in words, and scene-to-scene color correction.  
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A full range of audio enhancements can also be added, including sound effects. With 

many systems it's even possible to slightly compress or expand the length of audio and 

video segments.  

There are dozens of editing programs available, all of them different in their operation 

and on-screen configuration. Consequently, this discussion must by necessity stick to 

generalities.  

Simple editing systems typically display the opening (and sometimes closing) frames of 

the various video clips you've loaded into the system. Using a mouse, you can drag the 

represented segments onto the timeline in whatever sequence you want. At the same time, 

you can trim (cut the beginning and ending points) of the clips (the original segments that 

have been recorded on the computer hard disk).  

Clip 1-  2-   -3   -4-  5                                  Programme  

        9 -10 -11 -12 –13           monitor  

  Timeline 

 ====  ====== ===== ============ ======= =======  

As you decide on the shot sequence and any effects, you can view the result in on a larger 

program monitor. The various clips, the program monitor, and a timeline are represented 

in the drawing above. 

With some of these simple editors you can apply special effects to the clips and add 

transition effects between the segments. Once you are satisfied with the sequence, you 

can output the result to a recording medium such as videotape.  

Most editing systems use multiple timelines to represent the ongoing editing sequence. 

For example, you could have background music on one timeline, the background sound 

from your original videotape on another, and the voice of a narrator on a third timeline.  

Note that in the illustration below that there are three audio timelines. Above these you 

can see the various video sources and transition effects represented.  
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With a mouse you can click on and drag the various audio and video segments, 

transitions, special effects, etc., to a particular timeline. Once there, they can be 

rearranged and modified as needed.  

 

 

Although it used to be said that linear editor systems were faster than the nonlinear 

systems, this is no longer true—at least for the latest generation of nonlinear editors. If 

the need arises, you can even save time on some editors by bypassing the editing clip bins 

and dragging the digital clips directly to an editing timeline—thus, doing a rough 

assemble edit as the clips are imported into the editor. 

With sophisticate editing systems there are a variety of video filters and plugins (editor 

software additions) that can be applied as you go along: blur, color corrections, cropping, 

sharpening, fog effects, geometric distortions, etc.  

Some editing systems can apply a type of image stabilization to shaky images by locking 

onto a central element in a scene and keeping it from moving, thus canceling out 

moderate camera shake.  
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The most sophisticated 

editing systems today need 

to display considerable 

editing information, and it's common to display this information on two video monitors 

as shown here. The computer cursor simply moves from one window to the other as you 

move the mouse.  

 Laptop Editing Systems  

There are two types of laptop editing systems: 

dedicated and computer based.An example of a 

dedicated system is this Panasonic field editing 

unit, primarily used in news work. Note that there 

are controls designed exclusively for 

video and audio editing. 

With computer-based systems, such 

as the one below, you have the 

advantage of a wide variety of "off 

the shelf" laptop computers, plus the 

software can be readily switched and 

upgraded. In addition to editing, computer-based systems can accommodate programs 

used to write new scripts. 

manoj.chauhan
 337



Computer-based editing used to be confined to especially modified (souped up) desktop 

computers; but, as we've noted, in recent years laptop computers have become so 

powerful in terms of processor speed, memory, and hard disk capacity, that they can do 

most anything desktop systems can.  

These computers use a FireWire, IEEE 1394, or i.Link cable connection to download the 

video from the camcorder to the computer's hard drive. Since video information takes up 

a lot of digital space, you need a computer with a large hard-drive capacity.  

One of the best ways to learn how a nonlinear editor works is simply to play with one for 

several hours. One popular nonlinear editing program, Adobe Premiere, is available on 

the Internet for download. This demo version—if it's still available when you read this—

does everything but save files.  

Editing programs such as the popular Adobe Premiere are expensive. More in line with 

individual budgets are programs such as Pinnacle Studio Version 8, which sells for under 

$100. (This program was voted #1 by PC Magazine in April 2002. Coming in a close 

second is Unlead's Video Studio 6, which also sells for under $100.)  

In late 2002, another major computer magazine voted Video Explosion Deluxe for 

Windows and Final Cut Pro 3 for the Mac the best video editing programs. Video 

Explosion is under $80, and Final Cut Pro runs about $1,000, although a "slimmed-

down," less expensive version is available. Another highly-rated editing program under 

$100 is Broderbund MovieShop Deluxe. 

Avid, which has one of the most widely-used and respected professional editing systems, 

announced early in 2003, that they would provide a free, "lite" version of their editing 

program to serious users who request the program at their web site. The free program 

handles two video tracks, four audio tracks, basic trimming and editing functionality, and 

up to two streams of real-time effects. The idea is to get new users familiar with the 

program, in hopes that they will later move up to their full version.  
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Far less sophisticated than any of these programs are the Windows and Apple video 

editors that come as a part of the respective operating systems. Most of these programs 

have built-in tutorials that take you through the editing process.  

Although a sophisticated nonlinear (random access) editing system may take a while to 

learn, once you figure one out, you can readily transfer the skills to other editing 

programs.  

With nonlinear editing the video and audio segments are not permanently recorded as you 

go along as they are in linear editing. The edit decision sequence exists in computer 

memory as a series of internal digital markers that tell the computer where to look for 

segments on the hard disk.  

This means that at any point you can instantly check your work and make adjustments. It 

also means that you can easily (and maybe endlessly!) experiment with audio and video 

possibilities to see how you like them.    

Once you finalize things, you will want to save your EDL (edit decision list) on a 

computer disk. This will save you from having to start from scratch if you later need to 

make revisions.  

The final edited video and audio output can be handled in two ways. It can be "printed" 

(transferred) in final, linear form to a videotape, as we've noted, or it can remain on 

computer disk to be recalled as needed. The latter approach, which is often used for 

segments in newscasts, requires high-capacity storage devices such as....  

    

 Video Servers  

Video and audio segments take up a great amount of 

digital storage space in computers.  

Instead of trying to replicate the needed storage in each 

desktop computer, many facilities have gone to a centralized mass storage device called a 
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video server, sometimes called a media server. An example is shown in this photo. Even 

the editing software can be run from a server, rather than having to take up disk space in 

a desktop or laptop computer.  

A centralized video server not only gives all of the computer editing stations the 

advantage of having access to large amounts of storage, but it means that segments can be 

reviewed, edited, or played back from any of the editing workstations (desktop computers 

equipped with a network connection) within the facility.  

As high-speed, broadband modems become commonplace, this also means that 

you will be able to link to a media server from any location—even your home—

and edit and reedit pieces.  

 NLE- Editing-Advantages 

With the development of the PC, has come the ability to edit video in the computer. This 

form of editing will 

produce the best 

programs, but is also the 

most time consuming. 

With that said will ignore 

the time consuming part.  

The Advantages 

1. Many layers of Video 

2. Many layers of Audio 

3. Better titling 

4. Transitions are easy 

   

        

5. Everything can be changed - (in tape to tape if you want to remove a section in the 

middle - you have to start over with the edit at that point) 

6. The video footage can have the color and quality adjusted. 
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7. There is no GENERERATION LOSS - (generation loss is the big problem with tape to 

tape editing - every time you copy a tape you loose quality) 

8. Paint shop programs can be used  

9. Word processing programs can be used  

10. Internet pages can be included. 

Activity: 

Ø Field visit to a nonlinear editing studio to understand the basic equipment and 

working of nonlinear editing systems 

Objectives 

Ø Understanding systems and concepts of non –linear editing  

Ø Grasping the basics of nonlinear editing 
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Lecture 17 
 
VISION MIXING  

 

Objectives 

 
Ø Learning the functions of a vision mixer 

Ø Understanding how the vision mixer is operated and advantages of editing with the vision 

mixer in multi cam productions 

 

 Introduction 

 

In this lesson we will learn about the key concept of vision mixing, keep concentration while 

learning this, since it is a significant and one of the most complicated part’s  of news  production. 

We will look into the design, working and importance of the vision mixer in the production control 

room. 

 

 Editing with the production switcher (vision mixer) 

 

The production switcher or vision mixer enables us to inter-cut or combine various picture sources, 

and to introduce certain basic video effects. 

During a production, conditions in most production control rooms are generally a world apart from 

the relative calm of an editing suite. In front of the director, an extensive bank of small monochrome 

monitors presents a continually changing display of pictures. These are the many channel monitors 

showing the individual outputs of the various video sources: Cam. 1, Cam. 2, Cam. 3, etc., VTRS, 

telecines, slide scanner, character generators, video effects, electronic still stores, videodiscs, 

prompter display, etc. 

 

In addition there are two larger color monitors: 

 

   The MASTER MONITOR (line monitor, main channel, program, transmission monitor - This 

shows the main output of the production switcher, i.e. the source(s) you have selected to be recorded 

(or transmitted). 
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    PREVIEW MONITOR - You can switch any picture source to this check monitor; usually 

whatever you have selected on the PREVIEW BUS on the switcher unit. 

This arrangement is not only less costly than having a complete bank of color monitors, but it 

overcomes difficulties in accurately color-matching (color balancing) all their screens. 

At first sight, a multi-display of this kind can be quite daunting. Not only can we see the 'real' 

shots that are ready to be switched to line (transmission) but there are also the 'accidental' outputs of 

cameras moving into position and setting up their shots. film and videotape channels shuttling 

between sequences, running up to their next cue point. . . graphics being set up . . . lighting 

adjustments being made. . . 

While all this is going on, the director's attention is divided between the current shot on the line 

(transmission) picture and upcoming shots - guiding the production team, instructing, correcting, 

selecting, coordinating their work . . . All of this in addition to checking performance, keeping on 

schedule, and coping with those various contingencies that always arise. It is little wonder that under 

such conditions, 'editing' with the production switcher can degenerate into a mechanical process! 

 

From the simple to the complex 

 

 Some switchers are very easy to use, but are limited in the number of things they can do. Others 

have extensive facilities; but need a quick mind to work out how to set them up quickly. How 

difficult a particular switcher system is to operate largely depends on the circumstances in which you 

are using it. Straight cuts are simple, but intercutting on-air between complex combined shots can be 

intimidating. Do you have time to anticipate and prearrange each set-up? 

It's a far cry between operating a switcher during a studio situation where any errors can be 

retaken and working on a live sports meeting with off-the-cuff shooting, concurrent events, inserts of 

results boards, slow-motion replays, inlays of commentators . . . and so on! Different pressures; 

different needs! 

 

What the production switcher can do 

 

The production switcher is an ingenious piece of equipment that enables you to do a number of quite 

different things: 

 

1 Select and interlink shots. You can select one or more of the various picture sources and send 

 

manoj.chauhan
 243



your choice to line to be recorded or transmitted (studio output, main channel, program, 

transmission). You can cut between channels (i.e. by switching), mix (dissolve), 

fade, or superimpose pictures 

When you select any channel, that switcher button lights up, indicators are illuminated beside 

the corresponding picture monitor, and at the camera (a main tally light and an on-air warning light 

in the viewfinder). 

 

2 Wipes. Another group of controls on the switcher enables you to wipe from one picture to another, 

in a wide range of patterns. This facility can also be used to segment the screen (e.g. split screen), 

or to combine parts of different shots. 

 

3 Titles. Titles from any type of source title card, slide, character generator, computer graphics, can 

be adjusted in outline, tone, and color, and inserted into a picture. 

 

4 Picture manipulation. Some switchers include controls that can change the appearance of the 

picture in several ways - e.g. make it negative, ripple, invert, mirror. 

 

S Special video effects. There are usually controls enabling you to insert a selected subject or section 

from one picture into another (e.g. chroma key). A separate effects unit usually controls more 

elaborate digital video effects: operated, perhaps, by a second person. 

 

6 Preview facilities. Larger switchers include a row (bus; bank) of PREVIEW buttons. When you 

select any of the incoming picture sources here, it appears on the SWITCHABLE PREVIEW 

MONITOR. (This is a picture-checking facility; it does not affect the studio output at all.) 

Suppose you have only four preview monitors available but five or more sources. How can you 

check the extra incoming channels before switching them 'on-air’? You use the PREVIEW BUS to 

switch them onto the SWITCHABLE PREVIEW MONITOR beforehand. Similarly, if you have any 

shots that combine several sources (supers, inserts), or any video effects, you select the MIX 

button on the preview bus to check them on this monitor. If you use a flip-flop facility to intercut 

between two cameras, whichever is off-air will be displayed on the SWITCHABLE PREVIEW 

MONITOR. 

7 Remote controls. Extra switches may be located at the switcher to remotely operate a slide 

scanner, film scanner, VTR channel, etc. (e.g. remote start, stop, change). 
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Switching conditions 

 

People using production switchers for the first time are often puzzled to find that. Some controls 

have an obvious effect, while others apparently do nothing! . At one moment a control appears to be 

working, while shortly afterwards it seem inoperative! This situation is easier to understand if you 

think of most controls as having three different conditions, which we might call: 'ON-AIR', 

'PREPARATION, 'AVAILABLE'. 

The condition of any given control will depend on how you have set up the switcher board. . ON-

AIR. If you operate any control that is selected for on-air use, you will see the result immediately on 

the MASTER MONITOR (line monitor). . PREPARATION. Before putting any pictures on-air you 

want to be able to preview and adjust them. Any straightforward shot will appear on the channel 

preview monitors. But suppose you have a combination shot involving two or more sources. It might 

be a superimposition, a split screen with an inserted title, or a special effect. This will need to be 

prepared beforehand. The switcher enables you to adjust the associated controls while checking the 

effect on preview, then switch this prepared picture to line at the right moment. Instead of using the 

SWITCHABLE PREVIEW MONITOR for this purpose (it can be distracting for the director, and 

prevent his using it for program previews), some organizations have a separate additional monitor 

for shot preparation. 

 

AVAILABLE. Finally, there will be a number of controls that have not yet been selected for any 

purpose. They are available but inactive. They do nothing until you actually route them to preview 

or line. 

 

Operating the switcher 

 

At first sight, the switcher seems to be a mass of switches and levers. But things are not as 

complicated as they look. The answer to mastering any switcher is to take each function a step at a 

time. 

The switcher is laid out systematically. At the top is the row of PREVIEW buttons for the 

SWITCHABLE PREVIEW MONITOR. Its buttons can be routed as you wish, but typically, they will 

be arranged in order (left-right): CAM 1, CAM 2, VTR, FILM, SLIDES, C-G (character generator), 

etc. The more sources/ channels you have, the more switches you need. All the buses below it follow  
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a similar order. 

To help the operator to see which parts of the switcher are in use at 

a glance, push-buttons often light up dimly when selected and 

brightly when the function controlled by that button is on-air. 

 

Cutting (switching) 

Let's begin with straightforward cutting (switching) between sources. 

This is normally done on a row of push-button switches marked 

PROGRAM. As with the PREVIEW buttons, each key on this 

PROGRAM BUS (BANI<) is connected to a corresponding picture source. Press CAM-l button on 

the program bus. The key lights, Camera l's shot is switched 'on-air' to be videotaped or transmitted, 

and it appears on the LINE MONITOR (TRANSMISSION). Press CAM-2 switch, and the switcher 

output cuts to Camera 2's picture. 

 

Faders 

 

The video fader is similar in principle to the gain control (volume pot) on an audio amplifier or a 

radio. It would seem logical to have a switcher with a fader and switch for each picture channel, but 

this arrangement can become very unwieldy when combining and manipulating several sources. 

Instead, switchers use a very ingenious system, that allows considerable flexibility. 

As well as the PROGRAM BUS which cuts between channels, you will see two more identical 

horizontal rows of switch-buttons, marked MIX A and MIX B. (Again, each button corresponds 

with the picture source in that vertical line.) At the end of these twin rows is a communal T-shaped 

control lever - the fader bar 

 

 (T-bar). You move this up and down to select which of the rows of switches is active. 

A nearby push-button switch marked MIX selects whether the PROGRAM bus or the FADER 

BAR selection affects what is happening on-air. This fader bar actually consists of two separate 

faders that are normally used locked (ganged) together. The left hand A-FADER operates on 

whichever channel is selected on the bus MIX-A; and the right-hand B-FADER controls the 
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channel on MIX-B bus. 

If you separate ('split') the fader levers, and push the A lever up, it fades up the channel switched 

on in MIX-A. Push downwards, and the A channel fades out. Fader lever B does the opposite for the 

MIX-A bus. (Down for max. B; up for min. B.) So when you move the combined levers upwards 

you will fade up the channel selected on A, and fade out the different channel on B at the same time. 

The result is a MIX. 

At the end of each row of source buttons is one marked VIDEO BLACK. If you select this button 

on one of the banks and fade over to it . . . the result is a fade to black. When you have the fader bar 

right up to the MIX-A bus, then any switching on the MIX-B bus will not have any visible effect on 

air (although you can check what is happening by watching on PREVIEW). You can switch MIX-B 

bus to another channel, ready for the next mix. 

Suppose, for example, you are taking CAM-l on A bus, then mix to CAM-2 on B bus. The studio 

output mixes from CAM-l to CAM-2. You are now free to switch A bus to a different source (e.g. 

FILM) ready for the next transition. Later, when you mix back from B to A you will see Camera 2's 

picture mix to the film channel. (A lot more straightforward in practice than it sounds.) 

 

Superimpositions 

 
To superimpose two shots you simply set up one source on the A bus and the other on B bus, then 

move the combined fader bar part way. In the middle, both pictures will be of equal strength. 

Move the control lever a little nearer A bus, and that picture becomes stronger while B weakens. 

Any switching on either bus during the superimposition will show on-air. So whenever you use 

combined pictures, avoid switching on those buses, unless that is exactly the effect you 'want (e.g. to 

switch a superimposed title). 

 

Alternative methods 

 
There are often alternative ways of doing the same thing. For example, you would normally switch 

between channels on the PROGRAM bus. But suppose that you have been using the MIX 

(MIXIEFF) buses, and have just mixed to a camera on the MIX-A. You now want to switch to 

another camera. Do you have to move over to the PROGRAM bus to do so? 

No. You can interswitch between the channel buttons on your present MIX-A bus. People using 

simpler switchers do that all the time, for they have no separate PROGRAM bus. However, it is 
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better practice to use the PROGRAM bus for switching wherever possible, so that the MIX-A 

MIX-B buses are always available for mixes, fades, and supers. 

One quickly learns various tricks. Suppose you have been interswitching on the PROGRAM bus. 

You are on CAM-l, but want to mix to CAM-2. A typical solution is to set up MIX-A with CAM-l 

(fader bar to A) and transfer to it (MIX button). There will be no effect on the transmitted picture, 

for you've changed to the same channel. But now you are on the MIX buses, you can mix to CAM2 

whenever you're ready. 

To get back from the MIX buses to the PROGRAM bus, do the reverse. With CAM-2 on a MIX 

bus, punch up the same channel on the PROGRAM bank, and go to it with the MIX button. 

So here you have the basics. You now know how to CUT, MIX, FADE, and SUPER. And how to 

move between the PROGRAM and MIX buses. From now on, much depends on the design of your 

particular switcher. 

 

Additional switcher features 

 

Today's switchers contain an ever-increasing range of facilities, to make operation easier and to 

allow more elaborate treatment. Let us look in more detail at some particularly useful facilities. 

 

Wipes 

Re-entry 

Downstream keyer. Take bar (cut bar) 

 

WIPES 

Most switchers have a facility for wiping between pictures, creating split screens and inserts. In 

some you press an appropriate EFFECTS switch and are routed into a side-chain, consisting of two 

more EFFECTS buses. A separate control bar (looking like another fader-bar) selects between them. 

If you put CAM-l on EFFECTS-A bus and CAM-2 on EFFECTS-B bus, adjusting the control lever 

will cause one camera's shot to wipe out the other. 

The direction of the wipe will depend on which way you move the lever. You can move it any speed, 

stopping mid- way if you wish to produce a split or divided screen. The actual from of the wipe will 

depend on which pattern you have selected from the menu. 

Smaller switcher do not have the extra effects buses. 
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Re-entry 

 
The re-entry or cascading facility allows you to combine two or more sources in one part of the 

switcher(e.g. person with a chroma –key inset), and then take this prepared package as if it were a 

single source and route it to a different MIX or EFFECTS bank, where it can be combined with a 

further source. This technique is regularly used in newscast, sports programmes, where you have a 

simulated screen behind the speaker, and want to fade a series of titles or insets without affecting the 

composition. 

 

Downstream keyer 

 
When you have to set up various effects, wipes, titles, supers, chroma-key combinations, it may not 

be particularly convenient or easy to key in subtitles or graphics in addition. This is when the 

downstream keyer is useful. This feeds into  a point at the output of the main switcher unit(line out), 

so is quite independent and does not involve any controls set up on the board, leaving them free for 

other functions. 

The downstream keyer unit normally includes a MASTER FADER BAR, which controls the entire 

switcher output, allowing the transmission picture to be faded to black. 
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Activity 

 
Ø Field visit to a studio to understand the working of a vision mixer 

 

Learning outcome 

Ø Understand the working and functions of a vision mixer 
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Lecture 18 
 
MAINTAINING CONSISTENCY AND CONTINUITY 
 
Objectives 
 
Ø Understanding concepts of cut away, inserts and jump cuts 
Ø Learning the 30 degree and 180 degree rule  

 

 Introduction 

In this class we are going to learn about the need of consistency and continuity in editing 

the visuals. Let us have a glance to the topic. Editing a television program is much more 

than just putting shots together on a single piece of tape so they can be viewed as a 

whole. It is in the editing phase that a production is finally made to conform to the 

producer's vision of it.  

 Continuity in Editing 

Editing is both the last and one of the most powerful opportunities the producer 

has to influence whether a program will communicate the information it was meant to 

convey successfully, and whether it will affect the emotions and moods of the audience 

as the producer wished. The editing process is also a difficult and demanding craft, and 

presents many opportunities for the unprepared to go astray. Indeed, the failure to 

communicate effectively in many beginners' television programs is much more often a 

failure of the editor to develop a coherent conception of the flow of the program than of 

any problem with other technical aspects of the art of television, such as camera work or 

sound recording.  

Conversely, it is possible for a skilled editor to take even seriously flawed original 

footage and produce a program, which still manages to say what the writer, and director 

had in mind - but we certainly hope you will never be forced to work that way.  

In commercial television and film production, the "shooting ratio," or amount of 

film or tape shot divided by the length of the finished program, averages about 10:1. In 
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other words, for every minute of edited program you see, the camera crew recorded ten 

minutes or more of tape. In some specialized and difficult programs the ratio routinely 

climbs above 100:1. On the other hand, in live television production in the relatively 

comfortable atmosphere of a studio, it is often possible to use every second of the original 

recording with a shooting ratio of 1:1.  

Actually both of these represent extremes  which you will not ordinarily 

encounter. Ways to reduce editing time include keeping the overall shooting ratio as low 

as practical, grouping scenes shot in the same place or time together on the original tape, 

and, when possible, "slating" shots by holding up a card in front of the camera showing 

the place, time, date, and crew members present and any other information you think may 

be helpful in identifying material later.  

You may have inferred from the above that the process of editing in a sense 

begins long before any tape is recorded. In those productions, which are scripted in detail 

before shooting, the script may in fact dictate almost exactly how the finished program 

will be edited. So knowledge of some of the rules of visual and aural continuity is as 

essential for the scriptwriter, director, and camera operator as for the editor. Again, the 

more planning and preparation before entering the editing room, the less time and money 

spent there. Even if your program doesn't lend itself well to detailed scripting in advance, 

it is usually possible to write up an outline, or perhaps even an exact "editing script," 

based on several viewings of the original footage, which can guide the editor in putting 

things together properly in the minimum amount of time. This is not to imply that many 

decisions won't have to be made during the process of editing - especially the specifics of 

exactly on which frame to make cuts - but good planning can make the actual work with 

the editing machines much quicker and more pleasant.  

There are basically three purposes in editing a program. They  are:  

1. To eliminate material, which is unusable because it is technically flawed;  

2. To remove footage which is irrelevant to the information to be presented in the 

program;  
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3. To assemble what is left in a way, which communicates the important information in 

the program, and, at worst, the editing isn't distracting to viewers and, at best, the 

program is both interesting and entertaining.  

There is almost never a justifiable reason for making a program longer than the 

absolute minimum necessary to cover the topic adequately. If in doubt about the 

relevance of a particular shot or sequence, it is almost always better to leave it out. Keep 

cutting away at what you have available (while watching the shooting ratio soar) until 

every frame of the remaining tape has something valuable to say. Your audience will be 

grateful for it, and may reward you by staying awake through the whole program.  

What follows is a selection of various rules and concepts of editing which have 

been developed through experience over the last century of editing motion pictures and, 

more recently, television programs. The rules are, to some degree, flexible, but they 

should be violated blatantly only with great trepidation and after carefully considering all 

of the alternate ways of editing the sequence. However, if you have something important 

to say, and only unconventional editing will communicate it effectively, then the content 

should take precedence over any editing rules. Remember, your final consideration is 

your audience and their reactions.     

Beginning television news camera people are always taught to take three shots of 

each subject, using different distances, angles, or lens settings to yield a long shot, 

medium shot, and close-up of the subject. Then these three pieces of tape are edited 

together in that order to give the viewer an impression of moving in on the action from 

the outside, finally becoming involved (through the close-ups) in the action itself. Watch 

television news coverage of a fire or similar event the next time you can.   

Notice the emphasis on close-ups. Television is a relatively low-definition 

medium, and subjects seen in medium shots or wider just don't come across powerfully 

on a television screen. It is details, sometimes shot at very close distances, which are 

most effective in adding visual interest to a story. Use close shots - details of objects, a 

person's surroundings, or especially of the human face -whenever it is possible and 
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meaningful to do so. They do more than anything else to add excitement and interest to 

your program.  

As the amount of information on the screen decreases, so does the viewer's ability 

to watch it for a long time. This implies that close-ups, which contain relatively little 

visual information but spread it over the entire area of the screen, shouldn't be held on the 

screen for a very long time. When presented with a single detail of something, an 

audience can look at it for no more than three or four seconds before it becomes bored 

and turns away. Exceptions to this rule occur when there is something going on to 

maintain interest. For example, moving objects can be held longer than totally inanimate 

ones. A narrator heard in a voice over may point out interesting details in what is shown 

so that the audience is continually discovering new aspects of the picture. In these cases, 

even extreme close-ups can remain on the screen for a relatively long time.  

Close-ups of faces, on the other hand, can be held for along time, as we seem to 

find endless fascination in that particular subject. Close-ups are very powerful and 

revealing for interviews and tend to give at least the illusion of great insight into the 

speaker.  

By contrast, long and medium shots are used less in television, although they 

certainly have a very important place in most programs. The audience can become 

disoriented if they are not occasionally reminded of where they are, the overall 

arrangement of objects and people in the location and the relationships between them. 

This is the purpose of the long shot. Medium shots reveal more about a single subject, 

without the emotional commitment of a close-up and they are also most often used for 

showing the progress of action, as in our fire example above. Of course, there are an 

infinite number of possible variations. It is the subject matter and overall mood and 

structure of your program which determine in the end how sequences of different angles 

views will fit together.  
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 Jump cuts and the thirty-degree rule  

One of the most distracting mistakes it is possible to make in editing is called a 

"jump cut." If you've watched commercial television all you life, you may in fact never 

have seen a jump cut. They are so visually distracting, and such pains are taken to avoid 

them, that this particular error almost never makes it to your home screen.  

A jump cut happens when you attempt to edit together two shots, which are too similar in 

visual content. The most obvious example might occur if you remove a single sentence 

from an interview shot while the camera (which recorded the interview originally as a 

single shot) remained static. What would happen is that the background would remain 

still, while the subject's head might "jump" a bit to one side, or lips, which were closed, 

might appear instantly to open.  

The result is a very jarring interruption in the otherwise smooth flow of action. There are 

several solutions to this problem. In the case of the interview, an appropriate response 

would be a cutaway shot - about which more will be said later. In other situations 

application of the "rule of thirty degrees" can help.  

The Thirty-degree Rule  

The thirty degree rule states that if you make sure that the angle of view of the camera to 

the subject changes by thirty degrees or more between two shots cut together, the 

background will move enough that the shots will cut together well 

without any apparent visual discontinuity. The diagram below 

illustrates the rule. Failure to move the camera at least thirty 

degrees between shots almost invariable leads to a jump cut. 

There are exceptions, of course. Cutting from a medium shot to a 

close-up, for example, can be done even if the camera is not 

moved an inch. The point is to make each shot as visually 

different from the one preceding it as possible, so that the viewer's 

point of view of the scene appears to change in a natural manner. Notice that if you 

invariably follow the long shot - medium shot - close-up sequence suggested earlier, the 
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problem of jump cuts caused by violations of the thirty-degree rule never develops. And 

cutting from one subject to an entirely different one, or from one location to another, 

rarely presents any problems.  

There are other types of visual discontinuities you must guard against. Most of 

these are essentially the responsibility of the camera crew at the time of shooting, and the 

editor's only involvement is to try to cover them up when they occur.  

Errors of this sort usually creep in when shooting is spread out over several hours, 

days, or months. A typical problem might be shooting part of an interview one day, then 

coming back a few days later to get additional material and finding the subject dressed in 

different clothing. (Invariably the clothes the subject wore the first time will be in the 

laundry and totally unavailable.) 

 You can't cut together parts of the two interviews without making it look as 

though the subject instantly changed clothes. Errors like these can only be avoided if you 

are aware of them and plan around their occurrence. It is also among the editor's 

responsibilities to point out continuity problems when they occur, so that a way can be 

found to avoid them or minimize their effects. (For example, in this case, it might be 

possible to group the footage in such a way that the clothing appears to change during a 

long interlude while other subjects are being shown. When the action returns to the 

interview the change won't be obvious.)  

 Direction of motion and the 180-degree rule  

By this time you may think that editors and directors have to be experts in geometry. Not 

so! There is really only one other "angle rule," which is designed to keep people facing 

and moving in the same direction on the screen. One of the more distressing visual 

discontinuities is reversal in direction of motion, or in screen position of people. An 

example:  

Someone walks out of one room and into another. In the first shot, you set up the camera 

in the middle of the first room and the subject walks from the left side of the screen and 
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exits through a door on the right. Now on entering the second room, into which the 

subject is to walk, you find a large expanse of windows on one wall, with the door on the 

left as you face them. You don't want to shoot into those bright windows, as the camera 

will give you a poor picture, so you set up the camera on the window side of the room 

looking toward the middle. Now the subject walks in, but this time will be entering from 

the right side of the screen. When this is edited together with the previous shot, it will 

look like the subject changed direction in mid-stride.  

  The solution is to keep the camera always on the same side of the moving subject. 

If something is traveling from left to right, it should continue to go in the same direction 

in every shot you think might be edited into the same sequence. Sometimes, as in our 

window example, this takes considerable pre-planning and can be something of a 

headache if there are many locations involved. But it is necessary if the audience is to be 

able to follow the action without confusion. Again, if you just can't think of any other 

way, a cutaway may be used between two shots where the action reverses direction. But 

this technique is all too obvious to the viewer much of the time.  

A somewhat related situation arises when you are dealing with multiple subjects, 

perhaps in a discussion situation. It is necessary to arrange your shots, and their editing, 

so that subjects don't appear to be moving from one side of the screen to the other, or 

looking in different directions at different times.  

Study the diagram below, which represents a simple situation with two people 

seated at a table. If the camera always stays in the area indicated by the number "1" no 

matter what two shots you cut together, subject "A" will be looking toward the right side 

of the screen at subject "B," who faces left. This will result in proper visual continuity.  

manoj.chauhan
 257



 

The 180-Degree Rule  

If, however, the camera crosses over to the other side of the table, the apparent positions 

of the two subjects will be reversed. If you cut two shots of "B" together in succession, 

"B" will suddenly appear to be looking at himself, but from opposite directions.  

This is called the 180-degree rule. When dealing with two or more subjects, visualize a 

straight line drawn through both of them. As long as the camera always stays on one side 

or the other of this line, apparent visual continuity can be maintained. The name derives 

from the fact that the camera can move through an arc of 180 degrees relative to the 

center point between the subjects.  

Now remember the thirty-degree rule. We have set up a situation in which, in order to 

maintain effective visual continuity, the camera has to move at least thirty degrees 

between shots but has an overall field of only 180 degrees to work in. It can be 

frustrating, to say the least, to the editor who has to work with material shot without 

regard for these two rules. Yet the editor, too, has the responsibility of putting shots 

together in such a sequence that these rules are observed, while still trying to make sense 

out of the overall meaning of the program. Good luck!  

 

 

manoj.chauhan
 258



 Cutaways and inserts  

Often the availability of proper cutaway or insert shots is the only thing, which saves the 

editor from, at best, profound frustration, or possible even insanity.  

You see cutaways frequently in television news interviews. These are the shots of 

the interviewer looking at his notes, or nodding at what the subject is saying. Usually the 

cutaway shot has been used to cover up an edit in a continuous shot of the interview 

subject when removing a few words or sentences would other wise have produced an 

unacceptable jump cut. As such, the cutaway is a valuable device, but it should be used 

with great discretion, as it looks rather contrived. (Often these shots are done after the 

interview is completed, and the interviewer isn't really reacting to anything - which often 

shows.) Over-the-shoulder shots are common too - and also often don't work because the 

sound is noticeably out of sync with the subject's body or facial movements.  

It is also possible to cut away to other subjects, like the crowd reacting to a 

speaker's words, or a close-up of the subject's hands. These sometimes work well and can 

cover many otherwise embarrassing gaps in visual continuity.  

Insert shots have another function in that they actually contribute to the meaning 

of the program. Inserts are shots, or sequences, which usually show something that a 

speaker is talking about. While an interview subject describes a process, an insert 

sequence can be designed to show that process actually taking place. While these 

segments can be used to cover continuity difficulties they also tend to make a program 

more interesting and meaningful.  

Achieving the proper balance between "people" footage (interviews and speakers) 

and "process" material is difficult, and of course depends on the nature of the specific 

program you are making. In general, though, it is better to show something than to talk 

about it; television is a visual medium and only by making use of its ability to show 

things as they actually happen can it truly be distinguished from radio or audio tape. Of 

course, there are programs where the emphasis is on the people involved as much as the 

things they are doing, and in these cases there is nothing more beautiful or interesting 
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than the human face. So keep your purpose in mind when deciding on an overall plan for 

the editing of your programs.  

Insert and cutaway footage is so important in editing that it is essential to be 

aware of the need to produce this type of material at the time of shooting. Many 

discontinuities are not the result of ignorance of the rules on the part of the editor, but 

happen simply because the required quantity or quality of insert material was never shot. 

Much of a good camera person's time is spent looking for and recording reaction shots 

and various close-ups and cutaways which can be used by the editor to cover any 

difficulties later. It is definitely something to keep in mind when you start to shoot tape.  

  Shot timing and pacing  

The need to keep certain shots fairly short was discussed earlier. In general, close-

ups do not hold interest as long as medium shots and it is uncommon to see any shot that 

lasts longer than about ten seconds, but certain types of action can be held longer if it 

seems appropriate. It is a good idea to vary the length of shots, particularly if many of 

your shots are fairly short, unless the building of a definite and predictable rhythm is 

what you have in mind.  

One final note: Changes in shots that are too frequent and done for no apparent reason 

can be worse than long static shots. Editing should never be allowed to interfere with or 

distract from program content.  

 Cutting sound  

In professional film editing, it is not considered much of a problem at all to 

restructure sentences or even words by precise editing to change the meaning of what 

someone says. Digital audio files and the audio portion of digital video files can be 

processed using computers to change not only the sequence of sounds, but volume, pitch, 

and other characteristics. Even so, most audio editing for video is restricted to making 

cuts between phrases or sentences, trying to fit together the sometimes random-sounding 

ramblings of your subjects into a smooth whole.  
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It is beyond the scope of this chapter to try to dictate how your subjects' thoughts 

should be fitted together, so we will concentrate on a few rules and suggestions as to how 

the continuity of sound fits into the overall production of a program.  

Most programs of the informational or educational genre have their continuity 

dictated almost entirely by the content of the sound track. In fact, the spoken word 

probably conveys most of the actual information in most of the television programs you 

have seen.  

This is a difficult problem, because errors in visual continuity (which is what most 

of this chapter has been about) are usually much more obvious and distracting to the 

viewer than a more abstract lack of logic or coherence in what the interview subjects or 

narrator say. So in many cases the content will have to be adapted to the needs of 

maintaining a smooth VISUAL flow. Cutting within interview footage, which is often 

necessary from a content perspective, almost always generates a visually offensive jump 

cut which requires a cutaway or something similar to reduce the distraction.  

The use of sound other than voices should be considered. The natural sounds of 

many settings - chirping crickets or the cacophony of a factory - can be used to make 

some kinds of points more effectively than any narration. The use of music in setting 

moods is fairly obvious; indeed it is possible, and often very powerful, to edit the visual 

portion of a program to fit, in both rhythm and content, a prerecorded piece of music.  

One technical detail about editing sound which seems relevant here involves the 

timing of different spoken segments to be edited together. In average conversation, most 

people pause about half a second between sentences. If you are trying to edit dialogue 

together so that it still sounds natural and flowing, you should try to maintain the time 

between utterances at about this figure. Most people do not pause noticeably between 

individual words, although a gap of a tenth of a second or so will go unnoticed if it 

doesn't occur too often. Naturally, these times have to be adjusted somewhat to fit the 

specific speech patterns of the individuals involved, so they are only a guide.  
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A second consideration in sound editing might be thought of as an audio jump 

cut. Every recording location has a characteristic sound, or presence which may even 

change slightly during different times of the day. People, too, vary the quality of their 

voices according to many conditions from stuffy noses to fatigue or emotion. Very few 

narrators can duplicate the sound of their own voices from one day to the next. Even 

though two sequences might be recorded using the same equipment in the same location, 

the quality of the audio may well be so different that a noticeable and objectionable 

change in sound occurs at an edit point. In editing narrative sequences, the speaking pace 

must also be fairly constant if the edit is to be "believable."  

This barely begins to scratch the surface of the field of editing, yet the rules and 

ideas presented here are basic ones you will have to keep in mind while shooting and 

editing videotape. Watching television critically, with an eye toward the contribution of 

the editor to the finished program, then editing your own work, will teach you more about 

the craft than any stack of books could. Don't be afraid of all those buttons!  

Activity 

Ø In a badly edited film identify the jump cuts and suggest possible cut away and 

inserts that can be used. 

Learning Outcome 

Ø In depth command of basic grammar of television editing and knowledge of 

common terms like jump cuts, cut away and insert. 
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Lecture 19 
 
 
GUIDELINES FOR EDITING  
 
 

Objective 

 

Ø Understand the concept of maintaining continuity and consistency in editing 

Ø Understand editing pace   

 Introduction   

In this module we'll cover the final editing Guidelines. These guildlines are the so called grammer for 

television, and is very important as to undrstand as this is the art of editing. 

 Editing Guidelines: 

Today's nonlinear computer editors are capable of just about any effect you can envision. 

Because of this, it's tempting to try to impress your audience with all the production razzle-dazzle 

you can manage.  

But, whenever any production technique calls attention to itself—especially in dramatic 

productions—you've diverted attention away from your central message. Video professionals—or 

maybe we should say true artisans of the craft—know that production techniques are best when they 

are transparent; i.e., when they go unnoticed by the average viewer.  

However, in music videos, commercials, and programming themes we are in an era of where 

production (primarily editing) techniques are being used as a kind of "eye candy" to mesmerize 

audiences.  

Since by 2003, audiences haven't gotten used to the array of effects that can be created by 

digital editing systems such as the one pictured below, it's difficult to predict whether this editing 

razzle-dazzle will be a passing infatuation (like some production gimmicks have been), or whether 

ostentatious effects will become a standard competitive feature of TV and audio production.  

manoj.chauhan
 263



 

Even though the traditional rules of editing seem to be regularly transgressed in commercials, 

music videos, etc., the more substantive productions—the ones that have win awards for editing—

seem to generally adhere to some accepted editing guidelines. As in the case of the guidelines for 

good composition, we are not referring to them as rules. As you will see, many of these guidelines 

apply primarily to single-camera, film-style production.  

Guideline  1: Edits work best when they are motivated. In making any cut or transition from one shot 

to another there is a risk of breaking audience concentration and subtly pulling attention away from 

the story or subject matter. When cuts or transitions are motivated by production content, they are 

more apt to go unnoticed. 

For example, if someone glances to one side during a dramatic scene, we can use that as 

motivation to cut to whatever has caught the actor's attention.   When one person stops talking and 

another starts, that provides the motivation to make a cut from one person to the other. If we hear a 

door open, or someone calls out from off-camera, we generally expect to see a shot of whoever it is. 

If someone picks up a strange object to examine it, it's natural to cut to an insert shot of the object.  

Guideline  2: Whenever possible cut on subject movement. If cuts are prompted by action, that action 

will divert attention from the cut, making the transition more fluid. Small jump cuts are also less 

noticeable because viewers are caught up in the action.  
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If a man is getting out of a chair, for example, you can cut at the midpoint in the action. In this case 

some of the action will be included in both shots. In cutting, keep the 30-degree rule in mind that we 

previously discussed.  

 Maintaining Consistency in Action and Detail  

Editing for single-camera production requires great attention to detail. Directors will generally give 

the editor several takes of each scene. Not only should the relative position of feet or hands, etc., in 

both shots match, but also the general energy level of voices and gestures.  

You will also need to make sure nothing has changed in the scene (hair, clothing, the placement of 

props, etc.) and that the talent is doing the same thing in exactly the same way in each shot. Note in 

the photos below that if we cut from the close-up of the woman taking to the four-shot, that the 

position of her face changes. This represents a clear continuity problem—made apparent because our 

eyes would be focused on her 

 

 

 

 

Part of the art of acting is in to maintain absolute consistency in the takes. This means that 

during each take talent must remember to synchronize moves and gestures with specific words in the 

dialogue.  Otherwise, it will be difficult, if not impossible, to cut directly between these takes during 

editing.  

It's the Continuity Director's job to see not only that the actor's clothes, jewelry, hair, make-up, etc., 

remain consistent between takes, but also that props (movable objects on the set) remain consistent.  
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It's easy for an object on the set to be picked up at the end of one scene or take and then be put down 

in a different place before the camera rolls on the next take. When the scenes are then edited together, 

the object will then seem to disappear, or instantly jump from one place to another.  

 

Discounting the fact that you would not want to cut between two shots that are very similar, 

do you see any problem in cutting between the two shots above? Okay, you may have caught the 

obvious disappearance of her earrings and a difference in color balance, but did you notice the change 

in the position of the hair on her forehead?  

 

 Entering and Exiting the Frame  

As an editor, you often must cut from one scene as someone exits the frame on the right and then cut 

to another scene as the person enters another shot from the left.  

It's best to cut out of the first scene as the person's eyes pass the edge of the frame, and then cut to the 

second scene about six frames before the person's eyes enter the frame of the next scene.  

The time is significant. It takes about a quarter of a second for viewers' eyes to switch from one side 

of the frame to the other. During this time, whatever is taking place on the screen becomes a bit 

scrambled, and viewers need a bit of time to refocus on the new action. Otherwise, the lost interval 

can create a kind of subtle jump in the action.  

It might be beneficial if all editors were required to take a course in slight of hand, the kind of 

technique that magicians use to take your attention off something they don't want you to see.  

Like a good magician, an editor can use distractions in the scene to cover the slight mismatches in 

action that inevitably arise in single-camera production. An editor knows that when someone in a 
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scene is talking, attention is generally focused on the person's mouth or eyes, and a viewer will tend 

to miss inconsistencies in other parts of the scene.  

Or, as we've seen, scenes can be added to divert attention. Remember the role insert shots and 

cutaways can play in covering jump cuts.  

Guideline  3: Keep in Mind the Strengths and Limitations of the Medium.   

Remember:  

Television is a closeup medium. An editor must remember that a significant amount of picture detail 

is lost in the 525- and 625-line broadcast television systems. The only way to show needed details is 

through closeups.  

Except for establishing shots designed to momentarily 

orient the audience to subject placement, the director and 

the editor should emphasize medium shots and closeups.  

There are some things to keep in mind in this 

regard. Closeups on individuals are appropriate for 

interviews and dramas, but not as appropriate for light 

comedy. In comedy the use of medium shots keeps the 

mood light. You normally don't want to pull the audience into the actors' thoughts and emotions.  

In contrast, in interviews and dramatic productions it's generally desirable to use closeups to zero-in 

on a subject's reactions and provide clues to the person's general character. In dramatic productions a 

director often wants to communicate something of what's going on within the mind of an actor. In 

each of these instances, the judicious and revealing use of closeups can be important.  

Guideline number 4: Cut away from the scene the moment the visual statement is made.  

First, a personal observation. From the perspective of having taught video production for more than 

two decades I can say that more than 90% of the videos I see from students are too long. Most could 

have been vastly improved by being edited down—often by at least 50%.  If you ask someone if he or 
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she enjoyed a movie and they reply, "Well, it was kind of slow," that will probably be a movie you 

will avoid. "Slow moving" connotes boring. In today's fast-paced and highly competitive film and 

television fields that's one thing you don't want to be if you want to stay in the business.  

The pace of a production rests largely with the editing, although the best editing in the world won't 

save bad acting or a script that is boring to start with. So how long should scenes be? First, keep in 

mind that audience interest quickly wanes once the essential visual information is conveyed. Shots 

with new information stimulate viewer interest. In this regard there are some additional points that 

should be considered. 

 

 New vs. Familiar Subject Matter  

Shot length is in part dictated by the complexity and familiarity of the subject matter.  

How long does it take for a viewer to see the key elements in a scene? Can they be grasped in a 

second (take a look at some contemporary commercials), or does the subject matter require time to 

study?  

You wouldn't need a 15-second shot of the India gate, because we've all seen it many times. A one or 

two-second shot would be all you would need to remind viewers of the symbolism (unless, of course 

you were pointing out specific areas of damage, restoration, or whatever).  

On the other hand, we wouldn't appreciate a one or two second shot of a little green Martian who just 

stepped out of a flying saucer. Those of us who haven't seen these space creatures would want plenty 

of (scene) time to see what one really looks like.  

 With this technique shots may be only a fraction of a second (10-15 video frames) long. Obviously, 

this is not enough time even to begin to see all of the elements in the scene. The idea in this case is 

simply to communicate general impressions, not details. Commercials often use this technique to 

communicate such things as excitement or "good times."  

Next, cutting rate depends on the nature of the production content. For example, tranquil pastoral 

scenes imply longer shots than scenes of rush hour in Central Mumbai. You can increase production 
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tempo by making quick cuts during rapid action.    

     

 Varying Tempo Through Editing  

A constant fast pace will tire an audience; a constant slow pace will induce them to look for 

something more engaging on another channel.  

If the content of the production doesn't have natural swings in tempo, the editor, with possible help 

from music, should edit segments together to create changes in pace. This is one of the reasons that 

editors like parallel stories in a dramatic production—pace and content can be varied by cutting back 

and forth between stories.  

How you start a production is critical, especially in commercial television. If you start out slow (and 

boring), your audience will probably go elsewhere. Remember, it's during these opening seconds that 

viewers are most tempted to "channel hop" and see what else is on.  

Because the very beginning is so important, TV programs often show the most dramatic highlights of 

the night's program right at the start. To hold an audience through commercials, newscasts regularly 

"tease" upcoming stories just before commercial breaks.  

So, try to start out with segments that are strong—segments that will "hook" your audience. But, once 

you have their attention, you have to hold onto it. If the action or content peaks too soon and the rest 

of the production goes down hill, you may also lose your audience.  

It's often best to open with a strong audio or video statement and then fill in needed information as 

you go along. In the process, try to gradually build interest until it peaks at the end. A strong ending 

will leave the audience with positive feelings about the program or video segment.  

To test their productions, directors sometimes use special preview sessions to try out their 

productions on general audiences. They will then watch an audience's reaction throughout a 

production to see if and exactly where attention drifts. 
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Guideline number 5: Emphasize the B-Roll. Howard Hawks, an eminent American film maker, said: 

"A great movie is made with cutaways and inserts." In video production these commonly go under 

the heading of "B-roll footage."  

In a dramatic production the B-roll might consist of relevant details (insert shots and cutaway shots) 

that add interest and information. One valuable type of cutaway, especially in dramatic productions, 

is the reaction shot—close-ups showing how others are responding to what's gong on.  

Sometimes this is more telling that holding a shot of the person speaking. For example would you 

rather see a shot of the reporter or the person being interviewed when the question is asked: "Is it true 

that you were caught embezzling a million dollars?" 

By using strong supplementary footage, the amount of information conveyed in a given interval 

increases. More information in a shorter time results in an apparent increase in production tempo.  

The A-roll in news and interviews typically consists of a rather static looking "talking head." In this 

case the B-roll would consist of scenes that support, accentuate, or in some way visually elaborate on 

what's being said.  

For example, in doing an interview with an inventor who has just perfected a perpetual-motion 

machine, we would expect to see his creation in as much detail as possible, and maybe even the 

workshop where it was built. Given the shortage of perpetual motion machines, this B-roll footage 

would be more important to see than the A-roll (talking head) interview footage.   

Guideline number 6: The final editing guideline is: If in doubt, leave It out.  

If you don't think that a scene adds needed information, leave it out. By 

including it, you will probably slow down story development and maybe 

even blur the focus of the production and sidetrack the central message.  

For example, a TV evangelist paid tens of thousands of dollars to buy 

network time. He tried to make his message as engrossing, dramatic, and 

inspiring as possible.  
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But, during the message the director saw fit to cut to shots of cute, fidgety kids, couples holding 

hands, and other "interesting" things going on in the audience.  

So, instead of being caught up in the message, members of the TV audience were commenting on, or 

at least thinking about, "that darling little girl on her father's shoulders," or whatever. There may have 

been a time and place for this cutaway, but it was not in the middle of the evangelist's most dramatic 

and inspiring passages.  

So, unless an insert shot, cutaway, or segment adds something significant to your central message, 

leave it out!    
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Five Rules for Editing News Pieces  

A recent study done at Columbia University and published in the Journal of Broadcasting & 

Electronics analyzed the editing of news pieces. It was found that if a set of post-production rules are 

used, viewers will be able to remember more information. In addition, the rules make the stories more 

compelling to watch.  

Although the rules centered on news pieces, many of the principles apply to other types of 

production. The rules are condensed and paraphrased below.  

1. Select stories and content that will elicit an emotional reaction in viewers.  

2. If the piece has complex subject matter, buck the rapid-fire trend and make sure 

neither the audio or video is paced too quickly.  

3. Try to make the audio and video of equal complexity. However, if the video is 

naturally complex, keep the audio simple to allow the video to be processed.  

4. Don't introduce important facts just before strong negative visual elements; put 

them afterwards to give the audience a better chance to remember them.  

5. Edit the piece using a strong "beginning, middle and end" structure, keeping 

elements as concrete as possible.  

Activity: 

Ø Observe a five-minute film and observe the continuity and pace of editing as 

compared to the raw footage.  

Learning outcomes 

Ø Grasp the basic grammar of television editing 

 

 

manoj.chauhan
 272



 

 

Lecture 20 
 
GRAPHICS FOR NEWS 

 

Objectives 

 

Ø Usage of graphics for news bulletins 

Ø Editorial decisions for news graphics 

 

 Introduction  

 

Television, being visual medium, requires that everything said should be represented in the 

form of pictures-video shots of still photographs, live footage or graphics. Quite often the available 

live footage does not depict what a journalist wants to tell his viewers. This is especially true of those 

news and news feature programmes based on events, which are already over. Also, there are news 

programmes involving data, e.g., vote percentages, budget allocations and sales figures which can be 

conveyed properly through the use of graphics because data cramming is a particularly boring affair. 

There is Yet another area where live pictures are not available because of natural inaccessibility to 

the place of newsbreak, e.g., a plane crashing into the snow capped mountains of the Shivalik 

Himalayas. 

In all these cases, what is of immense help is the television artwork depicting the event-

widely known by its generic name graphics. Through its use, you are able to pass complicated 

information in an easily understandable way. Thus, maps help in the immediate identification of 

geographical locations while diagrams and charts allow sports results to be digested more quickly. 

Similarly, the important conclusions of official reports, ups and downs in shares and interest rates, 

detailed timetable of the railways and trade figures are all made comprehensible by the use of 

graphics. 

  The New Job 

 

In the past, news writers were not so much concerned with the fundamentals of graphic design 
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because of the limited choices it provided. Those days, graphics like any other artwork, were first 

generated on paper, which was then shot on tapes for use in news programmes. But now-a-days 

computers have revolutionized the whole process. You have a variety of graphic software to choose 

from. Consequently, it has become an integral part of your journalistic job to know what is 

graphically possible so that you can tell your graphic artist what exactly you want from him or her. 

Graphics can be as simple as the names of persons talking on the screen or against a picture depicting 

what is being said in the voice-over. It can also be more elaborate as an animation depicting the 

movement of a human bomb like the one that killed Rajeev Gandhi in Sriperumpathur in May 1991. 

  

Supers 

 

In news, the most common graphic used is the super. This can be used to identify a person or 

locate a place  or as the text of what is being said behind the screen. In all such cases words are 

superimposed on the shots of persons or places. Usually, the name-identifying super uses a band on 

which the name and designation of the person concerned are entered. Name supers are also called' 

Astons'. The term comes from the name of the machine that js used to generate the name supers. 

Another machine that is used to generate textual information is called Character Generator or CG. 

Consequently, some professionals also call the supers CGs. But the generic name for any textual 

information continues to be 'super'. 

  

 Who Decides About Graphics? 

 

The news writer/journalist is the person best equipped to decide if his or her story requires the 

use of graphics. Once you have decided to use graphics in your story, the first thing you do is to give 

a brief about it to your graphic artist spending by the undergraduate students of Delhi University. 

Now the story segment that requires graphics is over a commentary on the amount of money the 

students spend on clothes, shoes, cigarettes, fast food and discotheques vis-à-vis the amount on text 

books, magazines, books of general interest, theatre and folk music programmes. You are required to 

brief your graphic artist not only this part of the voice over, but also the rest of the story. 

 For example, what is the tone of the story? Is it just a case of probing the emerging life-style 

trends amongst the undergraduate students who get a feel of freedom after the strict discipline in their 

10 + 2 schools, Or a serious look into how the students of a premier university of India are going all 

out for all that is trash in the Western lifestyle? You are also required to tell your graphic artist the 
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mood of the story, its pace and the music, if any. For instance, in the above story, you need to tell the 

artist about the shooting and the editing styles you have decided for it. If the sound bites are short and 

fast and the story is cut to fast music, the graphics cannot be of soft and serene backgrounds requiring 

slow cutting. They need to go with the rest of the story. . 

The precise manner in which the text is to appear: You are doing a story on the sales figures of a 

company over the last decade represented by bar diagrams. Now you tell the graphic artist the  order 

that the commentary follows, so that the graphic highlights of each year matches the voice-over. 

Also, the voice-over here is not required to give all the figures, but it should not mismatch the 

graphic visuals. 

In the preceding example you should also give the exact wording of the heading for the graphics, 

say, 'Upswing in Maruti 800'. The artist will tell you whether that heading fits into the given 'for-

mat'. Besides, some minor details like how the figures are to appear, in 'crores' or 'millions'? Will the 

word' crores' be spelled out fully or in short form 'cr'? Should the phrase 'all figures in crore' appear 

at the top of the graphic? In' news features you have a lot of time to think and innovate, but in daily 

news bulletins, you have both to decide fast and act fast. Thus your brief to the graphic artist should 

be correct to the last word-be they the statistics of any sorts; spellings; headings; scale of graphic for 

the purpose of comparison of figures; sequences of graphics; or, the order of facts in the voice-over. 

 

 Writing to Graphics 

 

The success of writing to graphics lies in the assembly of words in sequences, which lead the 

viewer’s eyes progressively across the screen from, left to right and from top to bottom. This 

arrangement is in keeping with the natural movement of human eyes. Also, it is not enough for the 

narrator to repeat what the viewer is seeing. He! she should give some complementary information as 

well.  

 

 Full Frame Graphics 

 

Full frame graphics are images that cover the entire TV screen, containing information in text 

form, which is superimposed on those images. Full frame graphics are also called story graphics. 

This could be a standard or a representative image for a specific section of a programme. For 

example, the market section of the STAR NE WS has a set background-the montage of currency 

notes over which textual information is created/superimposed, e.g., ups and downs in the dollar 
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value of the Indian rupee. Similarly, a programming on Kashmir may have a full frame graphic 

showing composite images of Sikaras and house boats. On this representative graphic you can super 

the information of your choice, but not the one that is out of sync with the mood and colour of the 

graphic. Such representative graphics are finalized in the initial stages of the programme because 

they take quite some time to be produced finally. 

However, there are other fuII frame 

graphics, which are used in daily or hourly news programmes. For example, your story on the 

cyclone hit Kandla port has no live visuals for your 7 a.m. bulletin. 

Now what you do is to show the full frame map of Gujarat and then. close-up to the portion showing 

the Kandla coast   

Caution: Since the life of a graphic is a few seconds of screen time, the principle of direct, fast and 

accurate communication should form the basis of its use in a news programme. A graphic for TV 

'must' be simple in terms of content and appearance so that it does not confuse the viewer. 

Consequently a writer should not fall prey to the artist's love affair with his creation, i.e. graphics 

for the sake of graphics. 

 

 Some Dos and Don'ts 

 

The amount of information should not be so much that it looks cluttered. This is so because the 

crowded screen reduces the visual impact of graphic and the cut off (the edge of the TV picture 

automatically lost in the process of transmission) reduces the screen area the artist has to work on. 

The story illustration should be able to anticipate the commentary structure. There is no point giving 

graphic details to which no reference is made in the script, e.g., maps with place names which the 

voice-over skips to the confusion of the viewer. 

Guj

arat 
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The temptation to add anything except the strictly relevant must be resisted.  

For example, in a report on kidnapping in Kaka Nagar, Delhi, a local station, say Sun Cable, should 

find two additional points-India Gate and the main link road, i. e. Mathura Road, to give a clear idea 

of the location of the event. There is no need to go on crowding the graphic with place names like 

Nizamuddin and Sundar Nagar, because India Gate 

is the most known of all and is just 2 km away from 

the venue of the event. 

Any comparison of figures must take into account 

the scale of graphics so that a huge variation in, say, 

prices does not give the impression of being a minor 

change. Otherwise, there will be a gap between the 

spoken words and the message of the graphic. 

Size, shape and position of the graphics on the screen are to be given a careful thought. For example, 

inappropriate inset stills (graphic images behind or beside the anchor) appear to be dominating the 

presenter whose visual appearance they were designed to enhance. Similarly, otherwise well 

produced graphics include the text which is difficult to read. 

Only key words and phrases instead of full sentences need to be used to avoid a clutter. For example: 

'India to re-establish diplomatic ties with Fiji' instead of 'India has decided to re-establish its 

diplomatic ties with Fiji'. 

 

Pie-charts should be used to represent: fractions and percentages, e.g., percentage shares of 

advertisement expenditures gone to different media, viz., Print, TV, Cinema and radio  

Bar diagrams should be used to show sales figures and the Line graphs are helpful in representing 

three or more than three figures so that the graph does not look like a straight line except in 

extraordinary circumstances when the figures remain constant over, say, three consecutive years. For 

example, fluctuations in the value of average share index of Bombay Stock Exchange (BSE) over a 

given period between February and March, 1999   

 

     Activity: 

 
Ø       Study and analyse the headline graphic of at least 2 leading channels and write a report on    

their effective usage.   
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Learning outcome 

 

Ø Ability to write and evaluate good news graphics – Astons/ full frames 
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Lecture 21 
 
2D, 3D & ANIMATION GRAPHICS 
 
 
Objectives 
 
Ø Understand usage of each type of graphic: 2D, 3D, Animation 
Ø Understanding equipment 

 
 
Introduction 
 

Followed with the previous lesson we can learn a bit more on Television Graphics in this Lesson. As 

you know TV graphics used to be limited to whatever you could photograph by a video camera. 

Today, most of the graphics used in TV programming are computer generated.   

 

In general, these images are referred to as television graphics or computer graphics. They 

range all the way from displaying the name of the person being interviewed to totally realistic 

backgrounds and settings.  

We'll start with simple graphics.  

Titling    

In much the same way that you can use a word processor to create text 

on a computer screen, you can use a character generator (CG) to create 

text on a television screen.   

There are two types of equipment involved: software based systems, 

(which use a desktop computer as a platform), and dedicated equipment 

(built to perform one task only, in this case creating television 

graphics). In both types, graphics are normally created a screen at a 

time and stored as "pages." These pages can be recalled manually or 

automatically in any sequence.  
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Once created, simple graphics, such as lower-third names or titles, can be quickly retrieved as 

needed by typing in an electronic page number. The retrieved page can then be keyed in 

(electronically superimposed) over background material.  

Electronic pages can also be combined in layers or cells. This means that one or more images—

backgrounds, photos, product logos (symbols), text, etc.—can be combined (electronically placed one 

on top of each other) to build rich, multi-layered graphics.  

Suppliers such as Digital Juice have a wide variety of sophisticated animated backgrounds available 

that can be combined with such things as TV station call letters, or the logos of local businesses. The 

result represents an effect that is far beyond what most production facilities would have the time and 

resources to create themselves.    

 Image Editors  

Image editors can be divided into two main categories: paint programs and image processors. Almost 

all are based on software designed to run on desktop computers.      

 Paint Programs  

Paint or drawing programs are primarily designed to create new artwork. Although in some 

cases you might want to start with some scanned artwork and build on that, these programs contain 

all of the tools necessary to create complete images.   

By scanned artwork we are referring to pictures and graphics that have been copied by a 

digital camera or flatbed scanner (similar to a photocopy machine), digitized, and then stored on 

computer disks for use.  

In the hands of an artist today's paint and drawing programs can be used to create anything 

from abstract art to illustrations with photographic realism. Paint programs have become so 

sophisticated that they can even simulate the brush strokes of famous painters such as Monet and Van 

Gogh.  

Somewhere in this mix are the graphics systems that create the elaborate, animated weather 

graphics we regularly see on TV.  
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At most TV stations the weathercasters are responsible for programming this computer. When they 

are on the air they can trigger the page and effect changes with a handheld button.  

 Image Processors  

Although the line between paint programs and image 

processors can be rather blurry, image processors (or 

image processing programs) are primarily designed to 

work with existing images such as scanned photos.   

Image processors such as Adobe's 

sophisticated Photoshop program can emulate all 

photographic darkroom effects, including lightening 

and darkening portions of the image, altering contrast, 

changing color balance, reversing polarity (the tonal 

scale), and combining images.  

In addition, there are effects that go beyond what you can normally do in a photographic 

darkroom: sharpening the image, airbrushing, and the application of various image manipulation 

filters, including all of the effects you normally see done to a video image by a special effects 

generator.  Programs such as Photoshop also allow you to create materials in "layers" that can be 

combined in various ways.  

 

 3-D Modeling and Animation Programs   

Paint programs and image editors are primarily designed to manipulate still images. Today, 

however, we commonly see (simulated) three-dimensional images created by computers. These are 

animated-type video images that can be made to move in any desired way. Many rival photographic 

realism.  

The films, Titanic and Peal Harbor, with their many digitally created scenes, represent examples of 

how far these programs can go in simulating reality.  
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Once the basic elements of a scene are created (modeled) on a computer screen, both the "camera" 

(viewer's perspective) and the "lights" (apparent illumination on the scene) can be manipulated until 

the desired effect is created. Simulated hard and soft light from any direction can be applied to 

objects and scenes.  

Unlike two-dimensional objects, such as most of the images on your computer screen, 3-D 

objects consist of full forms (within computer memory) that can be made to rotate a full 360 degrees.  

Typically, the various elements (objects) in a scene are constructed in independent layers in computer 

memory. Objects in each of the layers can then be made to move or change without affecting the 

other image layers.  

This allows the various layers to move at different speeds—as they naturally would if a 

camera were following a subject moving past foreground and background objects in a scene.   

On the left below an illustrator uses a pen and computer-drawing tablet to add elements to a wire 

frame (on the right) of a computer generated scene. Electronic artists prefer a tablet of this type 

because it extends the capability of a standard computer mouse in a number of ways. 

 

 

 

 

 

 

In creating realistic, 

three-dimensional 

images this” wire frame" outline is typically drawn first. This frame is then filled in and covered with 

the help of the computer program.  
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Surface textures, colors, camera (observer) angles, simulated lens focal length, lighting, and a host of 

other variables can then be added. In a 

process called rendering the computer 

"fleshes out" these wire frames by adding 

surface materials and textures—a little 

like putting skin on a skeleton. (Note 

photos above.)  

When motion is involved, rendering also 

involves calculating what will take place 

during action.  The creatures in the 

Jurassic Park and the Star Wars films 

were created using these techniques.  

Since millions of pixel points (discrete image points) are involved in rendering an image, the process 

involves billions of computer calculations. Therefore, depending on the power and speed of the 

computer and the complexity of the image and motion, rendering can take from a few seconds to 

many hours.  Virtual Reality Sets  

Within the last few years computer-generated graphics have moved into a whole new arena: 

simulating complete settings. These are referred to as virtual reality sets.  

 

 

Consider the illustrations above. A model in a studio sitting in front of a blue (or green) background 

can be made to appear within a computer-generated fantasy scene. Although this is a fantasy scene, 

very realistic settings can now be computer generated and keyed in behind talent.  
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If it stopped here the "realism" would be confined to one point of view.  But in the real world 

cameras move and perspectives change. Let's look at an example. 

Note the woman standing against the blue 

background on the right. Now look in the two 

monitors at the top of the photo and notice that a 

complete setting has been inserted (keyed into) this 

live scene.  

Although the woman may not be able to actually sit 

down in the chairs seen in the setting, she can 

convincing walk behind them and they will pass in 

front of her body as she moves. 

The camera shown on the right can pan, tilt, and 

zoom on her, and the keyed-in setting will shift 

appropriately. 

The blue box shown on the set behind the woman will allow her to sit down and appear to be sitting 

behind the desk shown in the monitors.  

Why use virtual reality settings?   

 

A computer can store scores of instantly available backgrounds—backgrounds that would take 

thousands of square meters of storage space within a production facility, not to mention thousands of 

dollars in materials, and many hours of construction and setup time.  

Virtual reality sets are also easy to change—no gallons of paint involved, just a series of mouse 

clicks. 

In the not-to-distant future we'll be talking about totally realistic virtual (computer-generated) actors 

and on-camera talent. In fact, one producer is now hard at work on just such a film. It's scheduled to 

be released in 2004.  
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Even today we have realistic looking heroes on the Internet and in films that were born and raised 

within a computer. No union contracts; no worry about working overtime or on weekends; no 

personal accommodations or "artistic differences" to contend with; and no 20-million dollar salaries!  

 

Tips on Making Great TV Graphics 

 

 1. Understand first, then be understood. How clearly do you understand the story? Does the 

information make sense? Is it logical, believable, and reliable? Do you know the source and/or the 

motivation the source has for supplying the information? 

2. What is the context of this graphic? If the story is about a rise in crime, ask where the rise is 

occurring. How does this rise compare with the total crime pattern? . 

3. Ask more sophisticated questions to make better graphics. Is a 100-percent increase in murder 

the result of one mass murder, or many acts in separate areas of town? Does the increase represent a 

significant increase in crime, or has the murder rate gone from one person killed per year to two 

killed this year? How can you show where crimes occur in your town? Most cities have crime 

pockets, not random crimes that occur everywhere. 

4. Think shapes -- not numbers. It is difficult to see the relative nature of numbers when they are 

presented quickly on the TV screen. But it is easy to understand the growth of a budget when a bag of 

money is shown growing onscreen. Imagine you have no words -- that the graphic is all the viewer 

can see. How clearly would they understand what you are trying to show. 

5. Think clearly about the purpose of this graphic. Some graphics reconstruct tangible images 

such as a medical experiment or a building layout. Others illustrate the intangible such as a budget or 

a bank merger. Ask yourself, what exactly do I want the viewer to learn from this graphic? You 

should be able to express the answer in one short sentence: I want viewers to see that the budget has 

doubled, or that rapes are occurring mostly within this five-block area of town. 

6. Go lightly on the numbers.  

Consider these: 
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1997-54 

1998-63 

1999-71 

The numbers are simple but not as effective as graphics. Your eye is trying to make mental 

calculations first, then it has to see the difference in the numbers next to them. Back and forth and 

back and forth, up to 12 times to absorb all the information. 

An easier to comprehend graphic may be: 

1997 ---------- 54 

1998 ------------- 63 

1999 ----------------- 71 

7. Movement is good but use it carefully. The above graphic could be effective if the line grows as 

you reveal the numbers. But be careful with movement. Make things grow or disappear in proportion 

to the accurate length of time it took. For example, if budgets got cut over 10 years, you might show a 

gradual cut. But if there was a rise in crime at the same time, be careful not to make the upwards 

arrow go shooting up to fast: It makes an editorial statement you may not want to convey. 

8. Write after you make the graphic -- not the other way around. This will assure that the copy 

and graphic match exactly. 

9. Get someone else to look at it. Let them tell you what the graphic conveys to them. It is no 

different than copyediting. 

Activity: 

Ø Observe a news bulletin for all the graphics used. And discuss the impact of each. 
 
Learning Outcome 
 
Ø Ability to visualize suitable graphic design for a bulletin or news story . 
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Lecture 22 
 
ANCHORING: HANDLING TELEPROMPTER’S 

 

Objectives: 

 
Ø Understand the importance of the producer anchor relationship 

Ø Understand the working and use of a teleprompter 

Introduction 

As you all by now would know that the television news or programme production involves a lot of 

people who directly or indirectly becomes the part of the production. It will be of immense help for 

you   to know, how to work with the producer or the anchor with ease as well understand the working 

of basic tools like the teleprompter if you are the anchor. 

 Producer Anchor relationship.  

Now that you have a clear picture of what you're dealing with, think like a football or basketball 

coach and put together a game plan that maximizes those strengths in every show. Make sure you 

give a toss to a breaking live shot that could fall apart any minute to the anchor that can ad-lib out of 

it when the signal goes to hash. Give the most important local stories to the anchor that's a good 

writer. If your anchor can't get to a generic live shot at :00:01 without looking panicked, then give 

them some video: 10-: 15 before the shot and wipe to your generic live. This may sound simplistic, 

but in charting your strengths and weaknesses you may find a better way to present your stories.  

  I'm not trying to say that a job in front of the camera is more difficult than producing, just different. 

Very different. So to help you understand your subordinates, here are some rules for their care and 

feeding.  

1. Always protect the talent.  

While making the list you may have written, "dumb as a post” for one of your anchors. Sadly, 

you may be right on the money. But if you knowingly let your anchor go into a show with copy that's 

manoj.chauhan
 288



going to trip them up or let a director take a shot that makes them look stupid, you'll not only damage 

your relationship with your anchors, but you'll damage their image to the viewers.  

Watch your talent closely during the broadcast. Do they look their best?   Their image is your 

image.  

Protect your talent from the morons that call on the phone after the broadcast. Be friendly, and always 

side with them. If it was awful, say he/she didn't mean it and they're terribly sorry. Remember you're 

a family. Don't side with anyone against the family. If it's really bad, dump the call to the news 

director. That's what they get paid for.  

2. Get out the Pampers.  

Anchors are Babies. Even the most experienced, professional anchors can and will act like 

toddlers. They'll count the number of stories they're reading, get peeved when there's no water on the 

set, or blame others when they make a mistake. We all have stories, but the bottom line is you're the 

producer. You've got to be firm but you also have to care about what makes them happy. Granted, 

this can get ridiculous, so sometimes discipline is the way to go. However, if making sure some P.A. 

has water on the set for your anchor all the time makes your anchor better, do it. Your broadcast will 

benefit and so will you. Also, the occasional "liked the way you read that story on the homeless" goes 

a long way. You might find the sentiment returned.  

It's important to remember that most anchors are terribly insecure. However, they're strong 

enough to take a risk and put whatever talent they have on the line every night. If the broadcast goes 

in the crapper, they often hear about it two hours later at the grocery store. Imagine if you had to 

explain to the produce clerk at the Safeway why video of a monkey riding a horse came up on the 

mayor's obit. You, the director, the font op., the tape op., or the audio person can make the mistake, 

but to the viewer, it's the anchor that's accountable. So when it does happen, and they handle it well, 

make sure you let them know. Your babies may act like children, but they can make you look very 

good if you treat them right and that pays off next time you're looking for a job.  

3. Get to Know Your Talent.  

You're coaching a team. Find out about your players. How they feel about the station, you, 

and the broadcast. An hour over a few cups of coffee could save you a month's worth of headaches 

manoj.chauhan
 289



and heartache. You might be shocked to learn they know a lot more about things than they let on. 

These days an anchor team may get a new producer every six months to a year. To them that's like 

getting a new mother or father. Know what they like and don't like. Find out how to get the most out 

of them. Chances are they'll tell you. Here are a few good questions:  

   What are your interests/background? Is there a special topic or story you want to write or 

read most often? Should I remind you when there are ten/five minutes to the open? Do you feel like 

you're getting enough/too many reads? How's the pacing of the broadcast? How can it be improved? 

What can I do to make you more comfortable on-air?  

You'll be amazed at what you can learn from an hour with your talent outside the station. If you show 

them you care, they'll usually do the same. Many times they'll recommend you to their friends and 

contacts, and you'll end up with a better job when you leave.  

It's up to you. Talent can be a curse or a blessing. If you make the most of your Talent, you'll be a 

better producer and your broadcast will hum. Remember, you're the foster parent of a TV family 

now. Make your kids work for you. Believe me, they want to 

 

Introduction to teleprompters 

  

When filming anyone - actor or "real person" - who must deliver a long passage of script 

straight to camera, it's hard to beat a teleprompter. The on-camera talent can read even a lengthy 

monologue from the teleprompter and it appears they aren't reading at all. 

On larger productions freelance teleprompter operators with their own equipment are the norm. They 

will generally want the copy to be delivered on a computer disk several days in advance of the shoot. 

On some of the older teleprompter models, the copy must typed in by hand and then printed on a 

special roll of paper. These work fine until you must change more than a word or two of the copy. 

Today most Teleprompters are built around computers and monitors. This eliminates the tedious 

process of retyping the copy and allows for copy changes right on the set. 

  As you watch a Rajdeep Sardesai or a Deepak Chaurasia anchor his bulletins, watch his eyes 

carefully. Sometimes you can see them moving left and right as he reads from the teleprompter. 

Almost everyone who delivers this much copy uses a teleprompter and this slight eye movement is 

rarely objectionable. Moving the camera and teleprompter farther away from the person reading 
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could minimize it, but this would change the composition of the shot. And the person reading would 

need to have very good eyesight to read from that distance.  

 

Some teleprompter tips: 

 

Rehearsals save time and money  

 

Before the shoot give the actor or on-camera speaker a printed version of the script. It's best to 

rehearse the script out-loud because the printed word and spoken word can be two very different 

things. If there are any names or terms that could have more than one pronunciation, you'll have time 

to decide which pronunciation is correct or most appropriate. 

While lighting and other preliminaries are underway, let the actor and teleprompter operator 

rehearse from the actual teleprompter. An experienced operator knows to vary the speed of the 

scrolling text to keep up with, but never rush, the anchor. A smart operator can even deal with a bit of 

improvisation from the anchor. 

Some things which read just fine on paper, needed to be rewritten so they sounded right.  

 

 Tips for Narrators 

Narrators often have several tricks to keep their voices at peak performance. They range from 

snake oil to prescription drugs. Here are a few, first, and most important is proper hydration. Drink 

lots of clear liquids, preferably water. Although it is nice to have a bottle of water to moisten a dry 

throat during a recording, proper hydration occurs long before the session. Hot liquids of any kind 

will help open your sinuses with steam, Avoid coffee, though. It is too hot, too sugary, too creamy or 

too strong. Some vocal coaches recommend swishing any drink in your mouth to minimize extremes 

of hot or cold on your throat.  

 These last two narrator tricks are less superstitious and more technical. Many people produce 

lip-smacking sounds as they speak. A quick way around this is to rub on some   lip balm. Not only 

will it reduce the smacking sounds, it has an aromatic quality that can help clear sinuses. As the 

"voice" speaks into the microphone, you may find the sound too aggressive or full of distracting 

mouth sounds (odd pops and gurgles). Simply reposition the microphone so the narrator addresses it 
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at a 45-degree (or greater) angle. You may also try positioning the mic from above the narrator, 

pointing down at their mouth. You will be surprised at how this will change the character of the 

sound, hopefully for the better.  

 
Camera Prompters: Working and types 

  

People who work in front of the camera 

use various prompting methods to aid 

them in their on-camera delivery. 

Most prompters (often referred to as 

TelePrompTers or Teleprompters after the 

original manufacturer) rely on a reflected 

image of the words, which are visible in a 

mirror in front of the camera lens.  

The side view of a camera prompter 

illustrates how this works. The video 

image from the video monitor (displaying 

the text to be read) is reflected into a half-silvered mirror mounted at a 45-degree angle to the lens.  

The image of the text as seen by the prompter camera is electronically reversed left-to-right so that 

the mirror image will appear correct.  

Since the mirror is only half-silvered, it ends up being a "two-way 

mirror." First, it reflects the image from the video prompter screen, 

allowing the talent to read the text.  

Second, being semitransparent, the mirror allows much of the light 

from the scene being photographed to pass through its surface and 

go into the camera lens.  
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When the talent looks at the prompter mirror to read the text, it appears as if they are looking right at 

the camera lens, and, therefore, at the audience.  

In order not to give the appearance of constantly staring into the camera 

lens, most on-camera people who use prompters periodically glance at 

their scripts, especially as a way of emphasizing facts and figures.  

Some on-camera people prefer large pasteboard cue cards with the 

script written out with a bold black marker. This approach has definite 

limitations. Not only does the use of cue cards require the aid of an extra 

person (a card puller), but the talent must constantly look slightly off to the 

side of the camera to see the cards. Plus, since the cards can't be reused, the 

approach ends up being rather expensive.  

Many news reporters working in the field 

simply rely on handheld note cards or a small notebook containing 

names, figures and basic facts.  

Reporters typically memorize their opening and closing on-camera 

comments and then speak from notes (or even read a fully written script) 

while continuing with off-camera narration.  

Some field reporters have mastered the technique of fully writing out the script, recording it on an 

audio cassette machine, and then playing it back in a small earphone while simultaneously repeating 

their own words on camera. Although this technique demands practice, concentration, and reliable 

audio playback procedures, once mastered, it can result in highly effective on-camera delivery.  

Even so, a camera prompter (Teleprompter) is the most relied upon form of 

prompting, especially for long on-camera segments. There are two types of 

camera prompters: hard copy and soft copy.     

Hard Copy Prompters  

The first type of on-camera prompter, what became known as a hard copy 

prompter, uses long rolls of paper (see photo below) or clear plastic. When 
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paper is used, the on-camera script is first typed in large letters in short (typically, two to four-word) 

lines. The paper is attached to two motor driven rollers and the image is picked up by a video camera 

(see photo on left) and displayed on a video monitor, as previously illustrated.  

The script has to be scrolled at a carefully controlled speed while the talent reads the text. Either a 

prompter operator or the talent, himself or herself, regulate the speed of the prompter by means of a 

handheld control.  

Hard copy prompters have now largely been replaced by...  

  Soft Copy Prompters  

Soft copy prompters bypass the hard copy phase and display the output of a computer, much the same 

as the computer-monitor displays the text you are reading right now. This approach has several 

advantages.  

First, because the text is a direct, electronically generated image, it is sharp and easy to read. 

Revisions are easy to make without the legibility problems associated with crossing out words or 

phrases on paper and penciling in last-minute corrections.  

Once the script is entered into the computer it can be electronically reformatted and displayed in a 

standard prompter format—narrow lines with large bold letters as shown below.  

If a color video prompter monitor is used, the text can be color-keyed to set off the words of different 

speakers, or special instructions to the talent (which are not meant to be read aloud).  

   

—-JOHN—-  

THIS IS A SAMPLE OF TEXT JOHN WOULD READ FROM A 

TELEPROMPTER.  

—-MARY—-  

THIS IS A SAMPLE OF TEXT MARY WOULD READ FROM A 

TELEPROMPTER 

Sometimes you will see the text reversed for different speakers, as shown below.    
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—-JOHN—-  

THIS IS A SAMPLE OF TEXT JOHN WOULD READ FROM A 

TELEPROMPTER.  

—-MARY—-  

THIS IS A SAMPLE OF TEXT MARY WOULD READ FROM A TELEPROMPTER 

 

Issues In Using Prompters  

When using cue cards or any type of on-camera prompting device there is always the important issue 

of the compromise involved in the camera-to-subject distance.  

If the camera is placed close to the talent (making it easy for them to read the prompter), the constant 

left-to-right reading movement of their eyes can be distracting to an audience.  

Moving the camera back and zooming in reduces this problem by narrowing the left-to-right motion 

of the eyes; but, at the same time, the extra distance makes the prompter harder to read.   

The solution is to work with the talent to arrive at an acceptable compromise, and then hold to the 

agreed upon camera distances throughout productions.  

 

 Activity: 

Ø Field visit to news channel to observe how anchoring is done and to understand the 

pressures on the anchors as well as to observe how commands are given to them and 

how they make use of the teleprompters. 

Learning Outcome 

Ø The student grasps the role of an anchor and acquires an understanding of how to 

conduct live interviews. 
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Lecture 23 
 
ART OF ANCHORING 

 

Objectives: 

 

Ø Understand importance of pronunciation and delivery  

Ø Learn the art of pacing and marking copy for delivery 

Ø Learn characteristics of a good anchor 

 

 Introduction 

 

Many of you have hopes of anchoring news. How long it takes you to end up at the anchor desk 

depends mainly on two factors. The first one is talent-your ability to deliver the news. The second 

consideration is the size of the market in which you begin your career. The concept of an anchor 

has undergone a sea change and news broadcast anchors are no longer just news presenters but 

people who understand news and also fulfill other roles at the desk or as reporters. 

 

 Delivering the News 

 
If you have talent and start working in a relatively small market, you may reach the 

anchor desk quickly. You will still, however, have to prove you are ready for that job by 

impressing the news director with your reporting ability. 

Also, remember that not all reporters become anchors; some good reporters do not have the 

special talent required to anchor news. Similarly, some anchors make awful reporters. This chapter 

discusses the qualities you need to anchor or report in  front of a camera or microphone. 

Ask news directors what they look for in reporters and anchors and most will tell you credibility. 

They want people who are believable, people who come across as knowledgeable about and 

comfortable with what they are doing. 

Jeff Puffer, a voice coach for one of the nation's major broadcast consulting firms, Frank 

Magid Associates, says he knows many "reliable anchor reporters with good potential who just don't 

seem comfortable in the anchor chair. In person they're spontaneous and charming. But on the air 

they're wooden, with unnatural speech rhythms and awkward inflection." 
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Puffer says that when he's instructing anchors and reporters, he expects them "to show two 

qualities in their reading: intelligence and genuine sensitivity." He says he looks for "emotion that is 

appropriate for the story, the person, and the occasion. 1 want them to demonstrate that they know 

what they're reading and that they're thoughtfully weighing the facts as they speak." Puffer says: "I 

always want them to say it with feeling, not artificially, but with sensitivity and maturity." 

It is not always easy for anchor-reporters to accomplish these goals, and those who coach people 

in delivery techniques use a variety of methods. Puffer says he doesn't concentrate on speech 

pathology material such as breathing, diction, and resonance. "We're involved in matters relating to 

interpretation, making the voice sound spontaneous and conversational, like an ad-lib, 

Puffer admits that his methodology could be called "unconventional or unorthodox," but, he 

says, "given what we have been finding in neuroscience research, we know that the whole of human 

intelligence is not just the left side of the brain, the intellectual side. It's also intuition, artistry, 

abstractions, pattern recognition, and the like." 

 

One-Way Communication 

 

Puffer says the difficulty in broadcast training is the "no interactive environment." He points out that 

there is "no give and take, it's largely one way. The result of that strained environment is that the 

communicators do not automatically use all their self-expression when looking into a camera or 

speaking on mike as they would in a face-to-face dialogue." Puffer adds: "What we try to do 

is restore that quality and feeling in the delivery. We try to trigger that part of the brain that is 

responsible for artistry, abstraction, etc." 

Puffer also notes that he's not trying to make a person's voice sound like someone else's. "We all 

have developed and cultivated a wealth of knowledge regarding what is appropriate interpersonal 

communication over the years," he 

says. "We all know the tools; we know how loud to speak; how to emphasize and articulate our 

words; how to use our face and eyes with accompanying gestures; no one has to tell us how to do 

these things. The idea," Puffer adds, "is to tap into those resources and help bring them into the 

environment that is not interactive, like the broadcast studio." 

 

 Getting Help with Your Delivery 

 

If you are having problems with your voice, diction, and delivery, it's a good idea to deal with the 
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problems while you are in college. Speech and debating courses sometimes help, but if you have 

serious problems, you may need a voice coach. Voice coach Carol Dearing advises students who are 

intent on being in front of a microphone or camera to "do all they can to prepare themselves before 

they leave college." She says that without professional help, some students "fall into habit pattems 

that will work against them." 

 

Listening to Yourself 

 
In is always a good idea to read your copy aloud because your ear catches mistakes and 

detects poorly constructed copy that your eye misses. Similarly, reading aloud alerts you to any 

problems you have with pronunciation, articulation, and awkward speech patterns. 

 

Getting Pronunciation Help 

 

Newscasters should avoid using words that are difficult to pronounce. The mind understands 

the meaning of many words, but sometimes it has trouble relaying the pronunciation to the tongue, 

which causes newscasters to stumble over their copy. Tricky words and phrases invite trouble. 

Sometimes writers and anchors have no choice, however. Proper names, for example, cannot be 

changed. Spelling them correctly does not guarantee that they will be pronounced correctly. The 

writer of a newscast must identify the correct pronunciation of any difficult names in a script. 

Reporters should ask the people whom they are interviewing for the proper pronunciation of their 

names. Names of towns also should be checked if there is any doubt.   

If a job takes you to a new part of the country, it is a good idea to seek out someone who has lived in 

the area for some time. Colleagues who have been working at the station will be able to help, and 

someone at the local library or historical society will probably be happy to answer questions about 

the pronunciation of nearby towns or local family names. 

The wire services send out pronunciation guides to their customers   these are particularly useful 

when covering national and international stories. If your news operation is computerized, the guides 

should be stored for future use. 

  It is not always necessary to use the names of foreign dignitaries. If you do use them, it is a 

good idea to refer to the dignitaries by their titles during the rest of the story, particularly if the 

names are unusually difficult to pronounce. 
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When using difficult names, write them phonetically in the copy to 

help the person who will be reading the script.  

Dictionaries, which give the proper pronunciation of words as well as their meanings, are invaluable 

tools. Several dictionaries of pronunciation are also available for purchase, and most newsrooms 

keep copies on hand. If you are unsure about the pronunciation of a word, look it up. 

 

 Pacing 

 

What else can you do to improve your delivery?  

pacing is important. Using a pause to get attention when you want something you just said "to 

sink in. . . . A pause can be very telling, provided you know something."  

 

When you writes for yourself use a lot of ellipses (series of three dots). to remind yourself that that is 

supposed to be a pause. Also capitalize certain words. . . because you want to hit that particular word 

for it to work. 

Also it's important to remember when you are on the air that you're talking to somebody, which 

means that you have to be conscious at all times that there's somebody there, you can't assume 

people are listening; you "have to get their attention, you don't automatically have it." 

 

 Marking Copy 

 

Most newscasters mark copy to help them remember when to pause or to emphasize certain words. 

They mark the copy as they read it aloud, which also helps them control their breathing. Long 

sentences require extra breath, so newscasters must either pause more often or rewrite the sentence. 

Otherwise, they sound as though they are running out of breath. Often, inexperienced newscasters 

try to speed up their delivery when they realize that they might have trouble getting through a 

complicated sentence, but that's a poor solution. If you find yourself leaning toward this solution, 

rewrite your copy until you can read it at a normal pace. 

use slash marks to indicate pauses and underline words that you wishes to emphasize. Some 

anchors use a double underline for words that require extraordinary emphasis. Other anchors use all 

caps for words they wish to stress. Some anchors use ellipses to indicate pauses, and others use 

dashes. Some anchors like their scripts typed in all caps, whereas others prefer upper- and lowercase 

(which, according to studies, is easier to read). 
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 Characteristics of Successful Anchors 

 

People watch people. They don't watch helicopters or satellites and they prefer to watch people  they 

like and are comfortable with, so you have to build a relationship with the viewers and make them 

comfortable with you. 

  

It's also important for anchors to be involved in the production of the show. Either write a little of the 

newscast yourself or be involved in the reporting. 

It is important for anchors to understand that there is more to the job than looking and sounding 

good on the air. They also should be involved in the community through personal appearances or 

charity work. It's important for anchors to be working journalists. They should be able to handle a 

school board meeting or a foreign story with equal ease. 

Most news directors use the same language when they speak about successful anchors, and 

words like credibility, honesty, and genuine keep cropping up, along with concern and caring about 

what's going on in the community. Another common denominator is that successful, top-rated 

anchors are all genial people who are well liked by their co-workers and their viewers. 

 

If you have a good voice, learn to use it properly. Get accustomed to reading your copy aloud before 

you go in front of a microphone. In addition to alerting you to grammatical errors or awkward 

phrases you may have missed, reading your copy aloud helps you discover that certain words and 

names in the copy are hard to pronounce. If so, add the phonetic spellings next to or above the dif-

ficult names and places. Last, reading your copy aloud gives you the opportunity to determine what 

words you want to emphasize and how you can use pacing effectively. 

 

 1. Read a few newspaper stories silently and then read them into a tape recorder. Make a note of the 

things you discovered were a problem in the copy only after reading it aloud. After making 

appropriate changes in the copy, read the story into the tape recorder a second time, and note any 

improvements. 

2. Write a one-minute radio script based on information from a newspaper or newspaper wire. Then 

read the script into a tape recorder. Listen to the recording, and make notes on anything that you 

did not like about your reading, such as inflection, breathing, pitch, or pace. 

3. Do a second reading, but this time mark your copy before doing so. After reading, 
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 note whether your delivery improved. 

4. Go through a newspaper or newspaper wire copy and find words that are unfamiliar to you. Look 

up the words in a dictionary for meaning and pronunciation and in a pronunciation guide if one is 

available. Write the words phonetically along with the rest of the sentences, and read them into a 

tape recorder. Then replay the tape for other members of your class, and note whether they 

understood the meaning of the words. 

5. After you have noted the words that fellow students did not understand, find synonyms for them                  

and record the sentences with the new words. See if the students understand the copy this time 

 

Activity: 
 
Ø Observe and analyse 2 leading anchors across 2 leading channels and study their body 

language, pronunciation, and diction, grasp of content and justify which you like and why.   
 
 
 
Learning outcome 

 
Ø The student understands the prerequisites for becoming a good anchor 
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Lecture 24 
 
PRODUCTION CONTROL ROOM 
 
Objectives  

 

Ø Understand the components and working of a production control room 

Ø Understand studio design 

 

 Introduction 

 

The nerve center for every news is the production control room, the place where the efforts of 

the entire team of reporters , anchors, news desk and packaging is finally put together in a seamless 

assembly of live reports, packages, phone in’s , studio guests and segment breaks to form the news 

bulletin, the way the viewer see’s it  .In today’s class we can have a discussion on the same  

 

 Production and presentation 

 

As tension rises among the editorial staff in the newsroom, at the same time the focus of the 

entire news operation begins to shift inexorably towards the production and technical teams who will 

shortly be involved in turning all that journalistic effort into a television broadcast. The keys to this 

can be found in the studio and its adjacent output suite or control room. Computer terminals link 

everything. The news journalists must always remind themselves that computers do not make 

mistakes. They are only tools. Only people make mistakes - even if that includes the people who 

programmed the computer software in the first place! 

 

 The control room 

 

Not unlike the bridge of oil supertanker or the cockpit of a transatlantic jet, the control 

room of a television studio is a world of its own, dominated by wafer-thin monitors and electronic 

gadgetry of seemingly overwhelming complexity and luminosity. The main source of light comes 

from a bank of screens, which reflect the seeing eyes of the cameras in the brightly lit studio 

nearby. Other small squares of light shine from the illuminated buttons on control panels, at which 
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sit shadowy figures, heads bent over news system screens. Tension and excitement lie close 

beneath a surface air of calm efficiency. 

This, then, is the nerve center of a television news broadcast, the one and only place where 

the editorial function, supreme until now, has to take second place. For this does the moment when 

the production and technical teams hold sway as they set about the intricacies of translating plans 

into something resemble a living television programme. 

No matter what the number of sources - live, recorded, visual, oral, static, moving  they have 

to knit the whole structure together, each dovetailing neatly into the next to produce a continuous, 

seamless whole, based on split-second timing. No matter what chaos explodes, it is what comes out 

of the TV sets of the nation, or the world, that matters. 

That is not overstating the case. Split seconds make all the difference between a programme, 

which flows from item to item without a hiccup, and one, which is untidy and ragged, with 

awkward delays between presenter introduction and the start of a report, clipped sound, 

momentarily blank screens or missed cues. Yet there is a very slim margin indeed between success 

and failure.  

 

 

 

Preview monitors   

 

 

 

 

 

 

 

 

  

Specially, court disaster day after day, pushing men, women and technology to the limits by the 

deliberate policy of trying to squeeze in the very latest information. New stories are added, some are 

dropped and others altered right up to and including the time the news is on the air. 

As a result, the professionalism and expertise of the control room staff is continuously on 

trial. One slip, and all the time, effort and money spent by others might be wasted. Fortunately, real 
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disasters are rare, despite the knowledge that one misfortune has the habit of begetting another, and 

the prickly feeling that, one day, an entire programme is going to collapse on air like a house made of 

cards. 

Responsibility during transmission lies as much with the director as the journalist acting as 

editor. Back in the days when news bulletins came in short bursts of 10-12 minutes it was reasonable 

to expect directors to be responsible for several during a single-duty period. Single programmes and 

continuous news channels have become technically more complicated. Proper preparation is 

essential, and a director is now more likely to be associated with the same programme every day, at 

least on a short-term basis. The aim is to provide continuing production advice to the journalistic 

team on the ways items might be prepared for the screen and to help maintain the overall continuity 

in presentation, which gives the programme its identity. In modern digital based news services, which 

are often testing new ways of working with technology that is constantly evolving, a single technical 

director can have the facility to do jobs that were previously carried by two or three people. 

As ever, the extent of any directorial duty depends on whether he or she is 'dedicated' to one 

news programme or to the news service as a whole. In a less-than-ideal world the director may come 

cold to a programme shortly before transmission, having already been part of a team involved in 

other output. In quarters where the journalists have a reputation for being difficult or the news 

department regarded as the poor relation, unworthy of creative attention, directors may be forgiven 

for believing they have transgressed in some obscure way and have been rostered to work on the 

news only as a punishment. In return, the editorial team is likely to greet the efforts and commitment 

of the director with suspicion and resentment. It is scarcely surprising if programmes broadcast in this 

atmosphere of mutual animosity show up on screen as dull and unimaginative. 

Far better results are usually obtained from the director's consistent and direct involvement 

with a programme. Attending the editorial conferences, organizing and supervising graphics 

sequences or studio interviews are virtually certain to guarantee a familiarity with the content which 

will enhance production values. Some directors help select headline sequences. The overriding 

concern is to keep a close watch on the running order, to be ready to sound the warning bells over any 

potential difficulty, and to keep abreast of changes as they are made. In short, the directors of the 

most successful programmes are those who act as the focal point for everything to do with its produc-

tion. 

The design and positioning of control rooms are influenced by circumstance and fashion. A 

trend which has seen programmes broadcast direct from newsrooms rather than from separate studios 

makes it sensible to construct transmission facilities in a designated area nearby, but perhaps more 
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typically the production team are housed in a separate gallery overlooking the studio or in a room 

next to it. The director will probably be seated more or less in the centre of a desk running virtually 

the whole width, using 'talkback' to communicate with everyone. 

 

Journalist PC desktop + Editor PC+ Desktop  

 Media Manager + Digital Output + Editing System  

 Technical Director + Transmission 

 

Speeding up transmission. Automated computers, centrally controlled, allow digital sounds and 

images for separate news stories to be selected from codes put into the journalists' PCs. 

The director will operate from a computer screen which has the same information inside it 

provided by the programme editor: running order, scripts and technical instructions. The director has 

to turn this into real-time television. Banks of sliding switches and glowing buttons represent the 

selection of cameras and other sources available to be put on the screen by the director. In bigger 

news output areas the director may have a vision mixer, sound engineer and a production assistant to 

help him, but in modern digital-based suites he may have the facilities to do it all himself. 

These specialists, then, form the basic studio control room production and technical team, 

although there might be an additional operator controlling the robotic cameras which move about 

without human guidance to pre-programmed positions like a mechanical dance. 

A place in the control room is usually allocated for the programme editor and perhaps one of 

his or her colleagues as backup. With all these experts on the spot, answers to any problem which 

may crop up during transmission can be supplied very quickly. 

 

The studio 

 

From about 1980 news was often presented directly from newsrooms with a backdrop that 

resembled a computer warehouse. News managers thought the public would be impressed by the 

high-tech look. Designers advised them that a backdrop of computer newsrooms looked chic and 

efficient. By 1995, when everyone knew what a computer looked like and was no longer impressed, 

separate studios made a comeback. Then by 2000 television news was back in the warehouse, with a 

busy newsroom or monitor bank background - this time, because it looked less formal and relaxed. It 

was also cheap. 

The new stage of news studio development is the virtual reality studio where only the news 
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anchor/presenter is real. The problem news managers worry about is that it tends to make the news 

look like someone with a constant fidget. If the background can be adjusted in less than a second then 

it is tempting to do just that. The emphasis of the VR studio is simplicity and familiarity. The irony is 

that the technology can make any change the news organization wants within seconds, but the 

viewers may not want the look of the news to be persistently changed. 

The gallery of a television studio ready for transmission. It is like the flight deck of an airliner. 

Computers control all systems but only people can 

control computers. Banks of monitors showing 

location links illuminate faces in the gallery>and 

studio shots. The experienced director will try to 

cultivate calm in the one single 

minute before live transmission, no 

matter what chaos has gone before.  
                                                                                    
 

Big television productions still 

need plenty of space and technical 

support. Studios exclusively for news 

tend to be small and basic, the layout 

and contents often fixed for the long 

periods between revamps. A close 

look at almost any news programme 

will show how little of it is spent in 

the studio compared with the time devoted to routing video and other sources through it. Even so, as 

it is largely on the presentation of studio based items that programme identity is maintained, 

considerable thought has to go into their production. To do that effectively might require three 

cameras. One concentrates on a head and shoulders shot of the presenter, one on a wide shot of the 

whole studio and a third reserved for additional contributors - reporters, correspondents and other 

interviewees. 

Movements are so few and unfussy that some organizations find it just as effective to use the 

robotic cameras operated from the control room. Each camera is equipped with an electronic memory 
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capable of storing pre-selected shots for use on transmission, thus removing much of the mental 

strain from the camera-work needed in a fast-moving programme. 

Common camera layout for a news studio. The 'high-tech' look of modern sets is often created by 

clever use of lighting, electronically generated backgrounds and computerized 'virtual reality' images. 

 

Activity: 

Ø Field visit to news channel to observe and understand the working of a production control 

room 

 

Learning Outcome 

 
Ø Students understands the importance and working of production control room for news 

broadcast 
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Lecture 25 
 
ROLE OF FUNCTIONARIES 
 
Objective 
 
Ø Understanding who does what in news production 

 
 Introduction 

 

As we know that the production process includes number of people other than the producer. Here we 

can have a glance through the role of each member in the common production programme. 

 

 Producer 

 

The person who's generally in charge of the entire production is the producer. He or she comes up 

with the program concept, lays out the budget for the production, and makes the major decisions. 

This person is the chief honcho, the team leader, the person who works with the writers, decides on 

the key talent, hires the director, and guides the general direction of the production. In smaller 

productions the producer will also take charge of more mundane things. And in small productions the 

director (to be discussed below) may also handle the producer's responsibilities.  

 

 Associate producer 

 

 Some productions may also have an associate producer, who sets up schedules for the talent and 

crew, and who, in general, assists the producer throughout the production. On a major production one 

of the producer's first jobs is to hire a writer so a script can be written (the document that tells 

everyone what to do, say, etc.). The script is sort of like a written plan or blueprint for the production. 

The key talent for the production will normally be the next thing considered by a producer. 

 

 The talents 
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 In general, the talent includes actors, reporters, hosts, guests, and off-camera narrators; anyone 

whose voice is heard or who appears on camera. (With or without genuine talent, the talent is referred 

to as the talent, just in case you were wondering.) Sometimes talent is broken down into three sub-

categories: actors (who portray other people in dramatic productions), performers (who appear on 

camera in non-dramatic roles), and announcers (who typically don't appear on camera). In a large 

production the producer will be responsible for hiring a director. That's the person in charge of 

working out pre-production (before the production) details, coordinating the activities of the 

production staff and on-camera talent, working out camera and talent positions, selecting the camera 

shots during the production, and supervising postproduction (after the production) work. In other 

words, the director is the front line commander in charge of taking the script to the very end of the 

production process. 

 

 Technical director 

 

 Assisting a director in the control room is typically a technical director who operates the video 

switcher.   The technical director, or TD, is also responsible for coordinating the technical aspects of 

the production. It needs to be emphasized at this point that, depending on the production facility, the 

specific responsibilities of production personnel can vary widely. 

 

 Production Assistant 

 

One or more production assistants (PAs) may be hired to help the producer and director. Among 

other things, PAs keep notes on ongoing production needs and changes. Other people who may be 

involved in the production include the lighting director (LD) who designs the lighting plan, arranges 

for the lighting equipment needed, and sets up and checks the lighting. As we'll see, lighting is a key 

element in the overall look of a production. On some productions there will be a set designer, who, 

along with the producer and director, will design the set and supervise its construction, painting, and 

installation. Next, there may be a makeup person, who, with the help of makeup, hair spray, or 

whatever, sees that the talent looks their best (or their worst, if the script calls for that. 

    

 Audio director 
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The audio director or audio technician arranges for the audio recording equipment, sets up and checks 

mics (microphones), monitors audio quality during the production, and then strikes (another 

production-type term meaning disassembles and, if necessary, removes) the audio recording 

equipment and accessories after the production is over. (Mics stands for microphones, and is 

pronounced mikes.) 

 

 Others 

The microphone boom/grip operator watches rehearsals and decides on the proper mics and their 

placement for each scene. During an on-location (non-studio) shoot this person may need strong arms 

to hold the mic boom over the talent for long periods of time. The videotape recorder operator 

arranges video recording equipment and accessories, sets up video recordings, performs recording 

checks, and monitors video quality. In dramatic productions the continuity secretary (CS) carefully 

makes notes on continuity details as each scene is shot to ensure that these details remain consistent 

between takes and scenes. As we will see later, this is a much more important job than you might 

think, especially in single-camera, on-location productions. Once production concerns are taken care 

of, the continuity secretary is responsible for releasing the actors after each scene or segment is shot. 

We're almost done with our list. 

 Are you still here? 

 The CG Operator (electronic character generator operator) programs (designs/types in) 

opening titles, subtitles, and closing credits into a computer-based device that inserts the text over the 

picture during the production. Camera operators do more than just operate cameras. They typically 

set up the cameras and ensure their technical quality, work with the director, lighting director, and 

audio technician in blocking (setting up) and shooting each shot. On a field (out of the studio, or on-

location) production they may also arrange for camera equipment pickup and delivery. Depending 

upon the production, there may be a floor manager or stage manager who's responsible for 

coordinating activities on the set. One or more floor persons, or stagehands may assist him or her. 

After shooting is completed, the editors use the video recordings to blend the segments together, and 

add music and audio effects to create the final product. The importance of editing to the success of a 

production is far greater than most people realize.  
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Role’s at a glance 
 
 
Executive producer 
 
Overall organizational and administrative head of production group (e.g. a series of programs  
 
devoted to a particular field). He or she controls and coordinates the business management, including  
 
program budget, and may be concerned with wider issues such as funding/backing/coproduction  
 
arrangements. 
. 
Producer 
 
Responsible to management for a specific production. Concerned with: choice of supervisory staff  
 
and crew; interdepartmental coordination: script acceptance; production scheduling. The producer  
 
may select or initiate the program concepts and work with writers. He or she assigns the production's  
 
director, and keeps a watching brief on deadlines, production planning, location projects, rehearsals,  
 
production treatment, etc. 
During rehearsal/recording also becomes involved in such specifics as retakes, overrunning  
scheduled times, craft or union problems, assessing postproduction treatment and the final program  
format. 
 
 
Associate Producer 
 
Aide to producer. Coordinates appointments, jobs, schedules, etc 
 
Director 
 
Responsible for interpreting and staging the production. This involves advising, guiding, and  
 
coordinating the specialists in the production team (scenic, lighting. sound, cameras, costume, etc.)  
 
and approving their anticipated treatment. The director may choose and hire performers/talent/actors  
 
(casting): envision and plan the camera treatment (shots, movements) and editing, and  
 
direct/rehearse the performers during pre rehearsals. 
During studio rehearsals the director guides and cues performance (through the floor manager), and  
instructs the camera and sound crews, and switcher (vision mixer). He or she also evaluates the  
specialists' contributions (settings, camera work, lighting, sound, make-up, costume, graphics, etc.),  
In some situations, the Director may operate the production switcher.(e.g. on location), and guide  
and coordinate postproduction editing/audio sweetening. For smaller productions, the producer's and  
director's jobs may be combined. The director's job can range in practice from being the sole  
individual creating and coordinating the production to a person directing a camera and sound crew  
with material organized by others. 
 
 
Assistant director, associate director (AD) 
 
Director's aide. Functions can depend on size of production. Supervises pre rehearsals, location  
 
organization, etc. on director's behalf. 
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During rehearsal in the production control room, lines up shots, checks special shots (supers, chroma  
key), gives routine cues (film and VT inserts), etc., while the director guides performance/cameras.  
Advises director of upcoming cues. May assist in off-line editing (timings, edit points). Checks  
program timing and progress. Helps director with postproduction editing routine. 
 
 
Production assistant  
 
 
Director's aide. Supervises pre-rehearsals, location organization, etc. on director's behalf. 
 
During rehearsals/recording, functions similar to those of floor manager. 
 
 
Floor manager / Stage manager  
 
The director's representative and contact on the studio floor. (May be allocated at planning stage, or  
 
only joins the production in the studio.) Cues performers. Checks and directs floor crew.  
 
Responsible for general studio organization, safety, discipline (e.g. noise), security. Assisted by  
 
AFM, who also ensures that talent are present. 
 
Production manager  
 
Responsible to producer/director for maintaining production within allocated budget. Also  
 
administrative functions relative to production. 
 
 
Technical director 
 
 
Crew chief. Coordinates and supervises engineering facilities. Evaluates technical quality. May  
 
instruct operational crew during production. May operate production switcher on  
 
director's  instructions. 
 
 
Studio supervisor  
 
 
Technical coordinator - coordinates all technical operations, books facilities, checks  
 
technical  feasibility_ safety, etc. 
 
 
Switcher Mixing  
 
 
Specialist operating the production switcher (and perhaps electronic effects). 
 
 
Set designer/Scenic designer 
 
 
Conceives, designs, and organizes the entire scenic treatment. (Perhaps including graphics.)  
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Supervises scenic crew during setting, dressing, and striking settings. 
 
 
Make-up artist/ Make-up supervisor 
 
 
Designs, prepares, and applies make-up treatment; aided by make-up assistants and hair stylists. 
 
 
Costume designer 
 
 
Designs selects performers' costume (wardrobe). Assisted by dressers/wardrobe handlers. 
 
 
Graphics designer/Graphics artist 
 
 
Responsible for design and preparation of all graphics and titles (studio cards, titles, displays,  
 
computer graphics, etc.) 
 
Lighting director 
 
Designs, arranges, and controls all lighting treatment, both technically and artistically. (May be  
 
responsible for artistic picture quality.) 
 
 
  
Vision control /Video operator / Video technician/ Video engineer 
 
 
Controls picture quality by adjusting video equipment. (Equipment alignment/line-up, exposure,  
 
black level, color balance. etc.) Operations are closely coordinated with lighting treatment. 
 
 
Camera crew 
 
A team responsible for all camera operations on a production; led by a team head. 
 
 
Audio control/Audio engineer/ Sound supervisor/ Audio technician 
 
 
Organizes and supervises the sound crew, in the studio and control room. Responsible for technical  
 
and artistic quality of program sound. Controls aW._ level, balance, tonal quality, etc, of all sound  
 
contributions. (Usually involved.. planning, rehearsals, recording, and postproduction audio  
 
swetening.) 
  
Sound Crew 
 
 
Supervised by the senior audio technician or engineer, and responsible for positioning microphones, 
operating sound boom(s), and operating all audio equipment. 
 
 Set crew 
 
Group of personnel responsible for erecting (setting) scenery. 
 
Group of personnel responsible for dressing sets (positioning furniture, props, drapes,  
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etc.). Properties (props) may be arranged by a specialist property man. 
 
 
Floor crew/Stage hands/Grips/ Facilities crew 
 
 
They are responsible for general non-technical studio mechanics: such as resetting  
 
scenery, props, etc. during production; setting up title cards, graphics; action cues (e.g.  
 
rocking a vehicle), and similar routines. In some organizations, they may initially set up  
 
and dress settings., 
 
 Electricians 
 
 
Crew responsible for rigging and setting lamps, and electrical apparatus (including  
 
electrical props). 
 
 
Special effects designer 
 
 
Specialist designing and operating such mechanical illusions as fire, snow, explosions.  
Video effects 
 
Specialist designing and operating various types of digital video effects. 
 
 
CG operators 
 
 
Person organizing and typing on-screen text and titles for a program; either during the  
 
production or storing material ready for later cueing. A separate prompter operator may  
 
prepare text for camera prompter readout. 
 
 
Studio engineer/ Maintenance engineer 
 
 
Engineer responsible for maintenance and trouble-shooting of all camera and sound  
 
equipment in a production (or a studio). 
 
 
Voice Over Artist 
 
Concerned with off-screen announcements commentary, continuity, etc. 
 
 
Writer 
 
 
Person responsible for writing the script. May be freelance or staff. Producer or director  
 
may write material. 
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Activity 
 
For a studio-based discussion with one anchor and one guest plan a list of all the functionaries who 
will be involved and the role they will be fulfilling. 
 
Learning Outcome 
 
Ø Complete understanding of role of each functionary in a production 
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Lecture 26 
 
PUTTING THE BULLETIN TOGETHER 

 

Objective 

 

Ø To understand all the elements that form a bulletin 

Ø Ability to comprehend technical and editorial inputs of the team and final 

assembly of news bulletin 

 

 Introduction 

 

In the past, television news was so short, that editors preferred not to waste even a 

few seconds in reciting the contents. The items followed soon enough anyway, crowding 

one upon another, unannounced, at breakneck speed, more or less in order of importance. 

If bulletins looked like overrunning, cuts could be made from the bottom up without 

seeming to disturb such overall shape as there was. 

Since airtime began to be more generous, this philosophy has been made to seem 

out of date. In its place has evolved the concept of the television news programme, 

dependent for its success on the ability of those in charge to take a series of disparate 

events and fashion them into something capable of taking on a recognizable identity of its 

own. 

The criticism is still sometimes made that in reaching out for that goal, editors are 

inclined to let them be over-influenced by the availability of pictures. Such a 

generalization seems impossible to prove one way or the other. Yet, if it is true, there 

seems little shame in admitting it. By what other criterion should a medium, which deals 

in pictures, base its judgment? Given a reasonable alternative, no editor would choose to 

open a peak-time television news programme with an indigestible wad of copy-only 

stories and studio reports, leaving the first pictures until ten minutes have passed. It 

should never mean ignoring the important non-visual story in favour of the trivial 

pictorial one. What it does mean is encouraging editors to apply to television news the 
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values of television, as opposed to those of newspapers. Most of the time broadsheet front 

pages and television news will follow similar lines: when they do not, editors should beg 

to differ and go all out to exploit the advantage they have over the printed word. 

 

Editorial Decision making 

 
In many ways the argument is not so much about what constitutes a good story as 

about emphasis. On a front page of a newspaper, clever layout is used to direct the 

reader's eye quickly to the most important item, or to anyone of a number given equal 

prominence. In television news the implication is that order of importance is synonymous 

with the order in which events are transmitted. 

In reality, whether or not they always succeed, some television news editors 

would prefer to concentrate on making programmes which viewers find easy to follow. 

Instead of being sprinkled haphazardly throughout the news like confetti, stories are 

sorted into small groups. An item about domestic industrial output, for example, might 

lead logically to one about exports, which puts the audience in a receptive frame of mind 

for a report from abroad. Brick-by-brick, the programme edifice should be built up in this 

way: little sequences of events linked by association of subject, geography or both. 

Individual story durations and treatments have to be considered in parallel, so 

successive items will not look the same. This may lead to some stories being detached 

from one group to join another, or made to stand in isolation. There is no virtue in 

constructing a tortuous link for its own sake, or in promoting a story far beyond its 

importance just because it seems to fit. Without making a fetish of it, the target should be 

to produce a programme, which has a beginning, a middle and an end, and which looks as 

though some thought and care has been given to its construction. 

An essential part of the formula is the menu or headline sequence, which usually forms 

part of the titles. The headlines are meant to summarize each outstanding item in the 

programme, often in no more than a single sentence aimed at grabbing the attention of the 

audience and keeping it to the end. Over the years, headlines have developed from being 

straightforward reads on or off camera into proper sequences in their own right, with 

combinations of stills, graphics and videotape extracts to whet the appetite for what 
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follows. 

As well as imparting urgency at the top of the news, the headline technique also. 

introduces a useful degree of flexibility. Once the bald details have been given, there is 

no rule to say the full reports themselves must follow each other in a block or, indeed, in 

the same order. Instead, editors should welcome the freedom to distribute their goodies' at 

points, which help to give their programmes pace, variety and balance. 

At the same time, other options have presented themselves for editors and produc-

ers eager for some format that will make their programmes stand out. Ideas are tried and 

discarded, varied and tried again. Scores of details need to be settled. Here is a small 

sample: 

 whether a programme should be fronted by one, two, or more presenters and in what 

gender, age and ethnic combination;. Who is regarded as the senior in a multi-presenter 

format, and how their working pattern should be planned; 

  Whether the lead presenter should preface the opening item with 'good morning' 

or  'good evening' or plunge straight into the news; whether studio performers should be 

framed dead centre or offset to one side of the screen, and in medium shot or close-up; 

 Whether presenters should be seen also as reporters on location, and if so what happens 

in their absence; Whether any separate sports and weather presenters should be included 

in the opening shot; Whether one person, should read studio introductions off-camera 

commentaries by another; What kind of colour of background should be used: whether a 

plain, pastel studio wall, some illustration to suit each story or a generic programme 

symbol; Whether correspondents or reporters appearing in the studio should be set 

against the same backgrounds; . What’ house style' should be established in maps and 

other graphics;. Whether each contributor should be introduced verbally or by a name 

superimposition: if the latter, where it should be positioned on the screen;. Whether a 

'brand name' or clock should be displayed at all times and, if so, in what size and 

position. Whether sport should be included automatically or on merit; how a news 

programme should treat items immediately before and after any commercial break;  

  Whether the latter part of a newscast should contain more feature-type material;  

 Whether, in the absence of a commercial break, some other halfway sequence should be 

constructed;. Whether opening and closing title sequences should be accompanied by 
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music or sound effects; Whether there should even be set titles instead of something 

which changes daily according to programme content. All this and more has to be 

decided with as much care and consideration as the way the news itself is reported, for 

without being offered high production values, the audience may not be inclined to keep 

watching. How far editors are prepared to go in attracting and keeping an audience is 

another matter. High viewing figures and the lucrative advertising, which accompany 

them, can probably be achieved on a largely down-market diet of chilling crime and 

human-interest stories fronted exclusively by good-looking journalists. Nevertheless, 

modern market research techniques are useful tools to be employed in establishing 

audience preferences, and most news organizations feel a need to bring in the style-

doctors and focus-groups to help them re-launch news programmes. 

 

 Preparing for action 

 

An 'act of faith' is how a senior BBC colleague once described the editorial, 

production and technical processes connected with the construction of every television 

news programme: faith in the certainty that each separate member of the news team is 

carrying out his or her allotted task while others are doing the same. It is a faith shared 

confidently with those in the field at home or abroad, in the newsroom, in the editing 

areas, in the transmission areas, in the studios and everywhere else associated with the 

apparatus of news. At the root of it all is good communication, without which, in the 

constantly shifting sands of news, the whole thing would probably sink without trace. 

To the uninitiated, the daily home and foreign news diaries, the 'prospects' setting out 

detail of coverage, the wall-charts and computer screens on which the progress of every 

assignment is followed probably seem confusing and unnecessary. To those engaged in 

the serious business of making something tangible out of a set of elusive hopes, promises 

and expectations, sometimes on the basis of events yet to happen in places thousands of 

miles away, they represent a comforting reminder of the amount of effort being expanded 

for the sake of a common goal. 
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Programme meetings 

 

Although the variety in size and importance of individual organizations involved 

in daily television news makes it impossible to identify a single example as an 

illustration, it would be fairly unusual to find an office working pattern which did not 

make allowance for at least one morning editorial meeting to ensure as many people as 

possible are aware of plans likely to involve them at some stage over the next few hours. 

The idea is to provide a solid impetus to the team effort required, to enthuse everyone 

likely to be involved in the day's production, and the most successful meetings, whether 

held in a newsroom or conference area, are those open to as many people as possible, 

and not confined to the editorial staff. In some quarters 'pre-meeting meetings', attended 

by only a small group of executives, have become part of the routine. The suspicion here 

- justified or not - may be that this time is used to determine the shape of the day in a 

way which pays lip service to what goes on at the later gathering. And the really 

paranoid can only be left to guess whether 'pre-meeting meeting meetings', restricted to a 

cast of the most senior or favored few, cover more than a discussion of the day's events. 

The timing of morning meetings is also important. They should be held early enough 

in the day so anyone not already engaged on an assignment is able to attend, but should 

not be allowed to drag on or be side-tracked into irrelevancies. No more than half an 

hour of brisk, businesslike discussion should be sufficient for all but the most complex 

programmes. The crowded, tobacco-smoke-laden morning meetings I attended on a 

short but concentrated advisory mission to a newly liberalized national news organiza-

tion in Eastern Europe tended to degenerate into long-winded arguments about journal-

istic freedom and integrity to such an extent that reporters and crews were invariably 

late getting out on the road and occasionally were too late for their assignments. While 

.t was easy to empathize with those who feel a need to discuss such matters, the 

management was at fault for not keeping the meeting properly focused. 

The significance of morning meetings in the culture of any organization can usually 

be measured by the seniority of those regularly chairing it. If it is the executive in 

charge of news - not a programme editor - who presides, then the occasion will be given 

a sense of importance and gravity which otherwise might be lacking. In the case of 
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national programmes it is here that the duty editors responsible for home and foreign 

assignments will set out what is on their agenda for the day and how items in their 

domain are being handled, and they may also take a few moments to give first details of 

newly breaking stories or of developments in others. 

It is here, too, that anyone engaged in the process should be encouraged to put forward 

ideas for coverage or treatment. Many a piece of original journalism has started with a 

half-formed idea which has been tossed backwards and forwards until it emerges as a 

rounded plan to be acted upon. Editors are known to complain that not nearly enough 

ideas are forthcoming from 'the troops', but it is often because those who would like to 

offer ideas believe the better part of their programme has been predetermined to a point 

where room is likely to be found for only the hardest of hard news. They are also likely to 

feel uncomfortable about putting their thoughts forward in company, for fear senior 

colleagues or their peers may ridicule them. Ideas should always be encouraged and put-

downs of unsuitable ones undertaken with great sensitivity, on the basis that a brusque 

rejection might deter another idea which would have hit exactly the right spot. Equally 

unproductive can be the routine in which the boss does the roving finger job - demands a 

contribution from everyone in turn. Not good management and not a way to raise morale; 

a sure way of encouraging people to find excuses for nonattendance. For trainees and 

newcomers, editorial meetings can present something of a dilemma. Pipe up too often or 

too soon and your immediate colleagues will mark you down as pushy and arrogant: keep 

quiet and the editors and producers you hope to impress will think you have nothing to 

offer. Unless you are asked directly to contribute, your best plan is to hold back for a 

week or two to observe the rituals before risking a first foray. 

 

Post Mortem 

 

Much the same advice goes for post-mortems, which mayor may not be part of a 

news organization's culture. Some editors from the Macho School of Management like to 

gather their teams around them immediately after programme transmission and perform a 

loud, public and searching review of successes and failures. Especially failures. Others 

wait until next day for a discussion, constructive or otherwise, which becomes part of the 
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morning meeting. 

In the knowledge that those who have usually poured their best efforts into a programme 

cannot wait to get home or to the bar, my own preference has always been for a very 

quick and low-key post-programme assessment, which is sure to include a few well-

earned 'thank you' and 'well done'.  

More negative aspects are tackled in private. Professionals know when they have 

made mistakes or under performed: humiliating them in company seems pointless, 

especially as it can soon undermine confidence, which in turn leads to more mistakes. Of 

course, no organization is perfect and it is always possible to discover new ways of 

getting things wrong. Since there is usually nothing to be done after the event about such 

irritations as a misspelled place name on a map, an example of poor writing or a badly 

constructed picture sequence, a 'discussion' which degenerates into a slanging match is a 

waste of time, especially when it will probably be necessary to start the process all over 

again tomorrow with the same people, and the very rare occasions on which I allowed 

myself to stray from this principle have always been a matter of personal regret. 

 

Studio 

Placing presenters against 'windows' which allow the viewer to look out on 

familiar views continues to be popular, while some programmes make use of real 

windows overlooking city landscapes, perhaps with a visible and carefully framed clock 

tower to add an urgent sense of passing time. 

But probably the most popular layout for a modern news studio consists of a desk or 

desks placed against a plain background. For some years now it has been the vogue to 

 

Presenter (in chair) 

Plain colour background and chromakey 

Jack point for earpiece 

Smaller news studios may make do with two cameras and they are often robotic. This 

means they can move across the studio floor without a camera operator and instead can 

be positioned by a director from a gallery. A variety of shots can be stored and selected. 

For safety in the studio a Floor Manager is usually present. 
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Fill part of this with a visual representation of the item being introduced, and it is quite 

common to see a still picture, a frozen or moving frame of video, or - increasingly - a 

specially designed graphic positioned over the reader's shoulder. 

With careful thought and used sparingly, these devices, often known by the term 'inset', 

can be helpful signposts for audiences viewing multi-subject newscasts. This is often 

created by an electronic process known as chromakey or colour separation overlay 

(CSO). The secret lies in the colour chosen for the studio backcloth, frequently blue, of 

which there is very little in human flesh tones. At the touch of a switch in the studio the 

electronic camera locks on to it, filling it with a picture coming from a second source, 

perhaps another studio, a camera, stills store or video, effectively merging the two images 

into one. What is created for the viewer is an electronic illusion. The presenter in the 

foreground sees nothing except the plain studio backcloth, which can sometimes make 

two-way interviewing a tricky matter while this device is being used. 

At one time when chromakey was used the foreground subject would occasionally take 

on a curious, blue-tinged outline, particularly round the hair, and zooming movements by 

the camera had the effect of making the foreground leap forward by itself. Most of the 

minor flaws in the system have been overcome, but performers still need to select 

clothing colours for the studio with considerable care, as the device is extremely 

sensitive. It will be triggered by any strong foreground colour which matches the 

background, punching andelectronic’ hole through anything in the way, human bodies 

included, and replacing it with the background picture. 

Apart from the desks and the cameras, the rest of the floor space in the studio is taken 

up by coils of cables and portable monitors, which enable the presenters to keep a 

discreet eye on both themselves and the output. Then there is the problem of commu-

nication between programme editor and presenter. Some programme editors like to be 

able to give instructions directly into their presenters' earpieces during transmission and 

are equipped with a link which is activated by the touch of a button in the gallery. 

 

Rehearsal and transmission 

 

Rehearsals for television news programmes tend to be sketchy affairs because so much of 
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the material to be used on transmission is unavailable until the last few minutes before 

airtime. Scripts are still being written, video edited and graphics completed. In fact the 

assembly of items goes on so late that programme editors are often heard to grumble that 

they scarcely have any time to see some of them to make editorial judgments, let alone 

expect the luxury of being able to rehearse. 

Just the same, the director must take the opportunity to go through whatever material is 

ready. A halfway headline sequence is also ready: the script is still being written back in 

the newsroom. At least the script to accompany pictures of the post-by-election scenes is 

finished and the presenter canters through it to see whether the words will match. The 

live link between the studio and the unit outside the 'Damages' court has been established 

by now, although all the camera shows is a shot of a paving stone covered with television 

cables. 

As the minutes tick away the flow of completed scripts coming into the control room 

begins to quicken. The corresponding skeletons are thrown out to accommodate the new 

pages.  

Editors who for no apparent reason make wholesale changes to their programme 

running orders at the last moment are not popular with even the most experienced 

production teams, and acquire reputations for being indecisive. Inevitably, though, the 

duration of some items will turn out to be longer than planned and others will have to be 

adjusted or omitted to fit them in. Minor alterations are unavoidable. 

With not much more than 15 minutes to go, the editor in the newsroom is confronted 

with the sort of dilemma he has nightmares about. The regional reporter covering the joy 

riders' story has called the editor to say four people have been killed and seven, possibly 

eight more seriously injured in the traffic pile-up on the motorway. This has only become 

known since rescue services got through the chaos and found the dead and injured in two 

cars and a mini-bus in a ditch. He's offering an interview he has just carried out with a 

local police spokesman, and separate, unedited rushes of activity at ground level, shot by 

another crew. He hasn't seen these pictures, but understands they contain unpleasant 

detail. To cap it all, it seems the injured joy riders had absconded from a juvenile 

detention center two days earlier, but no one other than the local police had been made 

aware of it. 
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The editor's instinct tells him this has all the makings of a serious issue. By themselves, 

deaths on the motorway - regrettable though they are - do not always cause public 

outrage. The circumstances of this accident are entirely different and the ramifications 

considerable. There is still time to switch the lead, but it would mean wholesale changes 

to the running order and destroying much of the planned structure of the programme.  

By now the final scripts are being rushed in. Everybody is writing furiously into 

the computers, adjusting scripts and technical instructions. The main presenter is reading 

the lead story quietly to himself. Everyone is complaining about problems with the way 

script and technical instructions have been put in. When it gets tense every mouse is 

being treated like a hammer pushing in a nail. 

The editor has arrived in the control room, out of breath after confirming that the 

regional reporter covering the joy riders' story has sent a separate voice track to cover the 

pictures of the helicopter and the scenes on the ground. These are now being edited 

together and should be ready in no more than five minutes' time. The shift reporter is 

trying for the head of the detention centre, which by chance is in Oxford shire, forty miles 

from Topfield Farm. The camera crew and links vehicle which covered that story have 

been diverted and should be there before the end of the programme. So far, though, the 

government department responsible for juvenile detention centres hasn't agreed to let the 

chief executive talk. 

The director listens, unperturbed, to the catalogue of changes being made. He has 

been through all this, and worse, many times before. Now he speaks calmly into the 

talkback microphone. 

Director: 'Change of lead coming up. There are knock-on effects, too. Tell you about 

them all in a moment, during the script check.' 

The writer responsible for the lead story rushes into the gallery. 'You'd better come and 

have a look at the crash pictures,' he tells the editor. 'They're pretty gruesome and I'm not 

sure what we should show.' 

'I'll have to leave it to you,' says the editor. 'We're about to change the running order. 

Just make sure there are no lingering close-ups.' The editor is telling his journalist to use 

his initiative. 'Do my best,' says the writer. 'But there's a lot and it'll take time to edit them 
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out. I hope we'll be ready.' 

The final changes are written into the running order. The editor is still busily using the 

computer to do his calculations. The joy riders' crash, the damages story and the crime 

figures sequence have suddenly made the programme very top-heavy with crime and 

cars, more so if he has to drop material to make way for another interview. He's now a 

good three minutes overset. The easy way would be to drop Top field Farm, which alone 

would save three minutes. He could keep the European element, which is a story in its 

own right. The trouble is he doesn't relish facing Delia Ward afterwards. He looks around 

the control room, seeking inspiration, and notices the preview monitor on the stills store, 

which is just lining up on its subject of the Transfer story. 

Editor: 'Is that the Jamie Jamieson still? I thought he played for Barcelona. That's a 

Juventus shirt.' 

The stills assistant hurries off to check with the writer back in the newsroom. Five 

minutes to go. 'Script check,' orders the director. This is the final check before 

transmission, and everyone is expected to pay full attention. Loss of concentration here 

could result in disaster later on. Again, the director is in command, going through the 

complete running order, page by page, in rapid confirmation of all that has gone on 

before and since the first script conference nearly an hour earlier: . 

Director: 'Here we go then. We start with the Five O’clock titles and signature tune on 

Cart One. Then there's a rewrite of page one, Heads, on its way. That's John's voice over 

Cart Two of the motorway, Graphics One of the Crime Figures report, Cart One of the 

election scenes and Cart Two of the cricketer. Into the new lead, Joy riders, which is now 

renumbered page two. John and inset if the crash, map on Graphics Two,  package on 

Cart Two, which is going to be very late. Page four: Crime Figures. Val on Camera Two 

with an inset of the report, charts on Graphics One and then straight into a down the line 

with the author of the report. To confirm, it's Val doing the interview, not John as 

originally planned...' (To the editor) 'Your author's going to make it in time, is she?' 

Editor: 'Definitely.' (No one has dared tell him the regional studio in which the author is 

due to appear will be occupied by a children's programme until approximately 90 

seconds before the news begins.) 

Director: '... then fourteen, Election Political, the OB in Downing Street. Mustn't forget 
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the "live" caption. Don will end with a hand back to the studio. John picks up on page 

fifteen, the economy...' 

The director continues to rattle through it all, remembering to remind everyone page 

25, Damages Background, is out; Crime Figures, originally between pages 34 and 37, has 

been moved and renumbered; and Joy riders, previously at page 40 and 41, is now at page 

two. The few queries take only a few seconds to answer. 

Red flashing lights outside the studio and control-room doors indicate impending 

transmission. The studio begins to settle down. The prompter operator is at the keyboard 

of the computer, which allows the presenters to read their scripts while looking directly 

into the cameras. Val glances down at the notes she scribbled during a quick conversation 

with John, hoping she will be able to decipher them when the time comes to carry out her 

interview. Music filters into the studio, signifying the approaching end of the preceding 

programme. (Pictures from the regional studio where the report author should be appear 

in the control room on a monitor to the director's left. Several teams of children are 

engrossed in some elaborate quiz game.) 

One minute. A writer races into the control room with the rewritten headline page. The 

known death toll in the joy riders' crash has now gone up to eight. At the back of the 

control room a fierce argument is going on about the Jamie Jamieson picture. Voices 

rises. 

Thirty seconds. The director reluctantly tears his attention from the monitor bank. 

Director: 'quiet please! Stand by everyone.' 

Station announcements are coming to an end in the brief break between programmes. A 

square dot appears in the top right-hand corner of the screen, which is now showing 

station identification and a clock. 

Fifteen seconds. The dot disappears. 

Ten seconds. Nine. Eight. Seven... 

Announcer: '... that's at seven-thirty. But now, at five o’clock...’ 

Director: 'Stand by Titles.' 

Announcer: '... it's time for the news.' 

Production assistant: '... four, three...’ 

Director: 'Run it. Coming to studio and voice over...’ 
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Production assistant: 'Counting into opening headline ... two ... one...’ 

The titles and signature tune come to an end. 

Director: 'Cue him.' 

Presenter: 'Eight people are dead and four seriously injured...’ 

Director: 'Graphics One next...’ 

Production assistant: '... counting out of it - four, three...’ 

Presenter: '... after joy riders crash on a motorway...’ 

Director: 'Cut. Standby Vt One.' 

Presenter: 'Unemployment among the young...’ 

Director: 'Run vt.' 

Production assistant: '... two, one...’ 

Presenter: 'After last night's two by-election defeats...’ 

Lead story writer (to editor): 'all done - the vt's ready. And not too much blood.' 

Editor: 'Better not be. Any sign of our author lady? We'll need her in a couple of minutes.  

Director: 'We'll be coming to Camera One for page two. I said one!' 

Production assistant: 'Thirty seconds, Vt One.' (Buzz) 

Duty transmission manager: 'Can't see her.' (He indicates the preview monitor. The 

children have gone, but the studio is now ominously empty.) 

The director, following his script, waits until the presenter in the studio gets to within 

nine words of the end of the introduction to the joy riders' story. Then: 

Director: 'Run vt!' 

Production assistant: '... three, two...’ 

Presenter: '... just received this report from Tom Dixon.' 

Director: 'Cut to vt.' (He relaxes) 'A little more headroom on your presenter shot, please 

Camera Two. She's looking a bit squashed. Has our interviewee turned up yet?' 

Duty transmission manager: 'Doesn't look like it.' 

Director (grumpily): 'what am I to do if she doesn't make it. Show an empty chair or go 

on to the next story? We've got under two minutes.' (Wearily) 'Will they never learn?' 

Editor (reassuringly): 'She'll be there.' 

Production assistant: 'Thirty seconds left on this vt.' 

Director: 'Standby studio. Standby Camera Two.' (To editor:) 'Are you happy with the 

manoj.chauhan
 331



Jamie Jamieson still yet?' 

Editor: 'We're working on it.' 

Production assistant: 'Ten to go.' 

Director (seeing movement on the monitor showing the regional studio): 'Aha ... me 

thinks I detect signs of life out there. Coming to Camera Two...’ 

Editor (sounding smug as he wipes sweat-damp hands on his handkerchief): 'Told you 

she'd be there, didn't 17' 

Now the interviewee has arrived it seems certain Top field Farm will have to go after 

all. It will mean a change to the halfway heads. Delia Ward will need a big drink after the 

programme. So will he. 

Production assistant: '... three, two, one ...' Director: 'Cue her and cut!' 

Although they are unlikely to admit it in public, hardened news people still 

manage to marvel at the way production staff throw an almost entirely unrehearsed 

programme on the air without so much as a tiny hitch. The occasions when minor errors 

do occur - the director running a videotape too soon, the vision mixer pressing the wrong 

button, the sound operator fading up the words of an interview a second late, the graphics 

designer misspelling the place name on a map - are usually the subject of lengthy and 

heated inquests. Audiences probably do not notice until the mistakes are glaring, and then 

they seem to take a perverse pleasure from the knowledge that fallible humans like 

themselves people their favourite news programme. Perhaps that accounts for the 

enormous popularity of those television programmes composed entirely of scenes, which 

have gone wrong. 

There is a serious side to it. The reputation of television news rests above all on its 

editorial credibility (witness all that mail and those telephone calls from viewers) and if 

programmes become so riddled with production errors as to make technical 'cleanliness' 

impossible to maintain, there is a real prospect of the journalism itself eventually 

becoming undermined. 

Most of the mistakes, which do occur, could be avoided, but that would mean setting 

strict deadlines to ensure full rehearsals. It is not a realistic proposition for most news 

programmes. Television news people are acutely aware of the 'now or never' nature of 

their work. That is why editors are prepared to jeopardize an entire production for the 
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sake of including a late story breaking halfway through a programme. By dropping one 

on-camera item, taking the option of an 'early out' on a video tape insert and striking out 

all but one of the closing headlines, there is suddenly enough room to squeeze in 

something which may already be too late for most editions of tomorrow morning's 

newspapers. And that, television journalists will say with satisfaction, is a large part of 

what it's all about. Scheduled on the fringes of evening peak viewing time is to devise a 

combination appealing enough to stop viewers switching to another channel immediately 

afterwards. 

The pace in a typical local newsroom is bound to be more leisurely, and some of the 

issues less immediate, but for the aspiring television journalist, work on a regional 

programme may be far more stimulating than one nationally based. Staff numbers are 

invariably smaller and individuals harder pressed, opening the way for those with 

ambition to turn their hands to many different tasks. As a result, a number who start out 

as local news writers, producers or reporters soon find themselves being tempted by 

offers to join the bigger city or national programmes. In recent years, though, the 

professional satisfaction to be gained from working locally - to say nothing of the 

advantages of a better quality of life - has made it easier for many to resist, and the flow 

is by no means all one way 

There is also something immensely satisfying about being so close to the grass roots. 

Many of the subjects handled by national news writers and producers cannot be anything 

but remote from the vast audiences they serve. Local television journalists live with the 

knowledge that what they report and write about directly touches the lives of their 

viewers. It helps make them more careful. Instead of writing rude letters, complaining 

members of the public are liable to come round to the office and hammer on the door for 

an answer face-to-face, or accost any programme personality they recognize doing their 

weekend shopping. 

Some local programmes are superbly resourced, with enough talent, equipment and 

facilities to put many a national newscast to shame. Modern links vehicles and satellite 

newsgathering has also given editors the opportunity to do more 'live' inserts, adding to 

the immediacy which, knowingly or not, viewers have now come to accept. Live links by 

reporters, linking in and out of videotape reports and following them up with live 
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interviews, have become more common in both BBC and commercial television regional 

programmes. 

For the editor of an under-financed programme, the biggest headache is usually how to 

fill an allotted 10, 20 or 60 minutes every afternoon. There may not be enough staff to 

allow for a continuously high level of planning, so much of each programme may have to 

be assembled from scratch a matter of hours before that day's transmission. 

That leaves little room for maneuver, and should the already meager ration of stories be 

reduced for some reason, the alternative to the unthinkable - leaving a hole - is to pad out 

what remains. The result is not attractive. The live studio interview may have to be 

stretched by an extra minute even though the subject has been exhausted long before. The 

'news' slot may be so crammed with on-camera stories that it appears to be a convenient 

dustbin for dumping the oddments unwanted anywhere else instead of being a brief, 

crisply written round-up of matters of genuine interest. 

The arrival of the lightweight digital camera has not provided a complete answer. The 

speed and flexibility it adds to coverage has, in some places, led to more trivialization of 

the news, with almost every minor traffic event, every fire, every petty crime hyped to a 

level of treatment it may not deserve, simply because pictures are available or easy to 

obtain quickly. In the edit suites, the picture editor may be encouraged to lengthen shots 

or include those better discarded. 

Before long, if these conditions are allowed to persist, standards slip, fundamentals 

including proper shot listing are ignored, and the whole programme becomes flabby and 

over-written. The journalist's ancient battle cry of 'What's it worth?' is replaced by the 

anxious inquiry 'How long can you make it?' This may be an understandable attitude, but 

it is one, which does disservice to the viewer. Almost every story has its own 'natural' 

length; in whatever context it may be found. Going beyond it does nothing except debase 

the coinage. 

 

Headlines 

 

The style of many news programmes now incorporates opening 'headlines', words and 

pictures representing in brief each of the main or most interesting stories, the purpose 
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being to attract and keep viewers' attentions from the top of the newscast onwards. 

As a rule these headlines are preceded or followed by a generic title sequence and 

stirring signature tune. Title variants include real or abstract impressions of the general 

geographical locations or scope of subjects covered by the programme and shots of 

members of its reporting team, and of the studio. The tempo of the music and design and 

intricacy of the title sequence might also govern the duration of the headlines, a 

restriction not necessarily appropriate for each occasion. 

For all programmes, the headlines present the perfect outlet from which to 'set out their 

stall' for the viewing audience. Headlines work best with pictures with movement and 

action from the selected stories, preferably stories which will hold the audience through 

the entire programme. Editors who appreciate it make the task a priority, assigning their 

leading writers (or in some cases the presenters) to select the pictures and words with 

proper care. 

In most cases it ought to be possible to identify potential headline stories early enough 

in the planning cycle to brief the reporters and camera teams assigned to them to be on 

the look-out for an especially telling picture or two. Many of the most effective are those 

headlines, which have been shot specifically for the purpose and are not repeated in the 

body of a report. This does not mean losing out on the best pictures: a slightly different 

camera angle or framing is often quite enough. 

 

Guidelines for headline pictures 

 

Be brief - one shot should suffice. 

Keep camera movement to a minimum - it can be distracting. . People make the best 

pictures - buildings are boring. 

Ideally, every headline phrase to accompany the pictures should be short, clear and 

strictly relevant. In five or six seconds - fifteen or eighteen words - it should be possible to 

get across the essence of most stories. Brevity is preferable to headlines, which virtually 

tell everything, and clarity - one thought is better than two or more. Cleverly teasing 

headlines, however well written in their own way, may leave the viewer wondering and 

distracted. 
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Insets and studios 

 

A great deal of production effort often goes into creating the insets, which appear over 

the presenter's shoulder in the studio in some news channels. Some combine graphics and 

video most imaginatively. The least effective are those, which are too abstract for 

immediate identification by the viewer, or are out of proportion with the main subject - 

often a picture of a face - dominating rather than complementing the reader. At times, 

too, the writing does not always make a sufficient link to an inset, leaving the audience to 

guess the connection between what they are seeing and what they are being told. One 

reason for this could be lack of communication between writer and designer. There may 

not be a need in every case for a direct reference, but some positive link between the two 

ought to be established within the opening few seconds. 

As with the headlines, the best illustrations are often those which have been designed 

especially for the purpose, although some designers - or more likely the producers who 

instruct them - sometimes seem to be uncertain whether their efforts speak for themselves 

and feel the need to add a written word or two by way of extra explanation. All but a few 

are irritating and unnecessary, coming across as patronizing to the viewers who may feel 

they are being told they lack the intelligence to understand a purely visual concept. 

 

Halfway 

 

No doubt the fashionable 'halfway headlines' or 'still-to-come' sequences will disappear 

as quickly as they arrived, but for the time being they represent useful devices for chang-

ing the pace of a programme or linking sections separated by a break for advertising. 

'Halfway heads' present writers with a particular problem when all they offer the 

viewer is essentially no more than a repetition of the opening headlines. At this later stage 

of the proceedings, it could be argued, the emphasis ought to be different and room found 

for a subtle change in the words used perhaps only 15 minutes earlier to illustrate the top 

stories. The trick is to find another way of saying the same thing without losing the 

original impact in case members of the audience have missed the top of the programme. 
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This is especially true in the early evening, when the switch-on factor is probably highest 

among viewers returning home from work. 

'Still to come' offers two main promotional opportunities - for headline stories which 

do not make it into the first half of the newscast, and 'secondary' headlines for other 

attractive, perhaps less newsy items lower down the running order. But here words and 

pictures have to work hard to keep viewers watching, for the assumption is that a story, 

which does not appear high up, signifies its lack of importance. 

 

End headlines 

 

Closing sequences, which include a recap of the main opening headlines, with or without 

pictures, ought not to be just a lazy duplicate of what has gone before. Running headline 

stories, which have moved on, should be updated and others reworded to change tense. 

 

Linking to the weather 

 

Where there is news, expect there to be weather. Or, to be more specific, a forecast 

transmitted before, during, or after a newscast. Weather conditions provide a fascinating 

talking point not confined to audiences in those countries in which information about 

climate is regarded more seriously than almost anything else. Is it a rule of nature that 

everyone is interested in the weather forecast?  

 

For every television newscast the obvious importance of weather coverage as a 

service throws up a number of questions, 

the most crucial of which is whether it is 

part of and controlled by the news service, 

or an adjunct to and provided 

independently from it. The answer in 

many cases is both. Weather information, 

commonly placed around newscasts, may 

come within the remit of those who 
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organize an entire programme schedule; while more localized forecasts is an integral and 

vital part of regional news. 

Many years ago newscasts might have been content to let a presenter read out a short 

forecast as the last item - with or without an accompanying map or two - or hand the task 

to a not necessarily telegenic employee of the Met Office. Today, the daily weather slot 

lasting a minute or two is more likely to be one of the main ingredients by which the 

success of a news programme is measured. With it has come the creation of a breed of 

'weather-casters', many of whom have become public figures in their own right, whether 

they are trained meteorologists or television professionals. The extent to which 

idiosyncratic weather-casters are allowed the freedom to dress or behave in ways which 

match the conditions they happen to be describing depends both on the style of the 

programme they serve and the editorial control exercised over them. 

For the most part, though, newscasts benefit from offering forecasters who provide the 

weather outlook without too many frills. In either case the more scientific but rather dull 

recitation of information has tended to give way to easily assimilated summaries in a 

variety of styles and length against a background of maps and symbols from a separate 

studio or from within the same news setting. 

Much of the raw data is provided by state-owned meteorological centers, which gather 

it through a combination of satellites, ships, aircraft, rainfall stations and other sources, 

and have the scientists to analyze it. Increasing accuracy has allowed forecasts covering 

weekend and four-day periods to become a popular addition to programme weather 

Slots. 

Illustration of the weather has been revolutionized since the introduction of 

computer graphics systems (not all of which are as expensive as their sophistication 

might suggest). On-screen animation simulates the movement of weather fronts and cloud 

formations clearly and effectively. 

With the improved presentation has come the need to introduce the weather more 

imaginatively. 'Finally, the weather' scarcely does it justice. Surveys by news organiza-

tions provided the evidence they needed to show that the weather forecast was a critical 

part of a news service. The on-air time period provided for the weather has grown 

considerably, and it probably deserves it. 
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Activity: 

 
Ø Watch a news bulletin being aired and look for all the mistakes that have 

happened or things that could be improved. Write a report 

 

 

 Learning outcome 

 

Ø Ability to analyse and evaluate a well produced news bulletin from the bad one. 
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Lecture 27 
 
RUN ORDER, PCR COMMANDS AND CUES 
 
Objective 
 
Ø Understand concept of run order 
Ø Understand PCR commands and cues  

 

Introduction 

 

In this chapter we will talk about the run order or the plan or worksheet which details the way the 

bulletin will actually run or be transmitted. It is this run order which will finally help the bulletin to 

be rolled in the way it has been planned: the sequence, the duration, the breaks everything is worked 

out in the run order of a programme. Also we will learn about common PCR cues and commands 

 

The running order 

 

In addition to morning meetings embracing an entire newsroom staff, many organizations 

have formal or informal gatherings for individual programme teams. While editors and producers will 

be sure to keep track of progress during their duty day and the good ones certainly never lose sight of 

overall programme shape and content, they will often call their own teams together at various times 

as their plans begin to crystallize. A preliminary canter through items and their treatment is always 

useful, but often the pivotal part of any newsroom schedule is a meeting to structure in a more 

formalized way the sequence in which items are to be transmitted. 

Without this information readily to hand in some consistently acceptable form, the production staff 

would be unable to translate editorial wishes into a tele-visual format, and the result would be 

obvious to the viewer in a short time. Presenters would be addressing the 'wrong' cameras, 

introductions would not match the reports for which they were constructed, graphics would be out of 

sequence or fail to appear on the screen at all. In short, the whole broadcast would disappear in 

confusion. 

 

The five o'clock report: programme timetable. 
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730 ----   Overnight UK and foreign news prospects updated on newsroom computer system. 

Everyone can see the same information.  

 745---- Editorial team have all arrived 

  

 845--- Morning meeting. Everyone has printed hard copies of the prospects but  original ideas are 

what matter most. 

  

 11330-Provisional running order goes into the computer 

  

 1600-Running order updates and changes 

  

 11615-Short editorial meeting 

  

 11650-Script check in studio 

  

 11700-Transmission 

 

 

 This figure  shows How a day on The Five O’clock Report might progress towards transmission. The 

morning editorial meeting would involve staff on all programmes. Those reporters and camera crews 

not already on assignment would be briefed as early as possible: coverage intended only for The Five 

O’clock Report might not be decided until the programme meeting at 0930. Compilation and writing 

of programme items begins immediately the programme prospects have been prepared, and may not 

finish until transmission has begun. 

  Yet crucial though it is to the smooth transmission of a programme, there is nothing especially 

complicated about this running order or rundown. In some small news operations it need be no more 

than half a sheet of paper on which the director notes the details as dictated by the programme editor, 

and then passes them on for the relevant staff to carry out. In other cases it is a lengthy, detailed 

document, which emerges only after earnest discussion. 

In either case, while practical necessity demands that it may have to be drawn up and distributed in 

plenty of time for transmission (and it follows that longer programmes need longer running orders, 
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which therefore take proportionately longer to compose) the chances are it will be subjected to 

considerable change as programme deadline nears.  

That is inevitable, because even without the need to accommodate newly breaking stories, so 

much of what is committed firmly to the news processing computer at any stage up to and probably 

inducing transmission is no better than educated guesswork, based as it is on frequently sketchy 

information about such unpredictable matters as the estimated arrival of satellite pictures and sound 

from some remote spot, the duration and substance of a political speech (combined with the ability of 

the team on the spot to identify the most important part of it and feed it to base), the willingness of an 

interviewee to postpone a date in a restaurant in favour of two minutes in front of a robotic camera in 

an otherwise unattended television studio, added to the notional time it takes to edit and script half a 

dozen complicated packages. 

For all this, the running order is the foundation on which any program begins to assume a 

definite shape, and even experienced editors feel uneasy until it has been prepared. Many writers, 

meanwhile, like to know how the elements for which they are responsible are meant to fit into the 

overall scheme of things, if only because it enables them to decide whether they will need to 

construct phrases linking one item to the next. 

The programme editor/producer will probably preside over the running order conference, 

perhaps canvassing colleagues for their opinions when outlining the framework and giving an idea of 

the approximate time he or she proposes to devote to each separate item. In some longer news 

programmes, departmental heads with their own teams representing consumer affairs, environment, 

sport, arts etc., contribute regular blocks, having a fixed allotment of airtime without needing to 

bargain for space. 

This semi-autonomy of specialist areas can create enormous difficulties for editors trying to 

balance editorial priorities as they see them, and often represents a weakness either in the system or 

the people involved. Another headache for senior programme heads is the interest sometimes shown 

by executives even higher up the scale, especially those who find it difficult to keep their hands off 

operational areas they once controlled. This happens in all news areas. It is not unknown for a daily 

routine, originally established as a genuine wish by a senior executive to be informed about how 

things are going at the sharp-end, to metamorphose with time into yet another full-blown editorial 

conference which keeps editors away from their main duties for too long and during which 

'suggestions' made about the running order or individual items cannot be ignored. Other editors will 

complain that distance is no savior. Thanks to modern communications systems, senior executives 
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need not leave the comfort of their own homes or offices to view programme running orders and if 

necessary take issue bye-mail or telephone with those notionally in charge. 

Along with the morning editorial meeting, the running order conference, held at an unvarying point 

in each day, should represent one of the rocks on which the programme infrastructure is built and be 

mandatory for all staff involved to attend unless engaged on matters so essential that the team effort 

would otherwise be affected negatively. 

  

No. Title Source Writer Duration cum.dur. 

Checked 

001 TITLES/HEADS VTS JJ 0.45  

002      

003      

004      

005 ELECTION/INTRO CAM 1/INSET/STILL  0.45 01.30 

006 ELECTION/SCENES CVT/SUPERS CR 1.00 02.30 

007 ELECTION/REACTIONS CAM 1/INSET  0.30 03.00 

008 ELECTION/INTVWS VT/SUPERS  1.30 04.30 

009      

010      

011      

012 ELECTION/REST CAM 2ICU/CHARTS  0.45 05.15 

013 ELECTION/ROUNDUP CAM 2ICU  0.15 05.30 

014 ELECTION/POLITICAL OB/SUPERS  2.15 07.45 

015 ECONOMY CAM 1/INSET JL 0.15 08.00 

016 ECONOMY/MIKE CAM 3/CHART    

017 ECONOMYIWRAP VT/SUPERS  3.00 11.00 

018      

019      

020      

021      

022 DAMAGES CAM 2/INSET/MAP RS 0.45 11.45 
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023 DAMAGES/INTERVIEW VT/SUPERS  1.00 12.45 

024 DAMAGES/2 WA Y OB/SUPERS  2.15 

025 DAMAGES/BACKGRD VT/SUPERS  1.30 16.00 

026 DAMAGES/TRAIL CAM 1/INSET TC 0.15 16.15 

027      

028      

029      

030 HALFWAY CAM 1/CU TC  16.30 

031 FARMING VT   16.45 

032 ORPHANS VT   17.00 

033 RECORD VT RB  17.15 

034 CRIME FIGS CAM 2/INSET MR 1.00 18.00 

035 CRIME/NW VT/SUPERS  1.45 19.45 

036 CRIME/MET CAM 

2IINSET/CHARTS 

 0.30 20.15 

037 CRIME/CHIEF STUDIO 1 + 1/SUPER JS 2.15 22.30 

038 KIDS CAM 1/CU RA   

039 KIDS/SMITH VT/CHARTS/SUPERS  2.30 25.00 

040      

041      

042      

043 TOPFIELD CAM 2ICU MR 0.15  

044 TOPFIELD/EUROPE CVT  0.30 25.45 

045 TOPFIELD/REPORT VT/SUPERS  3.00 28.45 

046      

047      

048 CRICKET CAM 1/INSET JG 0.15 29.00 

049 CRICKET/AUSSIE VT  1.00 30.00 

050      

051      

052 END HEADS CAM 1/CU    
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053 END/PIX VTS/SUPERS  0.45 30.45 

054 CLOSE CAM 3/END TITLES  0.30 31.15 

  

The running order in the computer compiled after The Five 'Clock report programme-- 

Meeting. Different news organizations layout running orders in different ways but this is typical for 

any of them. Every item is allocated one or more page numbers and titles to ensure flexibility. Other 

columns may show technical resources and the name of the writer/producer/reporter or an embargo 

time. The notional allocation of time at this early stage gives the editor an indication of overall 

running time Changes to content and duration are inevitable 168 Constructing a news programme 

The rest of any typical programme timetable   is very much a matter of taste, dependent as it must 

be on factors, which vary from organization to organization. Logic suggests, however, that a brief 

review of the running order is useful before the production team repairs to the studio, and that pre-

transmission checks   are equally valuable. 

 

 Running order format 

 

Some programme heads leave their production staffs with the responsibility for constructing and 

amending running orders, but as so much depends on editorial as well as technical judgments there 

remains a general reluctance on the part of most journalists to relinquish this control. 

The idea of establishing a formal running order format would be considered almost laughable by 

many newsrooms for whom the daily newscast is a simple, almost mechanical matter. For others, the 

benefit of consistency is obvious. Bigger newsrooms with regular staff turnover need newcomers to 

understand and comply unfailingly with a system, which leaves no room for error. 

Insistence that everyone to a carefully defined format constructs running orders and scripts 

makes for speed and efficiency. With the introduction of uniformity so many simple mistakes are 

avoided: in the understandable haste which accompanies any approaching deadline it is all too easy to 

go wrong when no one is entirely sure whether the item entitled 'Politics' in the running order is the 

same as the one headed 'Downing Street' on the script or whether it is the same as the 'Tax Interview' 

tape which has been delivered to the transmission suite. It takes no great leap of imagination to appre-

ciate how easily the wrong item could be transmitted. 

Fortunately, with modern technology, mistakes are less prevalent than they once were. One of 

the main strengths of any of the newsroom computer systems is the ability to cope easily with the 
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creation of running orders, and to handle all possible combinations of changes, up to and including 

transmission, within seconds. 

We will come to that later. For the moment let us concentrate on the example of a fairly 

typical running order   Each item is given a page number and title by which it is identified during its 

brief life as a way of avoiding the kind of confusion described above. Where stories are particularly 

complex, or have several strands to them, they are allocated successive page numbers and titles. This 

is so that the individual writers responsible for them can produce scripts page-by-page to speed 

distribution. 

Our specimen running order also contains several numbers against which there are no titles. 

This is a built-in allowance for any new stories to be slotted in without disturbing everything else. 

Where really drastic changes cannot be accommodated the choice may be between scrapping whole 

pages and renumbering or accepting pages out of numerical sequence. Whatever the decision 

employed, any changes, however minor, have to be communicated to the production and technical 

staff, so by the time the news begins no one is in any doubt about the part he or she is meant to play. 

While the running order layout itself is very important, it does not have to be complicated. 

The chief consideration is for it to be easily understood by all. Essential ingredients are numbers, 

titles and sources, and behind what may seem to be a straightforward exercise, a great depth of 

journalistic experience and understanding has to be shown by the editor in the hours between the 

round of formal and informal conferences and the drawing up of this instrument. 

 

 Timing 

 

One of the most important factors in the construction of any running order in a fixed duration 

news programme is the allocation of a notional length to every story and, where multi-element stories 

are concerned, a notional length for each component. It is both an intellectual and journalistic 

exercise. All allocations are based on what weight an editor attaches to the interest and importance of 

separate items, their treatment, provisional position in the order, and the effect each element 

contributes towards the content and tempo of the programme as a whole. 

Time is not the only consideration. Short bulletins are just as difficult to compile and require 

the same attention to detail, even though they may lack some of the trimmings associated with 

lengthier. Productions. No part of the programme, however seemingly insignificant, must be missed. 

Every facet has to be built in and accounted for as part of the tally, including opening and closing title 
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sequences, headlines if any, and the time it takes for the presenters to ad-lib their sign off. 

At this stage the arithmetic need only be very rough, but without it the editor will have no idea 

whether his or her programme is likely to meet its target duration. This, within the boundaries of 

conventional programme scheduling, is almost certain to be consistently very strict to meet overall 

station requirements. These may encompass’ junctions' with complementary channels, advertising 

breaks and the transmission of regional or local programmes. So any production of any type which 

does not carry advertising will probably be a minimum of thirty seconds shorter than its supposed 

length, the spare time being used for in-house 'trails', and other presentation announcements as a 

means of ensuring the next programme, of whatever category, starts exactly when scheduled. In this 

way, then, a typical half-hour news programme may last only 29 minutes 30 seconds, while a 

commercial half-hour news is likely to be nearer 22 minutes by the time advertisements are taken into 

account. 

Another consideration to be faced by the editor in compiling a running order is the relentless 

pressure generated by the uncertainties of news and the process of gathering it. So much can go 

wrong, with stories going down for editorial or technical reasons, or simply not turning out as 

planned, the nightmare prospect of under-running is ever-present. It takes a steely nerve born of vast 

experience (including a few near-disasters) not to over-commission for the sake of safety or to 

succumb to the temptation of being too generous with material which comes in early and is available. 

Editors known for a consistent tendency to over-set earn a justifiable reputation for being 

indecisive, and the inevitable consequence - having to leave out stories from the final transmission 

list - often leads to disappointment and anger on the part of those who might have sweated blood to 

gather material which ends up being junked for no other reason than it is fortuitously the 'right' length 

to fit the editor's eventual need for savings in timing. 

Some editors, mindful that a story dropped amounts to wasted effort and resources, build’ in 

ostensibly timeless 'shelf' or 'standby' edited items as an insurance against some sudden news famine, 

in the confident expectation it will never happen. In theory it seems a good idea. Unfortunately it has 

been known for weeks to go by with the same 

report dutifully included in every running order and put back on the shelf unused, until the day comes 

when - against all the odds - it has to be dusted down and drafted into Emergency use. Because it has 

been previously viewed and found acceptable, no one in the hard-pressed news team feels the need to 

do so again, and on transmission the 'shelf' item is found to be embarrassingly out of date or to 

include an interview with someone who has since changed their opinion or their job or simply died. 
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 Putting it together   

 

There are other influences at work, too. In the competitive world of television journalism, reporters 

and correspondents are not above pushing their own stories against those of others, not hesitating, if 

necessary, to go over the head of the editor to more senior figures in the hierarchy as a means of 

encouraging favourable treatment. Insistence from a specialist correspondent that this or that report 

'must go today' because the opposition may have caught wind of it is hard to resist, as are the exhor-

tations from the foreign desk that a news team's expensive deployment somewhere or other abroad is 

sufficient reason for every contribution they send to be used, never mind how little news they have to 

report. 

Editors certainly do have to take all this into account, but they also have to be prepared to 

battle for their programme as they visualize it and on behalf of the rest of the team helping to shape it. 

Because it happens to be a star reporter who is pleading for 'just an extra thirty seconds' on a piece 

there is no reason to agree automatically, especially when 'just an extra thirty seconds' are being 

sought by a dozen others, perhaps with more justification. Editors have - should insist on having - the 

last word, and those who give in too readily are soon marked down as an easy touch by the bullies 

and lose the respect of those whose stories have to be sacrificed. 

 A disciplined approach to the process must at the same time not rule out a willingness to 

accept changes in content, treatment and duration of any item, where these seem appropriate. 

Flexibility and confidence based on secure judgment about news values in  general, as well as the 

worth of every item to the programme, should be a prerequisite for appointment to the role of an 

editor: and if that means putting older or more experienced journalists in charge, so be it. 

Being entirely responsible for what perhaps several million people will see on their television 

screens for a short period is a thrilling and privileged proposition for those who care to think about it, 

so the editor will attempt to bear all this in mind when roughing out a first draft. 

Poor news editors, making notional timings in multiples of 15 seconds will make the 

arithmetic simple at this stage: adjustments can be made when the real figures are known. Not even 

the most optimistic editor expects the duration of every story to be as originally allocated, but the 

tendency is for some of those which end up slightly longer to be offset by some of those which end 

up slightly shorter. Later, as the hours count down towards transmission and the duration of every 

finished item is fed into the newsroom computer system, it is hoped the running order will show a 
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balance being achieved, the aim being to make it unnecessary to discard large chunks of material. 

 

Dealing with breaking news 

 

In addition to monitoring the progress of items on the running order as first envisaged, the 

editor's antenna should also be tuned to the possibility of unexpectedly 'new' news. 

For journalists who thrive on the kick of late-breaking news, television offers endless opportunity to 

indulge themselves. Scarcely an hour goes by in any newsroom without some event worthy of being 

reported presenting itself. The predicament facing editors is what to do about it. And when. 

The television news machine, for all its ability and sophistication, is in many ways still very 

cumbersome. Putting a newscast of any size (duration) on the air is not unlike putting something into 

space: you can stop it being launched right up to the last moment, but once the thing is on its way it is 

very difficult to change course significantly without jeopardizing the entire mission. 

 

 

 PCR Commands  

 

The production control Room has certain Commands and cues that will help in communicating while 

the news or programme is going on air. we can learn one by one. 

This will help us in doing studio production or taking a live studio interview. 

Stand by. For the hand signal to “stand by,” the floor manager raises his hand and arm at the 

beginning of the show or following a spot break  

Cue. For the hand signal to  “start talking” or “begin action,” the floor   manager raises his  hand and 

points to the talent. 

Cut.  For the  hand  signal  to  “cease  talking”  or “stop action,” the floor manager draws his hand 

across his throat in a slashing motion    

Stretch.  For  the  hand  signal  to  “stretch  it”  or “slow down,” the floor manager pulls his hands 

apart  as  if  stretching  a  rubber  band.  Longer amounts  of  time  are  

indicated  when  the  floor manager places his hands farther apart at the end of the stretching motion; 

shorter time amounts are indicated when the floor manager places his hands  closer  together. 
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Speed up. For the hand signal to “talk faster,” the floor   manager   rotates   his arm  and   hand 

clockwise in a circle above his head. The speed of the rotations are related to the urgency of time. 

OK. For the hand signal that “everything is fine,” the floor manager makes a circle with his thumb 

and  forefinger. 

 30 seconds to go. For the hand signal that there are 30 seconds remaining in the show/segment, 

the  floor  manager  forms  the letter T with  both hands. 

 15 seconds to go/wrap it up. For the hand signal that   there   are   15 seconds  remaining   in 

  the show/segment  and  the  talent  should  wrap  up what  he  is doing,  the  floor  manager  creates 

 a grabbing motion with his hand that results in a fist. 

 Speak more softly For the hand signal to “speak more softly,” the floor manager raises the palm 

of his hand to his mouth. 

 Speak up. For the hand signal to “speak up,” the floor manager cups his ear with his hand. 

 Speak or look at this camera.  For the hand signal to “speak or look at this camera,” the floor 

manager points to the on-air camera with  his hand.  Awaving motion  from  one  camera  to another 

  alerts   the talent   that   the   director  is switching the shot to another on-air camera. Be precise and 

deliberate when you deliver hand signals. Do not wave your arms in the air frantically   this will only 

confine and imitate the talent.  

During a television production, the studio floor is usually a maze of lighting and camera 

cables that can hinder the movement of the cameras and also be a safety hazard. The floor manager 

must make sure these cables are stored or positioned safely. Furthermore, he should find out from  the 

 camera  operator  and  director  how much camera movement expected.  The above diagram shows 

the action of Commands in floor or PCR production is  under  way,  any  number  of problems may 

develop on the studio floor. Cameras may refuse to move or the talent may develop giggling fits. In 

normal circumstances, the only way the director can find  out  about  these  problems  is  through  the 

 floor manager.   

 

Activity 

 
Prepare a run order for the television project and role the bulletin according to it. 
Get run orders from leading news channels and do a study. 
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Learning Outcome 

 
Ø Ability to prepare a run order and work according to it 

Ø Grasp of PCR commands 
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Lecture 28 
 
PRODUCTION PHASES AND PLANNING 
 
Objective 
 
Ø To understand the three stages of production, their importance and planning for 

each  

 Introduction  

There is a saying in TV production; the most important phase of production is pre 

production. The importance of this is often more fully appreciated after things get pretty 

well messed up during a production and the production people look back and wish they 

had adhered to this axiom from the start.  

 Pre-Production 

 In pre-production the basic ideas and approaches of the production are developed and set 

into motion. It is in this phase that the production can be set on a proper course, or 

misdirected (messed up) to such an extent that no amount of time, talent, or editing 

expertise can save it. In order for the program to be successful, the needs, interests, and 

general background of the target audience (the audience your production is designed to 

reach) must be studied and kept in mind throughout each production phase. 

In order for your program to have value and a lasting effect, the production must 

in some way affect the audience emotionally. This assumes both knowledge of the prime 

directive and the target audience, and it ends up being a major key to your success.  We'll 

elaborate on all of these concepts in later modules.  

During pre-production, not only are key talent and production members decided, 

but all of the major elements are also planned. Since things such as scenic design, 

lighting, and audio are interrelated; they must be carefully coordinated in a series of 

production meetings. 
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Once all the basic elements are in place, rehearsals can start. 

A simple on-location segment may only involve a quick check of talent positions so that 

camera moves, audio, and lighting can be checked. 

A complex dramatic production may require many days of rehearsals. These generally 

start with a table reading or dry rehearsal where the talent, along with key production 

personnel, sit around a table and read through the script. Often, script changes take place 

at this point. 

 The Production Phase 

The production phase is where everything comes together (we can hope) in a kind of final 

performance. Productions can either be broadcast live or recorded. With the exception of 

news shows, sports remotes, and some special-event broadcasts, productions are typically 

recorded for later broadcast or distribution. 

Recording the show or segment provides an opportunity to fix problems by either 

stopping the recording and redoing the segment or making changes during the 

postproduction-editing phase.  

 And, Finally, the Postproduction Phase 

Tasks, such as striking (taking down) sets, dismantling and packing equipment, handling 

final financial obligations, and evaluating the effect of the program, are part of the 

postproduction phase. 

Even though postproduction includes all of these after-the-production jobs, most people 

only associate postproduction with editing. 

As computer-controlled editing techniques and postproduction special effects have 

become more sophisticated, editing has gone far beyond simply joining together 

segments in a desired order. As we've noted, editing is now a major focus of production 

creativity. 
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Armed with the latest digital effects, the editing phase can add much in the way of 

razzmatazz to a production. In fact, it's pretty easy to become enthralled with the special 

effects capabilities of your equipment. 

Activity: 

Ø Plan the production of a studio-based show like we the people according to the 

three stages of production, also give all details of personnel and equipment  

Learning outcome 

Ø Developing the ability to plan for any kind of television production 
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Lecture 29 

 

ELECTRONIC NEWS GATHERING 
 
Objectives 

 
Ø Understand what is electronic news gathering 

Ø Understanding reporting the ENG way. 

  

 Introduction 

 

In this session we are going to discuss the whole process of electronic newsgathering. 

Earlier when one thought of filming it was with heavy cumbersome cameras and a whole crew of 

people but with electronic newsgathering – news became what it is today. A lightweight camera and a 

small crew made shooting less cumbersome and faster.  

 

 The rise of ENG - electronic news-gathering 

 

The first television station to take the plunge and replace its entire 

film equipment with ENG is believed to be KMOX-TV in St Louis, 

Missouri. Cameras, processing, viewing and editing facilities were all 

disposed of in one grand gesture in September 1974. Interest in the system 

was already spreading among other local American stations which were 

beginning to appreciate how ideally electronic cameras were suited to their needs for early-evening 

news programmes. 

By 1976 ENG had dominated television reporting of the US Democratic and Republican party 

conventions and the US presidential election campaign. It was also being used in Europe: Japanese 

coverage of the London economic summit of May 1977 included ENG pictures which were beamed 

back to Tokyo by satellite and, as a bonus, transmitted by the BBC as part of their domestic output. 

But the European services themselves were moving more cautiously, opting for trial periods in which 
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to evaluate the technical and editorial problems, while managements sorted out the changes necessary 

in staffing and retraining if ENG were to become permanent. NOS of Holland started their 

experiment using film as a back up. 

The BBC opened their 12-month trial on 10 October 1977, when an interview with Margaret 

Thatcher, then leader of the Conservative opposition, was recorded at the House of Commons and 

shown on the lunchtime news. ITN, at that time their only British television news rival, began their 

experiment during the general election campaign of April-May 1979, a year during which it was 

reckoned that more than half the television stations in the United States already had some ENG 

capability and more than 300 had followed KMOX-TV and gone all-electronic. 

The final adoption of ENG elsewhere was still by no means automatic. Negotiations with the 

broadcasting unions were proving particularly difficult and long-drawn-out. 

The networks had no doubts about ENG and committed themselves heavily. Within the United 

States it meant that facilities for processing 16 mm film were rapidly becoming so scarce that 

foreign-based news services faced the unattractive alternative of either air freighting their 

undeveloped material home (with the obvious risk of it being well out of date before it reached the 

other side of the Atlantic) or buying American electronic coverage off the shelf. 

Abroad, ENG was being used to the extent that the editor of one British television news 

organization complained that he would be able to use material sent by satellite from London and back 

by an American crew many minutes before film of the same story shot by his own crew on their own 

territory was out of the processing bath. To be beaten in his own backyard, he believed, was 

unacceptable. His argument may not have been the clincher, but by 1980 any remaining opposition 

was disintegrating, and the switch from film to ENG was going ahead at full speed. 

 

How ENG works 

 

The basis of electronic newsgathering is a lightweight camera and an integrated, detachable or 

separate videocassette recorder by which picture and sound are captured. Most systems are capable of 

being operated by one or two people, depending on staffing policy and story circumstances, but the 

trend is strongly towards the single-piece camcorder (camera-recorder) worked by one person. 

Developments by 2000 had been influenced by a progressive reduction in equipment size and 

weight, together with improved quality, reliability and ease of use. Alongside 76 Words and images 
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Beta SP (superior performance) and 

the camera/half-inch (12.5 mm) tape 

system used widely since the late 

1980s, came DVC, the digital video 

system now more widely accepted. 

For the broadcasters it has offered 

economy and acceptable quality. 

There is a problem during the 

shooting stage when human ergonomics and physics mean the very lightness of the camera makes 

static shots more difficult to obtain. It is hard to keep the shot steady when the camera has such little 

weight. The biggest change of all now anticipates the replacement of tape altogether, with 

newsgathering on disk and in some cases on a disk removed from a disposable camera (the camera 

being no more than a cheap enclosure which holds the disk). 

The advantages over film seem obvious now. No more delay while film is processed means the 

pushing back of deadlines: ENG teams can spend longer on the same story, or simply cover more. 

Coverage can (usually) be checked for quality and content on the spot. Electronic and digital tapes 

are cheap and reusable. Most important of all is the flexibility the system offers. At the most basic 

level, an ENG or digital camera-operator or reporter on location records sound and pictures onto 

industry-standard videocassettes and returns them to headquarters by hand for editing and 

broadcasting. Where tape really comes into its own is when signals from the unit are fed back to base 

by microwave or even secure Internet link, live or already recorded.  

Some ENG teams travel in customized vehicles carrying their own equipment from which to 

transmit the pictures home. Others drive unmarked camera cars and have their transmitters installed 

in separate vehicles (sometimes known as facilities units, fast response vehicles or live links units) 

with which they can rendezvous at some convenient time and place. The tape is replayed to base by 

the unit's own cassette recorder. 

As a much-used alternative, the camera signal is relayed from location to the mobile unit over a 

short-range radio link. Here again the pictures are recorded on the spot or simply bounced onwards 

using the aerial on the vehicle roof. (If the location is close by, the short-range link is in itself 

powerful enough to transmit the signal to base.) The aerial is aligned with microwave link dishes 

sited on the tops of tall buildings or masts, which in turn pass the signal to receivers at news 

headquarters. Another option is to play the tape direct from the telecommunications points dotted 

around the country. 
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Many radio stations also have these 'plug-in' or 'inject' points from which ENG pictures can be 

played, and other permanent circuits are installed in urban centers. Direct for 'live' or recorded 

transmission Cassette sent to base for editing. 

 
Material can be recorded on the spot then sent or delivered by hand or transmitted back to base directly or via 

an intermediate microwave link point. It can also be recorded and transmitted live simultaneously Sent or 

relayed to intermediate microwave point 

 

 Reporter in ENG 

 

In electronic newsgathering, stories tend to fall into one of several categories: spot news, general 

news, feature news, and sports news. Each of these areas requires a unique approach on the part of 

the photographer, and each has its own guidelines that define a certain look. When a story is assigned 

to you, the nature of that story sets up certain expectations about how it will look and how you will 

approach the shooting. 

 

Spot news 

 

Although spot news is the reason most photographers come to TV news, it is the hardest ENG style to 

master. It is truly what shooting news is all about. Whether it's a gunfight between law enforcement 

and a. cult group, a raging war in the Middle East, or The attempted assassination of the president, 

you because of your presence-are recording history. Even the most mundane event can suddenly 

become a moment in time that will live forever. 

How well you do your job will also live forever. If you fail, generations to come will miss seeing 

that dramatic moment. Think for a moment how many events in history you remember by the pictures 

you saw; think how much less impact the events would have had if they had not been recorded on 

film or tape. If we never saw an atomic explosion, would we be as awed by its power? If we had not 

. 
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seen the war in Bosnia every night on the evening news, would we really grasp the death and 

suffering involved there? 

News photography lets the viewer see and hear things as if he or she were actually present.  An 

ENG photographer's job is to bring the event to the viewer so that the viewer can react to what is 

happening. 

It is not the photographer's job to tell someone that a war is immoral but rather to show what a 

war is like, what is taking place, and the effect it has on those involved. Most ENG photographers 

will never be in a position to record a major part of history, but some will, often solely by the luck of 

being at the right place at the right time. Therefore, each photographer must be prepared to rise to the 

occasion. 

When shooting spot news, the photographer will be in one of three situations: (1) in the middle of 

what is happening, (2) in the middle of the aftermath, or (3) stuck on the perimeter while the event is 

happening or just after it has happened. 

 

Shooting in the Middle of the Action 

 

One of the most famous examples of this situation is the assassination attempt on President 

Ronald Reagan in the early 1980s. The camera crews assigned to shoot every move the president 

makes had no idea what was about to occur on that fateful morning. Within a few seconds, the calm 

scene was transformed into one of utter chaos. The photographers had to operate on instinct and 

training to capture that moment of history. Some did better than others at capturing the event. The 

best shooting came from an NBC cameraman, who held his shot wide until he could tell what was 

going on and then decided what was most important to show. He moved the camera and used the 

zoom lens to take viewers from one horrible section of the scene to the next, pausing just long enough 

to show what was happening before moving to the next area of action. No shaky zooms or wild pans 

whipping around to distort what the picture contained. The cameraman found and held the shot on 

each element in the story in the order of its importance. 

You can imagine the amount of self-control it took to do his job under these circumstances. Not 

many people could have done it, but this is the situation you must always be ready for if you work in 

news. It does not have to be the president; it could happen at a simple court hearing or as you follow 

a mail carrier on his route. Sometimes unexpected events happen when a camera is there. A simple 

demonstration by a student group may escalate into a full-scale riot with you at the center. 

If you find yourself in the middle of a situation while it is happening, keep your lens at its widest 
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setting and keep your videotape rolling. It sounds simple, but it is surprising how many good pieces 

of news have been lost because this rule was not followed. If the story is breaking around you, you 

must shoot it as you would see it. Don't zoom in to one element and exclude the others that are still 

happening. Pan if you have to, or walk to a better vantage point, but save the zoom for later when you 

feel more in control of elements. 

 

Keep Rolling Above all, 

 

Keep rolling. From the moment the camera is turned on, roll tape and don't stop for any reason. 

(After things settle down or you gain control of the situation, you can be more selective about rolling 

tape.) White balance while rolling, run from your car or van while rolling and try to make every 

second of the tape viable. Even when you are running with the camera to get a better position, keep 

the camera on the action and as steady as possible. 

By keeping the videotape rolling continuously, you cover yourself in the event something 

unexpected takes place while you are on the location. Many times the biggest moment of drama 

comes from seemingly nowhere. That fireman bursting from the front door could be the best or most 

important element of the story. 

 

Keep the Lens Setting Wide 

 

 The previous point is one of the reasons to always stay wide. Camera movement is less noticeable 

when the shot is wide, and you also have a smaller chance of missing some important action. These 

are not events you will be able to get later on; once they are missed, they are gone forever. Use the 

camera as you use your eyes let the viewer see as much as possible of what you see. Let it all take 

place before you. Use the zoom only to maintain the field of action. Go in only as tight as is 

necessary to eliminate areas of "dead" space. 

 

Look as You Shoot 

 
 It may seem silly to say this, but you have to tell yourself to look up once in a while. With the lens 

wide, you can easily take your face away from the viewfinder and look around as you shoot. Watch 

your back. Look out for danger or getting in the way of emergency personnel. Above all, look for any 
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elements you may be missing because your eye is glued to the ones in the viewfinder. When covering 

an event such as the Los Angeles riots, this technique could save your life. 

 

Hold the Shots  

 

You must learn to count in your head while you shoot. In the middle of a breaking story, time will 

become very distorted. When you think you have a long enough shot of one particular element, you 

probably do not. 

Ten is a great number to use. Unless you must change shots in order to capture something that is 

Leaving the scene or providing a more dramatic element, count to 10 before making any changes in 

your shot. This allows the viewer time to perceive the shot and gives the editor the ability to cut out 

pans and walking shots to condense the event for presentation. 

 

Get Static Shots 

 
 Don't forget to get set shots or static. If the action slows for a moment, look for a good 

composition that you can make near where you are positioned. Don't stop rolling, but slide to the 

next camera angle and hold the shot as if on the tripod. Try to find the most dramatic angle you 

can-one that shows the totality of the event either literally or symbolically. Use this moment to 

catch your breath and organize your thoughts as to where you should be next. Just take in the 

scene, read it, and try to anticipate the next area of likely action. These static will probably be 

some of your best shots. 

 

Check Your Gear Often 

 

 Don't panic in the middle of an action scene. Move to your first shot and count it out, go to the 

next shot and count it out, and keep that tape rolling. Check the tape often to make sure it is indeed 

rolling, and check your audio often to make sure the sound is there and not too low or over mod-

ulated. Stay wide, keep rolling, time your shots by counting in your head, and look for the most 

important elements to photograph. Stay with the action, and check all of your systems as often as 

possible. 
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Shooting in the Aftermath 

 

The second example of a spot news situation is one in which the main action is over and all that 

remains is the aftermath. For example, you arrive at the scene of a gas explosion shortly after the 

firefighters have begun to aid the victims. This situation can also be very intense with quite a bit of 

pressure, but for the most part things are under control. While you should still follow many of the 

same principles as when shooting in the middle of the action, a situation like this usually gives a 

photographer more time to make shots. Shooting in the aftermath is the most common type of spot 

news. It still requires much hustle to get all the elements, but nothing new is going to happen. All the 

fire equipment is in place, the medical personnel are attending the injured, or the police have sub-

dued the gunman. 

In this type of aftermath situation, you do not need to roll tape the entire time, but the situation 

does demand fast decision-making nonetheless. You are still trying to present the story as the 

viewers would see and hear it if they were present. Because the events are under more control than in 

the first situation, your shooting can be more controlled. 

 

Look for a Variety of Shots 

 

 Look for a good opening wide shot, and try to stay wide for most of the action shots. Because 

things are not moving as quickly, you have the time to look for medium shots and, above all, 

close-ups. With the zoom lens, you can pursue the tight shots of faces that really tell the story of 

the individuals involved, without fear of losing other elements of the story. 

 

Look for the Action 

 

 With your knowledge of sequencing and storytelling elements, you should know what shots to 

get and be out there getting them while staying out of the way. The key is to always look for the 

action: Shoot what moves but keep with the story. Do not get sidetracked with unimportant things 

like shooting the crowd of onlookers. As when shooting in the middle of the action, this type of 

shooting is often off the shoulder, so use your feet as much as possible to get close to each 

element. 
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Focus on the Story 

 Do not include extraneous shots in what you shoot; you are merely wasting time and tape. If the 

crowd of spectators is not part of the story, do not shoot them. If the police are having a hard time 

moving them back, then they are part of the story. If the story has enough action in it, then there is 

no need for a cutaway and you should look for transition shots instead. By varying angles and 

focal lengths, the piece should fit together without the useless shot of uninvolved people 

watching. 

 In many cases it will be obvious that the main element of the story is happening when you 

arrive. It may be as simple as Barnes shooting {from a building’s windows or as subtle as a single 

person lying on the ground surrounded by a few people. Generally, a quick look around at the 

people involved will give you a clue as to where the main action is. If firefighters are rushing to the 

back of a building, maybe you should, too, if you can. The thing you must never forget is to focus 

on the people involved. If there is a rescue unit at the scene of the fire, then look for the injured. 

Stop by the ambulance first, as it will soon be leaving for the hospital; the building will be there for 

quite awhile. You may miss some of the best flames, but without the people the story would be 

lacking even more. A quick sound bite from a victim on the way to the hospital, describing a 

narrow escape, can sink the competition's shot of the flames you missed. Do not spend too much 

time on anyone element. Keep moving. Look for those small but potentially powerful human 

elements that can take your story above and beyond the rest. Look for the elements that will not last 

long and get them as soon as you can. Decide which things will move and which will be there later 

when things are calmer or you have more time. 

As the story is winding down, look for a good closing shot. The typical one for a fire story is that 

of a lone firefighter sitting on the curb, with smoldering ashes in the background, removing an air 

mask and wiping away the sweat. Or, it may be a person quietly grieving at the site of the fire or the 

water to the hoses being turned off. It may also be symbolic, such as a tight shot of the police yellow 

or red tape blowing in the wind. You want to leave the viewer with a sense that the story is over. It 

can also be the shot of the ambulance driving off, but whatever it is, it should say 

"The End." If the story is only going to run as a 20-second voice-over there will be no air time to use 

such shots. For this type of presentation, you simply need the best 20 seconds of the event with the 

most action possible and that all-important human element.  
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Shooting on the Perimeter of the Action 

 

In the third example of spot news, you are restricted from close access to the action. If you are held 

blocks away from a chemical leak or hostage situation, you must be prepared to use the tripod and 

shoot at the longest focal length possible. This situation is the reason most cameras have a lens with a 

2x extender (which doubles focal length). It is impossible to shoot at those focal lengths {from off 

your shoulder they're just too shaky. If the tripod is not available, rest the camera on the ground or on 

anything else that will steady the picture. 

 

 Look for Movement  

 

Because of the distance you may be from the location of the actual event, you need to keep a sharp 

eye peeled for any movement. The action may be simple, such as people moving around police cars 

or fire engines, but any movement is better than none at all. In this situation more than any other, you 

need to shoot anything that moves: additional equipment arriving at the scene, officials talking on 

two-way radios, or SWAT team members suiting up. Any movement can become symbolic action. 

 

Remember the Edit Room 

 

 You may encounter a situation in which you will not get a shot of the real story, but you must have 

pictures of some sort to show on the air. In this case, you must come as close as you can to depicting 

the story with your shots. Sometimes 

 

This means just a shot of the police tape used at a crime scene to keep out unauthorized persons and 

a police officer standing next to it. Or it may be just the police car used for the roadblock keeping 

you out. 

Never walk away from anything without enough video to cover a I-minute story (without 

shooting the same shot over and over). This may really tax your creative skills, but you have to think 

like an editor: What I am going to use to cover this script? In a situation where the pertinent pictures 

are few and far between, a shot of onlookers could be useful; they still have nothing to do with the 

story, but they can help pad a piece that is already visually weak. 
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Stay Near the Center of Information 

 

 In most cases in which you are restricted from the scene and held far from any direct action, you will 

usually be able to be at or near the command center set up by the controlling agency. This will 

become your major source of pictures for the story. You may get better shots later on, but you cannot 

count on that. This is why you should shoot everything you can until you have exhausted the 

possibilities. Police officers looking at a map, conferring with each other, or even just walking from 

one place to another will do. If the event goes on for quite awhile, the station will either ask for some 

tape to be fed back or ask for a live update with a tape insert. You had better have some tape to give 

them, and you certainly better be carrying more than one tape with you. 

 

Don't Overshoot  

 

When real pictures are scarce, be selective in the amount of tape you shoot. After you have that initial 

group of shots to cover a short script, fall back, observe, and conserve batteries and tape for the 

chance at some real action. You shouldn't have to use more than 4 to 6 minutes of tape or less if you 

are making every shot really count. There is no point in getting volumes of generic video that will 

quickly all look like the same shots over and over. 

 

Use the Tripod 

 

 The sticks allow you to use the longest focal lengths to visually reach into any scene to pick out 

shots your shoulder-mounted competition cannot get. They may also be the only shots you can get. 

Without the tripod-and with 2 to 3 hours of waiting-your shoulder will not be able to perform later 

when you might really need it. If you're on the sticks, you can always pull the camera off them 

quickly and run with it should the need arise. 

 

Dealing with the Authorities 

Before shooting any spot news, you should have a press pass, or ID card, issued by the law 

enforcement agencies of your city, county, and state. This identifies you as a bona fide member of a 

news organization. Without this pass, shooting spot news can be a risky and sometimes impossible 
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job. A press pass sometimes even gets you across police and fire lines to gain better access to the 

event. Sometimes the pass is worthless, and at other times it can get you into more trouble than it 

keeps you out of. However, without it you do not stand a chance. The press pass involves some 

serious responsibilities. If the authorities let you into or close to the scene, you cannot interfere with 

what they are doing or disobey any special requests they have. Such requests may include not 

showing a certain area of a fire scene that is part of an arson investigation, or showing the face of an 

undercover agent. If you violate the trust given you, your future dealings with that agency are 

jeopardized, as well as those of your employer and other members of the press, not to mention the 

harm it may do the agency or the investigation. 

It is not a good idea to try to outwit the authorities. It is quite impossible to shoot the rest of the 

story from the backseat of a police car. In some cases, the risk involved in going around authority can 

be life threatening. You would not want to be in the line of fire of a deranged sniper. Police/media 

relations are always strained at best, but the only good course of action is to play by the rules. Often 

there will be a need to circumvent the authorities to get at the really good pictures of the story. These 

decisions can only be made on a case-by-case basis and must be made with the clear understanding 

that what you are doing is illegal and may harm you or someone else-just like combat photographers, 

if you are willing to accept the ultimate responsibility, then you do as you think best. If you do get 

into trouble disobeying an 

Authority, your employer will most likely not help you out of it. This is similar to getting a speeding 

ticket on your way to a story-you is on your own when breaking the law. 

 

Going Live 

 

On any major spot news story there will be a voice on your two-way radio screaming for a live shot 

even before you arrive on the scene. The pressure to get on the air first can be so great that actually 

shooting the story becomes a secondary consideration. Oftentimes the situation will require you to be 

in two places and doing two things at the same time. You will have to decide what to do. Shoot the 

pending dramatic rescue, or pull cables for the live shot? This may seem like a simple choice, but the 

voice on the other end of the radio can make it a very hard decision. Most of the time you'll know 

what to do by instinct. 

You will also most likely not be alone for long. Any big story is going to have all the resources of 

the station thrown at it. You may be able to shoot tape because the second photographer arriving will 

do the live. Try to coordinate on the radio even before you get to the location. If you're the second to 
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arrive from your station, you should be thinking live shot. Let the first in be the primary for shooting 

tape, and you can set up the system for getting the tape out to the world. The assignment desk may 

coordinate all this, but in any leadership vacuum, be ready to step in with a plan to get the story on 

the air with the best coverage you can and the quickest way you can. That is spot news. 

 

Be Prepared 

Spot news requires instinct and a great deal of luck. You can increase the luck factor by always being 

prepared. If your equipment is organized, easy to get to, and well maintained, and you know what is 

required to make a good story, then when the big one comes your way, the Emmy is yours. Shoot 

with both eyes open, always looking for the next shot or danger, or for what else may be about to 

happen. Keep your eyes moving but your camera steady. And check your systems: If you aren't 

rolling tape, you won't get the shot; and if you don't have audio, that's what people 'will remember 

about you for years to come-"So and-so had the pictures and not one peep of audio; it could have 

been a career-making story." 

 

General News 

 

This category of news stories is, as the label implies, very general. Most stories fall under this 

heading. These are the stories about the city council, the plans to build a new housing development 

for the elderly, or the strike by local bus drivers. Most storytelling techniques apply directly to this 

form of the news story. The main concept in general news, sometimes called hard news, is to 

communicate ideas or information to the viewer. The story must be very understandable, with a good 

beginning, middle, and end. It is on this type of story that reporter and photographer must work 

closely to produce the maximum impact on the viewer. 

Presentation is of utmost importance. The subject matter might be the dullest in the world, but if 

the information is important (or if the boss demands the story be done), the story must be done and 

done well. As they say, "There's no such thing as a boring story, only a boring approach." The idea is 

to never lose a viewer; never give a viewer the opportunity to say "so what" or "who cares" to what 

you are presenting-or, worse yet, switch channels. 

 

Get a Good First Shot 

 

Always make the first shot of the story count. More than likely, it will be your best shot and it should 
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be. Grab the viewer's attention immediately to get them into the rest of the story. As a general rule, it 

is bad form to open a story with a talking head or a reporter stand-up. This opening looks too much 

like the people on the news set; that is, a person talking without showing you anything. If it starts to 

become the same as radio, why watch? 

Sound is also important in the first shot. A natural sound clip is a good opening for almost any 

story; a dramatic sound bite can also be a good opening, but good ones do not occur that often. In an 

opening shot of a street construction story, the sound of the jackhammer (if one is in the shot) up full 

for about 2 seconds can set the story's tone and topic right there. "Get ready, Seattle, the streets are 

being torn up." 

 

Create Visual Sound Bites 

 

The worst thing about general news stories is the lengthy talking head shots that can make up the 

bulk of the video. While interviews are the bread and but ter of TV news, they do not have to be the 

most boring part of the story. Like anything in TV news, the talking head can be overused. Most 

reporters use two basic styles of talking heads: one to make the story they have written more credible, 

and the other to let the subjects tell their own story. The former is more of a traditional journalism 

style where importance is placed on the reporter's ability to interpret and analyze, and the latter is a 

style of simply allowing subjects to present their points at length with little additional comment from 

the reporter. Both styles have their place, although letting subjects tell their own story is better suited 

to feature reports. 

In either case, the talking head should be well shot. If the subject is to be on camera for a long 

time (maybe as much as 2 minutes in a 3-minute story), then the interview shot had better be pleasing 

and interesting to look at for the entire time. (See Figure 9.3.) By shooting each answer during the 

interview at a different focal length (changing focal lengths during the question) or maybe doing 

some answers in a reporter/subject two-shot, the parts used for the edited interview may vary enough 

to add some interest beyond nice framing. 

You may sometimes opt to do parts of the same interview at different times and at different 

locations. If the same subject is to be heard many times within the story, it may be possible to shoot 

in more than one location. One bite may have the subject behind a desk; another may come from a 

walking conversation with the reporter; and still another may have the subject on a balcony 

overlooking the factory. It takes a little more time to do the interview, but the results are far better. 

Another way that can work in certain situations is simply different angles within the same basic 
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setup. By moving the camera to different points of view within the room for different sections of the 

interview, the edited piece can look like a multi-camera shoot. Work with the reporter or producer to 

find creative ways of avoiding long stretches of static talking heads. 

 

Cover Long Sound Bites with Video 

 

When a piece does have long stretches of talking heads or long sound bites, try to cover as much of 

them as possible with "B" roll, such as shots of the subject matter or even cutaways. If you are going 

to use several bites or one long-running bite from a subject, the audience only needs to see that 

individual for about 5 seconds. In that time, the voice is established with a name and a face so the 

picture portion is free to show what he or she is talking about. 

A 20-second sound bite with the builder of a new housing project could have the last 15 seconds 

or so covered by related video (plans of the building, construction under way, and so forth). Try also 

to make this video lead into the next audio, whether it is another talking head or reporter voice-over. 

The sequence you started over the interview continues, if ever so slightly, over the beginning of the 

next section of script. 

The same can be done in reverse. If the reporter's track is about housing construction, and it leads 

into a sound bite from the builder, let the video of construction overlap the first 5 to 10 seconds of the 

builder's 20-second bite. The builder's face will  pear and connect with the voice, but the length of the 

talking head has been reduced in favor of more interesting video. 

If the builder is to appear twice fairly close together in a piece-two bites separated by a short re-

porter's comment-the second bite need not have the builder on camera at all; that entire bite can be 

covered by "B" roll. This assumes that you have enough video to cover all the sound bites and that 

your video is appropriate to go over the audio. 

 

Keep the Story Moving 

 

Often you will not have enough video (or any appropriate video) to use in or around talking heads. 

Say the construction project story is done on a day where the workers are off. In these situations, you 

need to provide a large variety of two-shots, cutaways, and setup shots to help fill the time. 

Remember, any story looks better when people are in the shots. Instead of using only unpopulated 

shots of the site, try to find a variety of ways of working in the subject and the reporter-the only 

people you have. An example of a setup shot getting into a sound bite might be a zoom out from the 
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plans on the wall to a wide two-shot of the builder and reporter talking, or shots of them walking 

around the site. Taken from many angles and distances to them, you can use these shots to cover both 

the script and long sound bites. Shots like these fill the time and keep the video moving. 

 

Illustrate the Topic 

 

The hardest thing to do in general and hard news stories is to find pictures that go with the topic. If 

the story is about illegal campaign funds, the challenge will be there to find the pictures. By working 

closely with the reporter or producer, a photographer should begin early in the shooting process to 

visualize the unfolding story. There may be nothing to shoot but leaked memos that are nothing more 

than pieces of paper. If that's the case, make them into a piece of art. Place them on a desktop, light 

them up nicely (perhaps use a gobo pattern), and try some slow pans or tilts.   

Whatever the topic of the story, you must start thinking of how to cover the future script with 

video. Be creative. Think symbolism. A story on the hay fever season might make use of tight shots 

of pollen producing weeds blowing in the breeze. Better yet, use tight shots of them in the foreground 

with people in the background. Or, try just a tight shot of a Kleenex box with a hand pulling out a 

tissue. The shot is symbolic of the sneezing that's associated with the pollen without finding someone 

doing it or staging the shot (a big no-no). The bottom line is, every story has pictures. The earlier you 

start thinking about which ones to get, the better. 

General news stories are serious and businesslike in subject matter and approach. Your photogra-

phy should also reflect the same characteristics. There is no staging of events or the subject's actions. 

Your job is to simply and clearly represent the subject or event as accurately as possible while at the 

same time making it interesting or at least pleasing to watch. This type of story can be the greatest 

challenge to the news photographer. It is the place where names are made in this industry. If you can 

make a city council story come alive and be as visually interesting as a feature without staging the 

shots, then the rest of what you do in this business will be easy. 

 

 Feature News 

 

This category is perhaps the most free form of all. Feature stories are usually light-hearted looks 

at people and events, or involved pieces on lighter or more personal, intimate subjects. They are not 

hard news by any means; rather, they are referred to as soft news. That doesn't mean they are 

comedies but simply stories told more like essays than news reports. The stories in this category 
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should entertain or touch or somehow connect with the viewer on a personal level. Approach feature 

news with an emphasis on creativity; this type of story is a rare chance for both reporter and 

photographer to be as wild and imaginative or as inspiring and engaging as possible. 

Music usually adds lightness or emotion to feature stories and allows the editor to do some 

creative cutting. While there may be only one such story in a newscast, the feature piece can be the 

most memorable in the show. In what can be a very depressing news day, people like to feel good 

about something or feel touched by another human being's experience. The feature gives viewers the 

chance to end the news time on a spiritual high note. 

The story may be a picture essay on a skydiving contest with no reporter, or a simple story about 

children picking out pumpkins for Halloween. Almost any positive or good-news subject can be 

made into a good feature if a creative approach is used. Do not treat the feature as a non-story and 

therefore a throwaway, even if it seems like an ad for some company. 

The audience feels this type of story is important. It is your job to make it work creatively. The 

feature can also be a profile of the town's oldest volunteer, struggling to teach poor kids how to read. 

Or the personal story of one mother's fight to change the laws after losing her only child to a drunk 

driver. Whether you are showing a 2-year-old rolling a pumpkin home, or the tears of one person's 

crusade for a better society, the feature aims at the heart of the viewer. 

It can take a whole day, a week, or even a month to do a good feature story. Or it can take an 

hour. The idea can be mapped out well in advance and shot a little at a time until the piece comes 

together. Features needn't be timely, so they can air at any time. This allows more work to be put into 

them. However, you will not always be given that time. 

 

Try Different Techniques 

Feature news provides a chance to use all the tricks of shooting and editing: odd angles, dramatic 

camera moves, unusual lighting, quick edits, wipes, and other special effects. Features are the perfect 

place to use dissolves. No approach or technique is too unusual for the feature story as long as it fits 

the story. Try whatever you can to make your piece stand out and touch your audience. Good light-

ing, beautifully framed shots, slow zooms, dissolves, and symbolic images can come together in a 

feature story to touch even the most hardened news watcher. If you can feel with your camera and 

your editing, then the viewer will also feel. The audience should come away from the piece affected 

by what you have shown them. 

Many feature stories take on the air of a Hollywood movie. They may be a parody of a harder 

story, such as a tongue-in-cheek piece on a professional baseball league strike. The production of the 
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story may become just as involved as any commercial shoot. The thing that separates pure journalism 

from this style of TV news is its goals. A general news story on the success of the Rubik's Cube (a 

popular puzzle toy) would discuss its inventor, sales, and so forth. A feature on the Rubik's Cube 

may simply be about a character (perhaps the reporter) trying to solve the puzzle with no luck, and 

then listing other uses for the toy, such as a door stop, and ending with the toy being run over by a 

steamroller. The first piece informs; the second entertains with little regard for information other than 

to point out that the toy is popular. Do not mislead the viewer. If the piece is to entertain, make sure 

it is obvious that's what's happening. Blending fact and fiction can be a dangerous game. Make sure 

that what you are doing has clear cut goals and that facts are never lumped in with staged material-

keep them separated in the viewer's mind. A feature on a new private fishing lake may be mostly 

fact, but a shot of the reporter pulling a three-foot shark out of the water may lead some viewers to 

think sharks are in the lake. Make sure there is only one possible interpretation of what you are doing 

in the story and that any jokes are clearly understood to be just that. 

 

 SPORTS NEWS 

 

It may be a stereotype, but it seems that most male photographers love to shoot sports. If there is a 

slot on the staff for a full-time sports photographer, it's never without a waiting list to fill it. Shooting 

sports has become an art form all its own. Sports video falls into two categories: features and 

competition. 

 

Features 

 

The ENG photographer shoots a sports feature much like the news feature-with the maximum amount 

of creativity and involvement. If you are doing a piece on a boxer training for a fight, get in the ring 

(if they let you) and have the boxer spar right at the camera lens. This type of involvement can bring 

the subject up close for the viewer and give a perspective not available during a match. 

You can do something similar for any sport. Use the fact that it is only practice to get the camera 

involved in places where it normally is not used. Gymnastics is a good sport for features: put the 

camera under the gymnasts; let them jump over the camera, or put the camera right on the balance 

beam. Make these stories fun to do and fun to watch, while trying to show the hard work-taking 

place. 

Competition 
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As a news photographer, you will videotape sports competition mainly for highlights or to capture 

a very short portion of the event, whereas competition coverage for EFP is often live coverage of the 

entire event. Almost all sporting events should be shot from a tripod, unless other footage is being 

obtained from the company covering the event. Choose a good vantage point where all the action is 

visible. 

The public is used to seeing sports shot with many cameras. Most of the time you will have only 

one camera but be required to do just as good a job and not miss any of the action. The best location 

for almost any sport is from above and as much to the center of the action as possible. 

Basketball and Football For basketball, the ideal 10cation is about one-third up the rows of seats and 

on the half-court line. Floor angles are nice, and you should get some if they let you, but if a major 

play is at the far end of the court you stand a good chance of missing it or having your view blocked 

by the referee or other players. The high shot gets all the action clearly and allows you to zoom in or 

zoom out to include as much of the action as you want.}he same is the case with football. Field-level 

shooting is very exciting, especially from the end zone, but the best view is always from the press 

box or the equivalent. 

If many plays are to be used as highlights, it is impractical to use a cutaway between each of these 

plays. Good football plays usually end with a long run, or pass, or the score itself. The ending shot 

will look sufficiently different from the beginning of the next highlight, and there is little worry of a 

jump cut. In basketball, the field of action is much smaller, and therefore most of the players tend to 

be in the shot most of the time. For this sport it is a good idea to zoom in on the play-maker just after 

the points are scored. Besides emphasizing that player, this technique allows the editor to cut from 

that tight shot to the next highlight (which may be at the same end of the court), or to allow time for 

the reporter/anchor's voice-over to talk about that player. Even in football, it is a good idea to zoom in 

to the key player as the play ends, unless you are already on a tight shot of that player. 

Sideline photography, usually done off your shoulder, is a way to add a closer, more dramatic feel 

to your highlight shots. Field-level perspectives can really distort distance and speed (remember the 

half the-distance, twice-the-size concept). The big risks are missing something or being run over. If 

being able to take video from another source, such as the company broadcasting the game, covers you 

then anything you may miss on the sidelines can be obtained elsewhere. The biggest problem with 

ground level shooting is the perspective of the camera. It is hard to tell relative distances between 

players, which makes some plays actually look rather no dramatic. When you are learning how to 

shoot these two sports, it is better to master the high shot before moving to ground level. 

Baseball This sport is difficult to shoot with only one camera. Action is taking place in two areas at 
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the same time and it seems you should be following both the ball and the runners. Usually it is best to 

follow the ball until it is caught, and then you can pan quickly to the runners. Just following the ball 

will often give you all the action anyway, but if it is a long double and a runner is headed for home, it 

can be difficult to show both. Do not take the easy way out and just go wide to show the whole field. 

A TV screen is too small for any of the real action to show up at all. If you miss the runner scoring, 

you can use a shot of the runner walking to the dugout as the run-scored shot. 

If you are above and directly behind home plate, you should see all the plays nicely. Start on a 

two-shot of the pitcher and batter (top and bottom of the picture from this camera position), and zoom 

in to follow the ball when it's hit. If you lose the ball, zoom out wide and pan in the direction it went 

until you regain sight of it. (You will see the players running to where it is going.) Stay with it as you 

use your left eye to scan the infield for other action. If a runner is making it to home with little chance 

of being thrown out, quickly pan to that shot. Otherwise, stick with the ball. By making all of your 

moves as smoothly as possible, even when you lose sight of the ball, no one will notice any errors on 

your part. 

Golf and Hockey Golf balls and hockey pucks are difficult to follow: A golf ball is too small and a 

hockey puck moves too fast. Staying fairly wide in hockey is the best way to avoid missing the play 

entirely. As you become familiar with the game, it will be easier to anticipate where the puck is 

going. For golf, it takes a lot of practice to keep your eye glued to the ball. 

Hockey is similar to basketball in how it is shot except that it moves much faster. A good sports 

photographer can shoot hockey fairly tight, but most people cannot. It is best to be high up and at 

center ice to do the shooting and again zoom in to the playmaker at the score. Golf is obviously a 

much slower game to shoot but can be the most strenuous to do because of all the walking between 

shots. It is best to be either directly behind or directly in front of the golfer. In front means way down 

the fairway, farther than it is possible to hit the ball. From behind, you can start wide and zoom in to 

follow the ball; from in front, you can start tight on the golfer and widen out to keep the ball from 

leaving the frame. Trying to whip-pan (pan the camera very fast) with the ball as it flies by you is not 

a good idea. 

 

General Sports Tips 

 

A good rule of thumb when shooting any sport you are not accustomed to is to stay wide at first and 

slowly shoot it tighter as you become more comfortable with the game. Shooting too tightly at first 

can leave you faked out, causing you to miss the play, so choose your focal length carefully. If too 
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many plays are getting away from you, widen out until you have better control. Above all, make it 

smooth. Do not jerk the camera or hesitate in a zoom or pan; make every movement seem like it is 

purposeful whether it is or not. 

Watch network or cable TV's coverage of the sport that you are going to shoot. See how the expe-

rienced professionals do it; see the kinds of shots they get and how they follow the ball. Try to take 

what they are doing and adapt it to a one-camera shoot. The cuts that are done live on the network 

may have to be done in editing for you, but if you get the right elements on tape, you can make it 

look pretty close to network coverage. The main thing is to follow the ball or stay with the leader. It 

takes practice and much concentration, but it is the only way to get professional results. 

 

Summary 

 

Understanding what's expected of you for any assignment is a great advantage. By knowing the type 

of story you are assigned, you have a head start on achieving what's expected. Like many jobs, TV 

news is fairly predictable in the type of work that is done. The story on the city council meeting has 

been done the same basic way for decades. Making a radical change in that approach may not go over 

big with the boss or the public. Adding a touch of your personal Style and a little creative thought, 

however, can garner the attention of the above two benefactors. Communication is always the 

number one goal, and with a good working knowledge of how each type of story is done, you can 

carefully take the viewer to your personal vision of that story. 

 

Learning Outcome 

 

Ø The student will acquire the ability to file an ENG report, after having understood the 

equipment and processes involved. 
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Lecture 30 
 
SATELLITE NEWS GATHERING 
 
Objectives 
 
Ø Understanding what is Satellite News gathering is. 
Ø Understanding the equipment and how it is made possible to go live. 

 

 
 
 Introduction 

 

Today we are going to discuss a very 

relevant topic that’s the SNG .See as we know 

one of the greatest advantages that video has 

over film for TV is the use of portable cameras 

to produce live coverage from just about 

anywhere. It is one of the reasons that TV 

news has soared to such a high level of 

popularity. 

 Just as an earlier generation listened to Edward R. Murrow giving live accounts of 

the bombings of London during World War II, today's generation has watched U.S. 

forces under missile attack live on CNN. There can be no greater drama and no greater 

use of the medium than to see history being made live on the screen. The fact that 

countless millions of people everywhere in the world can view this makes an even greater 

impact on world society.  

Marshall McLuhan's fantasy forecast that the world would become one giant global 

village because of TV has now become a reality. The Gulf War, the crackdown in 

Tiananmen Square, the dismantling of the Berlin Wall,  are all examples of the power of 

live TV to captivate viewers all over the world. 

Even on local news stations, the use of live TV has led to the same mesmerizing 

effect on viewers during events of great importance or curiosity. An earthquake in latur, a 

plane highjack, a shootout in kashmir, or a baby girl stranded at the bottom of a well have 
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all riveted local audiences as living dramas unfolded before them just as for the people 

actually present. 

Live TV has power of enormous proportion, which is accompanied by social 

responsibility. The use of live TV during the Gulf War was criticized both for elevating 

the reporter's personal experience above that of the overall events and for revealing too 

much information of possible use to the enemy. The only certainty was that everyone was 

watching. A single reporter panicking or giving misinformation during a major story 

could have had a profound effect around the world.  

On another level, local TV news has reduced live TV to just another gimmick to 

attract viewers. Despite its drawbacks and misuses, live TV is the pinnacle of broadcast 

journalism when news breaks out anywhere in the world. 

Live TV can also be of considerable importance to the business world through 

teleconferences. Just as local news stations use live cameras to hype ratings, companies 

and educators can use live TV to add a new sense of immediacy to the information they 

are trying to convey. This section discusses the tools of live TV, its typical formats and 

uses, some tricks of the trade, and some common problems. 

 

 Getting the picture out 

 

The starting point of live TV transmission is the camera. Any broadcast-quality video 

camera with a composite NTSC output can feed a transmitter. Often the output of the 

camera is fed through a distribution amplifier (DA) to maintain proper video levels. A 

low video signal may not transmit well and will come across muddy with increased noise 

or poor color 

 A high, or hot, video signal may transmit as a 

washed out picture, possibly causing a breakup in the 

transmission or noise in the audio portion. The most 

common faults in these two examples are either an 

improperly exposed camera or signal loss due to a long 

cable run from the camera to the transmitter. If these 

problems are not too extreme, the DA can correct them 

by its gain and equalizing functions. To operate, the DA 
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must be connected to a waveform monitor to display the effects of any adjustments. 

So when we look into the devices we can see that the four basic ways of transmitting 

a live picture from the field are by means of (1) telephone lines, (2) fiber optic lines, (3) 

microwaves, and (4) satellites. 

 

Telephone Lines 

 

The local telephone company can set up a video-feed point from just about anywhere 

using a balanced line (different from a regular phone line). Because of the time necessary 

to set up this type of transmission, it is rarely used except for events such as election 

returns where there is plenty of lead-time for installation.  

Because of deregulation in the telephone industry, it may be a challenge to find 

the right company or unit to deliver such a line, but most phone companies have 

experience with this method of delivery. The lines can be run to just about anywhere that 

has phone service. 

 

Fiber Optic 

 

Similar to regular phone lines, newer phone systems have light transmitting cables 

already in place. These fiber optic lines carry encoded video and audio information to 

distant distribution centers with little loss of signal. This system's benefits are best seen 

when using digital signals. Special encoders and decoders are needed at each end of the 

fiber line to change video and audio signals into laser light and back again. 

 

Microwaves 

 

Microwave equipment is relatively small and usually owned by the TV station using it. 

The most common placement of a microwave system is in a van (sometimes called a live 

truck, RF truck, or feeder) that has an antenna at the top of a telescoping mast that may 

go as high as 50 feet.  The truck usually has a reel of multi-line cable (two video and four 

audio lines in one cable) that can stretch about 300 feet.  
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Microwave transmitters work in a spectrum of radio frequencies measured in giga 

hertz (GHz) and have specific channels assigned by the Federal Communications 

Commission (FCC). The standard ENG channels have always been 2, 7, and 13 GHz. 

Each channel can be subdivided further into parts simply called A, B, C, D, and Center, 

with the option of the microwaves going clockwise or counterclockwise. 

 These variations allow many stations in the same market, or many transmitters at one 

station, to transmit at the same time. With the increased use of this technology, more 

channels have been opened up to include 2.5, 6, 6.5, 10, 12, and 40 GHz. 

 Generally, the lower the channel number, the easier it is to transmit over long distances. 

A microwave link can transmit up to 50 miles if there are no obstructions.  

Microwaves need a clear line of sight from transmitter to receiver to work. This is why 

the antenna (either a dish or golden rods) is on a mast and the receiver is usually on a 

mountaintop or the tallest building; it can then go from there to the station by a secondary 

microwave link or hard line (telephone lines). Because the microwave beam is very 

narrow, it is essential that the transmitting and receiving antennas be pointed precisely at 

each other. 

 

When they are many miles apart, this is not an 

easy task. Experienced people at each end can 

accomplish this in a very short period of time, 

sometimes in seconds if the operators are very 

good. 

While the truck-mounted microwaves are 

usually on channels 2 or 7, a portable system 

called a mini  mic uses channels 13, 18, and 40 

GHz. This shoebox size transmitter can be placed 

in a backpack for the camera operator to wear; it 

can also be mounted on a small tripod near the 

camera to take the place of what might be a hard 

or impossible cable-run back to the live truck. 

       

Because the range of this small transmitter is limited, a mini-mic is primarily used in 
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sports coverage or to replace a cable where mobility is the critical factor (for example, 

from a high floor of a skyscraper). The receiver would be at the live van where the signal 

would be retransmitted to the station. 

 

Satellites 

 

The late 1980s saw a revolution in the cost and availability of satellite time. With so 

many satellites in orbit, almost anyone who had an uplink (a ground to-satellite 

transmitter link) could buy time.   Because of such factors as CNN's 24-hour news 

channel, transmitting breaking stories live to the whole country became a must. While 

microwaves are limited to less than 50 miles and line of sight (although they can be 

relayed or hopped to greater distances), a portable satellite uplink mounted on a truck can 

go anywhere there is a road and sky. Today, most stations in the top 100 markets have  

 

Satellite trucks. 

No one can forget the dramatic and historic pictures of CNN's Peter Arnett 
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broadcasting live from Baghdad during the Gulf War.  He was using an uplink system 

called a flyaway that is small enough to be folded down and shipped as airline baggage. 

Powered by batteries, a flyaway system can be used in any remote area without any 

utilities. Solar devices if necessary can recharge the batteries. Live 1V can literally be 

done from any spot on the face of the earth as soon as the crew arrives and sets up. Travel 

time is the only limit to getting it on the air. 

 

Communications 

 

None of this would be possible without a top-rate communications package. This usually 

means a good two-way radio system or a cell phone or both. As mentioned earlier, it is 

critical that the transmitter and receiver of both microwave and satellite systems be 

pointed directly at each other. Being off by as 

much as 1 degree can mean the difference in getting the signal or not. Microwave 

systems are one-way transmissions. When you are in the field, you cannot tell if you are 

lined up with the receiver; someone at the receiving point must tell you when you have it 

right. Microwave receivers are generally controlled remotely from the 1V station by an 

ENG coordinator. He or she watches a digital readout of the incoming signal's strength, 

pans the receiver to get the strongest reading, then has the transmitter operator pan the 

truck's antenna until the strongest signal is found. The truck operator usually has a map 

with the receive site(s) on it and can aim the antenna fairly accurately with a compass or 

a good guess. The fine tuning should be an easy process with good communication. 

Satellite setups are much more technical but can be done without talking to anyone. 

Because a satellite also sends a return signal, it is possible for the operator to see the 

quality of the signal as it is returned and can do accordingly.  

 

 SNG in Practice, CBS News producers in a newsroom   

 

In SNG   everything is smaller and digital. Video is being shot on new lightweight 

DV and MiniDV camcorders equipped with extra-long zoom lens and night vision 

capabilities. Instead of huge editing consoles with separate monitors, reporters are editing 

their own pieces on laptop computers and then sending them like e-mail back to the 
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network through a satellite Internet connection.  

 

"It's all about weight," says Byron Pitts, a CBS News correspondent in Kuwait 

who will be embedded with a Marine airborne unit. "Our flak vests weigh about 10 

pounds. Our helmets about five. Then we have 

to take all the water we can carry. Those are the 

necessities. So our gear really has to be small." 

 

Still, Pitts and his photojournalist partner 

have figured out how to squeeze five cameras in 

their packs. The photojournalist will bring two: 

his regular broadcast beta cam and a smaller DV camera about the size of a forearm. 

Here, Pitts is carrying a small MiniDV as a third backup. 

  

Here we can go to the newsroom of CBS who are busy with Iraq stories  .CBS crews 

have satellite phones that work on three different systems, for example. That means 

journalists will have other ways to reach control rooms in New York or London if, as 

suspected, the military claims exclusive use of one or jams another to keep Iraq from 

using it. 

 

The Chief of the team says, they have every laptop loaded with the same 

programs. "This will be known as the digital war," he said. "Our people will be able to 

tap into the newsroom e-mail system at any time from right on the battlefield." 

 

CBS is using all Windows PCs with three different editing programs –- Avid for 

the more experienced editors who will be in regional centers like Kuwait City or more 

permanent base camps, Adobe Premiere for producers and photojournalists closer to the 

action, and the basic free Moviemaker 2 program that Microsoft includes with its 

Windows XP operating system. "That's a very simple program, but it allows one of the 

embedded correspondents to do some basic cuts right in the field." 

 

The last Gulf war in 1991 introduced the satellite phone for live audio reports. In 
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Afghanistan, the networks scrambled to equip their war correspondents with satellite 

videophones that transmitted shaky, often fuzzy and jerky video images along with the 

voice reports. 

 

For the   war in Iraq, the networks have used new tools like the IPT Suitcase, a Swedish 

made SNG unit that folds up and fits in a case the size of an airline carry-on bag. It 

weighs around 70 pounds and can be unpacked and set up in three and a half 

minutes.  

Courtesy SWE-DISH 

 

The ‘Swedish IPT’ Suitcase SNG unit. 

 

A collapsible dish antenna expands to about 35 inches in size and automatically, 

almost instantly, zeros in and establishes a solid two-way, real-time link with a 

communications satellite some 22,300 miles above the earth. 

 

The camera and microphone plug into the suitcase SNG unit and can immediately 

be transmitting live broadcast quality sound and images up to the satellite, which relays 

them back to the network's control room on the other side of the world. 

 

But that's not all. In addition to the high quality broadcast capabilities, the unit also 

provides a high-speed Internet connection, allowing scripts to be e-mailed back and forth, 

and an Internet-enabled telephone to be simultaneously used so the journalists can talk to 

the control room off-air or track down other sources just as if they were back in the 
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office. 

That's why it's called the IPT Suitcase -- for Internet Protocol Terminal. 

The whole unit disassembles just as quickly, enabling journalists to leapfrog 

across the dessert, following the action or quickly getting out of dangerous situations. 

Most of the SNG systems are mounted on luggage racks on rented SUVs or military-style 

Hummers, just waiting for the action to begin. 

 

   Listen to the voice of reporter sanders from CBS 

 

"I'm looking out the window of my hotel here in Kuwait City," says Sanders "and there 

must be six or seven of them parked out front right now. And that's just here. They're 

all over the region. I've never seen so much technology in 20 years of chasing big stories 

all over the world." 

 

CBS's Pitts says the front of the Sheraton Hotel in Kuwait City looks like "an auto 

repair shop" with broadcast engineers crawling under and around the four wheels drive 

Hummers. "They look like souped-up dune buggies with satellite dishes," says Pitts. 

 

           Already, there are some glitches. Satellite traffic jams have been a frequent 

frustration. The other day it took Sanders almost two hours to get a high-speed 

connection to send his report. "Every crew from every network is often trying to get on 

the same bird at the same time," he said. 

Lets have look into cost factor of SNG equipments. We have Mr.Hampus Delin, 

Marketing Director of Stockholm-based SWE-DISH Satellite Systems, 

 He says several of its SNG systems are being used by the various networks 

for covering the war with Iraq, at prices ranging from $200,000 to $1.4 million. The U.S. 

military is also a customer, he noted, and will use the same units to send live satellite 

images of the war to the U.S. Central Command control center in the Persian Gulf nation.   

 

Learning Outcome 

 
Ø Develop an understanding of going live for broadcast by use of SNG. 
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Lecture 31 
 
INTRODUCTION TO BUDGETING 
 
Objective 
 
Ø Understand the concept of and heads for budget planning 

 

 Introduction 

 

Unfortunately, the best things in life are not always free. This applies especially to television shows 

productions, which, as we've noted, can cost more than a million rupees an hour to produce. Although 

you may have a truly great idea for a script ;one that you are certain will make you famous; unless 

you can raise the money to get it produced, it will simply remain with you; a great idea. 

 So, the first question you will have to grapple with is what it's going to cost to produce your 

program. Even if you have no interest in producing, the better grasp you have on this issue, the better 

your chances of success. Why waste your time coming up with great ideas if they have little chance 

of being produced? And, keep in mind that no production company or news Channel; will commit to 

doing a production without some idea of how much it's going to cost. The process of finding this out 

is called costing-out a production.  

      

So, how do you do this? 

 First, especially for complex productions, expenses can be divided into categories. It has been 

traditional to think of expenses as falling into two broad areas: above the line and below the line. 

 Above-the-Line/Below-the-Line Although the "line" involved can get a bit blurry at times, 

above-the-line expenses generally relate to the performing and producing elements: talent, script, 

music, office services, etc. 

 Below-the-line elements refer to two broad areas: the physical elements (sets, props, make-

up, wardrobe, graphics, transportation, production equipment, studio facilities, and editing), and the 

technical personnel (the stage manager, engineering personnel, video recording operators, audio 

operators, and general labor)  
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The elements in the budget 

 

To accurately cost out a production it's necessary to go beyond the above-the-line and below-

the-line designations and divide production into at least 15 categories. An example of the categories 

for a major production would be: 

1. Pre-production costs  

2. Location scouting and related travel expenses  

3. Studio rental 

4. Sets and set construction  

5. On-location site expenses 

6.  Equipment rental  

7. Videotape, and videotape duplication  

8. Production crew costs 

9. Producer, director, writer, creative fees  

10. On-camera talent costs  

11. Insurance, shooting permits, contingencies, etc. 

12. On-line, off-line editing 

13. Advertising, promotion, and publicity  

14. Research and follow-up 

15.  Materials, supplies, and miscellaneous expenses 

 Obviously, many of these categories would be dropped for smaller productions or News 

channel Productions. With the help of a computer spreadsheet program you can list these categories 

and enter projected costs in each area. If you also enter formulas in the spreadsheet program to 

automatically generate totals, you will be able to adjust expenses as needed during production and 

immediately see the effect on the bottom line. Renting vs. Buying Equipment You'll note that one of 

the categories covers rental equipment. 

 

Approaches to Attributing Costs 
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 Once the cost for a production is figured out, you may need to justify it, either in terms of 

expected results or cost effectiveness. There are three bases on which to measure cost effectiveness: 

cost per minute, cost per viewer, and cost vs. measured benefits.  

 

Cost Per Minute The cost per minute is relatively easy to determine; you simply divide the 

final production cost by the duration of the finished product. For example, if a 30-minute production 

costs Rs.120, 000, the cost per minute would be Rs.4, 000. 

 

 Cost Per Viewer Cost per viewer is also relatively simple to figure out; you simply divide 

the total production costs by the actual or anticipated audience.  

 

CPM, or cost-per-thousand is a common measure. If 100,000 people see a show that costs 

Rs.5, 000 to produce, the CPM would be Rs.50. On a cost-per-viewer basis this comes out to be only 

five cents a person. 

 

 Cost Per Measured Results The last category, cost per measured results, is the most difficult 

to determine. For this we must measure production costs against intended results. In commercial 

television we might sell 300,000 packages of razor blades after airing a 60-second commercial. 

 If our profit on 300,000 packages was Rs.100, 000 and we spent Rs.100, 000 producing and 

airing the commercial, we might initially question whether it was a good investment. Of course, once 

produced, most ads are aired more than once. This means that the cost of future airings simply centers 

on buying airtime.  

If the cost of TV time was Rs.10, 000 and we sold 300,000 packages of razor blades each time 

we aired the commercial, we would then show a profit of Rs.90, 000 with each airing; at least until 

people got very tired of seeing our commercial. Return on Investment Figuring the return on our 

investment is often not this simple. What if we are also running ads in newspapers and on radio, and 

we have big, colorful razor blade displays in stores? In determining the effect of advertising on 

profits we, of course, can lump all advertising costs together. But then it becomes difficult to 

determine the cost effectiveness of each medium. The returns on other types of productions may be 

even harder to determine. 
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  How do you quantify the return-on-investment of a public service announcement (PSA) 

designed to get viewers to stop smoking, to preserve clean air and water, or to "buckle up for safety?" 

Even if before-and-after surveys are done to measure changes in public awareness on these issues, it 

can be almost impossible to factor out the influence of a particular type of public service 

announcement from the host of other voices that the public regularly encounters on these issues. 

  Apart from doing in-depth interviews with viewers, we may have to rely largely on "the 

record." If we find that a series of 60-second TV spots increases razor blade sales by 300,000, we 

might safely assume that a 60-second PSA might also have some influence on clean air and water, 

smoking, and buckling seat belts.  

 

Activity: 

 
Ø Plan the budget for a studio based discussion with one anchor and one studio guest According 

to all the stages of production, mentioning all the personnel, one time and equipment heads 

 
Learning Outcome 
 
Ø Ability to formulate a costing and budget for any production according to production needs. 
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Lecture 32 
 
PROPOSAL MAKING 
 
Objective 
 
Ø Learning to write a programme proposal 

     
 
Introduction 

 
So friends now, we are going to have a beginning for our mission. As an introduction I can say that, 

planning has got very significance role in television production to reduce cost and to save time. And 

to make our video production a successful one. First we need a well-planned proposal for the 

production, along with that we need to remember the following Guidelines for writing a successful 

production proposal also. 

 

 Writing the Program Proposal   

 
  So Friends remember that the first step in doing a complex production is to write down a clear 

and short summary of your ideas. This written summary is referred to as a treatment in dramatic 

productions and a program proposal in News/Current affair production productions. A sample 

program proposal for a local TV station is illustrated here. First you read and understand what are the 

basic components and how the treatment of various components has been done. 

 

 

     ******************************************************************** 

Example: Sample programme proposal    

 
"Underwater Explorations" will be a weekly, 30-minute studio production featuring guests supplying 

their own video or film footage of their underwater exploits around the world. 

The proposed host for the show is Dr. Steve Adams, who has an established track record with 

WCFX-TV and us for doing marine specials. Each week he will have a new guest with new 

experiences. 
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Given the numerous people within our seacoast broadcast area who regularly document their diving 

expeditions, we will have no trouble finding guests with exciting footage and stories to tell.  In 

particular we want to feature in-studio close-ups of artifacts that have been salvaged during 

underwater expeditions. 

Two guests who have documented the discovery of sunken ships are interested in appearing. 

 In addition, we want to feature experts in marine life from the local university who has 

dramatic and colorful digital footage of a wide variety of underwater life forms.  

Dave's Dive Shop and Marty's Marine Supply have tentatively committed as sponsors.  Numerous 

other potential sponsors also exist within our broadcast area. 

Production costs would be minimal. The production could be done "live-on-tape" on Wednesday 

evenings in Studio B with three cameras (one reserved for close-ups of exhibits).  Dr. Adams 

indicates he would be willing to host/produce the show for $950 per program. Our initial contract 

with Dr. Adams would be for 13 shows. 

Although the guests would appear without compensation, the potential sponsors have 

indicated that they would give the guests gifts in exchange for on-air acknowledgments.  

The Sunday afternoon broadcast time slot now occupied by What In the World (which 

concludes April 2nd) seems most appropriate, although the final decision on this would be up to 

programming.  

Initially, the show would be done in three blocks: 

Block 1 - Introduction of the guest; overview of the day's topic with a brief look at 

footage and exhibits. (About 7 min.) 

Commercial break. 

Block 2 - Discussion of the topic, primarily VO [voice over] concentrating on 

underwater footage and in-studio close-ups of artifacts. 

Commercial break. 

Block 3 - Discussion and conclusion, again primarily V/O concentrating on 

underwater footage and in-studio close-ups of artifacts. 
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As commercial support increased we would have the option of going to four blocks separated by 

three commercial breaks. 

Dr. Adams has already been contacted by WCFX-TV about doing another special for them.  If he 

hosted "Underwater Explorations," we would obviously prefer him to be under exclusive contract 

with us for the duration of the series.  He has agreed to wait 30-days for our decision on "Underwater 

Explorations." 

 

     ************************************************************ 

 

  How is it? . You got any idea? Often, just the process of putting it all down on paper allows 

you to better organize and clarify your ideas. This step often reveals weaknesses and gaps so they can 

be addressed before it's too late (or before you are asked about some embarrassing details that you 

didn't think of). 

  Get Agreement On Your Proposal Getting the go-ahead on a proposal also affords everyone 

a bit of insurance. Once everyone agrees on the treatment or program proposal it's difficult for 

someone to say later, "this isn't what we agreed on." A simple program proposal may be just a couple 

of pages, or, in the case of a feature-length dramatic production, a treatment can run 60 or more 

pages. 

 This field  is as good a place as any to mention the importance of writing.   There may even 

be some people out there who decided to go into TV (rather than print journalism, for example) 

because they thought they might be able to escape having to really learn how to write. Sorry.  

Although it's a visual medium, TV is still based on the written word. (Even the Internet is 

based on the written word.) When you really get down to it, your ability to write and effectively 

communicate your ideas ends up being the most important criterion for success. Unless you want to 

stick with some very basic jobs in TV, you have to face this reality; and the sooner the better. 

 Interestingly, most film producers (the head honchos, remember?) arrived at their jobs by 

first being writers. Wouldn't you rather end up being someone who makes the major decisions (and is 

paid accordingly)?  

Okay, back to program proposals. Although they are written as an aid in presenting and 

getting agreement on the focus and direction of the production, they may also be used to interest key 

people in supporting the production; especially financial backers. 
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 Proposal content 

 

   See that Your Proposal Engages the Audience's Interest and Imagination A program proposal 

or treatment should cover the focus of the production, i.e. in the case of a news oriented production, 

the basic news element. Dramatic treatments also include the locations and talent required, and key 

scenes.  In News oriented program proposals the basic production needs and the approximate times of 

the segments are included. Anyone reading a program proposal or treatment should be able to get a 

clear idea of the whole production. If there is disagreement on the program concept, it will be much 

easier to change things at this stage rather than after the complete script is written. Brief instructions 

writing a treatment can be found here. Finally, the treatment or program proposal must engage the 

interest of readers and go a long way towards convincing them of the probable success of the 

production  

 

  Final word for you 

   

Here we can discuss the series of points to be kept in mind while initiating a production. Sequence To 

start with we might as well think big. The following 15 steps cover the production steps involved in 

an elaborate television production. Once you get a feel for the whole process, you can then scale 

down things for whatever production you have in mind.  

 

 

a) Identify the Purpose of the Production   

 

  The most important step is the first one: clearly identify the goals and purposes of the 

production. If there is no clear agreement on the goal or purpose of a production, it will be impossible 

to evaluate success. (How do you know if you've arrived at your destination, if you didn't know 

where you were going in the first place?)  

Is the purpose to instruct, inform, entertain, or possibly to generate feelings of pride, or social, 

religious or political need? 
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 Possibly the real purpose of the production is to create a desire in the audience to take some 

action. And, let's be honest, the primary goal of most broadcasting is simply to hold the interest of an 

audience so they will hear and watch the commercials. 

 Even PBS (Public Broadcasting), which used to be commercial free, now runs "mini-

commercials" for their corporate underwriters. Even so, most productions have more than one goal.    

 

b) Analyze Your Target Audience. 

 

 Next, identify and analyze your target audience. Based on such things as age, sex, 

socioeconomic status, educational level, etc., program content preferences will differ. These 

preferences are also different for different parts of country, (North, South, urban, rural, etc.). 

These audience characteristics are referred to as demographics. These regional demographic 

variations can in part be seen by differences in the local programming broadcast in different 

parts of the country; and sometimes by the films and network programming that some local 

stations decide not to air. 

 Demographics Determine the Acceptability of Some Types of Content Generally speaking 

(and, of course, there are many exceptions), when it comes to sexual themes people who live in 

metros   tend to be more tolerant than people who have a rural background and live in the remote. 

Education is also related. Research shows that, generally speaking, the more education an audience 

has, the less opposition there will be to sexual themes. Interestingly, it appears that this relationship 

seems to reverse when it comes to violence. 

 Why are things like this important to know? Here's an example. 

 Knowing that more than 17,000 women are diagnosed with breast cancer each year in the 

U.S., a female program manager of a TV station   decided to run a PSA (public service 

announcement) on doing breast self-examination; a procedure that could save countless lives. Even 

though the PSA ran late at night and seemed rather bland in its approach, there was immediate 

negative reaction from members of the audience who thought that the subject matter was too personal 

to be broadcast. The PSA had to be canceled. At the same time, PBS (Public Broadcasting) stations 

have run programming with full frontal nudity late at night without appreciable reaction. The 

difference? Demographics. The people who were most apt to complain weren't watching, and the 

people who were watching were least apt to complain. 
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 You may have a compulsion to "just tell it like it is" and not be concerned if you alienate 

your audience. (After all, if they can't face reality, that's their problem, right?)  .  

If you consistently disregard audience preferences and predispositions, you will have a limited 

future in TV production. But, what if you are not producing programming for broadcast or general 

distribution? Compared to standard broadcast television, institutional television, which includes 

corporate and educational video, has different needs and expectations. But, here, too, demographic 

characteristics, such as age, sex, and education influence a production's form and content. 

 In institutional television the producer and scriptwriter also have to be fully aware of the 

audience's experience, education, needs, and expectations. 

 For example, to underestimate education or experience and inadvertently "talk down to" an 

audience insults them. To overestimate education or experience and talk over everyone's head is just 

as bad. Either way you lose. 

 

c) Check Out Similar Productions. 

 

 Check out similar productions done in the past. If you are going to make mistakes, at least make new 

ones. Ask yourself some questions. How will your proposed production differ from the successful 

and unsuccessful efforts that have been done in the past? Why did they work; or, maybe more 

importantly, why didn't they work? Of course, since production styles change rapidly, you need to 

take into consideration differences in time, locations, and audiences. 

 

d) Determine the Basic Value of Your Production.  

 

Next, determine the overall value of the production to a sponsor or underwriter. Obviously, 

underwriters and/or advertisers want some sort of return on their investment. (Reality 101 rears its 

head again!) Although we will cover costing out a production later, here we want to make sure we 

can justify production expense in terms of some sort of gain or return on the investment. For this 

you'll need to ask yourself some more questions. First, what is the probable size of the audience?  

In determining this you must know whether your show will be a one-shot presentation or 

whether production expenses can be recouped over time by presenting it to other audiences. 

Generally, the larger the audience the more marketable a production will be to an underwriter or 
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advertiser. At the same time, simple numbers don't tell the whole story. Let's say an advertiser has a 

product designed for young people; athletic shoes or designer jeans, for example. In this case, a 

production that draws a large percentage of this age group will be more valuable than a production 

that has a larger overall audience, but a lower percentage of young people. More than one TV series 

has been canceled, not because it had a small audience, but because it had "the wrong kind" of 

audience.  

 Consider Return on Investment the potential value of a production to an advertiser or 

underwriter has to be balanced with the projected cost of producing and presenting the production. If 

the costs exceed the benefits, you've got problems! In commercial television the "return on the 

investment" is generally in the form of increased sales and profits. But, it may take other forms, such 

as the expected moral, political, spiritual, or public relations benefit derived from the program.  

 

e) Develop a Treatment or a Production Proposal  

 

. Next, put it down on paper. There are several steps to this, and they span the interval from 

the initial proposal to the final shooting script. You'll recall that earlier we talked about strategies and 

program proposals (written summaries of what you propose to do). After the program proposal or 

treatment is approved, a full script is requested. (Remember, we're talking about a major production 

here.) It will be at this point that the remaining research is commissioned. 

 If the script called for someone watching TV in a 1960s period piece (a production that takes 

place during a specific historic era) we'd need to check on what television shows were being 

broadcast at that time. (Would we see an episode of Bay watch on a TV screen during a documentary 

on Gandhi?) 

 The first version of the script is generally followed by numerous revisions. Throughout the 

rewriting process a number of story conferences or script conferences typically take place as key 

people review the script. During these sessions such things as audience appeal, pace, problems with 

special interest groups, etc., are thrashed out and alternative ideas are considered. If it's an 

institutional production the goals of the production will be reviewed, and questions about the most 

effective way of presenting the ideas will be decided. If the director is on board   at this time, he or 

she should be a part of these conferences. Finally, a script version emerges that is (we can hope) more 

or less acceptable to everyone. 
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 However, even this version will probably not be final. In many instances scene revisions 

continue right up to the time the scenes are shot. Typically, in a dramatic film production each new 

script version is issued on a different color paper so that the cast and crew won't confuse them with 

earlier versions. ("Margaret, wake up; you're going by the pink pages and we're on yellow now!!") 

Depending on the production, a storyboard may be developed. A storyboard consists of drawings of 

key scenes with corresponding notes on dialogue, sound effects, music, etc. Today, high-budget film 

and video productions often create sophisticated 3-D storyboards with software supplied by 

companies such as Zebra Development.  

 

f) Develop A Production Schedule   

 

 Next, you should draw up a tentative schedule. Generally, broadcast or distribution deadlines will 

dictate the production schedule (the written timetable listing the time allotted for each production 

step). Not planning things out carefully might cause you to miss a critical deadline, which might 

render the production worthless.  

   

g) Select Key Production Personnel   

 

. At about this point remaining above-the-line production personnel are brought on board. In addition 

to the producer and writer, the above-the-line personnel include the production manager and director, 

and, in general, the key creative team members. The below-the-line personnel, who are generally 

assigned later, include the technical staff.   

 

h) Decide On Locations 

 

 . Next, if the production isn't done in the studio, you need to decide on key locations. In a 

major production a location scout or location manager will be hired to find and coordinate the use of 

the locations suggested by the script. Although it might be much easier to shoot in a TV studio, it has 

been shown that audiences like the authenticity of "real" locations, especially in dramatic 

productions. Cities that encourage TV and film production have film commissions that supply photos 

and videotapes of interesting shooting locations in their area. These commissions are located in most 

manoj.chauhan
 397



major cities, and they will provide information on usage fees and the people who need to be 

contacted.  

 It's often necessary to make some changes in the on-location settings. Rooms may have to be 

repainted or redecorated, signs changed, etc. 

 

i) Decide On Talent, costumes, and Sets  

 

. Next you will want to make some decisions on talent, wardrobe (costuming) and sets. 

Depending upon the type of production, auditions may take place at this point as part of the casting 

process (selecting the people for the various roles). Once decisions are made, contracts can be 

negotiated and signed. 

 If you are lucky enough to be able to afford well-known actors, they will probably have been 

decided on early in the pre-production process. Once the talent or actors are decided on, the selection 

of wardrobes can start. After a set designer is hired, he or she will review the script, possibly do some 

research, and then discuss initial ideas with the director. Once there's agreement, sketches of the sets 

can be made for final approval before actual set construction starts; if there is any construction.  

As we will see, today many sets exist only in computers. In this case the sketches will be 

turned over to a computer artist. Rehearsals, from initial table readings to the final dress rehearsal can 

then be scheduled. Even though sets may not be finished at this point, the talent can start reading 

through the script with the director to establish pace, emphasis, and basic blocking (positioning of 

sets, furniture, cameras, actors, etc.). Once the sets are finished, final blocking and dress rehearsals 

can get underway.  

 

j) Decide on the Remaining Production Personnel  

 

  Make decisions on remaining staff and production needs. At this point arrangements can be 

made for key technical personnel, equipment, and facilities. This includes the rental of both 

equipment and production facilities. Transportation, catering (food and refreshment trucks), and on-

location accommodations (for overnight stays) must also be arranged. 

. 
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k) Obtain Permits, Insurance and Clearances   

 

 In major cities and in many foreign countries it's not possible to just go to the location of 

your choice, set up your tripod, and start filming. Necessary access permits; licenses, security bonds 

and insurance policies must be arranged. Except for spot news and short documentary segments, 

permits are often required. Many semipublic interior locations, such as shopping malls, also require 

filming permits. Depending on the nature of the production, liability insurance and security bonds 

may be necessary in case an accident is directly or indirectly attributed to the production. 

 In some locations the controlling agency will limit exterior production to certain areas and to 

specific hours. If there's a street scene and traffic will be affected, it will be necessary to arrange for 

special police. Included in this category are a wide variety of clearances, which range from 

permission to use prerecorded music to reserving satellite time to transmit the product back to a 

studio. If clearance cannot be obtained, alternatives must be quickly explored.   

 

l) Select Video Inserts, Still Photos and Graphics  

 

. At this point arrangements can be made for shooting or acquiring any videotape or film 

inserts, still photos and graphics that might be needed.  If possible, existing stock footage is secured 

(generally for a fee) from film or tape libraries located around the country. 

 Just some examples are, C-DIT under Government of Kerala, ‘Ramoji’ film city in 

Hyderabad etc. 

 If suitable footage is not available or does not meet the needs of the production, a second unit 

may have to be hired to produce needed segments. Second unit work is production done away from 

the main location by a separate production crew. It generally does not involve the principal on-

camera talent. If part of a dramatic production calls for a specific building in Mumbai, for example, a 

second unit can shoot the necessary exteriors in Mumbai while the interior shots (which are 

supposedly taking place inside the building) are shot in Bangalore, where the actors live. Initial 

decisions on music are also made at this point. Copyright clearances and royalties must be worked 

out for music and visual inserts.    
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m) Moving to Rehearsals and Shooting  

 

 . Depending on the type of production, rehearsal may take place either minutes or days before 

the actual shooting. Productions shot live on tape (without stopping except for major problems) must 

be completely rehearsed before taping starts. This includes early walk-through rehearsals, camera 

rehearsals, and one or more dress rehearsals. Productions shot single-camera, film-style   are taped 

one scene at a time. In this case, rehearsals can take place right before each scene is taped. 

 

n) The Editing Phase   

 

 After shooting is completed, the producer, director, and videotape editor review the 

recordings and editing decisions are made. For major productions this has traditionally been done in 

two phases.  First, there is off-line editing, using copies of the original tapes. Editing a time-coded 

copy of the original footage typically makes off-line editing decisions.  . Using this edited tape and an 

EDL (edit decision list) as a guide, the production then moves to on-line editing where much more 

sophisticated (and expensive) equipment was used to create the edited master, the final edited version 

of the tape.  

During this final editing phase all necessary sound sweetening (enhancing), color balancing, 

and special effects are added. As high-quality nonlinear, digital editing becomes widely used, the 

need for an off-line editing phase may be eliminated, or at least made optional. Because editing is so 

important to the creative process, we are going to devote several chapters to the subject. If all these 

terms and procedures sound a bit intimidating right now, don't worry about it. We'll explain them in 

more detail later. 

  

o) Do Postproduction Follow-Up  

 

  Although most of the production crew will be finished with their work once the production 

wraps (finishes), there is still much in the way of follow-up work to be done. Final bills have to be 

paid, financial statements totaled, and the success or failure of the production determined. Broadcast 

television has ratings; in institutional television there may be tests, evaluations, or simply informal 
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viewer feedback to consider. And speaking of ratings; those numbers that spell the success or the 

death of TV programs; make sure you check your understanding of these things here. 

 
Activity: 
 
Ø Write a proposal for a 2 minute news story or feature defining clearly the  

Concept, treatment, production and planning, people to be interviewed, piece to camera.  

 

Learning Outcome 
 
 
Ø Developing an ability to write a programme proposal 
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