The 'Grammar' of Television and Film
http://www.aber.ac.uk/media/Documents/short/gramtv.html 
See this website for more detail.
Note: This is not a film class. The grammar explained below is meant for you to use analyze the film text’s meaning – not as an end in itself.

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 specialised vocabulary of film production). 
Camera Techniques: Distance and Angle
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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, emphasising 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). 
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. Note that in western cultures the space within about 24 inches (60 cm) is generally felt to be private space, and BCUs may be invasive. 
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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. 
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. 
Tilt. A vertical movement of the camera - up or down- while the camera mounting stays fixed. 
Crab. The camera moves (crabs) right or left. 
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. 
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. 
Editing Techniques
Cut. Sudden change of shot from one viewpoint or location to another. On television cuts occur on average about every 7 or 8 seconds. Cutting may: 
· change the scene; 
· compress time; 
· vary the point of view; or 
· build up an image or idea. 
There is always a reason for a cut, and you should ask yourself what the reason is. Less abrupt transitions are achieved with the fade, dissolve, and wipe 
Matched cut. In a 'matched cut' a familiar relationship between the shots may make the change seem smooth: 
· continuity of direction; 
· completed action;* 
· a similar centre of attention in the frame; 
· a one-step change of shot size (e.g. long to medium); 
· a change of angle (conventionally at least 30 degrees). 
*The cut is usually made on an action (for example, a person begins to turn towards a door in one shot; the next shot, taken from the doorway, catches him completing the turn). Because the viewer's eye is absorbed by the action he is unlikely to notice the movement of the cut itself. 
Jump cut. Abrupt switch from one scene to another which may be used deliberately to make a dramatic point. Sometimes boldly used to begin or end action. Alternatively, it may be result of poor pictorial continuity, perhaps from deleting a section. 
Motivated cut. Cut made just at the point where what has occurred makes the viewer immediately want to see something which is not currently visible (causing us, for instance, to accept compression of time). A typical feature is the shot/reverse shot technique (cuts coinciding with changes of speaker). Editing and camera work appear to be determined by the action. It is intimately associated with the 'privileged point of view' (see narrative style: objectivity). 
Cutting rate. Frequent cuts may be used as deliberate interruptions to shock, surprise or emphasize. 
Cutting rhythm. A cutting rhythm may be progressively shortened to increase tension. Cutting rhythm may create an exciting, lyrical or staccato effect in the viewer. 
Cross-cut. A cut from one line of action to another. Also applied as an adjective to sequences which use such cuts. 
Cutaway/cutaway shot (CA). A bridging, intercut shot between two shots of the same subject. It represents a secondary activity occurring at the same time as the main action. It may be preceded by a definite look or glance out of frame by a participant, or it may show something of which those in the preceding shot are unaware. (See narrative style: parallel development) It may be used to avoid the technical ugliness of a 'jump cut' where there would be uncomfortable jumps in time, place or viewpoint. It is often used to shortcut the passing of time. 
Fade, dissolve (mix). Both fades and dissolves are gradual transitions between shots. In a fade the picture gradually appears from (fades in) or disappears to (fades out) a blank screen. A slow fade-in is a quiet introduction to a scene; a slow fade-out is a peaceful ending. Time lapses are often suggested by a slow fade-out and fade-in. A dissolve (or mix) involves fading out one picture while fading up another on top of it. The impression is of an image merging into and then becoming another. A slow mix usually suggests differences in time and place. Defocus or ripple dissolves are sometimes used to indicate flashbacks in time. 
Use of Sound
Direct sound. Live sound. This may have a sense of freshness, spontaneity and 'authentic' atmosphere, but it may not be acoustically ideal. 
Studio sound. Sound recorded in the studio to improve the sound quality, eliminating unwanted background noise ('ambient sound'), e.g. dubbed dialogue. This may be then mixed with live environmental sound. 
Selective sound. The removal of some sounds and the retention of others to make significant sounds more recognizable, or for dramatic effect - to create atmosphere, meaning and emotional nuance. Selective sound (and amplification) may make us aware of a watch or a bomb ticking. This can sometimes be a subjective device, leading us to identify with a character: to hear what he or she hears. Sound may be so selective that the lack of ambient sound can make it seem artificial or expressionistic. 
Sound bridge. Adding to continuity through sound, by running sound (narration, dialogue or music) from one shot across a cut to another shot to make the action seem uninterrupted. 
Sound effects (SFX). Any sound from any source other than synchronised dialogue, narration or music. Dubbed-in sound effects can add to the illusion of reality: a stage- set door may gain from the addition of the sound of a heavy door slamming or creaking. 
Music. Music helps to establish a sense of the pace of the accompanying scene. The rhythm of music usually dictates the rhythm of the cuts. The emotional colouring of the music also reinforces the mood of the scene. Background music is asynchronous music which accompanies a film. It is not normally intended to be noticeable. Conventionally, background music accelerates for a chase sequence, becomes louder to underscore a dramatically important action. Through repetition it can also link shots, scenes and sequences. Foreground music is often synchronous music which finds its source within the screen events (e.g. from a radio, TV, stereo or musicians in the scene). It may be a more credible and dramatically plausible way of bringing music into a programme than background music (a string orchestra sometimes seems bizarre in a Western). 
Silence. The juxtaposition of an image and silence can frustrate expectations, provoke odd, self-conscious responses, intensify our attention, make us apprehensive, or make us feel dissociated from reality. 
Lighting
Soft and harsh lighting. Soft and harsh lighting can manipulate a viewer's attitude towards a setting or a character. The way light is used can make objects, people and environments look beautiful or ugly, soft or harsh, artificial or real. Light may be used expressively or realitically. 
Backlighting. A romantic heroine is often backlit to create a halo effect on her hair. 
Narrative style
Subjective treatment. We may be shown not only what a character sees, but how he or she sees it. A temporary 'first-person' use of camera as the character can be effective in conveying unusual states of mind or powerful experiences, such as dreaming, remembering, or moving very fast. 
Objective treatment. The 'objective point of view' involves treating the viewer as an observer. A major example is the 'privileged point of view' which involves watching from omniscient vantage points. Keeping the camera still whilst the subject moves towards or away from it is an objective camera effect. 
Parallel development/parallel editing/cross-cutting. An intercut sequence of shots in which the camera shifts back and forth between one scene and another. Two distinct but related events seem to be happening at approximately the same time. A chase is a good example. Each scene serves as a cutaway for the other. Adds tension and excitement to dramatic action. 
'Invisible editing'. This is the omniscient style of the realist feature films developed in Hollywood. The vast majority of narrative films are now edited in this way. The cuts are intended to be unobtrusive except for special dramatic shots. It supports rather than dominates the narrative: the story and the behaviour of its characters are the centre of attention. The technique gives the impression that the edits are always required are motivated by the events in the 'reality' that the camera is recording rather than the result of a desire to tell a story in a particular way. The 'seamlessness' convinces us of its 'realism', but its devices include: 
· the use of matched cuts (rather than jump cuts); 
· motivated cuts; 
· changes of shot through camera movement; 
· long takes; 
· the use of the sound bridge; 
· parallel development. 
The editing isn't really 'invisible', but the conventions have become so familiar to visual literates that they no longer consciously notice them. 
Mise-en-scene. This translates literally as ‘What is on the screen’. It is important to recognize that everything on the screen for each scene should be there for a reason. For instance, the way a room is furnished can give clues about the person who lives there. (PC comment)
Tone. The mood or atmosphere of a programme (e.g. ironic, comic, nostalgic, romantic). 
Exercises in film grammar
Watch the following clips from films and trailers and examine different aspects of film grammar.

Camera Shots and Lighting
Watch the trailer for Harry Potter and the Deathly Hallows Part 1
http://www.youtube.com/watch?v=_EC2tmFVNNE 

Example Analysis
Pause at 0.53sec.

This shot contains significant meaning. It is a close up from behind the character of Voldemort focusing on his hand and especially the wand. In the distance is Harry Potter almost completely out of focus.  Behind Harry is a dark forest. The lighting is dim and dark.
The focus on Voldemort’s wand emphasises the power it has. The close up on it reminds the viewer that Voldemort is extremely dangerous. The wand itself is bigger than Harry in the distance – the power of Voldemort and his wand is growing all the time and threatens to overwhelm Harry. The lack of focus on Harry also emphasises how small and insignificant he is compared to the rising power of Voldemort. The behind the character shot puts the reader in the scene, but only as a helpless spectator watching as the bigger will inevitably defeat the smaller.
The lighting suggests gloom and doom. It is not a comforting, warm night scene – it has a blueness to it that suggests coldness and loneliness. (Contrast this with many scenes from the earlier films – even in the forest the darkness has a different quality to it). Voldemort is, of course, in black – the color of evil and death – and Harry’s clothes are similar to his surroundings. The only slightly different color in the whole scene is Harry’s face, which is out of focus. The lighting suggests death, gloom, hopelessness – that the world belongs to Voldemort and that Harry has become trapped in this world.

[bookmark: _GoBack]Try some yourself.
· 0.25sec. What sort of shot is this?
· 0.43sec. Analyze what this shot means. Look at camera angle, type of shot, lighting, actor’s appearance and more.
· 1.00min. Analyze.
· 2.02sec. Analyze. This shot can be analyzed not only in filmic terms, but also as visual art (such as a painting) – notice the lines of the grounds, the buildings, the mountains and the spells – they all point to one thing. What is that one thing and what does this scene mean?

Editing
Watch the growing old scene from ‘Up’.
http://www.youtube.com/watch?v=GroDErHIM_0 
Discuss how the editing tells the story. What is chosen? What is focused upon? What is left out? How do we know what is happening?

Watch the escape scene from Terminator 2.
http://www.youtube.com/watch?v=fuIIcN0tUp4 
 Note how tension is created through the editing. Note the frantic nature of the hospital scenes and the almost leisurely approach of Arnie on the motorbike. The viewer, at this point, is urging Arnie to speed up and rescue her. What else does the editing do in this classic scene?

Sound
For the two film clips from Up and Terminator 2 listen carefully to the music. How does it create mood?
What other sounds are there, especially in Terminator 2? How do they create meaning?
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