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Student Resource 10.1
Note Taking: Producing Original Graphics, Photos, and Audio
Student Name:_____________________________________________ Date:__________________
Directions: As you watch the presentation about producing original graphics, photos, and audio, take notes by answering the following questions.
What is a graphic?



What is overscan, and why should you avoid it?




Name some ways that graphics enhance videos.



What are some considerations for getting the best photo shots?




What is the rule of thirds, and why is it important?




What should you think about when cropping a photo?

  

What are the main tools you can use to capture audio?



What should you think about when preparing your location for good audio recording?
Student Resource 10.2
Reading: Producing Original Graphics, Photos, and Audio
[image: C:\Users\Mika\Documents\My Documents\Pearson\2012\June\26\DigitalVideo_Lesson10_ROOT_Presentation_062612\Slide1.JPG]
This presentation explores how to create quality graphics, photos, and audio for your documentary video project.
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Graphics are visual representations of information. Examples are photographs, drawings, line art, graphs, diagrams, typography, numbers, symbols, geometric designs, maps, and engineering drawings. Graphics often combine text, illustration, and color. 
Graphics can provide clarity and enhance communication. Images are a great way to create an association with a cultural element. Graphs provide a visual picture of the relationship between two or more elements. Graphics are also an effective way to create a distinctive style. Graphics can be functional or artistic. They can be imaginary or represent something in the real world.
Adapted from: “Graphics,” Wikipedia, http://en.wikipedia.org/w/index.php?title=Graphics. 
[image: ]
You can capture graphics for use in your video in two ways. The first is to create a design with paper and pencil, photograph or video-record it, and then save it to your computer. The other way is to create a digital design using software like Flash, Adobe Photoshop, Illustrator, or Corel Paint Shop Pro. Either way, once you’ve created and edited the graphic, you will export it in a format that works with your video editing system.
Because titles are such an important part of video, most editing programs have a built-in title creation tool. Though graphics programs can also create titles, you may want to wait and create your titles with the video editing program. It is much quicker and more efficient than using an outside program. Even though most graphics programs have far more robust titling capabilities than NLEs, it may be more efficient to do text in the NLE since it’s simpler to make adjustments.
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To be easy to read, video graphics must be kept simple and clean and crisp. Small type is hard to read, and thin lines can even cause a flicker in some cases. Be sure there is strong contrast between important information and the background. 
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As you create a graphic for video, be aware that some of the image area may be cut off by certain video monitors; this area is called the “overscan.” The overscan area is what falls outside of the normal viewing area. Newer monitors and televisions have made this less of a problem. However, since you can never be sure about the monitor on which your video will be viewed, most designers consistently use two guides, called action safe and title safe.  
· The action safe area is larger than the title safe area. It covers almost the whole screen and can contain any visual information that is an important part of the action.
· The title safe area, the smaller area in dark gray, is safe to contain important text and graphics that must be viewable on any monitor.
Most editing software programs have a title-safe overlay feature that you can turn on in the canvas window when you are placing text. Some higher quality video monitors have an “underscan” function on them. This allows you to see all the video that is in the frame.
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Once you’re done with each graphic, be sure to check it against your asset list and save it for the video editing program. Use a file format that you are sure your video editing program can read. JPEG and TIFF are most common.
Remember to name each graphic according to your file naming protocol and place it in a folder where you can find it (typically an “Images” or “Graphics” folder). Think about how you can name the files so that you can find them easily in your edit software, or on your storage drives.
Also, be sure to document all your sources for each graphic for future reference. Depending on the type of graphic, this might include subjects’ names and addresses, legal releases, URLs, locations, and the tools used to create the graphic. Some of this may go into the video credits, while other information may come in handy when you have questions about the image during post-production.
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Graphics are an important part of a video. They can really enhance the story!
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Digital cameras record photos as files that can easily be transferred to your video editing software. 
Some camcorders also have a still image mode, which can be used to take high-resolution pictures. Make sure the still function has a higher resolution than video mode. If you do choose to take a still photo from video, remember that because its resolution is not as high as a still camera would produce, it will almost always appear blurry. If you can, it is always better to take a high-resolution photo with a still camera. 
You can import any video footage into your editing system and save any frame as a video still. This is a good way to create graphics to introduce various sections in your project.
[image: ]
Taking still photos for video is not that much different from taking still photos to display in your home. You will want to keep in mind the final project that your audience will see in the frame. For example, a small video window viewed on a website might not work well if the photo has a number of small details important to your topic. In addition, it’s important to try to orient your photo in landscape format, which better fits the shape of the video window. And, of course, remember to take lighting into consideration.
[image: ]
When framing photos, most professionals follow the “rule of thirds.”
The rule states that an image can be divided into nine equal parts with two equally spaced horizontal lines and two equally spaced vertical lines. The four points formed by the intersections of these lines can be used to line up features in the photo. People who like this technique say that aligning a photograph with these points creates more tension, energy, and interest in the shot than simply centering the feature would.
Using the rule of thirds in photos is thought by many to make them more attractive and professional-looking. You can use the rule of thirds by lining up subjects with the guiding lines or putting the horizon on the top or bottom line instead of the center. You can also allow linear features in the picture to flow from section to section. 
Adapted from: “Rule of thirds,” Wikipedia, http://en.wikipedia.org/w/index.php?title=Rule_of_thirds.


[image: ]
A good photographer takes dozens of the same shot, trying to capture just the right look. Once you get home, you may want to download all your images to a photograph management tool (like iPhoto or Adobe Photoshop Elements). When you’ve done this, you can look at all of your shots and pick the one that will best work with your project.
When working with images, you want the raw format to be bigger than your final output so that you can zoom, rotate, or pan easily without any degradation in image quality. Whatever final size you choose, be sure to save photos in high resolution, with a minimum of 72 dpi (dots per inch). For 1920 x 1080 HD videos, for example, you may try saving images with 150 or 300 dpi. Note that the higher the dpi, the more robust your computer hardware needs to be to handle the larger media file sizes. 
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In addition to matching the dimensions of your video screen, crop your photos in the NLE to trim unneeded information and to maximize the impact of the image.
Here we see an original image that is not ready to use in a video. Note that the orientation is portrait format, and the subject is lost in the expanse of the beach.
[image: C:\Users\Mika\Documents\My Documents\Pearson\2012\June\26\DigitalVideo_Lesson10_ROOT_Presentation_062612\Slide13.JPG]
Here we see the same photo after it has been cropped in the NLE ready for video editing. It is now:
· Cropped to landscape orientation
· Cropped to the rule of thirds and free of unneeded details
· 720 x 486 resolution (for NTSC D1)
· 72 dpi
Of course, make sure the important part of your image fits comfortably within the “action safe” area of your project. Remember to avoid the overscan area.
Once you are done cropping, be sure to name, save, and organize your photo in a way that will make it easy to access for video editing.
[image: ]
Photos are also an important part of a video. They can really help tell the story. Preparing them correctly is an important part of making a quality video.
[image: ]
Most of your audio will be created as a part of your video shoots. It will be recorded during your video action using the built-in mic or an external mic.
During post-production, though, you may want to add audio to enrich your project. This extra audio might be sound effects (clapping, the sound of birds, a door slamming), live music or singing, or everyday background sounds. Keep in mind that your voice-over narration may be added during post-production, once you see exactly how your story comes together. 
There are different tools you can use to capture audio:
Video camera: You can always use your video camera to record audio. In editing, you’ll delete the video signal and just use the audio track.
Audio recording devices: There are lots of audio recording devices you can use in the studio or in the field. Some of these are USB microphones plugged into a computer, the internal mic on a laptop, or an MP3 player with mic attachment.
Editing system: Most editing systems include basic audio editing tools. This lets you record sound directly into your project’s timeline. This feature is typically used to record narration.
[image: ]
When recording audio for your video project, you will want to capture the clearest, most natural sound:
· Choose the right location: 
· Make sure it’s quiet and private.
· Choose a medium-sized room with soft furnishings (drapes, furniture, carpet) to absorb echo.  
· Unplug all phones and other technology that might make sounds.
· Use an external microphone, if possible (not the camcorder mic); keep the   mic just below the chin for best pickup.
· Test and check signal before beginning, and monitor sound with headphones.
[image: ]
Just like in a gourmet recipe, where every ingredient is carefully chosen and has an important role, every media asset is important to a film project. Your graphics, photos, and audio files are like the spice of your video. If you want your project to match your greatest hopes for it, you must create high-quality assets that fit well with your outline.

Student Resource 10.3
Culminating Project Work: 
Production Scheduling and Roles
Student Name:_______________________________________________________ Date:___________
Directions: Use this sheet to plan your production schedule and roles. For each production task, be sure to group together and list the asset numbers that will be created.
	Class/Date
	Production Tasks
	Group Member Roles

	



	


	

	



	


	

	



	


	

	



	


	

	Other (outside of class time):


	


	



Student Resource 10.4
View OR Read: The Camera on Production
Directions: View these videos on camera movement and take notes as you watch. 
(This was once a reading exercise; however, we found videos that SHOW students the same content. If you would still like to do the readings, they are also included on the next page.)
Rules of Framing and Composition
The Ultimate Guide to Camera Movement
Ultimate Guide to Camera Angles: Every Camera Shot Explained
What Frame Rate Should You Be Filming In?


Directions: Read this selection carefully. According to your teacher’s instructions, underline the golden sentence on each page and circle the most important vocabulary words.
[image: 9D7H3h]The following is excerpted from: Jeff Carlson, iMovie HD 6 & iDVD 6 for Mac OS X (Visual QuickStart Guide), Berkeley, CA: Peachpit Press, 2006. Reproduced by permission.
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Student Resource 10.5
Culminating Project Work: 
Production Preparation Checklist
Student Names:____________________________________________________ Date:_____________
Directions: Use these checklists to make sure you are ready for production.
Production Roles
· Do all team members know their role during production?
· If you are sharing roles, does everyone know how and when to rotate roles?
· If you plan to share roles, how will you be sure of consistent documentation of the shoot? 
· How will media be labeled consistently? 
· How will created (“original”) and collected (“existing”) assets be tracked on the asset list/script outline?

Equipment
· What is the video resolution of your project? How will this affect your approach to shooting?
·  Do you have everything you need to:
· Shoot video and photos?
· Record audio?
· Create graphics?
· Collect existing assets?
· Edit/adjust/prep still-image assets?
· Is everything working?
· Does everyone know how to use all the equipment?
· Do you have extra supplies such as charged batteries, cards, and other expendables?

Logistics
· Have you confirmed the date, time, and location with everyone who is scheduled to attend each shoot, including the subjects? 
· How will you get the equipment and team to the location?
· Are there safe places to keep equipment when it’s not in use? 
· How will you label memory cards?
· When will you copy the memory cards to hard drives after the shoot?
· Where will assets be stored until it’s time to edit?

Interviews
· Have the interview questions been carefully written based on the script outline?
· Have the interview questions and script outline been reviewed by the person conducting the interview?
· Is there a list of b-roll shots you need that include the interviewee?
· Who’s responsible for getting the correct name and title spelling of the interviewee?
Student Resource 10.6
Supplementary Viewing or Reading: 
Advanced Lighting on Production

Directions: View these videos on camera lighting and audio and take notes as you watch. 
(This was once a supplementary reading exercise; however, we found videos that SHOW students the same content. If you would still like to do the readings, they are also included on the next page.)

Video Lighting Techniques: Nailing that Cinematic Look
Cinematic Lighting Techniques: Working with Mixed Color Temperature Light
Audio 101: Basic Tips for Recording Audio for Video


[image: MF4FuS]Directions: Read this selection according to your teacher’s instructions. 
The following is excerpted from: Jeff Carlson, 
iMovie HD 6 & iDVD 6 for Mac OS X (Visual QuickStart Guide), 
Berkeley, CA: Peachpit Press, 2006. Reproduced by permission. 
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Student Resource 10.7
Supplementary Reading: Advanced Audio Production
[image: CBXZXQ]Directions: Read this selection according to your teacher’s instructions. 
The following is excerpted and adapted from: Jeff Carlson, 
iMovie HD 6 & iDVD 6 for Mac OS X (Visual QuickStart Guide), 
Berkeley, CA: Peachpit Press, 2006. Reproduced by permission.
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[image: o9itQb] [1:  This page has been adapted for use in the NAF curriculum: the sidebar “16-bit Standard” was inserted by NAF in 2014.]  [2:  This page has been adapted for use in the NAF curriculum: the box titled “Recording Tip” was inserted by NAF in 2014.] 
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A video graphic can begin as analog or digital

Which video graphics do you think are best to create
on paper and then scan? Which are best to create
with a graphics program from the start?
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Graphics for video must be easy to view

.

Which of these graphics would you use to show "stop”in a
video?
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Beware of the “overscan”
.

ACTION SAFE AREA

TITLE SAFE AREA

How might it affect your video if you include
important graphics at the edge of the screen?
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Document all source information for each graphic
I

* Who created it?
- How was it created?
« Where was it created?

« Does it follow your file naming protocol for easy
retrieval?

» Subjects’ names and addresses (if it includes
photo images)

» Legal releases

« URLs for web resources

What else might you want to know about a graphic for your video?
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Graphics can really enhance a video

I
Remember:
» Use a variety of types of graphics.

- Start on paper or on a computer or with a camera,
then manipulate the photo into a graphic.

- Keep graphics clear and simple.
- Avoid the overscan area.
« Document the source information.

- Save graphic files in a format that your video editing
program can accept.

« Store graphic files safely and develop naming
protocols for easy access in editing.
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Taking digital photos is also a part of production
B

There’s more than one way to take photos for video:
1. Use a digital camera.
2. Use the “still image” mode on a videorecorder.

3. Capture a single frame out of video footage.
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Shoot photos that work best for your video
I

Taking photos for video involves many of the same
considerations as using archival photos:

- Be aware of the level of detail you want your
viewers to see.

« Go for landscape orientation.

- Make sure the lighting is adequate and doesn’t
create unwanted shadows.

What other considerations can you think of when taking quality
photos for your video?
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Follow the “rule of thirds”

W In this photo, the
horizon sits at the
horizontal line
dividing the lower
third of the photo
from the upper two-
thirds. The subject is
placed at the
intersection of two

| lines.
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Select and prepare your best shots
e

It's always best to use your NLE to crop pictures so
that you don’t lose the ability to pan, tilt, or zoom on
the picture. Depending on your video editing system,
crop your photos to one of these sizes:

«D1: 720 x 480
« DV: 720 x 480

*« HDV and 16:9 format: either 1920 x 1080 or
1280 x 720

What else do you need to know to prepare your photos?
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Maximize the impact of each photo

Why isn’t this photograph ready to be used in a video?
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Proper cropping can make a huge difference

Is this how you would crop the image for a video?
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Great photos can be key to a video project
I

Remember:

Follow the rule of thirds.

Crop/resize to the dimensions of your video
screen in the NLE.

Crop/resize to maximize the impact of each shot.

Avoid placing the crucial parts of the image
within the overscan area.

Use high resolution (300 dpi).
Store photo files safely and in an organized way.
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Most audio will be created in the video shoot
e

Other ways to record audio include:
« Video camera
» Audio recording devices

» USB mic with desktop
computer

« Internal mic on a laptop
- MP3 player
- Video editing system

Which audio recording tools do you have available?
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Make sure your audio is clear and natural
B

Remember, to capture the best audio:

Choose the right location.

Unplug all phones and other technology that
might make sounds.

Use an external microphone, if possible.
Test and check signal before beginning.
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Every asset is important
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ComPOSING YOUR SHOTS

Chapter 2

Composing Your Shots

If you really want to, you can hold the cam-
corder up in the air and hit record—with
your eyes closed. But by putting a small
amount of thought into the composition of
your shots, you can give them a much more
professional look.

Shoot large

I had the opportunity to see a 70mm print

of Lawrence of Arabia a few years ago on the
massive screen at Seattle’s Cinerama theater.
The movie is filled with sweeping desert
vistas where you can see miles in every direc-
tion, taking full advantage of a large-screen
experience.

Most likely, your video will instead play on

a television screen or as a QuickTime movie
on a Web page (Figure 2.5). For that reason,
try to “shoot large”—make sure the subject is
large enough in the frame that it’s instantly
recognizable even on a small screen. Getting
closer also reveals more detail than can be
seen from a distance.

Maintain an axis

Most people are fluent enough in the
language of film that they aren’t thrown by
sudden cuts or changes in a scene. But visu-
ally crossing an axis tends to freak them out.
The idea is this: if you have two people in a
scene, and you're switching between close-
ups of each one, they should both remain on
their own sides of the screen (Figure 2.6). If
character A is on the left side of the table, but
then you move the camera so that he appears
on the right side of the screen, the viewer is
left wondering how he moved so quickly. At
the very least. she'll notice that something
odd has happened, which distracts her from
the movie's content.

Figure 2.5 Sweeping vistas don’t always work in small
movie windows, so try to shoot large when you can.
Don’t abandon wide shots, however. Tape is relatively
cheap, so grab the shot when it’s available; you can
intercut the wider shots later when you're editing in
iMovie. See “Coverage” later in this chapter.

Shooting Person A Axis

5]

Camera

Shooting Person B

Figure 2.6 Keeping the camera on the same side of
your axis line helps the viewer maintain a mental
geography of the scene.
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Composition and Coverage

Figure 2.7 The train’s engine appears in the first third
vertical portion of this shot.

Figure 2.8 When your subject faces toward the
middle of the frame, he remains engaged with the
rest of the shot, rather than looking outside the frame
at something else (which is then where your viewers
will want to look).

Balance your shots

As Ilook through still photos I've taken over
the years, I notice an annoying consistency:
everything is centered. People, monuments,
sunsets—all evenly positioned between

the edges of the frame. Perhaps it's just our
nature to center objects, but it's a good habit
to break. Go watch television or a movie and
you'll see that almost nothing is centered.

Positioning elements slightly askew of center
makes them more interesting. Another take
on this positioning is called the rule of thirds:
the focus of your composition should appear
one third of the way from the edge of the
frame (Figure 2.7). Also make sure that the
subject is facing into the frame, not toward
the outside (Figure 2.8).

v/ Tips

B Asyou're shooting, be aware of every-
thing in your field of view—don't just
focus your attention on the subject. If
something else is distracting or disturb-
ing elsewhere in the frame, viewers will
likely gravitate toward that, and away
from your subject.

® Similarly, take your environment into
consideration when possible. Because
video is interlaced (every other horizontal
line on the television screen is displayed),
some objects such as window blinds may
create distracting patterns onscreen.

B Many cameras today have the capability
to shoot in a 16:9 aspect ratio, also known
as widescreen mode. On the camera, it
looks as if the image has been squished
in from the sides, but iMovie can inter-
pret the ratio correctly (see Chapter 7).

S1OHS ¥NOA ONISOdWO)
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Chapter 2

Focus

Pity the poor UFO watchers of days gone by,
with their bulky cameras and—most dis-
tressingly—manual focus. It's hard enough
to spot a saucer in the sky, but to also keep it
in clear focus was a daunting task.

I suspect that today's sky-watchers are
thrilled with modern camcorders, if for no
other reason than the inclusion of automatic
Jfocus control. Thanks to millions of calcula-
tions processed while shooting, a camcorder
can do an amazing job of keeping objects

in focus. Sometimes, however, the camera
performs its job too well.

Automatic focus versus manual focus

Digital camcorders use automatic focus by
default. Although they include some sort

of manual focus control (which is often a
small dial that’s hard to adjust in the middle
of shooting), most likely it’s not the type of
focus ring found on your 35mm still camera.
Nonetheless, don’t be tempted to let auto-
matic focus dominate your shots.

Auto focus tends to focus everything in view,
causing footage to appear hyper-real at times
(Figure 2.9). Your eyes don't bring every-
thing into focus as you look around, so

video that is predominantly focused can

be distracting.

In an ironic twist, automatic focus can actu-
ally contribute to blurry images. The camera
generally attempts to focus the objects in
the foreground (which may appear on the
periphery of the image and not be immedi-
ately visible to you), but that can throw off
the focus in the rest of the shot and leave
your subjects blurry (Figure 2.10).

If your camera is mostly stationary, experi-
ment with manual focus to ensure that the
objects you want to capture remain in focus.

Figure 2.9 Camcorders do a good job of focusing—
sometimes too good. In this shot, Greta is competing
with the chair and the firepit in the background for
the viewer’s attention.

Figure 2.10 Objects in the foreground, such as the
branches of this tree, can throw off your camcorder’s
automatic focus and obscure what you wanted to
capture (in this case, a rhino in the wild).
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Composition and Coverage

Figure 2.11 The background is out of focus and less
vibrant compared to the foreground, which helps to
visually separate the two.

Depth of Field

We usually want to keep things in focus, but
when everything appears sharp, most scenes
begin to look flat. Instead, highlight objects
in the foreground by keeping them in focus,
and separate them from the background by
keeping it soft. When you increase this depth
of field, you're more effectively simulating
how a viewer’s vision works, and subtly
influencing what they should see. This works
particularly well during interviews or scenes
where a character is occupying the frame.

To increase depth of field:

1. Position the camera as far away from
your subject as possible.

2. Use the camcorder’s zooming controls to
zoom in close to the subject.

3. Set the manual focus so that the subject
is clear (Figure 2.11).

v Tip

W Ifyou're shooting a fixed object where
the camera won't move (such as a person
being interviewed), use manual focus.
Sometimes the motion of the person talk-
ing (if they move forward slightly when
making a point, for example) will trigger
the camera to adjust its automatic focus,
causing other elements in the frame to
“bounce.”
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Chapter 2

Coverage

With some basics under your belt about
framing your shots, we come to a bigger
question: what shots are needed to create a
movie? If you're shooting a family event, you
may think the question doesn’t apply to you;
after all, you shoot whatever happens, right?

Well, shooting the event itself is a good start,
but you need more than that. And you need
to make sure you have enough coverage, the
footage that will give you plenty of room to
work when you're editing in iMovie.

Shoot to edit

At the beginning of this chapter, I advised
you to imagine the end result of your movie
before you begin shooting. A similar notion
is shooting to edit. In the days before anyone
with a Mac could edit their movies, amateur
filmmakers shot “in the camera,” meaning
they structured their shot process so that
scenes fell sequentially in the order they
would appear when the tape was played—
“editing” was done in advance by planning
what to shoot.

Now, you're shooting with the knowledge
that your raw footage is going to be edited
in iMovie. You don't have to shoot things in
order, limit yourself to the main subject, or
even use footage from the same session.

By way of example, suppose you're filming a
family reunion. Immediately following the
pick-up basketball game (where Uncle Barney
surprised everyone with 32 points and a slam
dunk), you shoot a few minutes of a wood-
pecker perched on a nearby tree. Then you
return to the festivities. The woodpecker has
nothing to do with the family reunion, so you
may not even use it in your final video—or
perhaps you'll pop a few seconds of it into the
beginning to show what a beautiful, nature-
filled location everyone enjoyed.
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¢ Medium shot. Most shots end up as
variations of medium shots. Generally,
this shot is large enough to frame two or
three people’s torsos, although it can vary
between a shot of a single person or half
of aroom (Figure 2.13).

¢ Close-up. The screen is filled with part
of a person or object (Figure 2.14).
Close-ups usually show a person’s head
and shoulders, but can also push in
closer (known as an extreme close-up)
so you see only the person’s eyes. Other
examples of close-ups include shots of a
person’s hands, or any object that occu-
pies the entire frame.

¢ Cut-away shots. Sometimes referred to
as B-roll footage, cut-aways are shots of
associated objects or scenes that aren’t
necessarily part of the central action in
a scene. An example would be the view
from a ship traveling through a passage.
which cuts away to a shot of the darken-
ing sky, then returns to the ship safely
emerging from the passage. The wood-
pecker footage mentioned in the family
reunion example earlier could easily be
used as a cut-away shot. Cut-aways often
prove invaluable when you need to cover
up a few frames of a glitch or when cut-
ting and shortening interviews.

¢ In points and out points. If possible,

give yourself some shots that can be
used to enter or exit a scene, sometimes
known as in points and out points. For
example, if you're shooting an interview
and your subject has just declared his
intention to walk on Mars, don't immedi-
ately stop recording. Hold the camera on
him as he finishes speaking, then perhaps
pan down to his desk where a model of
his rocket ship is mounted.

Figure 2.13 A medium shot is typically close enough
to include two or three people.

Figure 2.14 A close-up focuses on one person or
object that occupies most of the frame.
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Figure 2.15 Resist the temptation to rotate your cam-
corder as you would a still camera to take “vertical”
shots, because in video they’ll look like this.

v Tips

Linger on shots when you can. It's far
easier to cut footage out than to add it
back in later (especially if it's vacation
footage or something similar...unless you
really need to rationalize a trip back!).

How long should you hold on to a shot?
First of all, don’t automatically shut

off the camcorder just when the action
has stopped. Stay for a few seconds or
minutes to let the emotion of a scene
dissipate. This is true when you're doing
interviews or shooting wildlife. You can
always trim it later in iMovie.

Remember that a camcorder isn't like a
still camera. I've seen people rotate the
camcorder 90 degrees as they would a
still camera in an effort to shoot a “taller”
image (Figure 2.15). Unfortunately, no
matter how you shoot, the end result
will still be a horizontal image—it’s not a
print that you can view vertically.

(That said, your footage can be salvaged.
See Chapter 8 to learn how.)

Here's a tip I came across while on a
soggy camping trip. When shooting in
poor weather, you'll need to protect your
gear. You can buy hoods and covers and
other accessories, which are fine but add
bulk. Instead, I have a fleece vest that I
use to cover the camera: the lens points
through one arm hole, protecting it from
the rain but still giving enough room for
me to operate the camera.
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IN MOTION

My digital camcorder is small enough that

I can take it almost anywhere. While we're
driving to work, my wife will occasionally grab
the camera out of my bag and start shooting
anything that catches her eye: a brilliant sun-
rise, the way Seattle’s skyline materializes on
a foggy morning, rows of orange-tipped trees
alongside the roadway in the fall. Although
we initially bought the camera to take with us
on vacation, it has turned into an unofficial
chronicler of our lives.

One of the advantages of a small camera is
that it easily moves with you. However, when
you're shooting, motion can become a char-
acter in its own right. Slowly moving across a
scene imparts a different feeling than quickly
scanning your surroundings, for example.
This chapter addresses the most common
ways of moving the camera to add motion to
your movie, including the number one rule:
don’t move.
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Chapter 3

Don’t Move

It's time to go watch TV again (hey, this
moviemaking stuff is easy!). Turn to a
scripted dramatic show and note how often
the camera moves. I don't mean how often
the camera is moved, which provides differ-
ent angles of the same scene, but how often
the camera is actually moving—not much.
When it does move, such as when following
a character through a set, the movement is
smooth and measured.

As much as possible, limit your camera’s
movement. You want action that emotion-
ally affects the viewer, which is more likely
to happen when the camera is stationary
and focused on the contents of a scene. A
shot that's bouncing, zooming, or otherwise
sloshing about like a drunk at happy hour is
a scene where the movement is distracting
from the action. Of course, there are times
when motion is called for: can you imagine
reality-television shows like COPS or The
Amazing Race using stationary cameras? [
imagine it's difficult enough to chase a sus-
pected criminal down a dark alley and over a
chain-link fence without asking him to pause
for a few minutes while the crew sets up its
lights and tripods.

Staying still has another practical benefit:
excess movement causes blurring in your
images (Figure 3.1). Our eyes do a good job
of pulling detail out of motion blur, but there’s
alimit to how often they can tolerate fuzzy
swabs of color streaking across the screen.

v Tip

B To move the camera and keep it steady,
consider building your own Steadicam-
like rig. You can find instructions in Dan
Selakovich’s book Killer Camera Rigs that
You Can Build (www.dvcamerarigs . com).

Figure 3.1 Sudden camera moves introduce blurriness
to your footage. Try to keep the camera stationary for
most of your shots, if possible.

But If You Must Move...

Okay, you don't have to remain completely
still when shooting. In fact, motion can be
particularly effective—in moderation. A
little motion can go a long way.

Case in point: film director Steven Soder-
berg. If you watch one of his movies, you'll
notice that the camera is almost always in
motion, but just barely. A scene in Ocean's
Eleven stands out in my mind, where a
group of main characters steals a device
from a research university. In the shot,
you're looking down the side of their get-
away van toward a set of doors where the
crooks will emerge with the device.

It would have been simple to lock the
camera down in a fixed location and
shoot the actors coming out of the doors.
Instead, Soderberg very slowly pushes

in on a dolly (see “Dollying,” later in this
chapter). The camera only moves perhaps
one or two feet, but the subtle motion
draws your attention to the door in a way
that a motionless shot would not.
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Figure 3.2 Optical zoom and automatic focus can be
a great combination when you’re shooting something
from far away.

Start with the camera
zoomed out...

...and slowly zoom in...

...then hold on the
zoomed-in image
before slowly
zooming back out.

Figure 3.3 Quick zooms in and out are effective ways
to instill headaches in your viewers. Instead, slowly

zoom in, hold, then slowly zoom out. This technique
gives you good, clear footage at several distances.

Zooming

Now that I've lectured on the evils of moving
your camera, let's get into the realities of the
types of motion you'll encounter. To start,
let's look at one of the most common trouble-
makers, the zoom control.

When you bought your camera, the first
thing you probably did was play with the
zoom control. It's usually a rocker switch that
moves between W (wide) and T (telephoto),
and enables you to view distant objects.
Combined with a camera’s automatic focus
feature, especially when shooting in the field,
zooming can get you closer to your subject
(Figure 3.2).

However, the control can be sensitive, lead-
ing to abrupt or too-quick zooms in and out.
A better approach is to smoothly zoom in on
your subject, hold for a bit, then slowly zoom
out (Figure 3.3). Practice with the control to
get a feel for how much pressure is needed,
and try to run through the shot a few times
before you actually record it.

v Tips

B [fyou missed the memo in Chapter 1:
turn off the digital zoom feature of your
camera. The camera tries to enlarge the
pixels, thereby appearing to zoom beyond
its optical limit. All you really end up with
is large blocky pixels.

B Sometimes you want an abrupt zoom,
either because it enhances the action or
because you don't have time to shoot,
stop recording, zoom in, then begin
recording again. In the latter case, zoom
quickly and hold onto the shot—you can
edit out the actual zoom later in iMovie.

B A good zoom can be handy when you're
not recording. If you're not toting a pair
of binoculars, your camcorder will help
you see objects in the distance.
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Chapter 3

Dollying

Dollying is similar to zooming, in that the
camera moves in toward (or away from) a
subject. However, a dolly shot doesn't use the
zoom control at all. In feature film shoots, a
dolly is a platform that holds the camera and
rides on rails similar to railroad tracks. When
filming, one or more people (known as grips)
push the dolly, resulting in a smooth shot.

‘When you zoom, the camcorder’s lens is
simulating the appearance of moving closer
to your subject. When dollying, you're moving
the camera physically closer. The difference

is especially pronounced in the background

(Figure 3.4).
v Tips

B As with zooming, you want to ease in
and out of a dolly shot. Grips aren't just
people who push equipment around. A
good grip can accelerate and decelerate
smoothly and, often more importantly,
consistently during multiple takes.

W A dolly shot is a professional-looking
camera move, but it’s likely you don’t
have a dolly setup or want to spend
the money to rent one. Instead, choose
from a number of alternative dollies.
Wheelchairs are great (and comfortable
for filming!), and skateboards also work
in a pinch. It doesn’t matter so much how
you get the shot, only that the shot turns
out the way you want it.

Zoomed in

Figure 3.4 These two shots are similarly framed, but
look at the orange building in the background to see
how the two approaches differ.
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Automatic
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Figure 3.5 Higher shutter speeds can make fast-
moving objects appear clearer.

Changing Shutter Speed

Your camcorder doesn't have a shutter in
the traditional sense. There's no little door
that opens and closes quickly to control the
amount of light that gets through the lens.
However, camcorders can simulate shutter
speed by controlling how quickly the CCD
sensors refresh the image being recorded,
which is measured in times per second.

A normal shutter speed is approximately
1/60th of a second, meaning the CCD
samples an image 60 times per second.

Why change shutter speed? Using a higher
setting is good for capturing fast-moving
action like sporting events. The blur caused
by moving objects is substantially reduced at
speeds of 1/4000 or 1/8000, creating frames
that contain very little blurring (Figure 3.5).
You'll need to experiment with your camera’s
settings, though; a high shutter speed can
also make the image appear to strobe, or flash
artificially.

v Tips

B Faster shutter speeds require more light.
If you think of a traditional shutter, not
as much light enters the camera when the
shutter is closing more times per second.
So a dimly lit room can appear even
darker at a high shutter speed.

B Your camcorder is probably changing
shutter speeds without your knowledge.
On Auto setting, it detects what kind of
light is present, and if it detects fluores-
cent lighting—which flickers impercep-
tibly to our eyes, but can cause havoc on
a digital recording—the shutter speed
automatically changes to compensate.
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Chapter 3

Panning

Film has the great advantage of width: its
wider aspect ratio captures landscape images
in a way your regular video camcorder can
only dream about. (One of the advantages
of shooting in HD is that it's always wide-
screen.) However, you can pivot the camera
left or right to shoot that landscape and not
disrupt the scene with too much motion.
This side-to-side movement is called pan-
ning, and is a common tool in a director’s
box of shots. A similar shot, tilting, moves
the camera up and down, though it’s not
used as frequently.

To pan a scene:

1. Mount your camera on a tripod for best
results, or hold it as steady as you can.

2. Determine where the pan will begin
and end.

3. Begin recording at the first point, and
pivot the camera left or right at an even
pace. If your camera is not on a tripod,
swivel your body steadily at the hips.

4. When you reach the end point of your
pan, stop recording.

Pan ahead of subjects

A panning shot often follows a subject from
one side of the screen to the other, but think
of your composition as you do this. Don't just
center the subject in the frame. Instead, pro-
vide space into which the person can walk by
panning ahead of him (Figure 3.6).

Figure 3.6 Frame your shots when panning so that
subjects walk into the shot, not out the edges.
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Figure 3.7 It's either you or the camera—the world
just doesn’t naturally tip like that.

v Tips

To help stabilize the camera while you're
holding it, pull your elbows in close to
your body, hold the camera with both
hands, and keep a wide stance.

If you're using a tripod, be sure to get a
fluid-head tripod. It's more expensive
than your standard unit, but allows for
much smoother motion.

Asit turns out, the biggest problem
with panning isn't moving the camera
smoothly. Your top concern should be:
is the horizon level? If the camera isn’t
exactly even with the horizon, panning
will give the effect of moving uphill or
downhill (Figure 3.7).

Panning doesn't have to involve rotating
the camera around a central axis. Use

a dolly setup (see “Dollying,” earlier) to
move the camera from side to side.
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Unless you plan to shoot with the lens cap
on, you'll have to come to grips with lighting
in your videos. Put simply, you want to have
enough light to see what's being filmed, but
not so much that it blows out the camcord-
er’s sensors with pure white. You also don’t
want scenes that are so dark you can’t see
what’s going on.

When a Hollywood film crew shoots a movie,
the lighting you see is enhanced (or outright
artificial—even the most natural-looking
sunlight coming through a window is likely

a big spotlight on the other side of the wall).
You don't need to go to those extremes, of
course. Most often your lighting rigs will
entail the sun, some lamps, and maybe a spot-
light or two.

What's important is that you know how
basic lighting works, and how to take advan-
tage of it to ensure that the objects you're
shooting don’t turn out to be dark, talking
blobs when you're editing.
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Chapter 4

Hard and Soft Light

There are infinite possible combinations of
light, which can seem daunting when you're
shooting video. Fortunately, for our purposes
we can break light down into two broad
categories: hard and soft.

¢ Hard light. The term hard light refers
to the light produced by a direct source,
which creates shadows with clearly
defined edges (Figure 4.1). Hard light
tends to be bright, like the sun at midday.

¢ Soft light. In contrast, soft light isn't
as direct, and produces shadows that
are blurred at the edges or fade away
(Figure 4.2). Soft light is typically light
that’s filtered by artificial means (such as
hoods and filters attached to the light) or
by natural means (such as clouds, fog, or
shade).

In general, soft light is better to film by,

because it gives you more levels of brightness

and accentuates natural textures. Hard light

creates a lot of contrast, limiting the bright-

ness levels because you see either high-inten-

sity light or deep, dark shadows.

v/ Tip

B Iflighting is particularly important to
a scene, add a video monitor to your
list of equipment to bring on a video
shoot. Although your camcorder offers a
viewfinder and an LCD, you won't know
how the image will look on a TV screen
until you see it projected on a monitor.
The camera’s LCD is great for viewing the
content you're capturing, but LCDs can
often display images brighter than they're
being recorded; or, if you're outside, the
LCD’s pixels can get washed out by the
sunlight.

Figure 4.1 Hard light creates sharp, clearly defined
shadows. A bright halogen lamp is providing the light.

Figure 4.2 Soft light diffuses the shadows, making
them blurry or even fade out gradually. In this case,
a white t-shirt was put in front of the halogen bulb to
dampen its intensity. (Hey, we're real high-tech at the
Carlson world headquarters.)




image34.jpeg
Lighting

White balance, indoors

White balance, outdoors

Figure 4.3 Many camcorders feature the capability to
adjust the color temperature they display.

Color Temperature

White light is a combination of all the colors
of the spectrum, as you've seen when play-
ing with a prism or looking at a rainbow. As
such, it's not going to always be white while
you're filming—a myriad of factors can make
images appear with a colored cast, leading to
video footage that looks a little too green, or
blue, or any number of shifts.

Your camcorder automatically adjusts to
compensate for this color temperature of the
light by setting the white balance. Essen-
tially, this is the color that the camera sees
as white, causing the camera to adjust the
display of the rest of the colors based on this
setting. You probably have a few basic con-
trols for changing the setting, such as Auto,
Indoor, or Outdoor presets (Figure 4.3).

You may also be able to specify the white
point manually by selecting Manual and
filming a sheet of white paper in the environ-
ment where you'll be shooting; the camera
uses the values it captured as the basis for
displaying the other colors.
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Three-Point Lighting

If you have more control over the way your
scene is lit, try to use a basic three-point
lighting setup. This allows for plenty of light
to illuminate the scene, while also reducing
deep shadows. A three-point setup consists
of a key light, a fill light, and a back light
(Figure 4.4).

The key light is the primary light source in
your scene, and usually the brightest. The
fill light is softer, filling in the shadows and
adding texture, and is often dimmer than
the key light to avoid washing out the image
and flattening it. The back light is often
small, focused, and used to help separate the
scene’s subject from the background.

As an easy example, let’s say you're set-
ting up to shoot an interview (Figure 4.5).
Remember, this is just a basic configura-
tion—you can position the lights any way
you choose.

To set up three-point lighting:

1. With the camera facing the interview
subject, position the key light to the right
and slightly forward of the camera. Raise
the light so that it's at a 35- to 45-degree
angle, pointing down at the subject.

2. Position the fill light to the left of the
camera and subject, approximately half-
way between the two. The fill prevents
deep shadows caused by the key.

3. Place the back light behind the subject,
raised a bit higher than the key light, and
aimed so that it illuminates the back of

the subject’s head and shoulders.

Fill light Back light Key light

Figure 4.4 A basic lighting setup involves three lights,
though of course you can use more (or less).

Key light only

Key light and fill light

Key, fill, and back lights

.

Figure 4.5 You could use just a key light, a fill and
key, or any other combination of lights. Shown here
is the progression of adding lights.
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Figure 4.6 A strong light source behind your subjects
can easily make them appear as silhouettes.

v Tips

Your camcorder is programmed to
automatically adjust the exposure (the
amount of light coming in) by opening or
closing its iris. You've probably seen this
happen when you move from a bright
area to a dark one, as details come into
view after a second or two. To minimize
this extreme change of contrast, break up
your shots so that the camera can make
the adjustment when you're not filming.

You've seen the silhouettes. When the
key light is behind your subject—whether
it's the sun, an especially bright white
wall, or alamp in the background—the
camera picks up on the light area in favor
of the dark, and pretty soon the person

in your video looks like a mob informant
protecting his identity (Figure 4.6).

Try to shoot with the light coming from
behind you or from one side, so the light
falls on the person or object you're filming.

When a back light spills directly into the
frame, you get the visual artifact known
as lens flare. Repositioning your light usu-
ally fixes the problem.

Keep in mind that you don’t need to raid
a professional camera store and stock

up on lighting equipment. You probably
have all the lights you need at home or in
your office, if you're willing to move things
around a bit. Just be careful not to shed
too much light onto a scene, which will
make it appear flat and less interesting.

Three-point lighting is a good minimum
starting point. On some productions,
dozens of light sources may be used to
light a scene properly.
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Chapter 4

Bounce Cards
and Reflectors

You don't need a truckload of lights to
illuminate your scene. A common and easy
solution for shedding more light on your
subject is to use a bounce card or reflector.
These are either pieces of cardboard, cloth,
or wood that are colored white, gray, or silver
to reflect light into shadowy areas. You can
buy inexpensive flexible reflectors that twist
into a compact circle for storage. You could
also create your own reflectors—white poster
board covered with aluminum foil on one
side, for example.

Have someone hold the reflector, or mount
it on something, and aim its reflection as you
would with a fill light.

v/ Tips

W Bounce light onto a person’s face, but
don’t bounce it into their eyes. Yeah, it's a
mean thing to do, but more importantly
(for our purposes, anyway), it makes him
squint, hiding the eyes, which are often a
subject’s most compelling feature.

B iMovie includes an effect for adjusting
the brightness and contrast in a movie
clip, but it won't fix a poorly lit scene. In
fact, cranking up the brightness often
washes out the image, because the setting
is applied evenly throughout the frame.
See Chapter 13 to learn how to apply
effects in iMovie.
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Shooting Outside

It’s one thing to configure lighting in a dark
room where you have absolute control. But
the rules become much more slippery when
you're filming outside, where the sun and
clouds can change the lighting from moment
to moment. No matter where you're filming,
you can make choices that take advantage
of the weather.

¢ Avoid shooting in the middle of the day
when the sun is directly overhead. A key

& s light from above casts shadows down

Figure 4.7 Shooting in the middle of the day can across the face, which obscures a person’s

create sharp shadows. eyes and can give the appearance of a

hung-over Frankenstein (Figure 4.7).

¢ Clouds are your friends. A good layer of
cloud cover is an excellent diffuser of
sunlight, providing a more even level of
light in your scene. Coupled with a few
well-placed bounce cards and a fill light,
a typical cloudy day can provide warmer
tones than you might expect.

¢ Shade is also your friend. Again, you want
to minimize high-contrast key light-
ing and enhance the balance between
shadows and fill light. Move to the shade
of a tree (which can also provide its own
unique shadow textures, depending on
the tree) or to the side of a building.

¢ To maximize natural light, shoot early or
late in the day. when the sun is near the
horizon. The light isn't as harsh, you can
get some very intriguing shadows, and
the color of the scene is generally warmer
and more inviting.

v Tip

W If you must shoot in the middle of a
sunny day, put some light-colored fabric
above your subject to act as a diffuser.
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Video gets all the attention. When new
camcorders are released, companies hype the
image resolution, the color fidelity, the zoom
ratios, optics...oh, and there’s a microphone
in there somewhere, too.

Well, you'll discover soon enough how
important audio is. You can spend hours
setting up your lighting and composition,
but if the sound is poor, your scene is poor.
The good news is, for most casual shooters,
the built-in mic will capture what you're
filming. Some cameras include controls for
varying input levels, while most others offer
automatic gain control (AGC) to manage the
input without your involvement. However,
even if you're going to be filming informally,
consider purchasing a separate microphone.

As with lighting, you can spend your life
learning the complexities of audio produc-
tion. This chapter is intended as an overview
of some options available for capturing audio.
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Headphones

If sound is at all important to you, pack a
pair of headphones when you go shooting
(Figure 5.1). You can use almost any old
pair (earbud-style headphones, for example,
are extremely portable), but what's impor-
tant is that you can hear what your cam-
corder is recording.

When you're standing behind the camera,
your ears are naturally picking out the audio
in the scene and ignoring other ambient
noises. Your camera’s microphone isn't
nearly as sophisticated, and does its best to
maintain a level input based on all the noise
in the immediate vicinity. Camcorder mics
can also be sensitive to movement, picking
up the sound of you shifting the camera or
adjusting the focus.

A pair of headphones screens out the noise
around you and gives you a direct bead on
what the camera is hearing. And, it's the best
audio troubleshooting device on the market:
if you can't hear your subject, you'll know
right away, instead of later on when you're
editing in iMovie.

Figure 5.1 Wearing headphones while shooting is
the only accurate way to know what your camera
is recording.
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Built-in microphone

Figure 5.2 The camera’s built-in microphone is good,
but it’s susceptible to picking up noise from the cam-
era and doesn’t record distant subjects too well.

Your Camcorder’s
Microphone

I don’t want to give the impression that a
camcorder’s built-in microphone is a flimsy
afterthought. On the contrary, it's a sophisti-
cated device that does the best it can, given
the circumstances. Where it falls flat at times
is with its placement: Because camcorders
are so small, there isn’t much room for a
microphone (Figure 5.2), so you're bound

to pick up sounds that the camera is making
(such as the motor advancing the tape, or the
zoom control adjusting the lens).

Another limitation is distance. The most
important factor when recording audio is
the distance between the microphone and
subject—the closer the better. If you're
filming a birthday party, for example, you're
likely to be right in the action and will pick
up audio pretty well. But what about when
you're doing an interview? You want the
person’s comments to be picked up clearly,
but you don’t want the camcorder to be in
her face. If you're shooting from a moder-
ate distance away (see “Depth of Field” in
Chapter 2), the microphone won't pick up
the sound clearly.

v/ Tip

B Camera manufacturers are starting to
realize that audio recording can be a
compelling selling point. Sony now offers
a camcorder that records in Dolby 5.1
stereo surround sound, and I expect other
companies will follow suit in the future.
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12-bit versus 16-bit audio

Most likely, your camcorder includes the
option to record in 12-bit or 16-bit audio.
When you're recording in 12-bit, the micro-
phone is grabbing sound in stereo and saving
it to two separate channels (left and right),
leaving two more channels to record more
audio in the camera later.

If you choose to record in 16-bit audio, the
quality is a bit better than what you'd hear
from a CD—you're sampling more audio
data than in 12-bit mode. However, that
extra data occupies the available channels,
50 you can’t add more audio to that footage
(but see the tip at the end of this chapter).
More data also means that your footage will
take up more disk space in iMovie than 12-
bit footage.

Now, with the definitions out of the way,
Jorget about 12-bit audio. Although 16-bit
takes up more disk space, iMovie prefers

it; 12-bit has been known to cause audio
dropouts and other problems. Plus, iMovie
ignores 12-bit's two separate stereo tracks
anyway, so from the software’s perspective,
it’s just one audio stream.

Wind Screen mode

Here’s a good general tip: read your cam-
corder manual before you go on vacation. If
I'hadn’t been in such a hurry to take a break,
I'would have discovered the Wind Screen
feature of my camcorder, which does a decent
job of cutting down the extra noise produced
by wind blowing into the microphone. It's

not a perfect solution (what is?), but it would
have made some of my footage sound less like
I'was in the middle of a tornado.

v/ Tip

m The Noise Reducer audio effect in iMovie
HD 6 can do a fair job of cutting down
exactly this type of noise. See Chapter 13.

16-bit Standard

16-bit audio has become a standard in the
industry. Compact Disk Digital Audio
(CD-DA) uses 16-bit, while DVD-Audio
and Blu-ray Disk can support up to 24 bits
per sample.

Ambient Sound

Your biggest concern is likely to be
capturing the audio of your main subject,
but don'’t forget about ambient noise. The
sounds that surround you can be just as
important as the main audio to establish
mood or place. It's also good for maintain-
ing consistent noise. For example, I took
some footage on the airplane en route to
my aforementioned vacation, but when I
brought it into iMovie, the engine noise
differed depending on when the video was
shot (when we started to descend) and
even what side of the plane I was film-
ing. However, I was able to use a sample
of ambient noise in the background to
provide an even level of noise (and also

to adjust the audio so it wasn't as domi-
nant). Record ambient noise whenever
you can—you can spend a few minutes
before or after your primary shooting and
get plenty of material to work with later
in iMovie.

This applies to “quiet” rooms as well. Even
an empty room has its own audio signa-
ture—it’s never completely silent. Grab a
minute or two of quiet noise, too.
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Figure 5.3 A simple clip-on lavalier microphone can
greatly increase the quality of your recorded audio.

Directional microphone

Figure 5.4 Higher-end digital camcorders are outfitted
with directional microphones that aren't as likely to
pick up camera (or camera operator) noise.

Recording Tip

When recording ambient sound during a
shoot, point the camera at the microphone
and zoom in. That way during editing,
you'll know where to find it when you see
the microphone.

Microphones

Remember earlier how I said you could spend
years mastering the art of capturing audio?
As with any specialized field, you could also
spend a fortune on microphones and audio
equipment. The good news is that you can
also spend around $20 at Radio Shack and
get what you need. Since it's unlikely that
you'd spend tens of thousands of dollars on
microphones to use with a $500 camcorder,
I'm going to stick with a few realistic options.

Lavalier

A simple and portable solution is to purchase
alavalier microphone (Figure 5.3). It clips
to your subject’s shirt or tie, and often has a
small battery-powered amplifier, making it

a condenser mic, which is how your cam-
corder’s documentation refers to it.

Directional

Directional microphones come in a number
of shapes and sizes, and are built to pick up
sound in some areas and not others. For
example, cardioid microphones minimize
sound coming from the sides and block
sound from behind.

A shotgun mic, like the ones found on
higher-end camcorders (Figure 5.4), picks
up audio only in front of the camera (or
whatever the mic is pointed at) while ignor-
ing sound from behind the mic (therefore
reducing the likelihood of recording camera
noise).

An omnidirectional microphone, on the
other hand, picks up sound from all sides
and is good to use when you're not focused
on any one particular subject.
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Wireless

Wireless microphones also come in a
variety of shapes and sizes, but aren't tied
to an audio cable that snakes back to the
camcorder. They're portable, allowing you
more freedom to shoot your video while
moving, or from anywhere in the room. The
biggest drawback to using a wireless mic is
that it’s more likely to pick up interference
from other radio sources, so be sure to test
the output before you start filming, and use
headphones to monitor the recording while
shooting.

v/ Tips

B Check your camcorder’s specifications for
attaching external microphones. Some
require that the mic is amplified, calling
for an external power source. Other cam-
eras can use the camcorder’s battery to
provide power.

m Ifyou don't entirely trust your camcord-
er’s mic, or just want to be sure you have a
backup source of audio, consider purchas-
ing a MiniDisc recorder so you can make
an additional recording of a scene’s audio
while you're filming. It stores audio digi-
tally, which you can import into iMovie
and add to your movie, or use in place
of audio that didn't record clearly (due
to the placement of the microphone, for
example). Another option, if your audio
doesn't need to be at high quality, is to use
a Belkin voice recorder (www.belkin.com)
attached to an iPod.

If you're dubbing dialogue, you may have
to break the audio into several clips in
iMovie and synchronize the timing often,
but that's a better solution than trying to
re-create the original shoot. See Chapter
10 for more on editing audio.
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A graphic is any visual representation of information

What graphics do you see around the classroom and school?





