


Want to turn C’s  
into A’s? Obviously, right?
But the right way to go about it isn’t always so obvious. Go digital to 
get the grades. MindTap’s customizable study tools and eTextbook  
give you everything you need all in one place.
 
Engage with your course content, enjoy the flexibility of  
studying anytime and anywhere, stay connected to assignment due  
dates and instructor notifications with the MindTap Mobile app...

and most of all…EARN BETTER GRADES.

TO GET STARTED VISIT 
WWW.CENGAGE.COM/STUDENTS/MINDTAP

9781305950863_ifc_se.indd   1 8/5/16   11:14 AM



Video Basics 8





Australia • Brazil • Japan • Korea • Mexico • Singapore • Spain • United Kingdom • United States

Herbert Zettl
San Francisco State University

Video Basics

8



Video Basics, Eighth Edition

Herbert Zettl 

Product Director: Monica Eckman

Product Manager: Kelli Strieby 

Marketing Manager: Sarah Seymour

Content Project Manager: Dan Saabye

Art Director: Marissa Falco

Manufacturing Planner: Doug Bertke

IP Analyst: Ann Hoffman

IP Project Manager: Betsy Hathaway

Production Service: Ideas to Images

Compositor: Gary Palmatier, Ideas to Images

Text and Cover Designer: Gary Palmatier, 

Ideas to Images

Cover Images: mbbirdy/Getty Images (camcorder); 

Tetra Images/Getty Images (blurred lights)

© 2018, 2013, 2010 Cengage Learning

For product information and technology assistance, contact us at

Cengage Learning Customer & Sales Support, 1-800-354-9706.

For permission to use material from this text or product,

submit all requests online at www.cengage.com/permissions.

Further permissions questions can be e-mailed to

permissionrequest@cengage.com.

Library of Congress Control Number: 2016945347

Student Edition:

ISBN 978-1-305-95086-3

Loose-Leaf Edition:

ISBN 978-1-305-95116-7

Cengage Learning

20 Channel Center Street

Boston, MA 02210

USA

Cengage Learning is a leading provider of customized learning 

solutions with employees residing in nearly 40 different countries 

and sales in more than 125 countries around the world. Find your 

local representative at www.cengage.com.

Cengage Learning products are represented in Canada by 

Nelson Education, Ltd.

To learn more about Cengage Learning Solutions, visit 

www.cengage.com. 

Purchase any of our products at your local college store or at our 

preferred online store www.cengagebrain.com.

ALL RIGHTS RESERVED. No part of this work covered by the copyright 

herein may be reproduced or distributed in any form or by any means, 

except as permitted by U.S. copyright law, without the prior written 

permission of the copyright owner.

Printed in the United States of America

Print Number: 01 Print Year: 2016



For Becky Hayden 
who, as a Wadsworth editor, 

helped develop the first edition of  
Video Basics



Brief Contents

Part I	 Production: Processes and People	 1

Chapter 1	 Production Process    2

Chapter 2	 Production Team: Who Does What When?    18 

Part II	 Image Creation: Digital Video and Camera	 37

Chapter 3	 Image Formation and Digital Video    38

Chapter 4	 Video Camera    54

Chapter 5	 Operating the Camera    78

Chapter 6	 Looking through the Viewfinder    106

Part III	 Image Creation: Sound, Light, Graphics, and Effects	 131

Chapter 7	 Audio and Sound Control    132

Chapter 8	 Light, Color, and Lighting    168

Chapter 9	 Graphics and Effects    206

Part IV	 Image Control: Switching, Recording, and Editing	 225

Chapter 10	 Switcher and Switching    226

Chapter 11	 Video Recording    242

Chapter 12	 Digital Video Editing    256

Chapter 13	 Editing Principles    272

Part V	 Production Environment: Studio, Field, and Synthetic	 293

Chapter 14	 Production Environment: Studio    294

Chapter 15	 Production Environment: Field and Synthetic    318

Part VI	 Production Control: Talent and Directing	 339

Chapter 16	 Talent, Clothing, and Makeup    340

Chapter 17	 Putting It All Together: Directing    360



Contents

About the Author    xvii

Preface    xviii

PA R T	I	 Production: Processes and People	 1

C H A P T E R	1	 Production Process	 2

PRODUCTION MODEL    4

PRODUCTION PHASES    5

IMPORTANCE OF PREPRODUCTION    5

PREPRODUCTION: GENERATING IDEAS ON DEMAND    6

Brainstorming    6

Clustering    7

PREPRODUCTION: FROM IDEA TO SCRIPT    9

Program Objective    9

Angle    9

Evaluation    10

Script    10

PREPRODUCTION: FROM SCRIPT TO PRODUCTION    11

Medium Requirements    11

Budget    12

MEDIA CONVERGENCE    12

Digital Cinema and Video    14

Studio and Field Production    14



viii C O N T E N T S

C H A P T E R	2	 Production Team: Who Does What When?	 18

PRODUCTION TEAMS    20

Preproduction Team    22

Production Team    25

Postproduction Team    26

PASSING THE BUCK    26

TAKING AND SHARING RESPONSIBILITY    29

PRODUCTION SCHEDULE AND TIME LINE    31

P R O D U C T I O N  S C H E D U L E :  I N T E R V I E W     31

T I M E  L I N E :  M A R C H  9 — I N T E R V I E W  ( S T U D I O  1 )     32

PRODUCTION WORKFLOW    34

PA R T	II	 Image Creation: Digital Video and Camera	 37

C H A P T E R	3	 Image Formation and Digital Video	 38

BASIC IMAGE FORMATION: VIDEO RASTER    40

Color    40

Scanning    41

Video Raster Formats    43

Flat-Panel Displays    45

WHAT IS DIGITAL?    46

DIGITAL PROCESS    46

Analog and Digital Signals    47

Digital System    47

Compression and Codecs    47

Downloading and Streaming    48

DIGITAL PROCESS RESTATED    48

Analog Signal    49

Digital Signal and Quantizing    49

Sampling    50

Compression and Transport    51

WHY DIGITAL?    51



ixC O N T E N T S

C H A P T E R	4	 Video Camera	 54

BASIC CAMERA FUNCTION AND ELEMENTS    55

Function    56

Lens    57

Beam Splitter and Sensor    62

Shutter    64

Video Signal Processing    64

Viewfinder and Monitor    65

TYPES OF CAMERAS    66

Large Camcorders    66

Small Camcorders    67

Smartphones    68

ENG/EFP Cameras    69

Studio Cameras    70

DSLR Cameras    73

Digital Cinema Cameras    74

3D Camcorders    75

C H A P T E R	5	 Operating the Camera	 78

BASIC CAMERA MOVEMENTS    80

CAMERA MOUNTS AND HOW TO USE THEM    83

Handheld and Shoulder-Mounted Camera    83

Tripod-Supported Camera    86

Studio Pedestal    89

Special Camera Mounts    91

OPERATIONAL FEATURES    96

Focusing    96

Shutter Speed    99

Zooming    99

White-Balancing    100

GENERAL GUIDELINES    101

C H E C K L I S T:  C A M CO R D E R S  A N D  E N G / E F P  C A M E R A S     101

C H E C K L I S T:  S T U D I O  C A M E R A S     103



x C O N T E N T S

C H A P T E R	6	 Looking through the Viewfinder	 106

FRAMING A SHOT    108

Aspect Ratio    108

Field of View    110

Vectors    111

Composition    112

Psychological Closure    116

MANIPULATING PICTURE DEPTH    119

Defining the Z-axis    119

Defining the 3D Z-axes    120

3D Lens Separation and Convergence    120

Lenses and 2D Z-axis Length    123

Lenses and Depth of Field    123

Lenses and Z-axis Speed    125

CONTROLLING CAMERA AND OBJECT MOTION    126

Controlling Camera Movement and Zooms    126

Controlling Object Motion    127

PA R T	III	 Image Creation: Sound, Light, Graphics, and Effects	 131

C H A P T E R	7	 Audio and Sound Control	 132

SOUND PICKUP PRINCIPLE    134

MICROPHONES    134

How Well Mics Hear: Sound Pickup    135

How Mics Are Made    136

How Mics Are Used    138

SOUND CONTROL    149

Manual Volume Control    149

Audio Mixer    151

Audio Console    155

Cables and Patch Panel    156

SOUND RECORDING    158

Digital Audio Recorders    159

Optical Discs: CDs and DVDs    160



xiC O N T E N T S

AUDIO POSTPRODUCTION    161

Audio Postproduction Room    161

Automated Dialogue Replacement    163

SYNTHESIZED SOUND    163

SOUND AESTHETICS    164

Context    164

Figure/Ground    165

Sound Perspective    165

Continuity    165

Energy and Mood    166

C H A P T E R	8	 Light, Color, and Lighting	 168

LIGHT    170

Types of Light    170

Light Intensity    170

Measuring Illumination    171

Contrast    172

SHADOWS    173

Attached Shadows    174

Cast Shadows    176

Falloff    176

COLOR    177

Additive and Subtractive Color Mixing    177

Color Television Receiver and Generated Colors    178

Color Temperature and White-Balancing    178

LIGHTING INSTRUMENTS    181

Spotlights    182

Floodlights    184

Special-Purpose Spotlights and Floodlights    189

LIGHTING TECHNIQUES    191

Operation of Lights    191

C H E C K L I S T:  L I G H T I N G  S A F E T Y     191

Studio Lighting    192

Light Plot    197

Last-Minute Lighting Techniques    197

Field Lighting    197

C H E C K L I S T:  F I E L D  L I G H T I N G  G U I D E L I N E S     203



xii C O N T E N T S

C H A P T E R	9	 Graphics and Effects	 206

PRINCIPLES OF GRAPHICS    208

Aspect Ratio    208

Essential Area    208

Readability    209

Color    210

Animated Graphics    212

Style    212

STANDARD ELECTRONIC VIDEO EFFECTS    212

Superimposition    212

Key    213

Wipe    216

DIGITAL EFFECTS    218

Digital Image Manipulation Equipment    218

Common Digital Video Effects    219

Synthetic Image Creation    219

PA R T	IV	 Image Control: Switching, Recording, and Editing	 225

C H A P T E R	10	 Switcher and Switching	 226

PRODUCTION SWITCHER    228

BASIC SWITCHER FUNCTIONS    229

SWITCHER LAYOUT    230

Program Bus    231

Preview Bus    231

Key Bus    231

Fader Bar and Auto-Transition    232

Delegation Controls    233

SWITCHER OPERATION    233

Working the Program Bus: Cuts-Only    234

Working the Mix Buses: Cuts    234

Working the Mix Buses: Dissolves    235

Working the Effects Bus: Wipes    237

Working the Key Bus: Keys    237

Working the Downstream Keyer    238



xiiiC O N T E N T S

Chroma Keying    239

Special Effects    239

AUTOMATED PRODUCTION CONTROL    239

APC Function    239

Control Panels    240

C H A P T E R	11	 Video Recording	 242

DIGITAL RECORDING SYSTEMS    243

Digital Recording    243

Recording and Storage Media    244

Digital Video Recorders    245

Video Stabilization    247

VIDEO-RECORDING PROCESS    248

C H E C K L I S T:  B E F O R E  V I D E O  R E CO R D I N G     248

C H E C K L I S T:  D U R I N G  V I D E O  R E CO R D I N G     250

C H E C K L I S T:  A F T E R  V I D E O  R E CO R D I N G      254

C H A P T E R	12	 Digital Video Editing	 256

EDITING PRINCIPLE AND SYSTEM SETUP    257

Basic Editing Principle    257

Editing System Setup    258

Editing Interface    258

C H E C K L I S T:  P R O D U C T I O N  T I P S  F O R  P O S T P R O D U C T I O N      259

BASIC EDITING PHASES    262

C H E C K L I S T:  P O S T P R O D U C T I O N  P R E PA R AT I O N S     263

Pre-edit Decision Making    267

Off-Line and On-Line Editing    268

Exporting to the Edit Master    270

C H A P T E R	13	 Editing Principles	 272

EDITING PURPOSE    273

EDITING FUNCTIONS    274

Combine    274

Condense    274

Correct    274

Build    275



xiv C O N T E N T S

AESTHETIC PRINCIPLES OF CONTINUITY EDITING    275

Mental Map    275

Vectors    278

On- and Off-Screen Positions    282

Cutting on Action    287

AESTHETIC PRINCIPLES OF COMPLEXITY EDITING    288

Intensifying an Event    288

Supplying Meaning    290

PA R T	V	 Production Environment: Studio, Field, and Synthetic	 293

C H A P T E R	14	 Production Environment: Studio	 294

VIDEO PRODUCTION STUDIO    296

Physical Layout    296

Major Installations    298

STUDIO CONTROL ROOM    300

Image Control    300

Sound Control    304

MASTER CONTROL    304

Workflow and Quality Control    305

Content Ingest    306

Storage and Archiving    307

STUDIO SUPPORT AREAS    307

Scenery and Property Storage    307

Makeup and Dressing Rooms    308

SCENERY, PROPERTIES, AND SET DRESSINGS    308

Scenery    308

Properties    312

Set Dressings    312

SET DESIGN    313

Process Message    313

Floor Plan    313

Prop List    316

Using the Floor Plan for Setup    316



xvC O N T E N T S

C H A P T E R	15	 Production Environment: Field and Synthetic	 318

ELECTRONIC NEWS GATHERING    320

News Gathering    320

Transmission    320

ELECTRONIC FIELD PRODUCTION    322

Preproduction: Remote Survey    323

Production: Outdoors and Indoors    324

C H E C K L I S T:  F I E L D  P R O D U C T I O N  E Q U I P M E N T     327

Postproduction: Wrap-Up    332

BIG REMOTES    332

SYNTHETIC ENVIRONMENTS    334

Computer-Generated Settings    335

Computer-Generated Environments    336

Computer-Controlled Environments    336

PA R T	VI	 Production Control: Talent and Directing	 339

C H A P T E R	16	 Talent, Clothing, and Makeup	 340

PERFORMING TECHNIQUES    342

Performer and Camera    342

Audio and Lighting    344

Timing and Prompting    346

ACTING TECHNIQUES    352

Environment and Audience    353

Close-Ups    353

Repeating Action    354

AUDITIONS    354

CLOTHING    355

Texture and Detail    355

Color    356

MAKEUP    357

Technical Requirements    357

Materials    358



xvi C O N T E N T S

C H A P T E R	17	 Putting It All Together: Directing	 360

SCRIPT FORMATS    362

Fact, or Rundown, Sheet    362

News Script    362

Two-Column A/V Script    364

Single-Column Drama Script    368

VISUALIZATION    368

PREPARING FOR A MULTICAMERA STUDIO PRODUCTION    372

CONTROL ROOM DIRECTING    374

Terminology    374

Time Line    374

Rehearsals    381

Directing the Multicamera Show    384

SINGLE-CAMERA DIRECTING    387

Major Differences    387

Single-Camera Studio Directing    388

Single-Camera Field Production    389

Epilogue    394

Glossary    395

Index    409



xvii

Herbert Zettl �is a professor emeritus of the Broadcast and Electronic Commu-
nication Arts Department at San Francisco State University (SFSU). He taught 

there for many years in the fields of video production and media aesthetics. While 
at SFSU he headed the Institute of International Media Communication. For his 
academic contributions, he received the California State Legislature Distinguished 
Teaching Award and, from the Broadcast Education Association, the Distinguished 
Education Service Award.

Prior to joining the SFSU faculty, Zettl worked at KOVR (Stockton-Sacramento) 
and as a producer-director at KPIX, the CBS affiliate in San Francisco. While at 
KPIX he participated in a variety of CBS and NBC network television productions. 
Because of his outstanding contributions to the television profession, he received an 
Emmy for the prestigious Governors’ Award of the National Academy of Television 
Arts and Sciences (NATAS), Northern California Chapter, the highest honor the 
organization can give. He is also a member of the Broadcast Legends of the NATAS 
Northern California Chapter.

In addition to this book, Zettl has authored Television Production Handbook, 
Television Production Workbook, and Sight Sound Motion. All of his books have 
been translated into several languages and published internationally. His numerous 
articles on television production and media aesthetics have appeared in major media 
journals worldwide. He has lectured extensively on television production and media 
aesthetics at universities and professional broadcast institutions in the United States 
and abroad and has presented key papers at a variety of national and international 
communication conventions.

Zettl developed an interactive DVD-ROM, Zettl’s VideoLab 4.0, published by 
Cengage Learning. His previous CD-ROM version won several prestigious awards.

About the Author

Ed
w

ar
d 

Ai
on

a



xviii

F O R  T H E  S T U D E N T / R E A D E R

Despite the ever-increasing speed and variety of improvements and innovations 
in all areas of video equipment, the basic steps of moving from a good idea to a 

professional-looking video piece have pretty much remained the same, regardless of 
whether you use an old camcorder or the latest DSLR camera. The many automated 
functions, such as optimal exposure under various lighting conditions or stabilizing 
minor camera wiggles, may tempt you to believe that you can produce an award-
winning video without going through basic training. This may be true—if you have 
exceptional luck or an inordinate amount of time and patience to choose the best 
shots and assemble them in the most effective sequence. But as a professional, you 
cannot rely on luck or intuition—you have to know how to produce effective video 
on a regular basis. Video Basics is written in the spirit of helping you learn video pro-
duction from the ground up so that your move from amateur to professional will be 
relatively painless and maximally effective. A solid knowledge of the basics of video 
will also give you the confidence to judge what is good or bad, even if it is your own 
work. Better yet, it will enable you to go beyond the conventional—and to break the 
rules if necessary for the optimal clarification and intensification of a message.

Do not be bothered by the term basics. It does not imply an evaluation of the 
reader but rather describes an essential prerequisite for providing you with a solid 
foundation of video production. Note, however, that reading even this text alone 
won’t make you a hotshot videographer. Much like learning how to play a musical 
instrument, video production requires considerable hands-on practice.

F O R  T H E  I N S T R U C T O R

As with the previous editions, Video Basics 8 is streamlined so that it can be 
taught in a single semester. It contains information about the basic studio and 

field equipment and its normal use. Although more and more video productions are 
done with a single camera to capture shots designed for postproduction editing, mul-
ticamera productions are very much alive and well in the larger entertainment field 
and especially in sports coverage. The text is written so that it can be easily adapted to 
your specific production setup and emphasis. For example, although your emphasis 

Preface
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may be on the editing of single-camera footage, the principle of good and bad cuts 
can be demonstrated most effectively by switching with a multicamera setup. A jump 
cut, for example, can be demonstrated much more easily and effectively by switching 
from one camera to another than by hunting for one in your video archives.

A real, however temporary, problem might be that technology is sometimes 
outrunning a common terminology for its use. For example, some directors may still 
call for a VR roll to retrieve a news package from a server, even though there is nothing 
to roll, whereas others may call for specific server and cut numbers. But this time of 
transition should not prevent you from using and teaching a traditional terminology, 
even if there are variants from one region or station to another.

The following Video Basics 8 highlights might be helpful even if you have used 
a previous edition.

VIDEO BASICS 8 HIGHLIGHTS

To make full use of this text, you should be aware of some its features. All are intended 
to help the student learn a complex subject in an expeditious and affable way.

Chapter Grouping
To cover the broad spectrum of video production, this book is divided into six parts:

◾◾ Production: Processes and People

◾◾ Image Creation: Digital Video and Camera

◾◾ Image Creation: Sound, Light, Graphics, and Effects

◾◾ Image Control: Switching, Recording, and Editing

◾◾ Production Environment: Studio, Field, and Synthetic

◾◾ Production Control: Talent and Directing

As you can see, the book describes how to move from an initial idea to an 
effective screen event regardless of whether you are doing a wedding video, a docu-
mentary, or large-screen digital cinema. It discusses the people normally involved in 
the production process, the major tools of video production, and how to use them 
to get the intended job done effectively and on time.

Key Terms
Each chapter’s key terms appear at the beginning of the chapter, in the context of the 
text, and again in the extensive glossary. They are intended to prepare you for the 
chapter’s terminology and serve as a quick reference as needed. The key terms are also 
identified in bold italic in the chapter text in the context in which they are defined.

You should make an effort to read the key terms before moving to the actual 
chapter text. There is no need to memorize them at this point—they merely serve as 
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the first part of the pedagogical principle of redundancy. Hopefully, they will trigger 
an aha! response when you encounter them again in context.

Key Concepts
The key concept margin notes emphasize each chapter’s principal ideas and issues 
and are intended primarily as a memory aid. Once you learn a key concept, it should 
be easier to retrieve the rest of the related information.

Main Points
These summaries recap the chapter’s most important points and key concepts. They 
do not represent a true précis—a precise and accurate abridgment of the chapter 
content—but are intended as a final reinforcement of the essential points. Beware 
of thinking that all you need to do is read the summaries. They are no substitute for 
the in-depth chapter content.

The following information is directed primarily to instructors who are already 
familiar with previous editions of Video Basics.

New to Video Basics 8
All chapters in this edition are updated and, where necessary, the text is streamlined 
and the concepts clarified:

◾◾ All references to videotape and its operation are deleted.

◾◾ The concept of a raster is introduced in chapter 3.

◾◾ Super-HDTV 4K scanning modes are discussed in more detail.

◾◾ Some new DSLR camera mounting devices are pictured, and there is a new 
section on drones.

◾◾ The discussion of electronic shutters is expanded.

◾◾ The equipment contained in an audio postproduction room and the 
Pro Tools display are updated.

◾◾ Basic interview lighting is added.

◾◾ New digital video recorders are introduced.

◾◾ All references to linear editing are deleted.

◾◾ The two-column script and its visualization are updated.

SUPPORT MATERIALS

Video Basics 8 offers a wealth of support materials for both instructors and students. 
These thoroughly class-tested and highly praised print and electronic supplements 
are available to assist you in making the learning—and the teaching—experience as 
meaningful, enjoyable, and successful as possible.
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For Students
As a student you can reinforce the text with MindTap for Video Basics 8.

MindTap for Video Basics 8  This customizable digital learning solution combines 
readings, multimedia, activities, and assessments into a singular learning path, guiding 
students through the course, maximizing their study time, and helping them master 
course concepts. MindTap for Video Basics 8 includes chapter engagement activi-
ties, an interactive e-book, homework assignments (adapted from the Video Basics 
Workbook), chapter quizzes, and flashcards. New to MindTap is Zettl’s VideoLab 4.0. 
These interactive videos allow you to manipulate production equipment in a virtual 
studio or field environment and apply various production techniques from the text. 
For example, you can mix audio, frame shots, zoom in and out, create your own light-
ing effects, and have plenty of opportunity for editing. (Zettl’s VideoLab 4.0 is also 
available on DVD-ROM.)  To learn more, ask your Cengage Learning representative 
about MindTap or visit www.cengage.com/mindtap.

For Instructors
To help you with class preparation and classroom activities, several assessments and 
additional teaching aids are available. If they don’t fit your teaching style or environ-
ment, however, you should in no way feel obliged to use them.

Zettl’s VideoLab 4.0  Even if you lecture or conduct your lab activities in a studio, 
you may find it convenient, at least initially, to demonstrate some of the production 
techniques by first showing the class examples from Zettl’s VideoLab 4.0, included with 
MindTap for Video Basics 8. Such a primer seems to facilitate the use of equipment 
in an actual production or lab situation. Zettl’s VideoLab 4.0 now features Advanced 
Labs—challenging exercises designed to improve students’ ability with the equipment 
and concepts introduced in the regular modules. (These tutorials are also available 
on DVD-ROM.) Ask your Cengage Learning representative for more information.

Instructor’s Manual  The Instructor’s Manual for Video Basics 8 includes chapter 
notes with teaching suggestions and activities, multiple-choice questions, essay/discus-
sion questions, and additional teaching resources. Note that for the multiple-choice 
questions, the correct answer is indicated by a  symbol and the page number where 
the specific problem is first discussed in the text.

Cengage Learning Testing Powered by Cognero  Cognero is a flexible online 
system that allows you to author, edit, and manage test bank content from Cengage 
Learning; create multiple test versions in an instant; and deliver tests from your learn-
ing management system, your classroom, or wherever you want. Access Cognero with 
an instructor account at login.cengage.com.
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P A R T

Today it is possible to use your smartphone and a laptop computer 

to create a documentary in high-definition video and sound that 

will garner you an Oscar nomination. Right? Well, there is always the 

chance that you get lucky—once. But as a professional in the video 

business, you must be much more consistent and produce high-quality 

programs on a more regular basis. To achieve this goal, you must 

understand not only how a specific piece of equipment works but also 

how to get from idea to video image efficiently and effectively—the 

whole production process. You must also learn to work with people—a 

team of experienced production experts—all of whom must collaborate 

to create a worthwhile program and bring it to its intended audience. 

This book will help you become such a professional.

Part I explores how the production process works and how to move 

systematically from the initial idea to the finished production with 

confidence and minimal wasted effort. You are also introduced to the 

standard technical and nontechnical production teams.

C H A P T E R  1

Production 
Process

C H A P T E R  2

Production 
Team: Who 
Does What 

When?

Production: 
Processes and PeopleI
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angle  The particular approach to a story—its central theme.

field production  Production activities that take place away 
from the studio.

medium requirements  All personnel, equipment, and facilities 
needed for a production, as well as budgets, schedules, and 
the various production phases.

multicamera production  The use of two or more cameras to 
capture a scene simultaneously from different points of 
view. Each camera’s output can be recorded separately 
(iso configuration) and/or fed into a switcher for instanta-
neous editing.

postproduction  Any production activity that occurs after the 
production. Usually refers to video editing and/or audio 
sweetening.

preproduction  The preparation of all production details.

process message  The message actually perceived by the 
viewer in the process of watching a video program.

production  The actual activities during which an event is 
recorded and/or televised.

production model  Moving from the idea to the program 
objective and then backing up to the specific medium 
requirements to achieve the program objective.

program objective  The desired effect of the program on the 
viewer. The defined process message.

single-camera production  All the video is captured by a single 
camera or camcorder for postproduction editing. Similar to 
the traditional film approach. Also called film-style.

studio production  Production activities that take place in 
the studio.

1
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Production Process

Start by reviewing the chapter’s 
learning objectives. After read-
ing this chapter, you will be able 
to do the following:

1.	 List the three major 
production phases.

2.	 Define each of the 
production phases.

3.	 Discuss the importance of 
the program objective.

4.	 Explain the process of 
moving from idea to script.

5.	 Graph how the program 
objective determines the 
medium requirements.

You are ready to roll. You’ve got a million ideas for shows, each of which is 

considerably better than what you ordinarily see on television. But how exactly 

do you get them out of your head and onto the screen? This step—the production 

process—is the core of all successful programs. It cannot be done intuitively; it must be 

learned. But don’t be dismayed.

This chapter provides you with a useful guide to moving from idea to image—your 

prizewinning masterpiece. It also explains the production phases and leads you 

through the preproduction steps. Finally, it helps you generate useful program ideas on 

demand and points you toward the ever-closer convergence of video and digital cinema 

productions, regardless of whether they are done as single- or multicamera productions 

in the studio or in the field.

▶▶ PRODUCTION MODEL
Organizing the details for moving from original idea to finished product

▶▶ PRODUCTION PHASES
Preproduction, production, and postproduction

▶▶ IMPORTANCE OF PREPRODUCTION
Moving from idea to script and from script to production details

▶▶ PREPRODUCTION: GENERATING IDEAS ON DEMAND
Brainstorming and clustering

▶▶ PREPRODUCTION: FROM IDEA TO SCRIPT
Program objective, angle, evaluation, and script

▶▶ PREPRODUCTION: FROM SCRIPT TO PRODUCTION
Medium requirements and budget

▶▶ MEDIA CONVERGENCE
Digital cinema and video and single- and multicamera use in the studio and in the field



Basic idea

Program Objective (Desired E�ect)

Medium Requirements

Message Actually 
Received (Real E�ect 
or Process Message)

Program objective
(desired e�ect)

You move from the basic idea directly to the desired 
e�ect on the viewer—the program objective.

The program objective and the 
angle will determine the speci�c 
medium requirements—
what production elements are 
necessary to meet the objective.

The message moves through the 
phases of production and is 
delivered to the target audience.

Process message 
(real e�ect)

Production elements
Content elements

People
Distribution
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PRODUCTION MODEL

Don’t be dismayed. A model is not a set of absolute rules; it is strictly a suggestion of 
how to approach and accomplish a difficult task. In this case it is meant to help you 
organize the many details necessary to move from the original idea to the finished 
product. The production model is not a foolproof system that works every time you 
use it but more of a road map for how to get from idea to screen image with the least 
number of detours.

The production model is based on the realization that the message that counts 
is not necessarily the one you start with but the one that is perceived by the viewer. 
This process is a bit like cooking: the final success of your undertaking is measured 
not by the ingredients you use (the initial idea) but whether your guests like the meal 
(the message actually received). Wouldn’t it make sense, then, to start with an idea 

Read, highlight, and take 
notes online.

1.1  Production Model
The production model shows how to move from the show idea to 
the finished program with maximum efficiency.
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of how the meal should finally look and taste and then 
figure out what ingredients you need to make it?

This production model works on the same prin-
ciple: once you have developed the initial idea, you move 
directly to what, ideally, you want the viewers to learn, 
feel, or do.1 The production model suggests that rather 
than move from the initial idea to the production, you 
jump from the initial idea to a program objective—the 
desired effect on the viewer. Then and only then do you 
back up and decide on the medium requirements nec-
essary to produce the intended communication effect. 
Because the final effect is the result of a process between 
what you present on-screen and what the viewer actu-
ally perceives, this all-important message is called the 
process message.  SEE 1.1

As you can see, this model shows four distinct 
processes: (1) moving from the basic idea to the program 
objective (desired effect on the viewer) and the angle; 
(2) determining the necessary medium requirements in 
preproduction; (3) generating the program objective in 
the production phases; and (4) distributing the message 
(the production) to the target audience.

What happened to the process message? You won’t 
really know what the actual process message is unless 
you observe a viewer watching your show and reacting 
to it. This is the weakest point in the production of video 
and broadcast communication. We rarely, if ever, know 

1.	 This concept is based on the classic instructional design by Mager. 
See Robert Mager, Preparing Instructional Objectives, 3rd ed. 
(Atlanta: Center for Effective Performance, 1997).
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just what the actual process message is or how close the program objective came to 
the actual viewer impact. Rating services estimate (more or less accurately) how many 
people are watching a particular show but not what they actually think, feel, or do 
while watching it. This is why smart producers of comedy series let a studio audi-
ence see each installment before it gets on the air. If a sure-fire joke does not generate 
audience laughter, it is rewritten on the spot or scrapped.

PRODUCTION PHASES

Over the years certain routines—production processes—have evolved that can 
facilitate the complex job of getting ideas translated into effective shows. These pro-
cesses include chores that need to be done before the production, during the actual 
production activities, and after the production. In production lingo we call these the 
preproduction, production, and postproduction phases.

Preproduction includes all the planning and coordination of details before the 
actual production activities.

Production starts when you open the studio doors and turn on the equipment 
or when you load your vehicle with the gear for a field production. In production 
you actually encode, or translate, the original program objective into a series of 
video segments. Production involves the medium requirements—the coordination 
of production and technical people and the operation of the production equipment.

In postproduction you select the best bits and pieces of the recorded event, 
enhance their picture and sound quality as necessary, correct some of the minor 
production mistakes, and assemble the shots and scenes into a coherent whole—the 
video program. For complicated programs that require a great deal of editing, the 
postproduction phase may take as long as, or even longer than, the preproduction 
or production period.

This chapter focuses on preproduction. The details of production and post
production take up the rest of the book.

IMPORTANCE OF PREPRODUCTION

In preproduction you develop the initial program idea, define the program objective, 
and select the people and equipment necessary to translate your idea into effective 
video and audio images.

Meticulous preproduction is a key factor in maximizing your video produc-
tion efficiency and effectiveness. There is a proven formula that you must not only 
remember but also always apply, even if the production you are doing is relatively 
simple: the more attention you pay to preproduction, the more effective the production 
and postproduction phases will be. Remember this advice especially when you are tired 
of organizing details and are itching to go on-location and start shooting.

Normally, the preproduction activities require two distinct approaches: the 
move from idea to script and from script to production details.
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PREPRODUCTION: GENERATING IDEAS ON DEMAND

All good productions start with a good idea. As obvious as this sounds, you may 
be surprised to find that one of the more difficult demands in professional video is 
coming up with good ideas consistently. Often the calendar or clock dictates when to 
be creative. Unfortunately, tight production schedules will not tolerate your waiting 
for divine inspiration.

To help you find new ideas on a regular basis, you must call on techniques that 
jolt your imagination even on a down day. Two often-belittled but highly effective 
devices for unlocking ideas and getting the creative process started are brainstorm-
ing and clustering. Although you should try to avoid clichés, don’t fall into the trap 
of always searching for out-of-the-box ideas. There are plenty of new and workable 
show ideas still in the box.2

Brainstorming
Brainstorming involves freeing your mind of the restrictions you impose on it be-
cause you feel, however unconsciously, that you have to think and say something that 
fits the situational framework and others’ expectations. It is a form of “conceptual 
blockbusting” that ignores or breaks down traditional barriers to creative expression.3

Picture yourself for a moment as an observer of a brainstorming session of 
advertising people who are supposed to think of a “new approach to showing a fam-
ily car that handles like a high-powered sports car.” Six people sit in a circle; in the 
middle of the circle are two microphones and a small audio recorder. One of the 
people (P1 = person 1), who is also the team leader, starts with:

P1: “Knock, knock!”

P2: “Who’s there?”

P3: “Nobody. It’s raining.”

P4: “Japanese calligraphy.”

P5: “Slick roads.”

P6: “Sports car–like handling.”

P1: “Bullet-like fast.”

P2: “Slalom ski race.”

P3: “Replaces space shuttle.”

P4: “Calligraphy of haiku poetry.”

And so forth.

2.	 See Stuart W. Hyde, Idea to Script: Storytelling for Today’s Media (Boston: Pearson Education, 2003).

3.	 See James L. Adams, Conceptual Blockbusting, 4th ed. (Cambridge, MA: Perseus, 2001).
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After a few more go-arounds, one of the participants gets annoyed at person 
4, who consistently expanded on the theme of Japanese calligraphy and its aesthetic 
and spiritual meanings. Person 4, who works as a designer and is currently taking a 
workshop in Japanese calligraphy, defends herself by saying that this workshop opens 
up a whole new design world for her—poetry in motion. Someone snickers. Person 1, 
the team leader, admonishes everybody that anything goes in brainstorming and 
that, initially, all ideas are equally valid. He reminds the idea team that there should 
be no judgment passed as to the relevancy of the utterances, however far out they 
may initially seem. During the discussion period, person 4 says that she could easily 
paint a beautiful curvy wet road with one brushstroke on which the new red car could 
safely speed along. Bingo! This idea was finally translated into a highly successful car 
commercial: first you see the black road being painted on the screen; then you see 
the red car moving fast, but safely, along the graceful curves of the shiny black road.

Although there should be no restrictions, successful brainstorming depends 
on a number of conditions:

◾◾ It is best done with several people.

◾◾ You start out with a general idea or related image (car commercial) and let 
everybody call out whatever springs to mind.

◾◾ It’s important to let all minds roam freely and not evaluate or judge any of the 
ideas, however irrelevant they may seem.

◾◾ Document all ideas by audio-recording them or writing them down.

◾◾ In the review stage, recite the list of comments several times to discover novel 
connections.

If necessary, you can do brainstorming by yourself, but you will need some way 
of recording it or writing it down. One of the more popular solitary brainstorming 
techniques is clustering.

Clustering
In the middle of a piece of paper, write a single word that seems somehow central 
to your basic program idea or program objective and circle it. Now write down and 
circle another word that is somehow associated with your key word and connect the 
two. Write down other word associations and connect them to the last one circled.

In a short time, you will have created a cluster of words or ideas. Don’t try to 
design a cluster or be logical about it. Work fast so that you will not be tempted to 
ponder your associations. Let your mind flow freely. When you feel that your ideas 
are exhausted, don’t force yourself to find more or more-logical connections. The 
idea cluster seems to have a natural limit. You will most likely know when you have 
enough branches and it is time to stop. If one word or phrase is especially intriguing 
yet seems out of place, start a new cluster but leave the old one alone. Once you are 
at that point, look at the finished diagram and search for patterns. These patterns 
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will inevitably reveal some novel connections and relationships that were not obvi-
ous before and can serve as springboards for the program objective (defined process 
message) and the medium requirements.  SEE 1.2

As you can see, clustering is similar to brainstorming except that during clus-
tering you create an immediate visual pattern that yields quite readily the major 
interrelationships of the various ideas.4 But it is also much more restrictive than 
brainstorming.

Whatever techniques you use, don’t push your brain too hard. Sometimes it 
helps to relax your brain and think a little goofily.

4.	 Clustering as an idea-unlocking technique for writing was developed by Gabriele Lusser Rico in Writing 
the Natural Way, rev. ed. (Los Angeles: J. P. Tarcher, 2000).

1.2  Clustering
Note that clustering starts with a 
central idea and then branches 
out in various directions. 
Clustering must be done quickly 
and uncritically; it is much like 
written brainstorming.
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Successful brainstorming 
and clustering depend 
on a free, intuitive, and 

noncritical flow of ideas.
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PREPRODUCTION: FROM IDEA TO SCRIPT

You must have some idea of what meal to prepare before starting to cook. The same 
is true in video production. Running around with your camcorder before deciding 
what it is you want to tell your viewers is a wasteful activity at best. An effective pro-
duction process depends on a fairly clear idea of what you want to communicate. As 
we all experience, however, most initial production ideas are rather vague and rarely 
concise enough to serve as a definition of the desired communication effect—the 
program objective. This way of thinking is perfectly normal. As a matter of fact, you 
should weigh the potential effectiveness of several similar ideas before settling on a 
single one, but you should not move on to specific production details without first 
having a clear program objective.

For example, suppose you have just moved to Big City, and your daily commute 
prompts you to “do something about these crazy Big City drivers.” You are certainly 
not ready at this point to plunge into production. Changing your idea to “do a docu-
mentary on the crazy Big City drivers” is no improvement. You need to think more 
about exactly what you want viewers to learn about becoming better drivers. The more 
precise your definition of the intended effect—the program objective—the easier it is 
to decide on the appropriate production format and necessary procedures.

Program Objective
Exactly what is it that you want the audience to know, feel, or do? To “do something 
about these crazy Big City drivers” says little about what to do and how to go about 
achieving that “something.” You need to construct a precise program objective.

Rather than tackle all the bad habits of the “crazy Big City drivers,” you may 
want to isolate a single problem that is especially bothersome and that you consider 
important. As in most learning or persuasion tasks, specific objectives are usually more 
effective than general ones, and small steps are more easily managed and accomplished 
by the viewer than large ones. For instance, you may find that the misuse or nonuse 
of turn signals has become a serious threat to traffic safety. So, rather than address 
all the bad habits of Big City drivers, you can isolate a single objective: Demonstrate 
to Big City drivers that turn signals help other drivers react to your changing directions 
and contribute to traffic safety.

Once you have a clear program objective, you can start visualizing some pos-
sible approaches. Because you are a creative person, you come up with several good 
approaches to this video. But which one should you choose? What you now need is 
an effective angle.

Angle
In the context of designing a show, an angle is a specific approach to the story—a 
point of view of the event. Effective video programs often have an angle that is differ-
ent from the usual treatment of the same subject and is more relevant to the viewer. 
Although the requirement of “finding an angle” has been abused by many newspeople 
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The program objective 
describes the desired 
communication effect 

on the viewer.




