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o« COMPONENTES BASICOS
*  MATIZ

* BRILHO

COR
8]

* SATURACAO
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COR

e BRILHO VS SATURACAO

SATURACAO IGUAL COM VARIACAO NO BRILHO

BRILHO IGUAL COM VARIACAO NA SATURACAO




MATIZ
CONTRASTE E AFINIDADE
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BRILHO
CONTRASTE E AFINIDADE




BRILHO
CONTRASTE E AFINIDADE




SATURACAO
CONTRASTE E AFINIDADE




SATURACAO
CONTRASTE E AFINIDADE
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hitps://www.youtube.com/watchev=alxPFEYS4k https://www.youtube.com/watchev=2liIKyUnfNOO



https://www.youtube.com/watch?v=glxPF9EYS4k
https://www.youtube.com/watch?v=9liKyUnfNO0




ESPACO LIMITADO

* PROPORCAO DA TELA
»  ASPECT RATIO




ESPACO DE CAMERA
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« CAMERA MULTIPLANOS
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https://www.youtube.com/watchev=YdHTIUGN 1 zw
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https://www.youtube.com/watch?v=YdHTlUGN1zw

Framing Heights

Extreme Close-up
Medium Close-up

Full Close- up
Wide Close-up

Close Shot

Medium Clese Shot

Medium Shot

* PLANOS DE CAMERA
Medium Full Shot




LINGUAGEM DE CAMERA

Inside Out’s
Camera Language

Inside World

Perfect
Less lens distortion

Correct focus

Camera: dolly, track, boom, crane,

smooth mechanical camera
Camera tracks

Predetermined paths

Outside World

Imperfect

More lense distortion

Focus mistakes (i.e. hockey shot)
Camera: zoom, steadicam, and
handheld shots

More organic, free and reactionary

No predetermined paths
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USING LINE TO PRODUCE A FOCAL POINT IN SUBJECT

BUT NEVER PLAGCE A ROCAL POINT BXASTLY IN THE CBNTER
OF YOUR PICTURE AREA. T ALSD WELL TO-AVOI D USING
MAGOMNALYS THAT BISJECT THERE CORMNERS AS MAIN LIMNEJ,

‘M&i

',‘*sm

ANY OOMMON JUNCTION OF LINES PRODUCES & EQCAL PQLNT.
ANY LINMES POLNTING TO & VANISHING BOINT O JUNCTION MAKE
A ROCAL POINT. A HEAD MAY yELL PE PLACED AT JLICH & POINT,

THIF BASIC ARRAMOGEMENT CAN BE USED FOR MAN'Y

IN FORMAL DESIGN PLACE THE FOCAL POINT ABOVE
PESITNS. BUILD YyQUR JUBJECT &4 YOU WIS,

O BRLOW THE MIDRPLE. HERE IF & SQOQ D LAY OUT,




THE VANISTHING POINT IS THE
YPOSITION OF HONOR.,PICTORIALLY,

IT JHOULD €O TO MAIN CHARACTER,

SPIRALS MAY ALSO BE UMED TO FOCUS ATTENTION, TAKE IT AT ARULE
THAT LINES JHOULD LEAD TO AND CROST AT THE MAIN POINT OF INTEREST.

YOU WILL OFTEN WONDER HOW TO FOCUS ATTENTION AND
INTEREJT UPON A CERTAIN HEAD,FIGURE OR JPOT. JTUDY THIS
PAGE CAREFULLY., EVERY GQOD PICTURE JHOULD HAVE

A MAIN FOCAL POINT AND ALL LINES SJHOULD DRAW THEEYE
TOWARD THAT JPOT, THE OLD JAYING “ALL ROADS LEAD TO ROME"

L} L]
1§ FUNPAMENTAL [N QOOD COMPOSITION YOUR ROADS ARE LINES,
46
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THERE SJHOULD BE A PLANNED EASY AND NATURALPATH LINES LEADING QUT OF THE SJUBJECT SHOULD BE JTOPPED
FOR THE EYC T TRAVEL IN EVERY GQOD PICTURE BY SJOME DEVICE OR ANOTHER LINE LEADING THEEYE BACK
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CATCH EYYEAMNE
2 T Ak

Kz
W

e

-

E——m

'.-m'l_"l. 'f" o . T

|
5ToP
# ROAD STOPPED

» [ ! . _-- . - -~ -
== T e v Bia wass oveeyas

THE EVE SFHOULD ENTER AT THE BOTTOMAND EMERGE ARE EYE TRAPS” BECAUSE OF THEIR JUNCT{ONS,TRY
AT THE TOP—NEVER AT THE JIDBES, JINCE CORNEBERS 1D LEAD THE EYE AWAY FROM] OR AROUMND THEM.




YO CAN MAKE THE EYE FOLLOWA GIVEN IT WITH A JPOT OF INTEREJS T AND THEN ALLOW
COURSE ALMOIT A5 YOU WISH BY SKILLFUL IT TO PASS OUT, IT JHOULD BE A PLEASJING PATH
USE OF LINE -« LEAD THE EYE IN, ENTERTAIN ANMD NOT OBSTRUCTED OR GIVEN TWO WaAYS TO GO.




BAD COMPOSITION BRINGS NEGATIVE RESPONSE

" BAD

"
1-7- DONT GIVE N'HE EYE TWO PATHWAYS, NOW THE EYE IS LED TO THE F[GUI?.E*ITOP; WE MAY HAVE A BETTER [OMPQSITION
34-5- 6 TOO CENTERED- STRALGHT FROMT PUT IH ON LINES WHICH WOULD CARRYEYE &Y HAVING THE LITTLE GIHLL CLOSER
POSE-BAD. 56 TOQ ALIKE BND BQUAL . OOT.POSE MORE IN KEEPING WITH SJUBJECT, TO DOMINATE THE LANDSCAPE ,




L.DONT POINT THINGS OUTOR RICTURE. 1.ONE EYEPATH NOW. 2 POINTING (NWARD  YOU CAN TESTANYCOMPOSITION 3y,
" 2.3-T00 BAULL IN IMPORTANCE 4FLOWERS 3. CUPS GROUPED 4.FLOWERS MORRECTED TRACING THE “SPACES BE TWEEN THINGS
WINTIN{‘WEDN('WAY. S TWE EYEP&THJ E.YoU HOwW KMOW THEY ARE JOOK 55, BE.I'TEQE .ﬁN.D FELLIH IEE IF THE'f MAKE A qoon DESIGN,
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1LFICURE TOOQ LOW AND TOOCENTRRED,
ZMNEVER SPLIT A HEAD WITH aNY LINE,
COMING INTO 1T, 3.DONT USE THE EDGE
TR THE RPICTURE TO COWNCIDE WiITH O
MNE INTHE PICTURE. (WINDOW FRAME)
475,700 CENTERED, FLAC BAD. J HAMDS

CiJT ok, DESK LINE TOOLOW AND Too
NEAR BOTTOM BODGE. MANY GAZE BAD,

HERE WR HAVE MUCH THAT 'S ML3 FING IN
THE OTHER PICTURE NOTHING COMPETE S

WITH HEAD .NOTHING {f CENTERED , THE
BALANCE OF THE FLIRJIECT 15 PLEASING,
ACCESSORIES HAVE MORE CHARM BALDY
COULE JUST A5 WELLHAYE BEEN PLACED

SOMETIMES A DESIGN MAY B @ULLT
OF HEADRS ALONE AND WITHOUT HAVING
THE HEARS COMPLETE . THE FICTURE
MAY BE MUCH MORE ARRESTING
THAN 1= Two ENTIRE HEADS WER S
SHOWN ,ESJPECIALLY [FTHE TWOD

AGAINST A HORE PLEASING BACKARDUND HEADS WERE ABOUT EQIUAL IN S1ZE

TRY TO IPLAM EVERYTHI(NMNG yoou D0,

51

OR AREAL AND BEVENLY SJPACED.
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