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RATIONALE – FILM 
 
Forcing the audience to engage with its improbability rather than attempting to build a 
believable diegesis, Dial Up incorporates Brechtian detachment to achieve a post-
modern mode of storytelling. There film rejects institutional modes of filmmaking 
through discordant and flashy editing, used to portray the contrived nature of both 
protagonist Will’s carefully self-constructed image and the film itself. Through 
utilizing inconsistent, mismatched editing styles to string together Will’s incongruous 
projections of himself, the audience is taken through fluctuating moods throughout 
the non-linear, action deprived narrative. Dial Up essentially explores the blurred 
lines between self-perception, warping one’s representation of self and reality. 
 
Words (100) 
 
RATIONALE – TRAILER 
 
The trailer attempted to lull the audience into constructing an impression of the film 
as generically bound to a typical Drama then thwarting their expectations. Switching 
from film excerpts accompanied by a dark soundtrack to fast cuts, an excess of special 
effects and cacophonous beats; the editing became ostentatious. Accompanying 
visuals displayed aspects of conventional trailers but in a facetious manner – onscreen 
text quotes reviews from classmates and mentions unfulfilled award nominations. 
This was intended to alert the viewer of the spuriousness of the film itself and to 
distance them from the film’s character and diegesis in their viewing experience.  
 
Words (100) 
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Originally a solution to reducing runtimes, Cécile Decugis 
and Lila Herman integrated jump cuts mid action in Jean Luc 
Godard’s À bout de Souffle (1960). Initially perceived as 
technical incompetence, it became clear Godard consciously 
1‘[did] the exact opposite’ of whatever was ‘required next to 
fulfill the requirements of traditional continuity’ to jolt 
audiences out of passivity. Intending to create similar 
discomfort in viewing, I spliced jump cuts mid dialogue to 
flit between characters and imagery, fracturing spatial and 
temporal dimensions. This allowed me to constantly change 
the tone.  
 
‘Riptide’, a Vance Joy music video created by Dimitri Basil, 
served as my main aesthetic influence. Basil’s usage of literal 
imagery relating to the song’s nonsensical, irrelative lyrics 
links dissimilar concepts; he rhythmically cut together 
panning shots of concurring imagery. Using elements from 
Goddard and Basil’s works, editing in Dial Up consciously 
shifts away from the institutional mode, falling under the 
formalist mode of editing as well as pertaining to conventions 
of French New Wave. Editing disregards the institutional 
180-degree rule, complicating visual geography whilst adding 
fluidity to the transition between contrasting images. 

 
 
 

																																																								
1 “On Breathless he’d (Godard) ask the script-girl what kind of shot was required next to fulfill the requirements of 
traditional continuity. She’d tell him and then he’d do the exact opposite” – Raoul Coutard, Cinematographer 
D. Bordwell (2004), pg. 432	

 
Excerpt from Dial Up 
 

 
Excerpt from ‘Riptide’ 

	 	
Top: A jump cut from À bout de Souffle [Breathless] (1960), Below: Excerpt from Dial Up 
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Altering the film’s visual tone was to 
allow a shift in Will’s persona, this 
dissection of character influenced the 
film’s structure and framework for 
production. My partner and I split the 
narrative into four acts, then filmed and 
edited each segment accordingly. We 
assigned a color to each character to 
construct a distinct ‘look’ and mood for 
each of them, thus dictating light levels my 
cinematographer required and the amount 
of footage I had to color grade. This was 
an effective strategy as it saved me time 
when searching for files to edit. 
 
My major concern regarding editing was 
whether or not there would be sufficient 
footage to edit with; therefore we shared a 
shot list dictating the range of shots 
required. The script was labeled according 
to filming session, shots required and 
equipment needed. Other documents we 
shared included a coordinated schedule 
and call sheets that were distributed to our 
actors to ensure they were notified and 
ready to film. I cross-referenced the shot 
list with the script so we could approach 
filming in a more practical, 
methodological manner, which wasn’t 
always the case due to technical mishaps 
and sudden additions to the shot list. Still, 
most of our sessions ran smoothly and we 
obtained the shots we planned.

	
A shot list categorized by scene 
 

 
 
Each shot on the shot list was labeled according to its 
depiction in the script (above). The same naming system is 
used to organize the call sheet (below). 
 

 
 
(pictured below) My partner and I set up a Whatsapp chat 
group between the actors and us to coordinate filming dates, 
brief them prior to filming sessions and update them on the 
film’s progress. The screencaps show us planning filming 
dates and our actor’s response to our final product:  
 

 
(Pictured right of chats) Our coordinated schedule 
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Each act had an agenda regarding the 
range and type of shots required. This 
was written into the shot list then 
cross-referenced with the script using 
the labeling system previously 

mentioned. The information is transferred to the call sheet so we could identify 
specific scenes from simply looking at the label, which allowed our sessions to run 
smoothly. 
 
Hoping to emphasize Christine’s feeling of entrapment in 
her marriage, I generally utilized static shots and insisted 
on filming close-ups. This generates a sense of 
confinement, further reinforced by sequencing the shots 
from further to closer. In contrast, most of Anthea’s shots 
were seemingly candid, posing as binary opposition to 
Will’s obviously composed shots. I integrated an extreme 
close up of Anthea to reinforce Will’s sense of discomfort 
which, when viewed, resonates with the audience. 
 
When filming Anthea, we encountered lighting issues. She was filmed in near 
darkness, thus leading to disputes within my group regarding camera settings. Her 
concern was that onscreen action wouldn’t be clearly visible but I was worried that 
the palette and brightness would be too inconsistent. Since there was already stark 
contrast between the color schemes for each character’s scenes, I didn’t want 
excessive irregularities within the same scenes. Ultimately, we came to a compromise 
where she changed the iso setting when it was too dark and I altered coloring during 
post-production to rid of jarring discrepancies. Anthea’s scenes in the film are still 
relatively dark but onscreen visuals are now considerably brighter and more visible. 
 

 

	
Extreme close up shot of Anthea 

Setting up the scene 

(Above) Labels used to identify the shot in the script are circled 

After filming, I reviewed the footage and 
organized it by usability as well as added 
additional comments 
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There was considerable planning involved in framing Will’s shots. When addressing 
the audience, he is framed by his surroundings and gives direct address, asserting a 
sense of confidence and an air of spuriousness. The element of breaking the fourth 
wall by directly addressing the audience is a common characteristic pertaining to 
French New Wave and postmodern narratives; this is assimilated into Dial Up 
through Will’s monologue. I intended to include some panning shots similar to those 
from ‘Riptide’ to imitate the sense of fluidity in linking imagery to action but decided 
against it, as this would oppose the prevalent elliptical editing style and the idea of 
disconnect. The final result lacked the panning shots I originally planned for. 
 

   

Planning the establishing shot of Will in terms of depth of field and framing 

During filming, we cross-referenced our script to our call-
sheet and made additional notes if necessary 
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Originally, my partner wanted to use an analog film camera 
to capture the scenery Will describes in his call, however we 
ended up using the Canon 70D for the entirety of the film. In 
order to emulate the aesthetic of film footage, I cropped the 
shots of scenery to change the aspect ratio, added noise in 
addition to adjusting the color, saturation and exposure using 
the adjustment tool in Final Cut X. The ‘home video’ effect 
indicates a lapse in the narrative, it illustrates Will’s offer of 
the sanguine fantasy to Christine contrasting to cuts of the 
cold, white shots of the book in between, therefore revealing 
that these expressive proposals were baseless and Will’s 
superfluous articulateness was fabricated. The warm, bright 
palette contrasting to the darker tones in other scenes offers 
an idealized reality existing merely in Will’s words. I believe 
the aesthetic juxtaposition in my film successfully carries 
across the aforementioned themes. 
 
Still following mainstream conventions of instituting 
exposition, the establishing shot (after the credits) is a 
handheld mid shot with too much movement. I applied the 
stabilizing tool to it but noticed that only the middle third of 
the shot was affected. I repurposed this irregularity, tilting the 
shot, thereby extending the depth of field. This generates an 
aesthetic similar to the parallax scrolling common in 
computer graphics whereby the background of the shot 
moves by the camera slower than the foreground, resulting in 

a surreal appearance. In the opening scene of Will waiting by the phone, I 
incorporated an effect I frequently use in my editing consisting of trimming the shot 
and layering them upon each other, creating a computer glitch-esque, fragmented 
image, subtly connoting the fragility of Will’s façade, foregrounding core themes of 
the narrative early in the film. I had hoped to convey a sense of the unreal which was 
effectively carried across by these effects. 
 

 
 

	

	

	
Creating the ‘home video’ effect on 
final cut 

(Left to right) Canal by Ratking [Dir. Erik K. Yue], Postcards from Italy by Beirut [Dir. 
Alma Har’el], both examples of music videos that has an analog home video aesthetic 

The stabilization tool from Final Cut Pro X 
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Christine’s color scheme was red, effectively produced using lighting from a single 
source with a gold reflector adding warm hues. During post-production, I amped up 
the saturation slightly to enhance the red and adjusted the contrast to make the 
shadows distinguishable, as to further highlight her sense of restriction and 
confinement. Using the ‘Match’ tool and color selector, I changed sky’s palette to fit 
with the unnatural color in Christine’s close ups, thus attaching the idea of idealism 
apparent in Will’s fantasy to her character. 
 

 
 
 

 

 
Anthea’s palette is the opposite of Christine’s; this portrayed the contrast in their 
characterization. Initially, I wanted to use a dark, cold, purplish palette to express 
Will’s shallow indifference towards Anthea, but was told the shots were too dark to 
see anything clearly. In approaching this problem, Anthea’s scenes were illuminated 
using brighter one point LED lights and I resorted to generating my desired palette 

Initially the main color scheme was blue, but through utilizing the ‘Match’ tool and adjusting the 
saturation I matched the color scheme in shot of the sky to that of Christine’s 
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during post-production. The result deviated from my intended tone but still effectively 
adheres to what I visualized. 
 
When editing Anthea’s sequence, I alternated between ‘candid’ footage and shots of 
her speaking imposed over the dialogue. Much of the cinematography in this act 
incorporates movement with a handheld effect, adding to the ‘candid’ nature of the 
scene, thus insinuating the concept of Anthea as the sole character who perceives 
reality as it is. This change of style in cinematography also causes breaks in action 
opposing the perceptibly fabricated nature of Will’s scenes. I also meant to highlight 
the juxtaposition between the female characters in terms of representations and 
variance in color scheme, in achieving this I rapidly cut between Anthea and Christine 
then placed them adjacent to each other with a split-screen. 
 

 
 
The ending monologue interchanged between continuity editing, minimal ‘candid’ 
editing and fragments of the scene layered over each other, tying together the 
presented themes and concluding with Will’s heightened reflection. The final scene is 
a summation of the multiple visual styles representing the essence of Dial Up’s 
characters; Anthea’s near realist style of candid shots accompanied with brief cuts, 
Christine’s tight cuts and Will’s disjointed, chaotic fragments. 
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Audio during phonecalls is deliberately shrouded in 
irritable static. Christine and Will’s dialogue are filtered 
with a customized preset and sometimes the muffled effect, 
connoting that their conversation is grounded in fantasy. 
Contrastingly, Anthea is the sole character speaking with 
clarity through diegetic sound because she is the only one 
rooted in reality. Still, I was required to tone down the 
filters as the excessive alterations made the dialogue 
indiscernible, leading to a clearer audio in the final version.  
 
 
Aforementioned variations are also apparent within the 
trailer. The characters are presented similarly to in the film; 
Christine through successive tightly cut close up shots, 
hinting at her franticness, Anthea through uninterrupted 
distant shots, alluding to her disconnect from Will and his 
unrealistic perception of reality. Will’s preview included 
scenes incorporating ‘glitch’ elements, I also added more 
effects distorting onscreen visuals to emphasize his 

disengagement from real-life. Intending to establish false expectations the trailer’s 
first part was modeled after a conventional Drama. 
 

Transitioning away from the misrepresentation, I 
integrated a false signal interruption whereby Will’s 
footage is edited to emulate an interruption suddenly 
changing the (supposed) television channel hosting the 
trailer. I adjusted the grain levels, and amount of ‘rolls’ 
using the ‘Bad TV’ filter. I then added color variations 
by implementing ‘Hard light’ and adjusting saturation 
levels, adding to the unstable signal effect. Though I 
used existing footage from the film, I incorporated 
additional edits to add dynamism and to introduce 
Will’s warped perspective of the other characters, 
effectively introducing core aspects of the narrative 
within my trailer. 
 

 

I set the AU Hipass cutoff frequency to 
500, and the resonance to 0.7. For the AU 
Lowpass levels, I set the cutoff frequency to 
2500 and resonance to 0.7. This created 
the impression that the dialogue took place 
over a phone call. 

The ‘Bad TV’ and ‘Hard Light’ effects on Final 
Cut X, put into action 


