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Statistical Analysis of Television 
Style: What Can Numbers Tell Us 
about TV Editing?
by JEREMY BUTLER

Abstract: This article assays the value of splicing together humanities-based analysis of 
television style with digitally generated statistical data. The editing style of the situation 
comedy Happy Days (1974–1984) provides an intriguing test case for the utility of such 
analyses, as the show made a radical shift in its mode of production after its second 
season—switching from single camera to multiple camera (with a studio audience). Us-
ing data collected on Shot Logger (http://www.shotlogger.org), this article measures the 
cutting rates correlated with each mode of production and fi nds a statistically signifi cant 
difference between the two. Additionally, the article examines the general acceleration 
of cutting rates on American television since 1951 and comes to a perhaps surprising 
conclusion about the impact of individual editors on television style.

In extending our critical methodologies, we must have at least a passing 
familiarity with code languages, operating systems, algorithmic thinking, 
and systems design. We need database literacies, algorithmic literacies, 
computational literacies, interface literacies. We need new hybrid practi-
tioners: artist-theorists, programming humanists, activist-scholars; theo-
retical archivists, critical race coders. 
 —Tara McPherson1

Happy Days�_I[�Ua� IZ\Q[\QK� XMZQWL�� 1�_IV\ML� \W�UISM� I� TQ\\TM� Å�TU� MIKP�
_MMS��ITT�WVM�KIUMZI�[PWW\[�TQSM�I�TQ\\TM�Å�TU��8ZM\\a	�6QKM	�)VL�\PMa�[IQL��
“Too soft, and too expensive.” 

 —Garry Marshall2

1 Tara McPherson, “US Operating Systems at Mid-Century,” in Race after the Internet, ed. Lisa Nakamura and 
Peter Chow-White (New York: Routledge, 2011), 35.

2 “Happy Days Are Here Again on DVD,” Today, August 16, 2004, http://www.today.com/id/5725890/ns/today
-today_entertainment/t/happy-days-are-here-again-dvd/#.U0CDU8dGHWQ.

2MZMUa�*]\TMZ�Q[�I�XZWNM[[WZ�WN �\MTMKWUU]VQKI\QWV�IVL�Å�TU�I\�\PM�=VQ^MZ[Q\a�WN �)TIJIUI��0M�PI[�X]JTQ[PML�QV�Cinema 
Journal, Screen�� IVL� ^IZQW][� W\PMZ� RW]ZVIT[#� IVL� PM� PI[� I]\PWZML� Television Style and Television: Critical 
5M\PWL[� IVL�)XXTQKI\QWV[�� <W� NIKQTQ\I\M� \PM� [\I\Q[\QKIT� IVITa[Q[� WN � Å�TU� IVL� <>� MLQ\QVO�� PM� NW]VLML� \PM� LQOQ\IT�
P]UIVQ\QM[�XZWRMK\�;PW\4WOOMZ�WZO�
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T

ara McPherson’s clarion call for mixed-methods practitioners asks those of  us in 
media studies to radically extend and rethink our methodological boundaries. 
;PM�Q[�VW\�ITWVM��;KPWTIZ[�_Q\PQV�\PM�J]ZOMWVQVO��IUWZXPW][Ta�LMÅVML��PaJZQL-
QbML�ÅMTL�WN �LQOQ\IT�P]UIVQ\QM[�IZM�JMOQVVQVO�\W�UISM�[QOVQÅKIV\�QVZWIL[�QV\W�\PM�

sometimes recalcitrant discipline of  media studies. McPherson herself  presented her 
notion of  programming humanists at the 2011 SCMS conference, during a workshop 
\MTTQVOTa�\Q\TML�¹6M_�5MLQI�.]\]ZM["�<PM�,QOQ\IT��\PM�)KILMUa��º3 Miriam Posner and 
Jason Mittell subsequently carried the digital humanities torch further with a 2013 
;+5;�_WZS[PWX�\PI\�¹[\IOML�IV�MVKW]V\MZº�JM\_MMV�\PM�LQOQ\IT�P]UIVQ\QM[�IVL�ÅTU�
and media studies.4�)KILMUQI�WN �\PM�����[�UIa�_MTT�JM�LMÅVML�Ja�LQOQ\IT�P]UIVQ-
\QM[�MVKW]V\MZ[��I[�LQ[K][[QWV��IZO]UMV\'��IJW]\�Q\�PI[�ITZMILa�OMVMZI\ML�I�����XIOM�
anthology on “debates in the digital humanities,” in which McPherson’s essay is re-
printed.5 Moreover, the 6M_�AWZS�<QUM[ has announced the arrival of  “Humanities 
2.0” in a series of  articles.6�-^MV�\PM�I]O][\�6I\QWVIT�-VLW_UMV\�NWZ�\PM�0]UIVQ\QM[�
PI[�WXMVML�\PM�7NÅKM�WN �,QOQ\IT�0]UIVQ\QM[�\W�N]VL�[\IZ\�]X�OZIV\[�¹NWZ�XZWRMK\[�LM-
signed to explore and develop innovative uses of  technology in humanities education, 
scholarship, and public programming.”7�1VM^Q\IJTa��[]KP�XZWRMK\[�ZMY]QZM�I�JTMVLQVO�
of  expertise from previously antipathetic disciplines. Many in media studies have been 
heretofore resistant to developing the literacies that McPherson articulates and that 
digital humanities demands. In our desire to distinguish humanities-based media stud-
ies from social science–based mass-communication studies, this antagonism toward 
digits, toward V]UJMZ[��PI[�KWUUWVTa�M`XZM[[ML�Q\[MTN �QV�I�[XMKQÅK�ZM[Q[\IVKM�\W�[\I\Q[-
\QKIT� TQ\MZIKa��.WZ�LMKILM[�� \PM�JWZLMZ�JM\_MMV�[\I\Q[\QKIT�UM\PWL�IVL�KZQ\QKIT� \PMWZa�
has been heavily barricaded. Researchers on opposite sides of  this particular border 
collaborate very infrequently. Journals and conferences seldom accept papers outside 
their own research bailiwicks. There are tiresome historical reasons for these divisions 
and practical challenges for researchers attempting to hyphenate themselves—artist-
theorists, activist-scholars, theorist-statisticians—but there are few genuine epistemo-
logical barriers to academic border crossing.
 In media studies, this border crossing is not utterly unknown, as is illustrated by 
\PM� QVÅT\ZI\QWV�WN � \PM� [WKQIT�[KQMV\QÅK�� M\PVWOZIXPQK�_WZS�_Q\PQV� \PM�*ZQ\Q[P� K]T\]ZIT�
studies model—research involving actual, human television viewers—into humanities 
strongholds such as ;KZMMV��\PM�*ZQ\Q[P�.QTU�1V[\Q\]\M��IVL�\PM�;WKQM\a�NWZ�+QVMUI�IVL�

3 Nicholas Mirzoeff, Kathleen Fitzpatrick, Alexandra Juhasz, Wendy Chun, and Tara McPherson, “New Media Futures: 
The Digital (the Academy)” (workshop, Annual Meeting of the Society for Cinema and Media Studies, New Orleans, 
March 11, 2011).

4 Miriam Posner, Jason Mittell, Hannah Goodwin, Jasmijn Van Gorp, Jason Rhody (in absentia), and Eric Faden, “Digital 
Humanities and Film and Media Studies: Staging an Encounter” (workshop, Annual Meeting of the Society for Cinema 
and Media Studies, Chicago, March 8, 2013).

5 Tara McPherson, “Why Are the Digital Humanities So White?, or, Thinking the Histories of Race and Computation,” in 
Debates in the Digital Humanities, ed. Matthew K. Gold (Minneapolis: University of Minnesota Press, 2012), 154.

6 Patricia Cohen, “Digital Keys for Unlocking the Humanities’ Riches,” New York Times, November 16, 2010, http://
www.nytimes.com/2010/11/17/arts/17digital.html?_r=0.

7 “NEH Timeline,” National Endowment for the Humanities, http://www.neh.gov/about/history/timeline. The first 
endowment awards were made in 2007.
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Media Studies during the 1970s and 1980s.8 Media ethnographers and their reliance 
on Geertzian cultural anthropology have thus paved the way for media studies to incor-
XWZI\M�[WKQIT�[KQMV\QÅK�UM\PWL[�9�5WZMW^MZ��\PM�ÅMTL�WN �IV\PZWXWTWOa�Q\[MTN �XZW^QLM[�IV�
intriguing precedent for such border crossing: the research tradition known as mixed-
methods research, which blends qualitative and quantitative methods.10 Taking a page 
from such mixed-methods research and aspiring to become one of  McPherson’s digital 
humanities hyphenates, the present study assesses the feasibility and usefulness of  im-
porting computer-based, quantitative, statistical methods into television critical studies.
 To test statistics’ applicability to television studies I have chosen to examine edit-
QVO�ZPa\PU[�QV�)UMZQKIV�VIZZI\Q^M�XZWOZIU[��-LQ\QVO�IVITa[Q[�ZMILQTa�TMVL[�Q\[MTN �\W�
statistical computation because it is relatively simple to measure the lengths of  shots 
and thus convert a qualitative, stylistic component into quantitative data. Once in 
numeric form, data can be easily stored in a database, and any number of  computa-
\QWV[�IVL�UIVQX]TI\QWV[�KIV�JM�KIZZQML�W]\�_Q\P�\PMU��1V�[XMKQÅK�\MZU[��1¼^M�KWTTMK\ML�
[PW\�TMVO\P�LI\I�NWZ�ITT�MQOP\a�[M^MV�MXQ[WLM[�NZWU�\PM�ÅZ[\�NW]Z�[MI[WV[�WN �\PM�\MTM^Q-
sion program Happy Days� �)*+���!��·�! ���IVL�PI^M�UILM� \PQ[�LI\I� [M\�I^IQTIJTM�
online for other researchers to examine.11 Happy Days provides a unique test case for 
\PM�QUXIK\�WN �XZWL]K\QWV�UWLM�WV�MLQ\QVO�XIKM�IVL�ZPa\PU��1\[�ÅZ[\�\_W�[MI[WV[�_MZM�
shot using the single-camera mode of  production, but according to producer Garry 
Marshall, that mode’s comic impact was considered too subtle, too “soft,” to gar-
ner a large audience.12 Consequently, the third and subsequent seasons changed to a 
broader comedic style and a different, less expensive mode of  production: multiple-
camera shooting in front of  a studio audience. The division between single-camera 
and multiple-camera episodes does not precisely align with the program’s seasons, 
however, as the second season has one experimental multiple-camera episode, and 
[WUM�WN �\PM�\PQZL�IVL�NW]Z\P�[MI[WV[�PI^M�[QOVQÅKIV\�[QVOTM�KIUMZI�[KMVM[�_Q\PQV�\PM�
U]T\QXTM�KIUMZI�MXQ[WLM[��6WVM\PMTM[[��\PM�[PWW\QVO�[\aTM[�WN �\PM�\_W�UWLM[�IZM�LQ[-
tinct enough that a researcher can easily detect which episodes—and which scenes 
within individual episodes—used each mode of  production.13

 My main hypothesis, thus, is that the mode of  production used in Happy Days cor-
relates with the speed of  cutting rates. Statistics provides a way to test for the difference 

8 One notable early practitioner of the cultural studies model was David Morley. In 1992, he chronicled the evolution 
of this approach with regard to TV studies in Television, Audiences, and Cultural Studies (London: Routledge, 1992).

9 Clifford Geertz, “Thick Description: Toward an Interpretive Theory of Culture,” in The Interpretation of Cultures: 
Selected Essays (New York: Basic Books, 1973), 3–30.

10 David L. Driscoll, Afua Appiah-Yeboah, Philip Salib, and Douglas J. Rupert, “Merging Qualitative and Quantitative 
Data in Mixed Methods Research: How to and Why Not,” Ecological and Environmental Anthropology 3, no. 1 
(2007): 19–28.

11 For data and full-color illustrations, see Jeremy Butler, “Statistical Analysis of Television Style: What Can Numbers 
Tell Us about TV Editing?,” Fall 2014, http://shotlogger.org/research/happydays/.

12 “Happy Days Are Here Again on DVD,” NBCNews.com, August 16, 2004, http://today.msnbc.msn.com/id/5725890 
/ns/today-entertainment/t/ihappy-daysi-are-here-again-dvd#.UEDVFtZlStM; quoted in Todd VanDerWerff, “Happy 
Days Became One of the Biggest Hits on TV by Selling Its Soul,” A.V. Club, August 27, 2012, http://www.avclub 
.com/articles/happy-days-became-one-of-the-biggest-hits-on-tv--84232.

13 Also, the multiple-camera episodes with audiences are identified at the start by Tom Bosley announcing, “Tonight’s 
Happy Days was filmed before a live audience” or “Happy Days is filmed before a live audience.”
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JM\_MMV�\PM�\_W�ZI\M[�IVL�\W�Y]IV\QNa�JW\P�\PM�LMOZMM�IVL�\PM�[QOVQÅKIVKM�WN �\PM�LQN-
NMZMVKM��.]Z\PMZ��LQOQ\IT�\MKPVWTWOa¸_PMV�MUXTWaML�Ja�5K8PMZ[WV’s programming 
humanists—provides new tools for calculating stylistic statistics and understanding the 
vagaries of  moving-image style.14�)VL�aM\�NWZ�[KPWTIZ[�[]KP�I[�Ua[MTN��\ZIQVML�QV��!��[�
P]UIVQ\QM[�JI[ML�ÅTU�[\]LQM[�XZWOZIU[��\PQ[�Q[�I�ZI\PMZ�]VVMZ^QVO�XZW[XMK\��,WM[�ITT�
this digital manipulation offer us anything that we could not discover while watching a 
UW^QM�QV�\PM�LIZS�IVL�[KZI\KPQVO�K]VMQNWZU�VW\M[�_Q\P�I�[\aT][�QV\W�I�KTIa�\IJTM\'

Statistical Analysis in Media Studies. Well before the rise of  the digital humanities, 
\PMZM�PI^M�JMMV�WKKI[QWVIT�I\\MUX\[�I\�V]UJMZ[�JI[ML�IVITa[M[�WN �ÅTU��A]ZQ�<[Q^QIV�
\ZIKM[�\PM[M�MNNWZ\[�ITT�\PM�_Ia�JIKS�\W�0]OW�5�V[\MZJMZO¼[��!���KWV[QLMZI\QWV�WN �\PM�
psychological impact of  editing in the silent cinema.15 Similarly, Kristin Thompson 
]VKW^MZML� I� �!��� IVITa[Q[� WN � [QTMV\�KQVMUI� MLQ\QVO�UM\ZQK[� QV� I�/MZUIV� \MKPVQKIT�
ÅTU�UIOIbQVM�16�)VL�[QTMV\�ÅTUUISMZ[�\PMU[MT^M[�_MZM�_MTT�I_IZM�WN �\PM�XW_MZ�WN �
shot lengths. Sergei Eisenstein’s 1929 essay “Methods of  Montage” explains that the 
“fundamental criterion” for what he called metric montage “is the IJ[WT]\M� TMVO\P[ of  
\PM�XQMKM[��<PM�XQMKM[�IZM� RWQVML� \WOM\PMZ�IKKWZLQVO� \W� \PMQZ� TMVO\P[�� QV�I� NWZU]TI�
scheme corresponding to a measure of  music. . . . Tension is obtained by the effect of  
mechanical acceleration by shortening the pieces while preserving the original propor-
tions of  the formula.”17�,MKILM[�IN\MZ�\PM�[QTMV\�ÅTU�MZI��*IZZa�;IT\�Q[[]ML�I�N]VK\QWVIT�
UIVQNM[\W�NWZ�\PM�IXXTQKI\QWV�WN �[\I\Q[\QK[�\W�ÅTU�[\aTM�QV�I��!���Film Quarterly essay.18 
)T\PW]OP�KQVMUI� [\aTM�PI[� ZMUIQVML�PQ[�UIQV�XZMWKK]XI\QWV��PM�IT[W�WNNMZML� [WUM�
exploratory comments on the statistical analysis of  television style in 2001.19

� ,M[XQ\M� \PM[M� MIZTa� MNNWZ\[� IVL� ;IT\¼[� KWV\QV]QVO� IL^WKIKa�� UW[\� WN � \_MV\QM\P� 
century, humanities-based media studies evidenced little interest in the statistical anal-
a[Q[�WN �ÅTU�WZ�\MTM^Q[QWV�[\aTM¸_Q\P�VW�[KPWTIZTa�UWVWOZIXP[��I[QLM�NZWU�;IT\¼[�MNNWZ\[��
IVL�^MZa�NM_�RW]ZVIT�IZ\QKTM[�LM^W\ML�\W�\PM�\WXQK�20�)\�\PM�[IUM�\QUM�\PI\�ÅTU�IVL�\PM�
TI\MZ�LM^MTWXQVO�\MTM^Q[QWV�[\]LQM[�_MZM�[P]VVQVO�[\I\Q[\QKIT�IVITa[Q[��I�[QOVQÅKIV\�[\ZIQV�

14 Nick Redfern has advocated vociferously for statistical literacy in media studies: Nick Redfern, “Statistical Lit-
eracy in Film Studies I,” Research into Film, March 22, 2012, http://nickredfern.wordpress.com/2012/03/22 
/statistical-literacy-in-film-studies-I/.

15 Hugo Münsterberg, The Photoplay: A Psychological Study (New York, London: D. Appleton, 1916), 45–46, cited 
in Yuri Tsivian, “Question One: Median or Mean?,” Cinemetrics, July 24, 2012, http://www.cinemetrics.lv/dev/on 
_statistics.php.

16 Georg Otto Stindt discusses average shot lengths in American and German silent films: “Bildschnitt,” Die Film-
technik 2, no. 7 (April 3, 1926): 129, cited in Kristin Thompson, Herr Lubitsch Goes to Hollywood: German and 
American Film after World War I (Amsterdam: Amsterdam University Press, 2005), 117.

17 This can be observed in Eisenstein’s own work, such as October (1927). Sergei Eisenstein, “Methods of Montage,” 
in Film Form: Essays in Film Theory, ed. and trans. Jay Leyda (New York: Harcourt, Brace & World, 1949), 72.

18 Barry Salt, “Statistical Style Analysis of Motion Pictures,” Film Quarterly 28, no. 1 (Fall 1974): 13–22.

19 Barry Salt, “Practical Film Theory and Its Application to TV Series Dramas,” Journal of Media Practice 2, no. 2 
(2001): 98–113, reprinted in Barry Salt, Moving into Pictures: More on Film History, Style, and Analysis (London: 
Starword, 2006).

20 Still, there have been persistent efforts in this area. David Bordwell and Kristin Thompson, the two most influential 
stylisticians in film studies, often refer to average shot lengths in their analyses of editing. One anthology has ap-
peared which collates work in this area: Michael Ross, Manfred Grauer, and Bernd Freisleben, eds., Digital Tools in 
Media Studies: Analysis and Research, An Overview (Bielefeld, Germany: Transcript Verlag, 2009).
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of  media analysis was embracing it. Within the US “mass communication” research 
tradition, statistics became the dominant method for measuring media effects in post–
World War II academe.21 To this day, mass-communication researchers rely on surveys 
IVL�XPa[QWTWOQKIT�UMI[]ZQVO�LM^QKM[��\ZIKSQVO�PMIZ\�ZI\M��MaM�UW^MUMV\��IVL�[W�WV��
\W� OI\PMZ�LI\I�WV�UMLQI¼[� QUXIK\� WV� \PMQZ� ][MZ[��AM\� IVW\PMZ�UI[[�KWUU]VQKI\QWV�
application of  statistics is “content analysis,” an approach that counts the number of  
incidences of  certain elements within a media text. Those counts may be put to de-
scriptive use or may have statistical calculations run on them to test hypotheses about 
differences among texts—across genres or over time, for example.22�.]Z\PMZUWZM��IKI-
demic researchers are not the only ones employing the statistical analysis of  media. 
Outside academe, media industries generate vast mountains of  statistical data based 
WV�ÅTU�JW`�WNÅKM� ZM[]T\[�IVL�6QMT[MV� \MTM^Q[QWV� ZI\QVO[��)VL�JMNWZM�ÅTU[��KWUUMZ-
cials, and TV programs are aired, they go through rigorous, statistically based market 
research. Thus, digitally grounded statistical methods are embraced in both academic 
UI[[�KWUU]VQKI\QWV�ZM[MIZKP�IVL�UMLQI�QVL][\ZQM[�J]\�VW\�QV�P]UIVQ\QM[�JI[ML�ÅTU�
or television studies.
� )[� \PM� \_MV\a�ÅZ[\�KMV\]Za�JMOIV��PW_M^MZ�� NZM[P� QV\MZM[\� QV� \PM�[\I\Q[\QKIT�IVITa-
[Q[�WN �ÅTU�IVL�\MTM^Q[QWV�JMOIV�\W�M^WT^M�_Q\PQV�KZQ\QKIT�[\]LQM[��<PM[M�VM_�[KPWTIZTa�
MV\MZXZQ[M[�_MZM�VW\�ZWW\ML�QV�JW`�WNÅKM�V]UJMZ[��<>�ZI\QVO[��MNNMK\[�UMI[]ZMUMV\��
WZ�KWV\MV\�IVITa[Q[��:I\PMZ��\PMa�LQZMK\Ta�ILLZM[[ML�\PM�[QOVQÅKIVKM�WN �ÅTU�IVL�\MTM^Q-
sion style, emphasizing form rather than content or effect, and they blossomed from 
a fertile digital humanities mixture of  easily accessible digital video, applications for 
manipulating that video, and do-it-yourself  software coding. In recent years, several of  
McPherson’s programming humanists have been drawn to the statistical analysis of  vi-
sual and sound style. The Institute for Research and Innovation of  the Centre Pompidou 
KZMI\ML�4QOVM[�LM�<MUX[��<QUM�4QVM[���[WN\_IZM�\PI\�NIKQTQ\I\M[�[PW\�Ja�[PW\�IVITa[Q[�WN �
ÅTU[��.QO]ZM����23�4]UQVIZQM[�WN �.ZMVKP�ÅTU�[KPWTIZ[PQX�[]KP�I[�:IaUWVL�*MTTW]Z�IVL�
2MIV�4W]Q[�+WUWTTQ�PI^M�XIZ\QKQXI\ML�QV�\PM�XZWRMK\��;QUQTIZTa��\PM�+QVMUM\ZQK[�XZWRMK\��
LM^MTWXML�Ja�A]ZQ�<[Q^QIV�IVL�/]VaëZ[�+Q^Raëns, has attracted an international cadre 
WN �ÅTU�IVL�<>�[KPWTIZ[�IVL�[\I\Q[\QKQIV[¸QVKT]LQVO�;IT\��.QO]ZM����24�)VL�-,1<�����
software calculates statistics and draws graphs based on the edit decision lists generated 
Ja�LQOQ\IT�^QLMW�MLQ\QVO�[WN\_IZM��.QO]ZM����25 Looking beyond these programming hu-
UIVQ[\[��_M�UQOP\�_MTT�ÅVL�ZM[MIZKPMZ[�QV�QVNWZUI\QWV�[KQMVKM�_PW�IT[W�_WZS�WV�^QLMW�

21 See, for example, Jennings Bryant and Mary Beth Oliver, eds., Media Effects: Advances in Theory and Research, 3rd 
ed. (New York: Routledge, 2009). For additional information, see Jeremy G. Butler, “Appendix II: Mass Communica-
tion Research,” in Television: Critical Methods and Applications (New York: Routledge, 2012), 435–444.

22 Examples of content analyses include Nancy Signorielli, “Prime-Time Violence 1993–2001: Has the Picture Really 
Changed?,” Journal of Broadcasting and Electronic Media 47, no. 1 (March 2003): 36–57; Mary Cassata, Thomas 
Skill, and Samuel O. Boadu, “Life and Death in the Daytime Television Serial: A Content Analysis,” in Life on Day-
time Television: Tuning-In American Serial Drama, ed. Mary Cassata and Thomas Skill (Norwood, NJ: Ablex, 1983), 
23–36. The latter is critiqued in Robert C. Allen, Speaking of Soap Operas (Chapel Hill: University of North Carolina 
Press, 1985), 36–38.

23 “Lignes de Temps,” Institute for Research and Innovation, May 6, 2010, http://www.iri.centrepompidou.fr/outils 
/lignes-de-temps-2/.

24 “Movie Measurement and Study Tool Database,” Cinemetrics, November 2005, http://www.cinemetrics.lv.

25 Data 2000, “EDIT2000 0.2.2,” 2010, http://www.data2000.no/EDIT2000/.
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style. The latter are often 
obsessed with identifying 
stylistic video elements 
to support the archiving 
and indexing of  moving 
images. To index video 
and attach metadata to 
it for search applications, 
for example, researchers 
ÅZ[\� VMML� \W� JM� IJTM� \W�
mark where shots begin 
and end, or, in informa-
tion science terms, they 
must detect “shot bound-
aries” to situate the loca-
tion of  those metadata. 
7VM�[]KP�IKILMUQK�XZWR-

ect has been part of  the research center Media Upheavals, which was funded by the 
/MZUIV�:M[MIZKP�.W]VLI\QWV��1V�\PQ[�KWV\M`\��:ITXP�-_MZ\P�IVL�PQ[�KWTTMIO]M[�PI^M�
LM^MTWXML�\PM�[WN\_IZM�\WWT�SQ\�>QLMIVI��.QO]ZM����NWZ�I]\WUI\QK�^QLMW�KWV\MV\�IVITa-
sis.26� .]TTa� I]\WUI\QK� [PW\�JW]VLIZa�LM\MK\QWV� �;*,��PI[� JMKWUM� \PM�PWTa� OZIQT� WN �

26 For more on Videana, see Ralph Ewerth, Markus Mühling, Thilo Stadelmann, Julinda Gllavata, Manfred Grauer, 
and Bernd Freisleben, “Videana: A Software Toolkit for Scientific Film Studies,” in Digital Tools in Media Studies: 
Analysis and Research, an Overview, ed. Michael Ross, Manfred Grauer, and Bernd Freisleben (Bielefeld, Germany: 
Transcript-Verlag, 2009), 101–116.

Figure 1. Lignes de Temps facilitates detailed, shot-by-shot analysis of films—allowing annotations orga-
nized around a timeline (Institute of Research and Innovation of the Centre Pompidou, 2006).

Figure 2. Cinemetrics crowdsources the collection of editing data by 
distributing its own shot-measurement software and soliciting individu-
als to contribute data on films and TV programs (Cinemetrics, 2005).
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video indexing—resulting 
in numerous competitions 
and well-funded, propri-
etary systems.27 So far, no 
WVM� PI[� KZMI\ML� ;*,� [WN\-
ware with a 100 percent ac-
curacy rate, which is why all 
\PM�XZWRMK\[�UMV\QWVML�PMZM�
still rely on human input to 
identify shot changes.
� <PM[M� XZWRMK\[� _Q\PQV�
ÅTU�[\]LQM[�IVL�QVNWZUI\QWV�
sciences inspired my own 
entry into software-aided 
statistical-style analysis—
leading me to create Shot 
Logger, an online digital 
humanities application for 
UMI[]ZQVO� [PW\� TMVO\P[� �TW-
cated at ShotLogger.org; 
[MM� .QO]ZM� ���28� )[� WN � \PQ[�
writing, Shot Logger con-
tains shot-length data for 
910 instances drawn from 
����ÅTU[�IVL�\MTM^Q[QWV�XZW-
grams. Its software, which I 
coded in PHP and MySQL, 
relies on video-frame cap-
\]ZM[� KZMI\ML� I[� 28-/� ÅTM[�
by the VLC Media Player.29 
-IKP�WN �\PM�IXXZW`QUI\MTa���������NZIUM[�MV\MZML�QV\W�;PW\�4WOOMZ�PI[�\QUM�KWLM�LI\I�
MUJMLLML�QV�Q\[�ÅTM�VIUM��QVLQKI\QVO�\PM�[\IZ\QVO�\QUM[�WN �M^MZa�[PW\�QV�\PM�IVITabML�
ÅTU[�IVL�<>�MXQ[WLM[��=[QVO�\PM[M�[\IZ\QVO�\QUM�LI\I��_M�KIV�MI[QTa�KITK]TI\M�JW\P�\PM�
length of  each shot and identify where it occurs in the video text, thereby detecting shot 
boundaries. The frames must be captured manually, while watching the video, but Shot 
Logger can then use them to automatically generate descriptive statistics for a video 

27 A recent overview of the TRECVid shot-boundary exercise may be found in Alan F. Smeaton, Paul Over, and Aiden 
R. Doherty, “Video Shot Boundary Detection: Seven Years of TRECVid Activity,” Computer Vision and Image Under-
standing 114 (2010): 411–418.

28 Jeremy Butler, “Analyzing Visual Style,” Shot Logger, 2014, http://shotlogger.org.

29 PHP is a scripting language designed for Web development—see PHP Group, “PHP: Hypertext Preprocessor,” 2014, 
http://www.php.net. MySQL is a database language and server software—see Oracle Corporation, “MySQL,” 2014, 
http://www.mysql.com. VLC media player is a multimedia player—see VideoLAN, “VLC Media Player,” 2014, http://
www.videolan.org/vlc/index.html.

Figure 3. EDIT2000 converts the edit decision lists generated by 
digital video editors into statistical charts and other formats, such as 
this chart showing the lengths of fourteen shots in a short sequence 
and calculating their average shot length and median shot length 
(EDIT2000, 2008).

Figure 4. Videana attempts to automate the analysis of shot lengths 
and the visual aspects of individual shots. Among other data, it gen-
erates a shot list, with thumbnail images, that identifies when each 
shot begins and how long it lasts (Media Upheavals, University of 
Siegen, Germany, 2007).
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\M`\��.WZ�M`IUXTM��<IJTM���
contains descriptive statis-
tics for the Happy Days pilot, 
¹)TT�\PM�?Ia�º30

 Whether researchers 
code their own software or 
take a number clicker to a 
ÅTU� [KZMMVQVO� IVL� KW]V\�
[PW\[��\PM�ÅZ[\�[\MX�WN �IVa�
statistical analysis is a de-
scriptive one, as we can 
see in Table 1. However, 
descriptive statistics are 
R][\� IV� ]VPMTXN]T� R]UJTM�
of  numbers until they cor-
relate one variable with an-
W\PMZ�� .QO]ZM� �� QTT][\ZI\M[�
how statistical correlation 
functions in television 
analysis, although the same 
principles apply in the cin-
ema. This rudimentary 
diagram presents the ba-
sic processes of  television 
production and reception 
horizontally across the top. 
The “TV production ap-
paratus” refers to M^MZa\PQVO�
IVL� M^MZaWVM that contrib-
utes to the construction or 
“encoding” of  that text: 
ÅVIVKQIT� QV[\Q\]\QWV[�� \PM�
.MLMZIT� +WUU]VQKI\QWV[�
Commission, networks, pro- 
duction companies, script-
writers, directors, cinema-
tographers, actors—even 

the technology used to distribute, transmit, and display the television text. )VL�¹ZM-
ception by viewer” refers to the activity of  human viewers, the audience, as they 
ZM[XWVL�\W�\PM�\M`\�IVL�KWOVQ\Q^MTa�XZWKM[[�WZ�¹LMKWLMº�Q\��.WZ�X]ZXW[M[�WN � QTT][\ZI-
\QWV��1�PI^M�OZMI\Ta�[QUXTQÅML�;\]IZ\�0ITT¼[�NZMY]MV\Ta�QV^WSML�MVKWLQVO�IVL�LMKWL-
ing process, but doing so allows me to cluster statistical variables in three locations:  

30 For the frame captures from the Happy Days episode “All the Way,” see Shot Logger, March 3, 2011, http://shot 
logger.org/TitleListDetail.php?recordID=449.

Figure 5. Shot Logger processes frame captures to automate shot-
length measurement in films and TV programs (Jeremy Butler, 2007).

Figure 6. A highly simplified flowchart of television’s production and 
reception illuminates how statistical correlations can be used to un-
derstand correlations among these processes.


