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Introduction
In the 21st-century, short films are more highly recognised and awarded than ever before for their ability to “carry moments, emotions, and experiences” in such a limited timeframe (Husband, 2016). There is however a high level of dedication and creativity needed to produce a short film, including the exploration of skills such as pitching, writing, script-editing, the discovery of the differences between acting on stage and acting for screen, and the patience and positive mental attitude needed when problems arise, all of which have been explored in great detail throughout the Short Film Production Module. 
Short Film Characteristics	
The defining characteristics of a short film should first be acknowledged before beginning to create one. The length of a short film is the more obvious defining feature, Kyle Deguzman references how - “The Screen Actors Guild defines a feature as a minimum of 80 minutes, whereas The Academy defines a feature as a minimum of 40 minutes” (Deguzman, 2022), meaning that anything under 40 minutes could be interpreted as a ‘short film’.
Short films also tend to have a briefer storyline than that of a feature film, which some sources argue provides a lack of “time for a deep and complex character arc between an ensemble cast” (Arc Studio, 2022), whilst others argue that short films are undoubtedly “culturally important because they are a form of artistic expression free from the economic constraints that can weigh down the feature film.” (Roussan, no date). 
With the intention of creating an effective and captivating short film lasting no more than approximately 10 minutes, these characteristics should be remembered, as well as being able to firstly develop a successful pitch, secondly write a functional script, and finally collaborate within different creative areas during the filmmaking process. 
Pitching, Writing, and Collaborating
“Pitching is the process whereby you convey your passion for your project to potential financers, to talent and to the crew”. It is a skill that allows creatives to express a story in clear terms that is enjoyable and visual for its listener. (Grove, 2008, p.185). Elliot Grove continues to describe the usefulness of specific tools within a pitch to deliver a visual, such as providing a shot list with cinematography ideas, or using previous forms of media as crossover examples to convey the idea of the film concept – “The trick with pitching is to evoke a visual image in the recipient’s mind” (Grove, 2008, p.191). 
‘Crossroads’ is a short film set in modern-day about a young man named Jake Wright, who has previously battled addiction and is now fresh out of rehab looking to change his life for the better. In doing so, he meets Mia Barrett at a friend’s birthday party where Mia finds Jake overwhelmed. Turning to her for help, they find more than just a friendship in each other and their love seems impenetrable, until essences of Jake’s past come creeping back to him, and the more they push, the harder it is for him to hide his dark truth from Mia. The film explores themes of addiction, relapse, love and lies and aims to create a sense of ambiguity with its purposefully open ending – the audience sees Jake being left with nothing but the choice between his urge for addiction, or his love for Mia (Evans, et al, Unpublished). The camera often takes singles of characters of significance to Jake throughout this film, with occasional, important shots that follow his physical journey, emulating the emotional journey that the audience follow in his dialogue. 
Syd Field defines the art of writing for screenplays as a “step-by-step process”, that a writer must be “clear every step of the way” and that “it’s very easy to get lost in the words and action of the evolving screenplay” (Field, 1984, p.10).  To avoid this, it can be worthwhile to create a plan, which Elliot Grove labels as a ‘Blueprint’ – “The Blueprint has to include all the elements of a screenplay: characterisation, plot, dialogue, action and setting” (Grove, 2008, p.16) which can later be converted into an original and refreshing screenplay. Syd Field continues by discussing how “the first thing a reader notices is the way the writer puts words down on the page – the style of the writing. The second is what is the story about, and who it is about. The third is whether the action and characters are set up in a strong dramatic context” (Field, 1984, p.102). 
The opening scene of ‘Crossroads’ is unspoken; however, it is written in a descriptive way, displaying a visual of Jake in a tense situation, introducing his character and story in a strong dramatic context. Later, the film follows a narrative style, telling a story of each character’s development to evoke emotions, and how that connects to their relationship with Jake before finally returning to the descriptive scenes and delivering context on their relevance (Evans, et al, Unpublished). 
To ensure it is at its highest standard, screenplays should endure the rewriting process, as Patrick Nash says, “a good writer is never satisfied and always wants to improve what he has written” (Nash, 2012, p.147). A lengthy part of this process is removing any dialogue that can be achieved visually instead, as “show, don’t tell” (Nash, 2012, p.32) continues to be an effective and memorable piece of advice for writers. It can be helpful to read and be read dialogue aloud, as it provides an opportunity to listen for mistakes, or give and receive constructive feedback, a system that is useful for collaborative groups 
In this instance, collaboration is key as the short filmmaking team is smaller than that of a feature film, so every member carries their weight, whilst being careful not to single out one consistent leader – “It is a question of freedom, partnership, and this does not imply a lack of discipline but a respect for the autonomy of others” (Grotowski, 1968, p.258). It is significant that ideas and contributions are valued equally and it should be appreciated how working with different skills, levels of understanding, and fresh perspectives creates an opportunity to gain experience and utilise skills needed for the industry. 
Application of Previous Skills: Improvisation
Improvising with the intention of devising is a fascinating and versatile process frequently used during the creation and performance of the ‘Crossroads’ script, it offers insight into natural responses to scenes in development, encourages spontaneity and playfulness, and proves inspirational when writing dialogue. Inviting actors into the space to improvise a scene that is yet to be written may allow it to be dictated or viewed in a way that hasn’t yet been seen via the exploration of physicality and vocality, it puts forward new ideas and interpretations that can be used accordingly. 
Amy Poehler refers to improvisation as being “like the military” (Poehler, 2014) and how much connection and comfortability it takes between actors to keep the scene alive; she continues by saying how detrimental being abandoned mid-improvisation can be, and that it’s something that won’t be forgotten by fellow scene partners (Poehler, 2014). These points blend well with those of Sanford Meisner’s, as they reinforce how crucial an authentic connection is between actors and characters but also support the importance of experimentation within the writing and characterisation process. 
Sanford Meisner’s Emotional Preparation
‘Mia Barrett’ from ‘Crossroads’ is an emotional character; she faces a lot of high-level emotions throughout the timeline of the film – both love and heartbreak. To portray this successfully, characterisation must stem beyond the likes of Stanislavsky’s “Emotion Memory” (Merlin, 2014) and Uta Hagen’s “The Six Steps” (Hagen, 1991, p.134), whilst ‘The Six Steps’ are beneficial in finding feelings within the given and immediate circumstances, looking at Sanford Meisner’s “Emotional Preparation” techniques can be more insightful and emotionally fulfilling, as they encourage an authentic and spontaneous emotional response to a scene and its characters. (Meisner and Longwell, 1987, p.78). 
While Stanislavsky may also encourage actors “to find a situation from your own life which is analogous to that of the character” (Merlin, 2014, p.199), Meisner suggests that “imagination is, in all likelihood, deeper and more persuasive than the real experience” (Meisner and Longwell, 1987, p.79), a tool that feels more useful for a character like Mia. 
In the film’s climax, Mia finds herself in a misunderstanding with Jake that causes their separation. It is crucial to emotionally prepare for this scene using Meisner’s “no inhibitions, no properties- to imagine” methodology (Meisner and Longwell, 1987, p.79), by taking a moment to process how Mia is feeling towards Jake after he has arrived at her flat hours later than he originally said, and once he has arrived, he is mad at her for inviting her friends instead. Once the first moment of the scene has passed, the preparation becomes improvisation, allowing the scene and characters to react and action organically, inhibiting a deep emotional connection with one another – “an actor should not make any choices until something provokes them” (Ates, 2024). 
Acting for Camera 
Acting for camera brings a subtle intimacy as actors portray a scene’s truth in a more magnified, controlled way using less exaggerated, theatrical gestures. Michael Caine mentions how, “a close up will betray an unprepared, unfocused actor” (Caine, 2013) as a shot of that kind closes the gap between actors and their audiences that a theatre usually provides. It is important to remain present in the space and the scene, as Caine continues about how “the camera is just there, spying on you, watching you think your innermost thoughts” (Caine, 2013).
If Meisner’s goal is to enable actors to portray the truth, then it can be said that this method is achievable on stage or on screen – “a performance rooted in emotional honesty is about being present, either in a room with a live audience or a close-up lens” (Smart, 2020). Actors are encouraged to focus on their external environment by making eye contact with their scene partner to connect with and observe one another during a scene, reacting to the inflections and expressions within the presentation of their dialogue. 
Self-taping is a favourable exercise for gaining confidence in front of a camera, it provides time for reflection and self-evaluation, it offers the space to rehearse Meisner’s emotional preparation, improvisation, and presence mentioned previously. Evaluating a self-tape helps a stage actor grasp the concept of screen acting, how silence mixed with delicate facial expressions can still portray a story – “an actor’s face can say a great deal without dialogue, without action” (Hindman, Kirkman, and Monk, 1979, p.19). 
Performance Evaluation
On this occasion, playing ‘Mia Barrett’ is a short-lived experience as, in comparison to a stage play rehearsal and performance process, the time spent writing and preparing her character outweighs the time spent exploring her physically and emotionally. Playing Mia came with strong chances to explore playing the truth, using imagination to enhance the performance of her given circumstances, and the journey that her character takes – starting with naivety and ending with strength, independence and the courage to take control of a situation by defending herself. A firsthand experience of sharing the presence in a scene with one or more characters is positive and insightful, feeling a deep and meaningful connection with fellow actors is unique and rewarding, and being able to work collaboratively and productively by learning new skills and utilising previous ones are invaluable and transferrable, and have provided a greater understanding of the effort needed during the short filmmaking process, which are all ultimately additions to the ‘acting toolbox’ built within this module. 
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