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The following essay is a proposition for the UWTSD Film and TV course to advance their programme of study and deliver an educational and practice-based experience to students that can provide them with the skillset and confidence to enter the film industry. 

As a recent alumna of the Film and TV course, I have created this curriculum heavily based on my own experience of the course and what I believe to be its shortcomings. I joined the UWTSD Film and TV course in September 2020, during the midst of the Covid-19 pandemic, where Wales was recovering from the first lockdown and heading into the second winter lockdown. In my experience throughout the three-year course, I was aware of a lack of collaboration between peers, and the fact that the only experience of working with actors was with the final project of the third year, I found this concerning. The majority of work I had produced within the first two years were that of a lone auteur rather than focusing on developing my chosen specialism and collaborate with my peers.

To counter this overlooked facet of film study, I propose that the Film and TV course provide their first year (level 4) students with a curriculum that incorporates collaboration, both together and with the UWTSD Acting course, alongside their introduction and development of all specialisms and roles within film. My intention is to ensure students assume their collaborative skills in any film context, and this can be done by integrating collaborative exercises and study with their usual practical development tasks; if undertaken over the three-year course, collaborative skills can become second nature to students in a film setting. This curriculum has been planned over 36 weeks – a full academic year with the exception of holidays and half-terms.
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“Filmmaking is the ultimate team sport”
Michael Keaton

Filmmakers Academy (2021) discuss the uniqueness of filmmaking collaboration, as it distributes the hard work which in turn allows a smooth production. Collaboration could be argued to be the essence of the filming process, where diverse perspectives and skills come together to create captivating stories (Blend Pictures, 2023); complex challenges commonly arise in filmmaking, that require creative thinking, problem solving and experience to solve; collaboration makes this easier to overcome.

Collaboration can greatly benefit students; not only does it develop their higher-level thinking skills (Gates, 2018), but it also increases their confidence, which can be translated to their future working within the film industry. This is a result of collaborative exercises emulating a realistic filmmaking environment to an appropriate degree based on the level of study. In my own experience with filmmaking in the first year, my peers and I had to rely on the help of each other and family/friends to source actors. This curriculum will see film students collaborating with acting students which will allow them to experience working with those who are trained in performance; acting students are more able to bring a depth of understanding to character portrayal and emotional expression, which not only enhances the authenticity of the filming experience but allows film students to develop their communication skills across all roles in the filmmaking sector. 

Incorporating collaboration whilst teaching film production also encourages student learning from each other, as acting students can teach the nuances of performance, body language, expressions, and vocal tone, which can inform student directors and cinematographers of better creative choices. Acting students can also benefit from working with film students, as they can gain insight to the film production process and learn about camera angles, lighting, and editing techniques; understanding how this impacts their performance on screen can educate them on better technique.

Not only does collaborating in film with individuals across different specialisms/roles foster teamwork skills, but it also enriches communication skills. A student director can improve practice by working with acting students, while those acting students can experience and learn in taking direction and contributing creatively to the film. 
To expand on this, collaborating exercises can provide networking opportunities for both film and acting students, as they are able to build relationships which can benefit them in the industry in the future. Building these relationships and connections while working on university projects can lead to future collaborations, but most importantly, opportunities for mutual support and career advancement whilst working in the industry.

Finally, providing first year (level 4) Film and TV students with collaboration exercises alongside their introduction and study of each specialism, builds towards developing a holistic understanding of filmmaking, from pre-production, to production, and then post-production. These collaborative projects can provide students with the work required to build extensive portfolios which can be used to support them entering the industry in the future; film students creating films with acting students can elevate the production value, whilst the acting students can use these films to provide high professional-like quality examples to future employers in the industry.

I believe that providing an early opportunity for Film and TV students to collaborate and experience working with each other in all roles in the film industry allows them to view film production through a more professional perspective. It will encourage students to build a more comprehensive skillset and an appreciation for the vast collaborative nature of the film industry.
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Over three semesters, this curriculum will place emphasis on collaboration, communication and teamwork within film crews. Assignments and projects will be designed to encourage students to effectively work together, to understand each other’s roles and the associated workload. To comprehend the importance behind every aspect and job within film pre-production, production, and post-production. The collaboration of the UWTSD Acting course is also included to provide students with better experiences of working in a filming environment. To develop effective communication skills and an understanding of how to work together with different actors. Below is a proposed curriculum of course content and student activity for each semester.

[bookmark: _Toc165473202][bookmark: _Toc165473241][bookmark: _Toc165475204]Semester 1: Introduction to filmmaking

[bookmark: _Toc165475205]Weeks 1-2: Introduction to film
· Roles in film
· Film language
· Understanding shot types, camera angles, and composition
· Analysing scenes from films, identifying shots, camera angles, composition
[bookmark: _Toc165475206]Weeks 3-4: Introduction to screenwriting
· Screenplay formatting and structure
· Writing short scenes using correct formatting
· Writing dialogue using correct formatting
[bookmark: _Toc165475207]Weeks 5-6: Directing fundamentals
· Basics of visual Storytelling
· Storyboarding and shot lists
· Applying the above in exercises
· Language on set (revisited)
· Directing actors
[bookmark: _Toc165475208]Weeks 7-8: Cinematography introduction
· Introduction to cameras – camera workshop
· Camera operation, exposure, framing
· Lighting introduction, techniques and setups
[bookmark: _Toc165475209]Weeks 9-10: Editing Introduction
· Introduction to editing software – Adobe Premier Pro
· Basics of editing on Adobe Premier Pro – how to add footage, cut it, add it together, exportation
· Editing exercises using provided footage 
[bookmark: _Toc165475210]Weeks 11-12: Sound design introduction 
· Significance of sound in film – use of examples before and after sound design in shots/scenes
· Introduction to equipment, recording techniques/styles, editing sound

Students will submit a 2000 word, or equivalent, reflective essay using a reflective model of their choosing. This can be a written reflective essay or a reflection upon the work completed in workshops. A plan of action should be devised to show how to expand on knowledge and improve on practice, and completed practical work should be submitted.
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Students will select a specialism that they would like to pursue from the introduction material in semester 1. Students will also select a second and third specialism choice. Students will be assigned to “crews” (groups), undertaking the roles of their chosen specialism. Some specialisms may have more numbers than others, for example there may be an excess of directors as a main specialism and a lack of cinematographers. To tackle this, those who have cinematography as their second specialism choice will be given that role. The roles will then be switched around halfway through filming, so students experience working in more than one role in film. This encourages students to expand their horizons and become fluid within film, ensuring that they do not limit themselves to one skillset (specialism). This can benefit them when entering the film industry as they would have the ability to demonstrate knowledge across the board instead of being pigeon-holed into one aspect of the industry.
[bookmark: _Toc165475212]Weeks 1-2: Short film production (2 minute film)
· Students are allocated crews and collaborate to produce a film.
· Writers and directors will work together to create a script.
· Lesson on set etiquette, the legality behind filming in public spaces, and the mandatory process undertaken whilst filming on private property.
· Mandatory lesson on clapperboard use, camera logs and audio logs
· Week 2, directors, writers, and cinematographers will create storyboards and shot lists – this includes a filming schedule, location, etc
· Directors will interview actors (from acting course within the university) and choose suitable actors for their films; 2 actors max.
[bookmark: _Toc165475213]Week 3: Film!
· Intense filming week. All students on set, editors can undertake other duties such as the runner or assistant director.
[bookmark: _Toc165475214]Week 4: Post-production
· Editing - computer suite booked for students
· Directors must be present during post-production.
· Other students are encouraged to attend to watch/experience the progress
· Cinematographers should discuss the logs with editors and ascertain whether they are easy to understand.
[bookmark: _Toc165475215]Week 5: Film screening!
· Showing of all student short films in the Dylan Thomas Theatre. Quick discussion between students after each film. Students will discuss the thought and work process behind the film, their difficulties and what they are proud of. Other students can analyse films for discussion - what went well, what was good, etc
[bookmark: _Toc165475216]Week 6: Film analysis
· Feedback sessions
· Students will analyse the work they undertook on their films, strengths, areas for improvement. This will be in the form of the reflective essay.
[bookmark: _Toc165475217]Weeks 7-8: Advanced Cinematography
· Workshops focussing on various techniques and developing visual style.
· Practical exercises for students to experiment with lighting techniques, camera movement, camera angle and composition.
[bookmark: _Toc165475218]Weeks 9-10: Advanced editing and post-production
· Workshops on editing techniques such and colouring, transitions, visual effects
· Students to edit found footage, provided footage, or footage from the advanced cinematography workshops.
[bookmark: _Toc165475219]Weeks 11-12: Preparing for end of year film
· Students will be allocated new crews and work together to develop concepts for final project - the end of year film.
· Pre-production planning to take place including scriptwriting, storyboard, shot lists, scheduling, location planning, contingency filming days.
· Week 12 scouting actors.

Students to submit the processes behind preparation for the final film which is to be assessed. Each student will submit a portfolio of pre-production documents for their final film, based on their chosen specialism and roles taken in their crews (some students may take on more than one role). These documents can be in whatever form the students choose (e.g. scripts, screenplays, test shots, storyboards, schedules, visual research, target audiences, genre).

[bookmark: _Toc165473204][bookmark: _Toc165473243][bookmark: _Toc165475220]Semester 3: Final project and specialisation practice

Students that have not chosen a major creative role as a specialism which requires engagement throughout the entirety of the production (directing, producing, writing) will be encouraged to work on more than one production, roles such as cinematographer, editor, sound design are required in one area of production so additional projects could be considered. These do not have to be large roles, but rather students could act as assistant director, gaffer, production design. Thereby students are producing work in their chosen specialism role and undertaking other roles, equipping them for the film industry and providing knowledge and experience across more than one aspect.
[bookmark: _Toc165475221]Weeks 1-2: Specialisation workshops
· ‘Open’ workshops available for students throughout these two weeks to act as a ‘refresher’. Students will also have the opportunity to request workshops to cover any techniques or equipment they desire.
[bookmark: _Toc165475222]Weeks 3-8: Filming/Production
· Students begin filming based on their pre-production planning undertaken in weeks 11-12 of semester 2. Staff members will be available for assistance and to monitor students.
[bookmark: _Toc165475223]Weeks 9-10: Post-production
· Editing of footage filmed in weeks 3 - 8. There will also be the opportunity for students to refilm is necessary - actors must be available at the agreed upon contingency days.
· Week 10, students get together in their crews to watch film, provide feedback on the editing and suggest final adjustments.
[bookmark: _Toc165475224]Weeks 11-12: Reflection on work and film screening
· Student should produce a portfolio on their experience working within a crew, how they have developed their style and skills, and how they could improve. Alongside this students should also produce either a showreel showcasing their cinematography, sound, or editing work, or a video essay with a voiceover for directors and writers, describing the creative decisions they made and why. This should be submitted alongside their final film.

· Film screening event for students – and afterwards to get together and peer critique and discuss their films. This will follow similar to a typical film premiere which should motivate students and allow them to experience the lighter and more enjoyable side of the film industry.
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Students are expected to illustrate a comprehensive knowledge and critical understanding of the determined concepts and principles within their chosen specialism and the greater film roles, in a way that demonstrates how it has been developed. All concepts and principles covered throughout the modules should be appropriately applied outside the context in which they were introduced, expanding knowledge and understanding towards these concepts and principles into an employment context. Not only should students aptly present their knowledge of their chosen specialism but they should also be able to critically evaluate their work, the effects of their work to the hypothetical audience, and present problem solving skills in the context of what they have produced. To expand, students must recognise the limits of their knowledge and use this to guide their analysis and interpretations of their work produced. 
[bookmark: _Toc165475226]Engagement with Literature Skills
Students should be supported and informed by academic material that is relevant to the assignment set. Students should provide evidence that they have accessed a range of sources, which in the case of Film and TV students may be academic or industrial; these can include film journalism articles, academic articles, textbooks, or websites. Students should also be able to recognise the credibility of their sources, as film journalism and film websites run the risk of being subjective so it is important for students to understand the risk of using these sources and should choose them after careful consideration.
[bookmark: _Toc165475227]Knowledge and Understanding Skills
Students should effectively demonstrate concrete knowledge and critical understanding of the established concepts and principles of their chosen specialism, including the understanding of how these have developed and the knowledge of the main methods of enquiry in their discipline. In terms of demonstrating knowledge, students must interpret the meaning behind facts, information, and methods in the film production process. Additionally, demonstrating their understanding should be undertaken by interpretation of the meaning of facts and information, otherwise known as knowledge. Students must include concepts, techniques, and theories in their work, and be able to efficiently clarify these in order to eloquently demonstrate their understanding.
[bookmark: _Toc165475228]Cognitive and Intellectual Skills
Students should demonstrate their ability to critically analyse both information and their own work and use this to propose resolutions; this may be done by critically evaluating each approach they may take to improve their practice in future. Students must provide evidence that reflection has taken place, from both them and their peers, and use this to create sound judgements and a clear plan on improving practice, which may include alternate methods and recommendations to obtain their desired outcome.
[bookmark: _Toc165475229]Practical Skills
At level 4, students should be able to implement a range of techniques within their chosen specialism, while also applying the required concepts and principles outside the context in which they were originally studied, including how these can be applied in an industry context. Students will deploy models, techniques, methods, and theories, to create artefacts, such as a film, or to formulate plans to solve areas of improvement. Students should also exhibit awareness of the limitations of their methods, theories and techniques when applied in the film industry.
[bookmark: _Toc165475230]Transferrable Skills for Life and Professional Practice
Student work should show evidence of the skills and qualities required for employment within the industry. Professional development to advance their practice should be demonstrated, and proof of improvement of existing skills and competencies within working in a crew. This can benefit students with competence and reassurance that they can assume responsibility in the film industry. Both individually and collaboratively, students should exhibit that they can initiate and complete tasks relevant to the industry; they should be able to effectively communicate information and analysis across an array of specialisms to a level at which they can communicate their specialist knowledge to their non-specialist peers. Expressivity should be clearly and effectively presented, and work be coherent and well structured.
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In this curriculum I have chosen different aspects of each dimension of the Professional Standards Framework (2023) which should be met in order for the curriculum to have a structure that supports both the course and students in advancing their practice. Additionally, it provide a critically evaluative, evidence-informed, and reflective approach to supporting learning and continuing professional development. Below are my chosen aspects of each dimension, I have selected these to ensure this curriculum demonstrates the professionalism I wish to bring to teaching and supporting learning.
[bookmark: _Toc165475232]Professional Values
V2 – promote engagement in learning and equity of opportunity for all to reach their potential
This curriculum will encourage students to attend all workshops so they have basic knowledge across all specialisms in film, make it clear that this knowledge can help them enter the film industry. In doing this students can explore their creativity and skills, contributing to their potential when they develop their own style in filmmaking.

V5 – collaborate with others to enhance practice
Students will be tasked to collaborate with each other and actors from the UWTSD Acting course, preparing them for the industry working with those they are familiar with and those they are not.
[bookmark: _Toc165475233]Core Knowledge
K2 – approaches to teaching and/or supporting learning, appropriate for subjects and level of study
As this curriculum is for first year students, it is built with the assumption that students have little to no knowledge on how specific film industry roles operate and how they collaborate together. It is mandatory in the first semester for students to attend all specialism lectures and workshops, not just the specialism they are interested pursuing in future.

K3 – critical evaluation as a basis for effective practice
Students will be tasked with critically evaluating their own work, using a reflection model of their own choosing. Reflecting on their process will allow them to recognise areas for improvement and prompt students to explore new methods or techniques which can improve their practice.

K5 – requirements for quality assurance and enhancement, and their implications for practice
To ensure students learn to correctly utilise equipment and how to obtain or create their desired outcome, students will be required to demonstrate a minimum number of techniques and show understanding of the effects they produce. This will result in students learning the impact of decisions made in the film industry, better preparing them for their future in this industry.
[bookmark: _Toc165475234]Areas of Activity
A1 – design and plan learning activities and/or programmes
As this curriculum is for first year (level 4) students, the specialism workshops would be created and presented at an introductory level. For example, the cinematography workshop would show students the variety of equipment, such as cameras, lighting, and gimbals, and teach them how to use them safely and appropriately. After students are taught how to handle and use the equipment, emulation exercises and activities would be tasked, in order for the students to become more familiar with the equipment and understand how to capture specific shots.

A2 – teach and/or support learning through appropriate approaches and environments
In order for the Film and TV course to be beneficial to students in their desired career in the film industry, the course must provide both lecture and practical sessions, so to provide them with knowledge and allow them to apply this knowledge into practice, where students can develop their own creative style and method of working.

A3 – assess and give feedback for learning
Students are required to submit practical work throughout this curriculum, such as short films, scripts, analysis of films/techniques, and analysis of their own work, this Area of Activity will be met in the form of self-reflection, peer-review, and formative assessment.

A4 – support and guide learners
This Area of Activity will demonstrate that students feel safe and encouraged in the classroom; one where they are free to explore, experiment, and make mistakes which can be learnt from. In meeting this Area of Activity, students are able to thrive and develop their practice in a safe environment. 

[bookmark: _Toc165473207][bookmark: _Toc165473246][bookmark: _Toc165475235]Assessment Strategy

The measurement of progress in this curriculum will be primarily carried out by formative assessment which is applied throughout the course to provide ongoing feedback on the usefulness and efficiency of the course. Formative assessment can be used to identify the strengths, weaknesses, and areas of improvement for students, as well as aiding staff in recognising where students struggle to meet criteria and address these problems accordingly (Carnegie Mellon University, no date). A method of formative assessment that could be used in this curriculum is the “exit ticket” (Cornelius, 2013), where a teacher asks a question related to the understanding of a factor or technique in film, and students write down (or email) their response to the teacher as they leave the classroom. The teacher can then review these answers to gauge the understanding of their students’ progress and utilise this to group students on mixed ability, to provide experience of working with others in different levels. This is using the Zone of Proximal Development (Mcleod, 2024) to grasp the current teaching knowledge and potential in students’ levels of ability, whilst also employing Scaffolding Theory, using a more “competent peer” to support the student as they are led through the Zone of Proximal Development in their study of film, whilst the more “competent peer” can be supported by an educator (Wood et al. 1976). It is important to note that in this case the ‘educator’, or the teacher, will be on hand to support all students when needed. The application of the Zone of Proximal development in the film classroom is to have students engage and develop with each other which can be formatively assessed by the teacher.

Race (2020) discusses the advantages of face-to-face feedback from teacher to individual student which includes allowing teachers to address individual needs from each students such as their strengths and weaknesses, a discussion can be more efficient and rewarding than typing an email and is more likely to be personal and authoritative. Despite the disadvantages including time consumption, potential for defensive students, and organisation of individual appointments (Race, 2020), this curriculum will use face-to-face feedback as a form of formative assessment and ensure it is conducted with an appropriate and gentle approach to maintain student-teacher relationships.

Regardless of formative assessment being the central form of assessment in this curriculum, summative assessment will still be employed in order to adhere to the University of Wales Trinity Saint David’s Academic Quality Handbook (UWTSD, 2023), therefore students can be provided with a final grade at the end of the curriculum. Below are three summative assessments I have chosen and their contribution to the student’s final grades.

Summative assessment contributing to final grade:

10% - Reflective essay

30% - Preparation documents and pitch for final project (film)

60% - Final film with supporting portfolio

Both formative and summative assessment will be used in conjunction with each other to allow understanding of progress (formative) and provide an established grade (summative) to maximise the benefit of this curriculum to students and their future practice.
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The Five C's of Cinematography: motion picture filming techniques – by Joseph V. Mascelli (1970)

[bookmark: _Toc165473209]Development of the global film industry: industrial competition and cooperation in the context of globalization – Qiao Li, Yangiu Guan, Hong Lu (2020)

Collaboration for Impact: lessons from the field – John Butcher, David Gilchrist (2020)
[bookmark: _Toc165473210][bookmark: _Toc165473248][bookmark: _Toc165475237]Anticipated Outcome

The expected outcome from introducing this curriculum into the first year (level 4) of the UWSTD Film and TV course is that students will experience filmmaking in a controlled and educational environment where they are safe to learn and expand their horizons. By collaborating together whilst being introduced to and practicing various specialisms, the film students will gain valuable insights and experiences that can prepare them for successful careers in the film industry.
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Appendices 1.1 and 1.2 show an example of an introductory lesson on production in the film industry, and includes the correct terminology used on set. This would be an entry point to students learning how to efficiently communicate on set.

[bookmark: _Toc165475240]Appendix 1.1 – Lesson Plan
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Lesson Plan

	Topic: Production and Post-Production
	Class: Year 1 & 2 (Level 4 & 5)


	Date: 11/12/24

	Length of lesson: 2 hours
	Number of students: 20

	Resources required:
PowerPoint
Big screen to present PowerPoint (interactive white board)

	Aim of Lesson

To explore the common terminology and methods used in the film industry and understand how students can apply this to their own practice and modules.



	Learning Outcomes – The Learners Should Be Able To:

· Demonstrate understanding and knowledge of the correct knowledge used to communicate on set.
· To become efficient in logging camera and audio shots
· To show confidence in using the Clapperboard and show understanding on its importance on film set.


	Previous student knowledge required for the session:	

No previous knowledge required as this is an introductory lecture. Base knowledge in each student’s chosen specialism is expected but will not affect learning in the lesson.


	Anticipated difficulties (if applicable):

Technical difficulties
Lack of engagement due to the topic not being as creative or enjoyable as their other modules.



	Professional Standards (where are these being met within the session)

Support and guide learners (A4) – I will demonstrate this by giving students the appropriate knowledge and guidance in order to direct them towards a notable and professional way of working within a crew, which can benefit them in their future careers.

Appropriate use of digital technologies, and resources for learning (K4) – Using PowerPoint gives students a visual aid, this will be used hand-in-hand with my teaching and delivery to provide an effective lesson.

Promote engagement in learning and equity for all to reach their potential (V2) – I will encourage students to ask questions whenever they arise and prompt others to answer questions pertaining to not only the topic of the lesson but students’ own practice.





	Assessment Strategies: when and how are they included within the lesson?

Intrinsic assessment is my preferred form - I will be assessing students’ understanding by questioning the group as a whole and individuals. Not only to receive an answer but to encourage them to think critically.

I will also be holding discussions on the importance of this lesson, and discussing with students why they think it might be beneficial for them and how they feel they can apply this knowledge in their future practice and in developing their careers.





	Informal reflection (to be completed after the session)

I feel that my lesson went well and I had effectively communicated the importance of the lesson and delivered it well. The students appeared reluctant at first because of the nature of the lesson, but after I informed them about my experience and how they can use this to benefit them when entering the film industry, the students became more engaged and interacted with the lesson. 
I went “off-plan” and told some stories of my own experience and stories from the industry – I had planned some “leeway” so it didn’t impinge on the allocated 2 hour timeslot. The stories provided some interested facts, and although not essential to know provided a sense of how the industry had started. For example, filming without sound is called “Mit out sound”. I first asked students if anybody knew why it was called “Mit out sound” some speculated that it was an acronym involving the word “mute”. I then informed them that “Mit out sound” is a long-running industry joke at the German Directors who came to Hollywood in the 1920s, and their thick accents which made them unable to proficiently pronounce “without sound”. The joke has been around for so long that it is now the main way of referring to it. The standard clapperboard now has “MOS”. Students enjoyed this fun anecdote and it lightened the mood for the lesson.

Students felt comfortable to discuss their own projects and modules and asked for direction on how they can efficiently apply these newly learned methods.
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Appendix 2.1 and 2.2 show an example of an introduction to communication, with a communication exercise to practice these communicative methods. To keep the curriculum interesting to students, the lesson theme is inspired by work of an author – Mark Fisher, and a photographer – Nicolas Bruno, in the theme of “the weird and the eerie”. 2.3 shows the outcome of said exercise.
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Lesson Plan 
 
	Topic: The Weird and the Eerie 
	Class: year 1 
 

	Date: 18/03/2024 
 
	Length of lesson: 2 hours 
	Number of students: 15 

	Resources required: 
Screen, laptop, PowerPoint, pens, paper, photo printouts 
 
 

	Aim of Lesson 
· Discover Mark Fisher and his book “The Weird and The Eerie” 
· How the audience views our films 
· Distinguish between the Weird and the Eerie 
 

	Learning Outcomes – The Learners Should Be Able To: 
Learners should be able to effectively communicate their visions and ideas to their crew 
Learners should be able to recognize the ways that the audience may view their film 
 

	Previous student knowledge required for the session:	 
None required 
 

	Anticipated difficulties (if applicable): 
Technical difficulties with connecting my laptop to the screen 
Students feeling the activity isn’t relevant or too childish for them 
The activity being too difficult and discouraging students 
 
 
 

	Professional Standards (where are these being met within the session) 
 
V5 - collaborate with others to enhance practice: putting their communicative skills into practice, becoming familiar with working with each other. 
K3 - critical evaluation as a basis for effective practice: evaluating scenes and exploring why they give the weird, and/or eerie effect. 
A1 - design and plan learning activities and/or programmes: communication activity so students can test their communicative skills and reflect upon them afterwards. 
 
 
 


 
 
 
Lesson Detail: 
 
The lesson will begin by introducing students to the lesson and informing them of what it will entail. I will then begin an introduction to Mark Fisher and briefly cover his life and beliefs, going onto his most famous book ‘capitalist realism’ using a film as example.  
 
I will continue with Mark Fisher’s “the depressive” and relate it to film and how students can use this to their advantage when creating a film. 
 
The focus will then go onto “the Weird and the Eerie”, a book by Mark Fisher and the focus of this module. I will read quotes by Mark Fisher and discuss them with students. 
 
I will then provide unmarked examples of a weird and an eerie scene and discuss with students what they think is weird or eerie about it. 
 
I will briefly touch upon the rule of thirds, how viewers see the screen and take in information supported by film examples. 
 
Finally, I will start the communication activity. Students will put themselves into pairs and sit back-to-back. I will give one a photo from photographer Nicolas Bruno and the other a pen and paper. The task is for the student with the photo to use communicative methods and instruct the student behind them to draw the photo. 
 
 
Assessment Strategies: when and how are they included within the lesson? 
 
Discussion, debate: having students analyse shots and what makes them weird or eerie. This allows me to observe the students’ thought processes and how they view scenes.  
 
 
Informal reflection (to be completed after the session) 
 
I am satisfied with the response from students during this lesson. Students were engaged, answered my questions in depth and showed clear and genuine interest in the lesson. During the communication exercises students used techniques I had introduced them to in the lesson and applied them efficiently when communicating with each other. 
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OBJECTIVES



To be able to 
navigate the 



clapperboard and log 
sheets confidently



To gain knowledge 
and understanding on 



the importance of 
these processes
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BEFORE YOU START FILMING



• Set up each shot carefully. You may need to move the camera to a different position to get 
the framing, the light and the background right.



• Check the framing. 



• Check the light. Does it look right? Should you change the exposure? 



• Check the focus. Is the shot sharp? 



• Check the sound. Can you hear anything that will come out on your film? 



• Check that everyone’s ready. Say ‘Standby’ or just tell people that you’re about to start 
filming.
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GETTING EVERYTHING 
YOU NEED



• Coverage means getting all the shots for the 
scene, so there's no jumps/gaps when editing



• Follow a rule of thumb: if you’re showing a 
person doing something, film a couple of long 
shots or very long shots to introduce the 
setting, then get shots of the person, the thing, 
and the person with the thing. 



• Always film a couple more shots than you think 
you need.










GETTING EVERYTHING 

YOU NEED

•

Coveragemeans getting all the shots for the 

scene, so there's no jumps/gaps when editing

•

Follow a rule of thumb: if you’re showing a 

person doing something, film a couple oflong 

shotsorvery long shotsto introduce the 

setting, then get shots of theperson, thething, 

and theperson with the thing. 

•

Always film a couple more shots than you think 

you need.


image6.emf



• Another type of coverage is the master 
shot: a long shot or very long shot of all 
the action. You should also 
shoot cutaways – details of other parts of 
the setting. 



• If you’ve only got one camera when 
you’re shooting a scene, set up the 
camera for a master shot in a position 
that will cover the whole action, then film 
the actors doing the whole scene, before 
you film the mid shots and closeups.



• If you’re cutting between closeups of two 
actors talking to each other, film the 
whole scene with the camera on actor 1, 
then move the camera round to face 
actor 2 and film the whole scene again.
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HOW MUCH SHOULD YOU FILM?



Shoot at least ten seconds of each shot. For scenes with people talking or acting, ‘top 
and tail’ your shots. Have a few seconds 



before action and after cut.
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ROOM TONE



You should always 
record background 
sound from the location, 
without dialogue. 



Atmos / Wild Track / 
Room Tone



Record for thirty 
seconds in complete 
silence



Interesting or distinctive 
sounds? If that will help 
tell your story, record 
them too.
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LANGUAGE 
ON SET



• Directors may not always say 
”turnover” on smaller sets



• Always make sure the 
clapperboard is clear in shot 
before you press record



• There is normally a few 
seconds of pause after the 
director says “action” before 
performing begins



• The shot is noted on the 
shooting log after “cut”.
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MARKING THE 
CLAPPERBOARD



1. Scene Number



2. Take Number



3. Roll (or Reel or Card) Number



• The roll number means which roll of film or media 
file you’re shooting on. 



• Three-digit numerals for the roll number with a 
letter to identify which camera the it was recorded 
on. If you only have one camera, your first shot on 
the first day should be marked: A001



• Consistency is important, so always assign each 
camera a number and always mark the slate to that 
number when shooting.
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camera a number and always mark the slate to that 

number when shooting.
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MARKING FOR AUDIO



• Audio is marked similarly to the camera 
but be careful that it doesn’t get confused 
as another camera.



• So, your first shot on the first day would 
look like this 
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SCENE NUMBER



• The scene on the clapperboard is marked using a 
combination of numerals and letters.



• The numeral is the scene number in the script. The 
letter indicates the shot.



• Every time the camera changes position, you change 
to the next letter.



• The camera doesn’t have to physically move for it to 
be a new shot.



• Changing lenses, adding/removing a filter, or changing 
from a static shot to one with camera movement, is 
a new shot. You will need to mark the slate 
accordingly.





https://www.studiobinder.com/blog/what-is-a-static-shot-definition/


https://www.studiobinder.com/blog/different-types-of-camera-movements-in-film/







SCENE NUMBER

•

The scene on the clapperboard is marked using a 

combination of numerals and letters.

•

The numeral is the scene number in the script. The 

letter indicates the shot.

•

Every time the camera changes position, you change 

to the next letter.

•

The camera doesn’t have to physically move for it to 

be a new shot.

•

Changing lenses, adding/removing a filter, or changing 

from astatic shotto one withcamera movement, is 

a new shot. You will need to mark the slate 

accordingly.
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TAKE NUMBER



• These are the easiest to mark.



• The director may want to do a “series” instead of individual takes.



• For efficiency, if you’re filming an actor’s reaction, the director may want to film 
a “series” of different reactions instead of stopping and restarting multiple 
times.



• In this case, write the take number and “series” (or just “SER”) somewhere 
next to it.
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MARKING THE 
REST OF THE 



CLAPPERBOARD



• Fill in the name of the production



• Director’s and DOP’s names MUST 
be spelt correctly



• Some clapperboards have sections for 
FPS, and whether the scene is shot 
interior, exterior, filmed during the day 
or the night.



• SYNC means recording both video 
and audio



• MOS means filming without sound, 
which will be added in post.










MARKING THE 

REST OF THE 

CLAPPERBOARD

• Fill in the name of the production

• Director’s and DOP’s names MUST 

be spelt correctly

• Some clapperboards have sections for 

FPS, and whether the scene is shot 

interior, exterior, filmed during the day 

or the night.

• SYNC means recording both video 

and audio

• MOS means filming without sound, 

which will be added in post.


image16.emf



CLAP LIKE A PRO



• Once you’ve marked everything on the slate correctly and the director is 
ready to call the roll, it’ll be your time to shine. 



• Stand where the Camera Operator tells you to, where the slate is both in the 
frame and in focus. 



• When both the camera and sound are rolling, you call out the scene, shot, and 
take number, then clap the sticks together. 



• Then get out of the frame immediately.
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» Discover Mark Fisher and his book “The Weird and The Eerie”
» How the audience views our films
» Distinguish between the Weird and the Eerie
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» Fisher feared that we are
losing our ability to
conceptualize a tomorrow
that was radically different
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the end of the world
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Communication Activity

Please get yourself into pairs and sit back-to-back
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