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            INTRODUCTION


         


         With a history as long as cinema itself, the short film is a vital format. It provides the opportunity for the filmmaker to experiment and learn in equal measure. Although most filmmakers long for big budgets and the opportunity to direct a feature-length film, it’s easy to forget the artistic and commercial restrictions that come with studio backing; and work dictated by finance rather than creativity often compromises the director’s vision. Short filmmaking offers the chance to express yourself without these limitations, the freedom to deal with ideas, subject matter and aesthetics that might be considered either too radical or commonplace for features.


         Whether you are planning on making a 15-second video piece or a 30-minute drama on 35mm, you will be dealing with the same principles and processes of filmmaking. You may intend to make a short either as a chance to experiment or as a stepping-stone to feature directing, but the process of producing it will give you invaluable first-hand experience and also the potential to influence and inspire others through your film.


         Due to technological advances, filmmaking is no longer a medium reserved for professionals. With the ever-increasing quality of domestic cameras and computer-based editing systems, it’s now possible to create a film with a high-end look for very little. With the accessibility and quality of this equipment, more and more people are now becoming involved in short filmmaking. As a result, there are more places to screen your film once it’s made, whether through Internet streaming, or at one of the many worldwide film festivals.


         While it’s a great time to be making short films, the journey can be perilous. There are endless choices to be made at every stage, from formats, through casting to distribution. If you aren’t armed with the right knowledge, it’s easy to become unstuck along the way. Many potential filmmakers find the process daunting, and this can lead to unfinished films or shorts that, once made, simply never get seen. This book is designed to help you to overcome these hurdles and facilitate the entire short filmmaking process, giving you insight into the options available to you, and helping you find the right route for your film; from the initial idea to the moment when an audience finally watches it on the screen.


         CONTEXT


         Although the first films ever made were short in nature, the longer-duration format – or feature film – evolved quickly. Traditionally, filmmaking has belonged to large film studios that generated their monopoly on cinema through commercial productions, with feature-length films their most financially viable products. Due to its lack of commercial viability, short film has almost exclusively existed as an independent art form, often the only type of filmmaking available to people unconnected to or backed by large studios.


         Short film’s independent nature has ensured it as a fertile area of innovation and experimentation, at the cutting edge of film, both technically and ideologically. Unhindered by more conservative studio systems, shorts have really been the breeding ground for many of the ideas and approaches that have then been re-absorbed into features. Short filmmaking therefore provides you with an opportunity to influence the way that films are made and how they look, as well as audiences and other filmmakers. Just one short film – Maya Deren’s experimental Meshes of the Afternoon for example – is capable of redefining how people perceive films and cinema in general.


         EXPERIENCE 



         At the beginning of your filmmaking process you need to build enough knowledge of all the different elements that go into creating a complete film. This does not mean reading every book and manual on the subject. While books on filmmaking are a valuable resource, filmmaking cannot be learned theoretically. Although it requires meticulous planning and coordination, it also relies on intuition, creativity and experience. The real learning process occurs when you put your ideas into practice. It’s only by getting out there and making your own films, or helping others to make theirs, that you will begin to gain a thorough understanding of how films are really made. It’s this experience that will ultimately help you develop a sense for filmmaking and allow you to hone your skills.


         If you are a novice filmmaker you may strive for perfection, but you’ll learn a great deal through your mistakes. The disappointment you may feel when your film on screen doesn’t match up with your original vision shouldn’t discourage, but rather inspire you. You can use what you have learned to make your next project better, and it’s largely through this process that you will develop into a skilful and well-rounded filmmaker.


         SKILLS


         Filmmaking by its very nature doesn’t depend on the talent of just one person, and what makes a good film is a unique combination of skilled people. The most important skill that you need as a director, or filmmaker, is the ability to communicate your vision to other people, not just with your finished film but to those involved in the process of making it. Whether it’s with an actor, cinematographer or composer, you will need to communicate clearly what you have in mind and what you require of them to make your ideas possible. For this you need to develop specific communication skills and learn the languages of filmmaking. Each filmmaking discipline has its own specific terminology and mode of expression. Explaining to an actor what emotion you would like them to manifest is very different to explaining to a Director of Photography (DP) how you would like a shot to be framed and lit. One of the key purposes of this book is to explain the languages of the different roles involved in filmmaking and help you to communicate your ideas.


         WHAT YOU WILL GET OUT OF THIS BOOK


         These days short film is an ubiquitous art form. You can make one on your phone in 20 seconds, have it on the net in a few minutes and potentially broadcast it to millions on YOUTUBE in a matter of days. This book, however, is designed for people that want to push their ideas and skills towards more complex productions. Creating short films that are well-thought out, well-crafted and well-executed.


         This book is designed to cover the majority of technical aspects and options involved in completing a short film. It should provide you with a comprehensive overview that will allow you to choose from a range of established methods and techniques to create your own unique film. Although these methods are based on conventional filmmaking practices, the films you make don’t have to be. It merely provides a structure within which you can create your own vision. Subjects such as cinematography or scriptwriting are discussed but for more in-depth treatment you would be wise to look elsewhere.


         Aside from an all-round practical and theoretical knowledge, a range of interviews also offers you the opportunity to observe how other filmmakers have created their films.


      


   




   

      


         

            1. TURNING YOUR IDEA INTO A FILM


         


         Although there is no one filmmaking formula, there are many established filmmaking methods, some of which have evolved from the feature film industry and are often adapted and downsized for the purposes of short filmmaking.


         Although a number may not apply to small-budget short films, several are extremely useful if not essential in planning and shooting a short of any length or budget.


         Filmmaking protocol is of course always in flux. Established methods can suddenly become obsolete with the advent of a new piece of technology. Even well-established conventions are constantly being modified and tailored to suit the needs of an individual film. Most feature filmmaking methods have come about in order to make the process of production more efficient and minimise the potential for problems.


         The result is a series of tried and tested methods, which are practiced in all areas of filmmaking. They aren’t rules as such, and no one is going to insist you adhere to them, but there is a great deal to be learned from the experiences of thousands of other filmmakers.


         The methods described in this book are derived from established techniques. While films vary in style, content and duration, making it practically impossible to follow a specific model from start to finish, having a good understanding of conventional practices allows you to pick and choose which ones work best for you. For this, you will need to evaluate the specific needs of your film and work through a process of elimination to determine which are most applicable to your short. Ultimately they are designed to help you make your film with greater ease.


         

      

    


         DEVELOPING YOUR IDEA


         The concept for a short film can come from anywhere. There are no rules about what makes for good subject matter, no rules about the way in which you present it to an audience; both can be as direct or abstract as you want. While this freedom is short filmmaking’s obvious appeal, it can sometimes be overwhelming.


         One of the most useful strategies for finding and developing ideas is to work out what limitations you will face during the creation of your film. The key to turning a good idea into a good film is to work within your means and you should carefully evaluate your potential ideas in light of the following considerations:


         BUDGET


         Although short filmmaking is a chance to let your imagination manifest itself on screen, more often than not you will find that imagination can be very expensive in practical terms.


         Generally the main limitation when making shorts is budget. The budget – or lack of it – will dictate what kinds of ideas you can develop and eventually realise. Large casts and elaborate sets are expensive to incorporate; and while you should aim high with your overall production values, you need to be realistic to achieve optimum results within the boundaries of your budget.


         DURATION


         Short films can range from a few seconds to 30 minutes. You don’t have to squeeze your action into one minute or five, but can create a bespoke length, developing an appropriate pace and rhythm over an unspecified period. This means you can explore topics or events that would seldom sustain a feature-length film or follow more common structures; and this is something that you should try and use to your advantage.


         When choosing a subject, try and think about a topic that lends itself to both the medium of film and the duration of a short. For instance, unlike a feature, you often don’t have much time to develop plots or characters. Trying to compress a significant amount of either can thus prove both futile and impossible. Shorts that attempt to shoehorn too much material can seem chaotic and leave an audience confused. Faced with a blank page, it’s tempting to work with an abundance of ideas, but it’s important as your film develops to eliminate anything extraneous and really focus in on what it is you’re trying to say.


         TIME


         The experience of watching a film is designed to be deceptive: the audience should remain unaware of the effort that goes into a production, which makes it easy to forget just how much time and energy is really involved.


         You therefore need to consider not just how much time you can devote to the project, but also how much you can expect other people to give. The film will be a passion for you and hopefully this enthusiasm will be infectious enough to attract people to the project, but you have to be realistic about their commitments, particularly in terms of your budget.


         DON’T LET YOUR IDEAS GO TO WASTE


         Given the chance, most filmmakers would of course welcome a large budget, professional crew and talented cast, but only a few are ever given access to all these components; and the chances are they didn’t start out with them.


         Your ideal story may be set on an alien space station or in the 16th century, but rather than shelve these ideas until a big budget materialises, knowing your limitations can actually help you turn your ideas into films. Try and locate what it is about these particular topics/situations that interests you, and then devise more unusual ways in which you can make them work within other, more feasible contexts.


         Many successful short films are created from the most basic premise, and the simplest of ideas can be turned into extremely complex films; complex as a viewing experience doesn’t necessarily mean complex to make.


         

      

    


      


   




   

      


         

            2. SCRIPTING


         


         TREATMENT


         A treatment is the name for a written outline of your film. More in depth than a synopsis but less precise than a script, it can range from a few lines to a few pages. It is designed to inform people of the film’s key elements and how they would play out. It should be easily readable and give people an idea of what your film will be like when it’s finished. Unlike a script, which often has a standard format and structure, a treatment can take the written form that most suits the material of the film.


         DO YOU NEED A SCRIPT?


         Many short film ideas may either have little dialogue or be purely visual. Creating a script may not be necessary. You might be able to convey your idea much more clearly with a fully drawn storyboard, or even a few sketches. However, creating a script, even if it is only a few lines long, or merely a list of directions, can often be very useful.


         A script is essentially a reference tool for everyone involved in the making of the film and will often be necessary for much of the film’s pre-production. For instance, a casting director, or auditioning actor, will normally need to see a script in order to understand the nature of the project and what will be required of them. While on the shoot a script will allow both cast and crew to keep a track of the context of a certain scene and its direction. It provides a single point of reference for everybody, giving directorial information for actors and director, or technical information for a DP and sound recordist.


         The process of turning an idea into a script also allows you to break the material down into its individual elements. Whether this is lines of dialogue, directions or actions, in doing this you will be better able to reshape and refine the structure of your idea.


         FORMATTED SCRIPTS


         With feature films, a script or screenplay needs to obey a specific style universally used throughout the film industry. Feature film scripts often exist for years before they ever get made and will be read by hundreds of people, hence the necessity of a generic format. With short films, however, where the process is often more immediate, it is not necessary to format your script in such a conventional manner. For people that think their film requires or would benefit from a formatted script, there is a huge variety of script formatting software available, the most widely used being Final Draft. http://www.finaldraft.com
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               Figure 1. Final Draft scriptwriting programme. www.finaldraft.com


            


         


      


   




   

      


         

            3. STORYBOARDING


         


         Storyboarding is one of the most important elements in the short filmmaking process. While a lot of feature-length films rely strongly on scripted dialogue and character development to drive the film, with short films the emphasis is often on the visual, with many films having no dialogue at all. In this last case in particular, the storyboard provides the keystone to the entire production.


         The storyboard is the place where you first begin to visualise your film, to see how the shots and moves will work together to create the whole.


         WHAT STORYBOARDS LOOK LIKE


         Essentially the storyboard will resemble a comic strip version of your film. It will consist of a series of sequential images that shows each of the different shots. A good storyboard is often the key to a good film.


         When you are storyboarding, you are not only working out what you want to shoot but also providing a reference for everyone else involved in the production. It will give the art department instant information about what they will need for the overall film, as well as the specifics of individual scenes. It will provide the DP the first concrete insight of your ideas for framing and lighting, as well as camera moves. It will also be a resource for the actors, and help them to see what kind of action they will be expected to take.


         Whether your film has no conventional narrative, is only ten seconds long or has no script, storyboarding really is worth taking the time over. It’s often through the process of creating the storyboard that you will first encounter the practical problems in shooting a scene – an impossible camera angle, for instance, or the logistics of having too many people in one room.


         The storyboard is also a great place to experiment and see how you can make your film visually interesting and innovative. It’s the perfect place to try things out, then simply erase and start again. By the time you are on set, it’s often too late to start experimenting due to restrictions of time and budget. And if you do have the chance to improvise on set, it is usually because your shoot has been well-planned by adhering to your storyboard.


         DIFFERENT STORYBOARDING METHODS


         Hand drawn


         

            
[image: ]

               Figure 2. Storyboards from the short film Bad Channel by Sunny Kwak.


            


         


         Even if you are not a talented draughtsman, sitting down with a blank storyboard and a pencil is still one of the best methods of working out your ideas. Most storyboards for feature films have been undertaken by a professional storyboard artist; often used during the fundraising stages, they have to be  very slick. For your short, however, this level of finish is probably not necessary. It really doesn’t matter if you are drawing basic stick figures or wonky rooms; as long as the drawings are helping you work out where to place the camera, props and actors, then they are good enough. A useful strategy is often to start working on them very basically for yourself and then getting a friend who can draw to do a more accomplished version for the rest of the crew to use. The storyboard itself can either be downloaded from the Internet, normally as a PDF file, or you can draw it out with a ruler. It is important to decide which aspect ratio you are going to shoot your film in before doing this (see aspect ratio section) so that your storyboard frames’ dimensions are the same. The storyboard should also have a couple of lines next to each frame for you to write down information about the action taking place, a camera move or relevant piece of dialogue from the script which is not apparent in the drawing. A 16:9 storyboard template can be downloaded from our website http://www.kamerabooks.co.uk/downloads/.


         Storyboarding software


         There are currently several storyboarding programmes on the market. They are straightforward to use and you need absolutely no drawing ability to operate them and produce a professional-looking storyboard. They work by giving you a variety of characters that you can drag and drop onto a background as well as props and locations. The basic 2D programmes allow you to easily change the prop and character dimensions as well as orientation. They also give you the choice between a variety of actions that the characters could be performing, so you can generally find something that matches what you need. The 3D programmes have the advantage of being able to change the camera position and lighting once you have placed your characters in an environment, but they are often much more complicated to use. The images you create are then saved onto a page and can be printed off from the computer with any accompanying text. Although these programmes offer a good alternative to hand-drawn storyboards, they can often be expensive, so remember to plan for this in your budget if you are thinking of buying the software. http://www.storyboardartist.com
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               Figure 3. Example of Storyboard Quick software.


            


         


         Photographs and maquettes


         Another method is to take a digital stills camera or even a camera phone to the locations that you will be shooting in. This is effective because it enables you to start thinking about the positioning of the camera in the actual location without having to have all the filming equipment there in place. It also enables you to try positioning your actors, or, if they are not available, get friends to stand in for them while you take your pictures. Alternatively you can then load the images onto a computer, print some off and draw your characters directly onto these; you will find that once you’ve got the real location and camera angle the figures will be much easier to draw. The other option is to build small-scale models of the sets or locations and use anything from articulated wooden figurines to action figures as your characters. Again you can take digital stills and this method will allow you lots of time to experiment.


      


   




   

      


         

            4. COMPOSITION


         


         Choosing the type of shots that you build your film from occurs both at the storyboarding stage and on the shoot. Creating visually interesting compositions is something that you can do extensively when storyboarding and also on the shoot, either using pencil and paper or a viewfinder. The more thought you put into the composition the more depth and form your film will have.


         Depending on the type of equipment you are using to make your film, you will have a variety of options open to you in the composition of each shot. Combining these various options together provides infinite possibilities, so it often helps to break the possible factors down, and work through them one at a time, tweaking each one until you have the desired shot.


         CAMERA POSITION (SET UP)


         Camera positions are one of the important elements of your shoot. Beyond dictating how your film will look, they also dictate how long your film will take to shoot. Setting up a camera or moving the camera can be a time-consuming process that often entails lighting having to move and change as well. So changing the camera’s position as little as possible results in a faster, shorter shoot. However, shooting from a single position or set up does not mean that you will only have one type of shot. By quickly changing lenses, or zooming in and out, you can achieve anything from an extreme close up to an extreme wide shot without ever having to move the camera. Obviously, shooting an entire scene from only one position would give you limited choices, but from two it’s possible to create a dynamic variety of shots that can then be intercut in the edit.
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               Figure 4. The DP and assistants setting up the shot.


            


         


         FRAMING


         The most natural instinct when framing a shot in a viewfinder is often to centre the subject directly in the middle of the frame. Although effective for some shots, this approach doesn’t necessarily create the most dynamic compositions. When framing any subject you should always try and make use of the shape of the aspect ratio you have chosen. Dividing the width of the frame up into thirds is a classic technique for making full use of the width of the frame. You can then try and place the subject in alternate thirds.
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               Figure 5. A 16:9 widescreen aspect ratio allows for more dynamic framing. Film still from About  a Girl by Brian Percival.


            


         


         ANGLE


         Once you have decided on a camera position, it is possible to adjust the tripod height and angle, allowing for very different perspectives from a single position. The camera angle can be used to complement the mood of the scene and emphasise the actions or dialogue of a character. For instance high angles can give a sense of vulnerability to an actor, low angles can create an ominous air, while uneven angles can build a sense of unease during a scene. Combining extreme or subtle shifts in angle will subliminally position the viewer where you want them to be, and should be used to help you tell the story.
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               Figure 6. Low camera angle, creating a menacing feel. Still from Jan Kounen’s Gisele Kerozene.


            


         


         SPEED


         Controlling the speed at which the audience sees things is one of the great capabilities of film. The use of slow motion is both a stylistic device and can also control how you deliver action and information. Over-cranking or undercranking the camera you can achieve combinations of time lapse and slow motion to give your film a rhythm that reflects the material.
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               Figure 7. Classic slow motion allowing a prolonging of the moment. Shot by Simon Minett.


            


         


         COLOUR


         Unless you are shooting on black and white, juxtapositions of colour can be used for subtle or spectacular effect. Contemplating the colour scheme of each shot will give you the potential to create a dynamic range that should include costume, props, scenery and lighting. The psychological resonance of certain colours has been widely used in filmmaking, and is as much a tool to create mood or feel as any camera techniques. Choices over film stock and grading can also drastically alter the colour scheme of a film, and should be carefully considered from the outset.
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               Figure 8. Contrast created between bright and muted colours. Film still from Stephen Daldry’s short film Eight.


            


         


         TYPES OF SHOT


         The shots you choose to create your film with and the sequence in which they occur should be governed by what you want the audience to see and how you want them to see it. You need to decide what the viewer’s focus is and guide them to that point through a single shot or sequence of shots. This can be manifest overtly or implicitly depending on the style of your directing and the subject matter, but it should always inform the type of shots you choose and how you assemble them.


         The following is a list of shot types, the terms for which form part of a common language of filmmaking that is useful when trying to convey your ideas to other people. The shots for your film of course can be endless variations and combinations of these.


         Wide shot (WS)


Extreme wide shot (EWS)


         Wide shots are conventionally used as establishing shots. They give the viewer more information by revealing as much as possible in the frame (generally taking in a person from the feet to just above the head). Wide shots are perfect for establishing a scene because they give the viewer instant information about location and time. However, they also give the viewer a distant viewpoint; with more to look at they won’t necessarily concentrate on the area you might want them to. Extreme wide shots can also be used to place a person within a larger landscape.


         Medium shot (MS)


         The medium shot is the most ubiquitous, often used for framing one or two people from around the waist to just above the head. It creates an objective viewpoint for the audience whilst also engaging them with what you want them to see. Useful as they are, a film consisting entirely of medium shots may seem flat and dimensionless.
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               Figure 9. Typical medium shot from Jean-Luc Godard’s short film Charlotte et Veronique. 


            


         


         Close up (CU)


Extreme close up (ECU)


         Close ups are used to draw the audience’s attention to a detail that will often have appeared in a previous medium or wide shot. They can be used to give particular significance to a gesture or reveal a pertinent piece of information. Close ups, especially extreme close ups, are very useful when you want to give something a particular emphasis. Yet they can also be disorientating or overly explicit. Extreme close ups can also be used to draw attention to much smaller details, such as an eye or mouth movement that may not otherwise be obvious in a medium or standard close up.
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               Figure 10. Typical close up. Still from Spike Jonze’s How They Got Here.


            


         


         Point of view (POV)


         A POV is used to create a subjective viewpoint, showing the audience exactly what a character is seeing. This is often achieved by combining a medium shot with an on the shoulder filming technique. It is a particularly effective shot when used in conjunction with static objective viewpoint shots.


         Over the shoulder


         

            
[image: ]

               Figure 11. Typical over the shoulder shot from Roman Polanski’s Chinatown.


            


         


         Over the shoulder, not to be confused with on the shoulder, refers to a shot where the camera is positioned above and behind the actor’s shoulder, producing a frame where a profile of the actor’s face appears on one edge. It is a common shot that gives the audience a good view of what the actor is seeing without it being a direct POV shot. Conventionally used in conversations between characters.


         Single


         A single is a shot of just one character. Used in a scene in which only one character appears, it can also visually build the relationship between two or more characters, bringing the focus to that character whether for a piece of dialogue, or for an action. By editing singles together, you can set the pace and rhythm of a conversation to a greater extent than you can with a two shot, cutting out dead air and making responses faster or slower.


         Two shot


         Refers to a shot containing two people. Although this is a standard shot that may seem straightforward, the composition of a two shot can hint visually at the relationship between the two people. Through use of camera angle, and the positioning and relative height of the characters, you can lend specific emphasis to the way in which they are interacting.


         Reverse


         A reverse shot is one that takes the exact opposite angle to that which has just been filmed. For example, shooting the back of a character performing an action would often require the reverse angle (the front of the character) to be filmed as well.


         CAMERA MOVES


         Camera moves can be used for a variety of reasons, such as following action that you could not capture in a static (locked-off) situation, or to guide the viewer through a scene. The possibility for what type of camera moves you can bring to a shot will depend on the grip equipment you choose. To create controlled multi-axis camera moves, such as tracking shots, you will need specific grip gear. Tracks and dollies, cranes and jibs (see grip) all provide very effective ways of providing movement for a shot. When planning your film, however, you need to consider that complex camera moves are time-consuming both to set up and execute. They often need as much if not more rehearsal to perfect as the action they are capturing.


         Even simple camera moves can give your film a sophisticated feel, but if overused as a device, injecting movement into every shot, then the power of key dramatic moments can be diminished. If you are going to employ camera moves in your film, it is important to think about when you use them and what kind would be most effective.


         Handheld


         Handheld camera work can be an effective form of bringing movement to your shots. The rough jerky movements that can be obtained by putting the camera on your shoulder, or carrying it, is perfect for POV shots. The drawback to handheld camera moves is that they are generally not fluid or consistent enough for use in other circumstances. Unless they visually form part of the narrative, uncontrolled camera moves can be very distracting for an audience.


         Pan and tilt


         Panning and tilting are the most basic of controlled camera movements. Most tripods will be capable of swivelling left to right or up and down, but to combine the two and keep the movement constant, you will need a tripod with a fluid head (see grip). The speed at which you pan or tilt should be decided according to the shot. Matching up camera movements of different speeds can be difficult during editing so unless you are intending to create a fluctuation in pace then the speeds need to be relatively similar to cut with.


         Tracking shots


         Tracking shots are fluid camera moves that allow the camera to travel over a chosen distance and create the illusion that the camera is gliding. They can be achieved in a variety of ways, the most common being a track and dolly (see grip). The camera and operator are mounted on the dolly and the wheels of the dolly slot onto lengths of track that run in straight or curved sections. The dolly is then pushed or pulled along and can be brought to a halt within a section of track before continuing or reversing back the way it came. Tracking shots can often be complex to create. They rely on grips manoeuvring the dolly smoothly and will involve changes in framing and focus that will need to be carefully rehearsed. When performed well and under the right circumstances they can be very impressive. Tracking shots can also be produced with a steadicam (see steadicam) or on a super-tight budget by placing the cameraperson in a wheelchair and pushing them around!


         Jib/boom


         A jib is a swinging cantilever boom. The camera is attached to the jib at one end while the other is counterbalanced with weights. This then pivots on a central support, allowing the camera to produce smooth horizontal and vertical swoops from various heights. They can range in length and are normally designed for different weights of camera. Unlike a crane, which performs the same type of movement but with the camera operator attached, jibs only support the camera, so the camera needs to be operated remotely.


         Steadicam


         Steadicam is the trademark name for a camera support system that allows multi-axis camera moves. Steadicam allows the same freedom of movement that you can achieve with handheld camera work, but absorbs the shakes and supports the weight of the camera. This allows you to produce continuous fluid shots while the camera roams about.


         Zooms


         Zooms are not technically a camera move because the camera remains static. They do, however, produce an illusion of movement that is similar to the gliding in or out of a track and dolly move. With a zoom, the size of the frame is reduced so a wide shot will become a close up, and with a tracking shot the size of the frame remains the same. Controlled zoom moves cannot be produced by hand but by a zoom control unit who can create fluid zooms.


      


   




   

      


         

            5. PRODUCER


         


         The role of the producer is difficult to define; it’s a moniker used to describe many different roles and duties within the filmmaking world. The larger the film the more likely it is that there will be various producers onboard, each dealing with different elements of the production process so that financial, practical and managerial responsibilities are split between them. Short films, however, rarely have either the budget or scale to require or allow more than one producer. He or she will therefore deal with all the production elements.


         The producer on a short film is normally the person responsible for coordinating the majority of the practical requirements that go into completing the film. They oversee every phase of the film, working closely with the director on all aspects of its production, from budgeting and script rewrites through to distribution.


         As much as the producer will be involved in the creative decisions, their priority will be to keep the film on budget and on time, ensuring that the film actually gets completed. The producer achieves this by assembling a team of people that will work well together and also controlling the circumstances in which the film is made. A comprehensive overview of the entire project allows them to keep the production as efficient as possible and foresee potential troubles before they occur.


         PRODUCING


         The producer is really the key figure in making any film. The director may have the vision and the skill to create a great film given the means, but without a producer to provide those circumstances, the film would never materialise. If you are considering producing a short film, then it’s important to be realistic about what it will entail. Producing can be an enormously stressful task; the completion of the film hinges on your efforts, often right down to the last detail. Spending half a day making phone calls to scaffolding companies, for example, is often the reality of what sounds like a glamorous title. That said, the creativity and spirit of most short films can make all the hard work and stress very rewarding and will give you the opportunity to gain crucial experience of how films of any shape or form are made.


         SELF-PRODUCING


         It is of course possible to take on the role of both producer and director, but such a combination can be difficult. It is not uncommon for this to happen on short films, but usually due to lack of resources rather than a deliberate choice.


         Producing and directing are both very demanding roles, and each requires their own type of focus and dedication. Quite apart from spreading yourself too thin psychologically, to do both is often physically impossible.


         Aside from the practical considerations, having someone that knows the project as well if not better than you do will bring a sense of perspective to the production and help keep the energy of the project going.


         FINDING A PRODUCER


         A large proportion of producing a short is coordinating the right elements for the film’s specific needs. Whether it’s finding cast and crew or hiring equipment, someone who has previous experience as a producer is going to save huge amounts of time and resources.


         Although all films have different production requirements, the producer’s is a role where experience really counts. An experienced producer will be able to look at the idea or script and immediately begin to assess the resources you will need to make it. They will have an informed view of what the budget might need to be, how long it would take to make and how many people would need to be involved in the process.


         The film industry employs an enormous amount of people in a variety of production roles. Often small cogs in the huge commercial feature machine, they will have valuable knowledge and may be interested in taking on small creative projects. Using film crew databases and directly contacting production companies is your best chance of finding them.


         If you can’t find a professional producer that is interested in your project, then try and find someone that is looking to get experience in that field; a novice with the right ability and attitude will be an enormous asset to the production.


         PRODUCERS’ DUTIES


         The duties of a producer will vary according to the scale of the film and the experience of the people involved. The following is a breakdown of the phases and duties of most producers on short films, but these are normally shared with the director and other key production members.


         Pre-production


         

            	Fundraising


            	Organising auditions


            	Script development


            	Sourcing crew


            	Script breakdown


            	Booking equipment / Locations


            	Scheduling


            	Preparing call sheets


            	Creating a budget


         


         Production


         

            	Organising call times


            	Overseeing all departments


            	Monitoring the quality of the footage


            	Ensuring the production stays on schedule


         


         


         Post-production


         

            	Coordinating the workflow


            	Overseeing the editing


            	Ensuring finished film reaches screening formats


            	Coordinating distribution plan


         


         INTERVIEW WITH ADRIAN STURGES (PRODUCER)


         Adrian Sturges has a wealth of experience producing both successful feature films and award-winning shorts, having produced over 14 films, including Hotel Infinity. Adrian also has a whole slate of new films in pre-production.


         


         How did you get involved in producing short films?


         

            I started out assisting an established film producer – Simon Relph – and through him met a writer/director called Rupert Wyatt who had a short film script and some cash to make it. We got on and he asked me to get involved.


         


         How many shorts have you produced?


         

            Eight.


         


         What does your role as producer generally entail on a short film?


         

            It normally touches on pretty much every area – from finding the money to setting the budget to hiring the cast and crew with the director and looking for locations, line producing the shoot, sometimes cooking the lunch (!) and supervising all of the post-production. Then there’s the afterlife of the film – often a year or more of festivals to look after.


         


         Do you always use the same methods in producing them, or do different projects require different approaches?


         


         

            I guess there are certain tenets that are always the same but different projects bring different challenges – Hotel Infinity had a shoot in a foreign country, Get The Picture needed a war zone creating in East London.


         


         How has your experience of working in the film industry influenced your approach to producing short films?


         

            Working on feature films has given me a lot of incredibly useful contacts but really there is nothing like getting out there and making a short to give you a massive amount of experience.


         


         What kind of skills do you think are essential to be a good producer?


         

            You need to be OK with money and managing people and projects but most of all you need to have a nose for good material and that’s a skill you must develop yourself. You particularly need to watch lots of films and maintain a strong interest in what’s happening on the business side at all times.
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