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Foreword



The future of films and television depends to a very great extent on the talent, training and commitment of new entrants.


Robert Angell has, over the years, given advice to literally thousands of young people wanting to ‘get into film or television’. In this most recent edition of his book he consolidates that advice based on his many years as a documentary producer who started in the cutting room and progressed through many different areas of production.


His book is as timely and welcome as when it first appeared, and I’m certain it will prove useful to future generations of professionals in an industry to which Bob and I have devoted our lives with almost manic obsession!


David Puttnam
(Lord Puttnam CBE)





Preface



to the Ninth Edition


When the first edition of this book was published, it was addressed primarily to people in the United Kingdom who were keen to take up a career in films and/or television in their own country.


In the intervening years, however, international production in all parts of the media has increased enormously and with the continuing growth of cable, satellite, multi-media and interactive forms of communication on discs or via the Internet, people should theoretically be able to train and work anywhere in the world. Some restrictions on complete freedom of movement do, of course, exist, imposed either by trade unions protecting the employment of their particular country’s members or by immigration laws, work permits and so on which do not apply purely to film and television.


The actual business of making films and television programmes varies only marginally in different countries. Techniques may change slightly according to equipment used while names given to technical jobs and practices may not always be the same everywhere. For examples, ‘Rushes’ in the United Kingdom become ‘Dailies’ in the United States, while a ‘Tracking Shot’ becomes a ‘Traveling Shot’.


But wherever you live and want to work, one thing is a common factor: getting your foot on the first rung of the ladder is equally difficult and competitive whether you have no training and elect to get in doing any job on offer and go for ‘on the job’ experience or have graduated from a film school or university in Britain, California, Warsaw or Manila. Whether you want to work in Europe, the United States or Australia, the overall advice which forms the theme of this book is still valid.


There may have been technical advances and changes in some areas of production since the first edition of this book; its purpose is not to be a training manual, but to give the reader a flavour of different jobs in different aspects of production so that you can concentrate on trying to find a job in the area that interests you most.


This book, therefore, gives detailed descriptions of how films and television programmes are actually made in Britain, irrespective of the method by which they may finally be shown. It deals with feature films, commercials, documentaries, animation, multi-camera shooting and recording, OBs, events and news programmes with possible starting points in each area.


It also provides extensive information about training and practical advice about where and how to set about looking for a job.


Employment in film and television is open to everybody regardless of sex but some of the more physical jobs concerned with cameras, lights or building, for example, still attract very few women. Some of the job descriptions such as ‘cameraman’ are traditional but in Britain, the BBC, for example, has agreed that this term applies equally to men and women thus avoiding the cumbersome ‘camerawoman’ or worse still ‘cameraperson’. If therefore in any part of this book, such titles as cameraman occur or there is any reference to ‘he’ as opposed to ‘he’ or ‘she’, there is absolutely no sexist insinuation intended and it should be stressed that all jobs are open to anyone regardless of sex, colour or background.


I am extremely grateful to a number of friends and colleagues in film and television for the help they have given me in writing this book, checking texts and providing material for illustrations.


Specifically, I would like to thank Paul Bradley, Siân Parry, Gillean Dickie and Freddie Korner of Merchant Ivory Productions; Ralph Sheldon; Ray Marshall, Michelle Durler and Linda Mattock of World Wide International; Marc Samuelson, Simon Shore, Jessica Parker and all at Samuelson Productions; Dan Zeff for features; Ash Wilkinson and Mark Leese, designers; John O’Driscoll of Paul Weiland Films; Mike Saunders, Geoff Edwards and Olly Wade for commercials; Bob Godfrey and Brian Stevens for animation; Alister Campbell and Jez Gibson of Visions for video post-production including Harry; Ray Galton, Alan Simpson and Douglas Argent for TV comedy; Steven Minchin for OBs and John Moulding of BBC News and Current Affairs for news programmes; Dave Dowler of Rank Laboratories for laboratory work; Roland Brinton of Partnership Films, and Ray Townsend of World Wide Pictures for documentaries; Alan Joy of Video Communications Consultants; Mike Bennett; IVCA; Oliver Dumas and Lucy Scott of Stage One Storyboards.


Finally, I would like to thank many schools and training organisations all over the world, particularly Stephen Bayly, Karin Farnsworth and Elizabeth Hardy of the NFTS; all at Skillset, Jobfit and FT2; and Fiona Russell, John Raymond, Roger Hammett, Polly Burlingham and their colleagues of BBC Training and Development.


Robert Angell
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Introduction


Films and television are two of the most powerful elements in the communications industry for they have the ability to entertain, inform and instruct in a very special way.


They may be addressed to an audience of one sitting at home in front of a television set or computer screen or an audience of many thousands in a darkened theatre seeing giant pictures engulfing them with the most powerful visual and sound images; and both extremes of audience numbers and every combination in between may be seeing anything from the most intense and lavish drama with a cast and crew of hundreds like The Lord of the Rings to a single talking head like an evening with the late Peter Ustinov, from the most dramatic news event like the first moon landing being seen as it actually happens to a complicated and carefully constructed teaching film on the most specialised subject like heart surgery for medical students.


■ But there is one element common to all that makes these two media of film and television so unique – it is the moving picture image.


It is therefore essential for anyone wanting to become involved in the production of films or television in any capacity to realise that, in spite of the common factor of the moving picture, the various types of production are all separate and often somewhat self-contained cottage-style industries.


So the first thing for any prospective newcomer to decide is what particular aspect and what type of production interests you most. To help you in this, you might try what might be called ‘the magic wand trick’.


Imagine that all your ambitions could be realised and by means of a magic wand you are propelled forward in time, say ten years. What would you like to be doing most of all?


Directing epics like James Bond movies, photographing wild life documentaries, writing scripts for training films for BP or designing sets for classic costume dramas?


By this means, the planning of your career path can be better defined and you may possibly avoid some wasted time, energy and money seeking employment in production areas far removed from your ultimate ambition.


That is not to say that cross-fertilisation is not possible within both film and television and many a director has moved from documentary to drama, many an editor from post-production to directing. But, sadly, there is still quite a gulf between, for example, the world of live TV production and the more meticulous and slower type of work on film making in a studio. There are, of course, many elements common to all types of production and with improvements in High Definition, video and DVD (digital video disc) technology and changes in fashion and style, the possibilities for moving from one sort of production to another are increasing all the time.


But very often it is the area where you start which may influence very strongly the course your career may subsequently take. So whether you think you know exactly where your ambitions lie or whether, like many, you just know you want to be involved in some way in the business of film and television, the aim of this book is to give you a taste of the various jobs in different types of production and then suggest routes that you might take to get a foothold in your chosen area.
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Feature Films


PRE-PRODUCTION – THE FOUNDATIONS


What is a feature film?


A feature film is one with running time of not less than 90 minutes made usually on 35mm film and intended primarily for release in cinemas. Subsequent release on all types of television – satellite and cable – and release on video or DVD now form such an increasing part of any long term distribution of a feature film that it may also be a substantial part of the financial package.


The treatment


So how does a feature film come about? The script may be based on an existing work – a book or play – or may be an original, but whatever the source, the initial document on which interest is roused is called a treatment (see sample on page 9). The best way to describe a treatment is to imagine that you are viewing a feature film and then have to write a precis in prose describing in the most visual terms possible the plot and characters. The difference for the scriptwriter is that he only has his imagination to call on at this stage.


The treatment may be enhanced with more detailed descriptions of the characters and their relationships in an introduction and some initial presentations may go further than a treatment, be in two columns and termed an outline script. The two columns which are common practice (or ought to be!) in all forms of script usually show the action or picture on the left and the sound (dialogue, music and/or sound effects) on the right.


THE SCRIPTWRITER


We now come to the basic problems facing the untried or budding scriptwriter.


1. How far should you go at this stage speculatively?


2. What is the most suitable presentation?


3. To whom should you send your idea?


The recommendations are as follows.


Script development stages


The normal development stages for a script are:


(a) Treatment


(b) Outline script


(c) Dialogue script


(d) Shooting script


The scriptwriter eventually has to be prepared to go as far as (c) and (d) above, but (d) may be written by the director who is ultimately responsible for the overall creative content of the film and may want to work out in detail (perhaps in collaboration with the writer) the precise planning and timing of each shot.
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The first question usually asked when seeing a film or television programme being made is, ‘What on earth do all these people do?’ The chapters that follow in this book help to demystify all the creative, technical and craft jobs in these industries, concentrating particularly on possible starting points for anyone wanting to make it in Films or Television.
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The silhouette illustration is reproduced with the kind permission and assistance of Neil Roe and the Museum of the Moving Image, London.





So how far should you go speculatively? The answer should probably be only as far as (a) and (b) although you may be tempted by anyone showing signs of interest who finds it easy to say ‘I’d like to see the idea developed more fully’. It can however be argued that a treatment or outline script ought to be sufficient to judge the potential and enough for the producer to raise seed money for the project. Seed money is finance to enable a dialogue and shooting script to be commissioned, for a director to do some initial work and for more detailed location surveys to be carried out and a budget to be worked out. But seed money has always been extremely difficult to find because there is still the greatest risk and very few of the pieces of the jigsaw may be in place.


Pieces of the jigsaw


Here are some of the disparate pieces which may be a long way from fitting together.


■ Who is the most suitable and bankable director and will he be available at the time when the production might be scheduled?


■ Who are the most suitable and bankable actors and will they be available?


■ Will the right director and actors come together in order to attract and satisfy finance for the production?


■ Where will the finance be found and on what terms?


What is the most suitable presentation?


The most suitable presentation for which a scriptwriter should establish interest is a treatment. This is advisable for two reasons:
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Fig. 1. Pages from a treatment.
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Fig. 2. A page from a dialogue script.



Providing sufficient information



It ought to provide sufficient information on plot, characters and style to allow assessment by a director or producer. Equally, it should not be so long that it provokes the easy excuse ‘I haven’t had time to read it’ from established film people who are normally very busy and may have a pile of scripts submitted from all over the world.


Copyright


It is very difficult to establish proof of copyright on a treatment but the front page should state clearly the title and underneath, ‘A treatment for a feature film’, the author’s name and address and the word ‘copyright’ or the acknowledged symbol © and the date.


Proof of copyright can also be established as follows:


■ Posting yourself a copy by registered post.


■ Lodging a copy with the Union, BECTU, 373–377 Clapham Road, London SW9 9ET. Tel: (020) 7346 0900.


■ Seeking advice from the Writers’ Guild of Great Britain. Their address is: The Writers’ Guild of Great Britain, 15 Britannia Street, London WC1X 9JN. Tel: (020) 7833 0777. Website: www.writersguild.org.uk


To whom should I send my idea?


Log on to www.thescriptvault.com and seek advice from The Scriptwriter magazine (see Appendix).



Directors



Study the work of film directors and also read the trade papers (see Appendix) to see whether directors you think might be interested are just starting or in the middle of a production. Every director thinks about his next project but the more prestigious the director, the more choosy he can be. Nevertheless, good ideas and good writing are still at a premium.


Directors do not like to be ‘type cast’ but obviously they may develop some continuity of style and therefore it may be foolish to send an idea for a very small scale parochial drama to a director renowned for big budget science fiction epics. Equally, your idea might be a mould breaking one that appeals.


How do you contact directors? In Britain via:


The Directors’ Guild of Great Britain, 4 Windmill Street, London W1T 2HZ. Tel: (020) 7580 9131.
Email: guild@dggb.org


The Broadcasting Entertainment Cinematograph and Theatre Union (BECTU), 373–377 Clapham Road, London SW9 9BT. Tel: (020) 7346 0900.


The British Academy of Film and Television Arts (BAFTA), 195 Piccadilly, London WIJ 9LN. Tel: (020) 7734 0022.


New Producers Alliance, 7.03 Tea Building, 56 Shoreditch High Street, London E1 6JJ. Tel: (020) 7613 0440.
Email: queries@npa.org.uk


If a director is interested in your script, he will know the producer or production company with whom he prefers to work and will introduce you.



Producers



You may however choose to make a direct approach yourself and send your idea to a producer, especially if you do not know a suitable director.


This is perhaps the moment to clarify the exact role of a producer on a feature film.


The producer is in overall charge of the project, selecting and employing the key creative people – the writer, director, cameraman, art director and principal actors and actresses, all of these in collaboration with the director who may himself have been selected by the producer or may come to the producer with the project.


The producer is responsible for raising the finance and subsequently supervising the expenditure, keeping backers and investors happy with how their money is being spent. He is also concerned with keeping a happy atmosphere in the unit as a whole, keeping the project within schedule and budget, taking responsibility if an extension of either is justified.


He is not directly concerned with creative and artistic aspects of the film but his judgement in these matters, especially when it is mixed with financial considerations, should be appreciated and accepted by those in creative positions.


Extremely amicable relationships develop between producers and directors, where each respects the extent of the other’s responsibilities, for both, and indeed the whole unit, should have exactly the same ultimate aim – to produce the finest film which will appeal to the widest audience in spite of often irksome restrictions in budget and schedule.


By sending your script to a producer, if the idea appeals, he will be responsible for providing the seed money and he will then be the person who will draw up a contract for you either by acquiring your treatment or commissioning you to develop it further.


Try to find those companies that concentrate on the production of feature films. This is sometimes difficult as directories do not always break down companies into categories and some further research may be necessary.


THE FILM STARTS TO COME TOGETHER


Following the progress of an imaginary feature film, let us assume that a producer who owns or works for a production company has a director who is interested in a subject and seed money has been obtained to acquire rights from a writer, a script developed and a budget prepared.


We now come to what has all too often proved to be the most difficult and sometimes the most lengthy part of feature film production – the raising of production finance and negotiating the deals attached.


In the great days of Hollywood, the majors operating from their own studios provided the package which followed a well-tried formula of a good script, a well-known director plus some of their contract stars who would virtually guarantee the loyalty of an audience. Thus the business side of finding the finance was more straightforward, only hampered by the whims of the moguls and their stars who could dictate completely the creative content of the film and even cancel a complete production at any stage.


In Britain, the same situation prevailed to a lesser extent through dealings with the major distributors of films, both US and British, some of whom also owned studios. A percentage of finance obtained from a distributor, who is the equivalent of a wholesaler in industry, guaranteed a release of a film to one of the major circuits often because they also owned the cinemas.


The owners and operators of cinemas are called exhibitors but as these became fewer and more fragmented, finance or a guarantee from a distributor no longer ensured that the film would receive a wide showing, thus making the whole proposition less attractive to investors who were prepared to top up the whole package.


Most countries, in order to encourage a native film industry whose products may be great potential exports as well as sometimes being good public relations, provide tax incentives for investors; in Britain arrangements have only fairly recently come into force to encourage investment.
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Thirty Things to Do Before You're 30

...Spend a night in a police cell
Stop taking your washing home to your Mum
Give up wearing leather trousers

Fire a gun

Write off a car

Have sex with someone famous

Visit at least three continents

Have sex on at least three continents. .

LEAH is a journalist who writes for a lads’ magazine. She's used to compiling
these lists; it's a laugh, it's what her readers like.

She met her boyfriend Cass four years ago and has since become the centre
of attention with his mates; enjoying the banter in the pub when the soccer
team meet on Sundays (and at the same time keeping in touch with herread-
ers. . ). She's always been her own person — dynamic, independent and con-
fident — but now she’s pregnant and her perspective is changing. She's
realised that she needs to know what men really think about life...and one
man in particular.

CASS loves her to bits and they're great together, but this pregnancy thing is
abitscary for him.The eternal lad, he's finding it hard to come to terms with the
impending responsibility, especially as it has happened just as his business is
finally taking off. His solution is to flirt with every woman he meets (even hit-
ting on Leah's midwife), eventually managing to have a one night stand with a
beach volleyball player he meets on a weekend away with the soccer team.
None of this helps his relationship with Leah, of course, and it also forever
changes things with his best and oldest friend, Adam.

ADAM is also Leah's ex, so there has always been unresolved tension be-
tween him and Cass. When Cass starts misbehaving, Adam sides with Leah
and the lads’ friendship is stretched to the limit. However, there is more at stake
than that; Adam has finally decided to tell his mates that he is gay. A lot of
people already know, and he's quite cool and happy about it; it's just that he's
never told his Sunday soccer mates. How can he tell them he's queer? After all,
they’ve been playing together since they were 9 — an incredible 20 years.
Twenty years of lying to his mates. If the team breaks up, which seems likely
as they approach their 500th game, will he never get the chance to tell them?
And then — the crunch — will he have the nerve to tell Cass that he is in love
with him?

DYLAN thinks he’s used his 29 years wisely — he’s a classically trained mu-
sician for God's sake. Shame he can only get a weekly jazz gig in a pub;
especially when his father, MONTGOMERY, is such a fantastically suc-
cessful businessman and a very cool guy, who always puts Dylan in the
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shade. Dylan’s self-confidence builds, though, when he meets the woman
of his dreams — the beautiful, independent minded, intelligent CLAIRE —
only to be shattered when he discovers that she’s about to marry his father.
The quiet and serious ‘intellectual’ of the team, he makes an odd couple
with his flatmate Colin.

COLIN, good-looking but a bit thick, didn't realise he had a problem about his
twenties coming to an end. But, helping Leah with her list of ‘things to do’
makes him realise that he is a bit boring and, for the first time in his life, gives
him an ambition: to have a threesome before he is 30. When his girlfriend, the
sexy and vivacious VICKY, introduces him to SHEERA he thinks he’s in with a
chance, but things don't quite work out according to his plans.

BILLY's different from the rest of the lads in the team. At 29 he's the only one
who's married — and he has two great kids. Some of the lads think he's got it
all, but that's not how he sees it. His marriage to his childhood sweetheart
KATE comes under strain because he seems to be more interested in Sunday
football than in renovating their dream home. But when, in sad circumstances,
she eventually witnesses the close friendship between the lads, Kate realises
that itis much more than football which has kept them together.

JOHNNY's also about to turn 30. Hess fit, athletic, robust, just like his father
DON used to be. But now Don’s dying, and Johnny can't handle it. So much
so that he won't take him to watch the lads play football, even though it was
Don who started the team all those years ago. It's only when FIONA (Don’s
home carer, whose presenceJohnny has resented) tells him that the teamiis all
Don has to live for that Johnny realises how much he loves his Dad. Don is the
emotional force behind the team and all the boys feel a fierce loyalty to him; at
his funeral Johnny accepts just how much they all owe to his Dad.

The thrust of the story follows the lads’ numerous attempts to play the team’s
500th match. But this is not a film about football (in fact we never see a ball
being kicked!). It's a warm-hearted, funny, romantic story about friendship
and love, loss and redemption. Played out against the backdrop of London —
not the grimy, depressing world of many such tales, but the vibrant, exciting,
cosmopolitan place it can also be — it's about ordinary people trying to make
sense of their messy lives.

Things to do before you're 30: Realise this isn't a dress rehearsal - GETA LIFE!
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17.
CONTINUED: (2) 9

Johnny can’t help grudgingly smiling - he’s glad to see the
old man.

PARAMEDIC
Do you need a hand to get him
into

JoHNNY
(curt)
We’re fine, thanks.

The other paramedic hands Johnny a small suitcase and they
go back to the ambulance.

DoN
Did you win this morning?

2 beat. Johnny contemplates his father looking frail in
the wheelchair. He makes a decision... to lie:

JoRNNY
Didn’t play. In fact, I've
Jacked it in. We all have.

Don
‘Course you have.
But Jobnny’s not smiling.

DON (cont’d)
Is this for real? I... go into
hospital for a couple of months
and.

And Johnny wheels Don briskly towards their flat as the
ambulance pulls away.

DoN_(cont’d)
Cass has quit? Adam?

JoHNNY
They’ve all packed it in.

EXT/INT. FRONT OF BILLY’S HOUSE/BILLY'S CAR - DAY 10

Billy is now asleep in the car as the soccer commentary
drones on. Through the windscreen, we see a woman in her
late twenties coming out of the front door of the cottage.
Dressed in paint spattered overalls - her hair a mess, tied
up in a scarf - this is DEBORAH, Billy’s wife. She spots
Billy.

(CONTINUED)
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