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SECTION 1: INFORMATION FOR THE TEACHER

Some principles in the approach to the teaching and the learning of film.
MEDIUM  Film is a useful non-print text to study.  It is familiar to students, either as TV slots or feature films or videos; even video has a glamour not possessed by TV.  Most analytical work will be done using video, but students must not be allowed to forget that it was originally designed for a much bigger screen.  It is the size and scale that makes film so significant in our lives.  A cinema visit is also a collective experience and the audience exists as a community, not as isolated individuals.  Part of the extra forty hours could be used for excursions to a nearby cinema. This necessarily brings distribution and exhibition and technologies into the subject.

ORGANISATION OF MATERIALS  These materials are divided into two main areas.  The first section is a set of teachers’ notes. Some of the notes can be used by students, but the information is too academic and needs to be diluted for their consumption.  The second section contains assignments for students. Where there is an assignment that pertains to the information it is indicated locally.  Some practical exercises are in the appendix.  It is an important principle that theory is reinforced by practice and vice versa.  It is desirable to integrate the first two units to some extent; later, to use this knowledge in Media Production. 

FORMATIVE ASSESSMENT  The assignments cover a range of problem-solving exercises to be undertaken on an individual or group basis at the discretion of the teacher.  They are designed to give a flavour of the sort of tasks that should lead to an understanding of the outcomes and so act as preparation for both internal and external assessments.  Which assignments to undertake is a matter of what suits the students and the teacher.  The assignments that require tables are best hand-written, rather than photocopied.  The assignments allow feedback to be given to the students on their strengths and weaknesses.  The type of films for study must reflect their interests.  The texts should be straight-forward and familiar.  Blockbusters are a good choice, as all the aspects are normally found in them. The students have a great deal of knowledge, and many will have tapes of their favourite films.  They could form part of the course.  

INTERNAL ASSESSMENT   This is the individual student’s response to the various aspects as they appear in a film that the student has chosen to study.  It will benefit some students if the aspect is assessed immediately after that aspect has been covered in class.  As this may present organisational concerns, such a decision must be made in the interests of students, at the discretion of the teacher.  Specific advice on each aspect is provided on the sheets headed ‘Analysis of film on…’

RESOURCES  It is essential to have a collection of films on tape.  Compilations are available commercially (see Appendix C).  Film posters and video boxes are very useful resources (obtainable from local video shops or cinemas), as is a wordbank of terms (wall display).  The Internet can be helpful but there are very many sites. 

BIBLIOGRAPHY  A bibliography and some web sites are contained in Appendix C.  Most of the texts are well beyond what is required for Intermediate 1; however they offer depth and valuable insights into the subject.

National Unit Specification: statement of standards

Note on range for this unit

Media texts: at least two texts which cover print, non-print, fiction, non-fiction.

OUTCOME 1

Understand media texts.

Performance criteria

(a) Categorisation of text is accurate.

(b) Description and explanation of codes is accurate.

(c) Description of narrative structure is accurate.

(d) Description of stereotyping is accurate.

OUTCOME 2

Describe the relationship of audiences to media texts.

Performance criteria

(a) Identification of a target audience is justified by reference to the text.

(b) Identification of at least two kinds of audience reaction is justified by reference to the text.

OUTCOME 3

Describe the relationship between texts and their financial contexts.

Performance criteria

(a) Description of the type of production company is accurate.

(b) Effects of financial contexts on media texts are described.

Evidence requirements for the unit

Evidence may be in handwritten, word processed, scribed and/or oral form. Oral evidence should be on audio or video tape. Responses may be elicited by supportive questioning on paper, disk, tape or through a personal interview situation.

Evidence for this unit will be in the form of analyses of at least two media texts which together provide exemplification for all classes in the range. Where appropriate, responses may be completed using annotations, comments, restricted and/or extended responses relating to the text.

The specified range of media texts requires candidates to analyse both print and non-print texts and both fiction and non-fiction texts.

For each text, evidence must show the candidate’s ability to:

· identify category or categories (Outcome 1, PC (a))

· describe at least two codes and explain their use (Outcome 1, PC (b))

· identify at least one target audience and justify by reference to the text 
(Outcome 2, PC (a))

· identify at least two kinds of audience reaction and justify them by reference to the text
(Outcome 2, PC (b))

· describe the type of production company and at least one effect of financial context on the text (Outcome 3, PC (a) and PC (b))

For either text, evidence must show the candidate’s ability to perform the following:

· describe the narrative structure (Outcome 1, PC (c))

· describe stereotyping (Outcome 1, PC (d))
OUTCOME 1: Understand media texts

(a) Categorisation of text is accurate

MEDIUM  In the early days film recorded ‘historical fact and objective reality’ (Workers Leaving the Lumiere Factory), but its strength has always been its capacity to tell stories in powerful and memorable and popular ways.  Film posters and video boxes reveal some of the properties of the medium: its classification (BBFC), its length or running time, the production company that owns it and something about the genre of film.  This is a starting point for generating ideas about film categories.  (Task 1)

PURPOSE  For the audience the purpose is entertainment, for the production company, profit.  Although students may find it difficult to look beyond the film as entertainment, there are other purposes: imparting information to, educating or  persuading the audience.  Documentary will be known to all; Pathé Newsreels may be known to some; the use of films as propaganda may be familiar to a few.  (Task 4) The depiction of the American soldier as opposed to the Viet Cong in American films about Vietnam (The Deer Hunter, Platoon, Born on the Fourth of July) underlines the persuasive power of the medium, as does the use of film during World War 2.  Foreign Correspondent (1940), directed by Hitchcock, was made to educate American audiences about the war in Europe although it was also entertaining.  Hitler employed Leni Riefensthal in the same way.  More recent films such as Schindler’s List have taught a new generation about the horrors of the holocaust.  Many other films raise specific issues in terms of persuasion, education or information (The Unforgiven, Braveheart and Philadelphia).  Mention of these types of film makes the students aware that messages exist beneath the glossy surface.

FORM  The form of the film is likely to be a feature film.  There are sub-divisions and among them are animation, biopic, advertisement, blockbuster and trailer.  (Task 5). Running time is affected by these sub-divisions, as is the format - the size of film used in the camera.  Normally it is 35mm as this produces sharp images and has a glossy finish.  It is expensive.  8mm and Super 8mm is normally used for domestic ciné-cameras; 16mm is common for wildlife documentaries, some animation and experimental film-making.  The most recent example is The Blair Witch Project, shot with 16mm and some 8mm film in hand-held cameras.  I-Max films are shot on very expensive 66mm film as are films that rely heavily on special effects.  

A suggestion for a suitable mix of films that cover purpose and form is below:

· a blockbuster (Titanic)

· a docudrama (Apollo 13) 

· a biopic (Nixon)
· a full-length animation (The Lion King)

· an emotive film (Schindler’s List)

· trailers (from a pack).

GENRE  The conventions that mark out a genre can be looked at on a superficial level (Tasks 6/7).  Students know about genre even if they cannot express it in technical language; the number of genres should be kept to 4 or 5 to avoid confusion – possibly Western, Horror, Romance, Action/Adventure and Science Fiction.   Comedy is normally somewhere within some of these genres.  The recent trend is to mix genres, seen most clearly in the blockbuster.  Film posters offer a source with which to begin work on genre conventions, but ‘deconstructing’ the poster includes some technical skills that are not appropriate for non-print analysis, certainly not at this early stage. (Appendix A).  The students are aware of simple clues such as lighting, use of colour, settings, clothing and props and especially of the idea that a particular star is associated with a genre.  Film clips, especially the opening sequences, illustrate the conventions immediately present: soundtrack, sound/special effects, camera language …  

INSTITUTION  It is important, even at this early stage, that students understand that the category of a film is linked to the need for profit.  The desire to produce a successful film is not in pursuit of some noble cause.  The type of film is often decided by how much money can be raised to finance it and whether the box-office receipts will cover the outlay and then generate profits for the producers.  The subject of the film has to relate to the world in which the audience lives; it has to be familiar enough to encourage the audience to go and see it but different enough not to be boring.  Even a low-budget film costs a great deal of money (£1m-£3m).  Film-makers must have the confidence to risk losing, but they do all in their power to shorten the odds on that happening. They know that people go to watch a film with a number of expectations.  The choice to see it is based on these.  The film is planned very carefully to appeal to the section of the public that can be assumed to have these expectations and will want them fulfilled.  Purpose, form and genre are only part of those expectations. Other considerations are looked at below.

STARS  From the earliest days of Hollywood there have been actors/actresses guaranteed to attract an audience, simply because they are in it.  These stars, known as ‘the talent’, are said to have ‘bankability’ and command very high salaries these days, some as much as $20m per film, and a number of shrewd stars ask for a percentage of the profits.  Their popularity is due to their appeal to certain groups in society (the sex symbol, the man of action, the comic genius).  Fans watch films purely to watch their star - and that can be immaterial of the type of film (The Fan and The Bodyguard).  There is always plenty of information, publicity and gossip to make sure that no-one forgets about them between films (Task 2).  The Internet is one of the best sources of such information, most stars with their own dedicated sites.  It feeds the desire to see them on the big screen.  Other stars become hot property because they are associated with roles that have achieved outstanding success: Charlie Chaplin as the Little Tramp, Sean Connery as James Bond, Bruce Willis in the Die Hard series, John Wayne in Westerns.   The risk is that some stars become typecast and they then find it hard to get any other roles, although it does not damage someone like Van Damme, or Steven Segal or Jackie Chan.  A few are considered to be ‘good actors`, who bring authenticity and depth to their roles: Ingrid Bergman, Meryl Streep, Harrison Ford, Robert de Niro and Ralph Fiennes are possible examples who reinforce this perception by their ability to win awards.

DIRECTORS  Some say that the director is the dominant creative force in any successful film.  Audiences go to subsequent productions anticipating a similar type of experience.  The idea of a director putting his own personal stamp on a film was once very fashionable; he was known as an auteur.  Examples are Sergei Eisenstein, John Huston, Buzby Berkeley, Alfred Hitchcock and Orson Welles.  The concept is reinforced by retrospectives of some directors.  The idea is not so strong now, though some people make a point of watching a film by Spielberg, older people may watch Eastwood films (Task 3).  The list of credits at the end of a modern film should be enough to indicate that many people make a contribution to the success of a film.
SPECIAL EFFECTS  Special Effects have always been an important part of feature films, moreso nowadays.  Producers and directors ransack the world for the latest technologies.  They know that spectacle is what first brought film to the attention of a mass audience.  Explosions and chases are always popular; horror and sci-fi films have long relied on the use of models and ingenious make-up.  These early films, using techniques that were very revolutionary in their day, are still impressive.  They resulted in some of the best-known adventure films ever made.  In King Kong (1933) the giant gorilla is a studio model eighteen inches high in most of the scenes; yet the stop motion special effects are so well done, so carefully detailed, that it can seem more expressive than the human actors.  In subsequent films models were also used, but suffered from the problem that they were well-lit and in very sharp focus, in comparison to the rest of the action which was projected behind them.  That action appeared grainy and slightly out of focus. Computer animation techniques in the 1990s have smoothed out the problem.  Their incorporation into film is often down to the determination of film specialists like James Cameron.  He insists on new inventions and uses them as the centrepieces of his films, morphing in Terminator 2 (1991) was the catalyst.  Jurassic Park (1993) solved the problem of perfect focus: the computer allows a predetermined amount of motion during the film’s exposure; the result is a slight blurring of the images, letting them become fully integrated into the action, eliminating the stiff, mechanical effect of animation.  Other developments add to the spectacle, but are so expensive that they are only employed on a blockbuster which returns the enormous amount of money spent on its production.  They include: the use of blue screens to place the actors into computer generated backgrounds; the ability to copy images and so create huge crowd scenes (armies, or tigers in Gladiator); the use of ‘cut and paste’ to transfer the face of an actor onto his body double; the use of bullet time technology in The Matrix and Charlie’s Angels.  Students will have examples.

DISTRIBUTION  Normally a film is shown in mainstream cinemas, certainly if distributors are sure that it will do well.  There are alternative means of delivery. Some are given a limited release, others immediately transferred to video ‘sell-through’. Others are sold to private film societies and the network of subsidised cinemas known as Regional Film Theatres or ‘art-houses’: often films in a language other than English, or independently produced US films, or smaller budget British films or re-runs of Classics.  Some are made directly for television.  Cable and satellite channels are big players due to the money they have and the size of the audience that they can reach.  Almost all films are released onto video eventually. 

Analysis of film on the aspect of CATEGORIES should consider:
· the medium of film tells stories 

· it is produced for the purpose of profit and entertainment.

· it exists mainly in the form of feature film which has one main purpose, although there are less well-known and less common purposes

· it has many sub-divisions 

· it does not have to contain all the conventions to be placed in a genre

· the blockbuster employs at least one star, a well known director, the latest in special  effects technology

· the history and status of the star and the director is vital

· it has a mix of genres to appeal to the highest number of people, but not all films appeal to all sections of the population

· it uses repetition, but there is always variety within the repetition

· it builds up expectations and they must be met by the film

· it is hungry for the latest technological developments

OUTCOME 1: Understand media texts

(b) Description and explanation of codes is accurate

LANGUAGE.  A written text uses the rules of language - grammar - to convey information and ideas to the reader.  In the same way film has its own language which is often taken for granted because audiences are so used to it.  The students know many of the codes and interpret them at a subconscious level: close-ups on faces show emotions, a sudden burst of loud music means that something dramatic is about to happen.  This sort of response indicates that they can cope with the concepts of denotation and connotation.  Still images from a pack like ‘Reading Pictures’, and film posters, can guide them.  They are loaded with connotations.  Work can move onto simple codes used in films.  The codes and the details below should be used as a guide. They may offer too much information and too much detail.  The response of the students will determine teacher input. 

TECHNICAL CODES: How we look at the frame (camerawork)
Camera distance: the close-up emphasises the moment, heightens and dramatises, or isolates; the medium shot shows gesture and body language, and allows character movement; the long shot gives prominence to the setting (Task 1).

Camera angle: eye-level is normality; low indicates dominance, remoteness and cruelty; high suggests inferiority, the helplessness of the victim. A high angle is  common in card game scenes (Coliseum in Gladiator). Tilted angles indicate confusion physical, psychological, or moral.  (The Third Man suggests a post-war Vienna).

Shots: 9 possibilities (Appendix C).  The point of view shot allows identification (the boxing scenes in Raging Bull).  Others are intertextual and the meaning is constant: insert, establishing, close-up, over-the-shoulder, reaction and shot-reverse-shot.

Lens choice: wide angle elongates features so that close objects are enlarged, and distant objects are dwarfed (Chinatown makes characters more sinister); telephoto permits identification with characters; zoom is common on live TV.

Camera movement: its mobility creates tension, the pan across an empty room, the track down a deserted street.  It slows down and speeds up time.  Steadi-cams used in Rocky (1976) to give point of view; in Goodfellas it travels with Henry and Karen Hill as they arrive at the Copacabana charting their smooth progress to the top of the heap. 

Film choice: no option but black and white till 1935.  Now most choose colour (cheaper).  Some directors blend and shift: A Matter of Life and Death (1946) where earth was in colour, heaven in black and white; The Wizard of Oz  does the same for Kansas and Oz.   Black and white suggests a stark and brutal world (Raging Bull), or a more ‘real’ world (Schindler’s List, JFK). 

Special effects: appear in sci-fi films. 2001, The Matrix; any Star Wars film; freeze frame ends Butch Cassidy.  Slomo and Fastmo generate confusion, intensity, anxiety

Lighting: gives the film a look and sets the  mood (melancholic sepia in Butch Cassidy), or expresses the character’s emotional or psychological condition.  High key light produces an even, natural look; low key guarantees shadows creating uncertainty and mystery in The Usual Suspects, menace and foreboding in Seven and guilt and suspense in any film noir.  Intense bright light captures a large depth of field, and emphasises spectacle (any Roman epic). Underexposed film in The Godfather 2 captures the tortured guilt of Pacino.  

TECHNICAL: How the arrangement of frames makes the film (editing)

Editing is motivated by the context, but there are some general rules and some general effects. There are two main methods of editing: continuity editing (invisible editing) that follows the 180 degree/the 30 degree rules, match on action rule, and the eyeline match and matching image rules.  There is also montage (or ‘unjustified cuts’) where time and space are manipulated and dislocated in the narrative (the broken narrative in Citizen Kane adds the psychological, jarring dimension).   

Edits make the significant changes made at significant moments.

Edits cut to different places and intercut between events happening in two or more places at once (the climax to The Godfather, 4 Weddings and a Funeral). The cross cuts in Cabaret shift the audience from the sinister and evil Nazi presence to the frenetic and desperate decadence of the theatre.

Edits omit unnecessary action: the montage in Raging Bull stands for la Motta’s career.

Edits vary the point of view. The flashbacks in Double Indemnity recount events and add a psychological dimension to MacMurray’s manipulation.

Edits build tension: gunfights in The Good, Bad, Ugly and in The Untouchables.

Edits create places and people that do not exist: Dead Men Don’t Wear Plaid 

CULTURAL CODES:  What is in the frame (mise-en-scene)
Setting defines the types of action and conflicts and provides the motivations and the moods.  The atmosphere is realistic (Trainspotting) or stylised (Batman).  The landscape can be neutral, awesome, friendly or hostile (Heat’s Los Angeles is alien: humanity is tiny).  Location and studio shooting offer respective dis/advantages.  Outdoor location work provides authenticity but is costly, and presents scheduling problems and even local currency problems (The African Queen 1952, Apocalypse Now 1979 and Gandhi). 

Wardrobe and props: reinforce personality and class; the social, financial and moral status of character; and date the period.  They create empathy or hostility.  Black is evil in traditional films (the baddies in Shane; Darth Vader), but not in Batman or The Matrix where black chain store suits fight black designer labels. There is great significance attached to the watches in For A Few Dollars More, the clock in High Noon, the lighter in Strangers on a Train.

Performance: its importance is emphasised by picturing another actor in the role.  Voice and gesture and body language are all tied in with the identity of the star: it is used as a shorthand - a predictable commercial package for audience consumption.  The way the audience responds to the characterisation is dependent on its foreknowledge (word of mouth, the genre, reviews); on the other roles played; on the name of the character; on the appearance; on the symbolic values of colours (red in Marnie), and objects connected to the character (props, make-up, hair); on speech; on gesture; on action.   The star is often the bond between the audience and the film.  The reverse applies; the audience is in shock at Stallone as the rundown, seedy cop in Cop Land; and at Travolta as the ruthless killer in Reservoir Dogs; and at Henry Fonda as the ruthless mercenary in Once Upon a Time in the West.  Where the character appears in the frame (central and dominant, or peripheral and insignificant) is also important. 

The choice of title sequence, graphics and other print. Credits play a significant role in film identification.  Early films show the influence of picture book technology, and there is frequent use of subtitles.  Pre and post film statements appear on the screen especially in westerns, war and historical epics: they give authority and credibility to the action, and assist the transfer from reality to film, and from film to reality.   Light comedy is typified by story book prints and animation.   Dramatic films inject credits directly into the action of the film and the audience is immediately there in the visuals.  Psycho’s fractured writing indicates the split personality of the psychological drama.  Superman’s zaps across the milky way at supersonic speeds.  Star Wars has the perspective of the text vanishing into infinity and beyond.  Very common are the sombre white titles on dramatic freeze frame.  It is stark and intensifies the shock in Mississippi Burning, and it is intermittent and intriguing as Goodfellas opens. 

The soundtrack. Sound is more and more important.  It consists of speech, music and noise that combine to suit the purpose of the film.  To-day’s supreme technology means that up to 20 different tracks are available with Dolby surround.  The composers and their history provide useful information (Wet, Wet, Wet were unknown before 4 Weddings and a Funeral and Love is all Around).  These questions are central to the place of sound in film: what sounds are there?  What qualities do the sounds possess?  From where do they originate?  At what moments do they occur? 

The music reinforces the visuals; it suggests time and place, or other cultural memories and experiences.   A tense moment is heightened by melodramatic music.  Music can identify character as in James Bond, or in Once Upon a Time in The West and Charles Bronson’s harmonica, and Morricone’s music in The Good, The Bad and The Ugly. Often the music creates the mood: the grandeur of 2001 and the nostalgia in American Graffiti whose songs are identified with an era.   Sometimes the sound seems out of context: The End by The Doors begins Apocalypse Now, and during the napalm attack Duval plays The Spirits of Valkyrie.  In Mickey Blue Eyes We are Family plays as Hugh Grant enters the Mafia café.  This discord between music and action/character is there as Renton attempts his cure in Trainspotting and in Reservoir Dogs where Stuck in The Middle With You beats out as Mr Blonde kicks the policeman.  

Sometimes there is a seen source of sound.  Sometimes there is not.  This allows the director to use the surrounding sounds to create the larger world (car horns in any city scene); or simply to suggest it:  in Gallipoli an ‘audio’ bazaar is created as soldiers walk across screen, achieving financial savings as no set was built, and suiting the artistic purpose in that there was no visual distraction from the main action. 

The script and style of dialogue also provide information about the setting, the period and the characters.  Voice-over is now a bit dated, but it still has a purpose: to intensify dramatic moments, or to identify the main character.  It allows the audience to adopt a position viz a viz the voice (Apocalypse Now, Donnie Brasco, Terminator 2), or to ponder as the narrative enigma begins (Cop Land starts with the unidentified, decontextualised de Niro).

The delivery of dialogue is important.  It varies from the theatrical to the sombre tones to match the serious or the legendary moments.  There is less precise and more expressive mood dialogue (Marlon Brando) that dictates an atmosphere (the casual and inconsequential chat during the wedding sequence in The Deer Hunter) or it strikes an attitude (Boyz in the Hood).  Many directors employ off-screen dialogue, possibly irrelevant to the action, to suggest the busy world, or to invite the audience to anticipate the next visual image. 

CODES and GENRES  There are codes that are genre-specific, that have been used so many times that the audience expects these codes to be delivered.  In a horror film among these codes are thunderstorms, failing lights and exaggerated sounds; or shots of wide-open spaces and the setting of the town with its clapboard houses, saloon, sheriff's office and dusty main street in westerns. (Task 3)

One method of consolidating the effect and the effectiveness of the different codes is to look at trailers.  They provide many different styles in a short time, especially the case for films that use a mix of genres.  It is practical and rewarding to deconstruct the first scene(s) of a film.  They give lots of clues as to what the film will be about, establishing place and time and the characters.  The shots allow for assumptions over the type of character, their role and their relationships to one another (these assumptions are often made before the cinema is reached; the audiences for Rocky 4 and for a Leonardo di Caprio film know what they are going to see).  The titles of the film, its lettering and style, give an indication of genre as does the background music (think of any recent sci-fi blockbuster).  Without realising, every reader has entered the world of the film and begun to read the signs. The language is being decoded.  A breakdown of the first scenes of The Untouchables follows.  Many text books contain such deconstructions (Robocop, pages 92-94 of An Introduction to Film Studies).  It was chosen because it is relatively short, has a distinctive film noir look and exhibits many key analysis points.   The deconstruction of the first scene is in tabular form and the second is written as prose (Task 2).  Once the codes have been looked at for this film, another film should not present too daunting a prospect.

The untouchables

TITLE SEQUENCE

Codes


Denotation
Connotation

Consider font size, type and colour/music


opening credits scroll past; 

the font is clear and plain; 

the colour is white against a black background

the soundtrack is jumpy and unsettling


the audience knows that the film is set in the past and deals with ugly and violent characters/events



SCENE 1: The Barber Shop 

Technical 


Denotation


Connotation



Framing


the figure in the chair has centre stage with the 5 other characters  around him in a circle, two are ministering to him


his importance is obvious and he is the big boss

Camera angle


from above meaning that the only person seen properly is the figure in the chair; he is the only one directly facing the camera


there is an air of mystery due to the towel obscuring his face

Camera 

shot

Camera

movement


begins the action in the scene as the camera zooms slowly into the face of the seated figure and the towel is unwrapped to reveal his face
suspense is created as the audience waits to see the identity of the character and what he looks like



Colour





Lighting


appears to come from above and shines down directly onto the characters
a bright room where things are clearly visible



Soundtrack


the dialogue and forced laughter
they are in fear and terror of the big boss



Editing: significant cuts


camera stays on his face throughout the scene apart from 2 short cuts: 

one to show the reaction of the journalists to his comments, the second to show the face of the barber
together with the forced laughter, it is clear that they are all fearful of him and the incident with the cut finger just adds to that impression



SCENE 1: The Barber Shop

Cultural 


Denotation


Connotation



Setting


Time (1930), place (Chicago), theme (Prohibition), central character (Al Capone) are positively identified 

the polished wooden floor is a deep red and the rug has a distinctive pattern and looks expensive


whole history is connected to him and the period

suggests a well-appointed room, a place where important people have a shave

the colours take away some of the starkness of the scene 



Objects in scene/props


very limited, normal furniture of the barber shop: chairs, mirrors 


little distracts the eye from the central figure

Costumes


suits or blouse and skirt for the manicurist
standard uniform for gangsters and for barber shop workers



Performance 


there is a stillness about all but 2 of the characters; they are either tense and rigid or working very hard at their tasks

but the central character lolls in the chair looking relaxed and comfortable


it looks a bit threatening, reminiscent of a tableau and their silence is expecting something

in command, unworried about the future



Dialogue


precise, well-cultured speech patterns of the English journalist contrasts sharply with the coarser strongly accented American dialect of the central character


a puzzle for the audience -to know why the journalist is there and his importance

Soundtrack





The theme of the scene is waiting for the event and the threat of violence

SCENE 2: The Street

There is a straight cut moving the audience directly onto the street.  The establishing shot is of the outside of a bar, with suburban houses along a street that turns around a corner.  The underside of a concrete road of some sort passes overhead.  The lighting shows that it is during the day, but most of the scene is in shadow.  The colours are muted, whereas the street round the corner is in brilliant sunshine.  Its colours are brighter and the houses look a little more prosperous.  It appears that a great deal of effort has gone into creating a street in Chicago of that period.  The costumes and vehicles fit in well.  The connotation is that this part of Chicago is reasonably respectable.  There are no drunks or litter and the people are tidily though not flashily dressed.  The contrast in lighting is a sign that something dark and unpleasant may be about to happen in that area. 

This idea is reinforced as the camera begins to track a young girl who emerges from the ‘sunny side of the street’, crosses it and enters the bar.  She is moving from the light into the dark.  The connotation is that an innocent child is heading into the bear pit.  This is a common technique that establishes that a character is about to enter an uncertain moral zone, or to face a psychological crisis, or to meet physical danger. 

The next shot is taken from within the bar.  The girl enters and crosses the room.  The lighting maintains the muted tones.  The mise-en-scène suggests space with little in the way of furnishings.  This shot is cut on movement.  The girl next appears at the bar.  The shot is framed carefully so that the bartender and the ‘customer’ are in the foreground, one either side of the camera.  This cut is unobtrusive and it is doubtful if the reader would notice it.  The camera is between the two figures: the view is directly down the bar, towards the door and window, its light landing on the polished bar surface. Shapes in the window (shirts) and a curtain over the door soften the light.  

Once the bartender has refused to buy any supplies, attention switches to the girl who hands over her pail.  The small talk between her and the bartender makes the audience relax; the camera then switches to the briefcase on a seat beside another ‘customer’ before returning to the conversation via an insert cut, and returns for a close-up.  The tone of voice and the intimidating stare add to the tension. 

As the girl grabs the briefcase and runs to the door her language and facial expression suggest a willingness to please and a genuine desire to help.  They are in sharp contrast to the next actions.  The camera is placed behind her so that she is framed in the doorway. The next shot is from outside the bar just as the explosion occurs. The following two shots of the ‘customers’ getting quickly into a car and driving away leave no doubt as to who was responsible. 

The two scenes were put side by side to make the point that Al Capone was lying when he maintained that there was no violence done by him or his employees.  This use of two shots to produce a meaning is montage.  It has set up the film for the audience.  The promise of violence has been kept and the other expectations will be met as the story and conflicts develop.

Analysis of film on the aspect of LANGUAGE should consider

· the film has a language

· the language consists of a number of codes 

· the codes are divided into the technical and cultural codes

· the codes carry meanings at a surface level and at a deeper level

· the words are denotation - what is seen, and connotation - how what is seen is understood by the individual member of the audience  

· the codes are often understood implicitly, but analysis requires that information to be made explicit (sometimes the vocabulary of the students impairs the quality of the explanations)

· there is technical language to be learned (mise-en-scene) and the camera shots and movements

· the openings are crucial because they take the audience into the film world and ask the audience to make a commitment to its reality, and this makes those few minutes well worth concentrating on for the media analysis.

OUTCOME 1: Understand media texts

(c) Description of narrative structure is accurate

STORYTELLING is the main reason why audiences attend cinemas.  The way that a story is told depends on who tells the story, what the storyteller intends by telling the story and the audience that is addressed. This is demonstrated by considering a common-place activity such as recounting one's activities at the week-end to a friend.  This will involve some of these possibilities:

· where you decide to start

· how you decide to start

· paying most attention to interesting events

· rearranging the order in which events occurred

· leaving out much of what was done because it is mundane and irrelevant

· exaggerating any humorous or embarrassing moments

· dwelling on emotions 

· altering the story depending on the audience.

Talker and listener are aware that ‘editing’ takes place, but it is part of human interaction and therefore acceptable.  A film tells a story in the same way and, once the identity of the narrator is known, the narrative is best broken into: what happens, to whom does it happen, why does it happen and is it justified? (Task1).

STORY/PLOT  Depending on the nature of the students, it may be possible to introduce the distinction between story and plot.  The story is the way that the viewer makes sense of the events but the plot is the actual order of events that takes place in the film (the earliest event the audience sees to the latest event the audience sees).  The two may be synonymous but often they are not.  The audience knows that there are certain standard ingredients (conflicts, chases and violence; romance is often a sub-plot) and certain plot rules (causes have effects, actions have consequences).  The pleasure is in predicting the outcomes, or being surprised by them.  The audience seeks to know what prompts the chain of events.  The narrative pleasure is also in how the story is told.  This involves the language/style of the text: the editing techniques, the type of storyteller, the use of codes and the overall message behind the story (Task 2).  It is possible to have multiple storylines. Films frequently use relationships to provide sub-plots within the main storyline (not as often as soaps and sitcoms).  They draw the audience into the story by making it more complex and therefore more realistic.

CHARACTERISATION  Characters are always rounded, allowing the audience to understand the clear and causal link between events.  Things happen due to the inner state of the character.  The opposition between good and bad (Skywalker versus Darth) is a key method of  moving the story along. This makes casting very important. Audiences expect a star to bring specific qualities that match the character.

NARRATION  is sometimes employed.  Voice-over offers omniscience (de Niro in Cop Land); makes the audience identify with the character (Deckard in Blade Runner versus The Director’s Cut); or deliberately misleads (The Usual Suspects).  Restricted narration means the audience knows as little as the character (The Sixth Sense).

TIME  The techniques are similar to those from the beginning of this section.  Time is central to narrative and can be managed in many ways, including the flashback, linear time, interrupted time, parallel time. There are multiple narratives (Jackie Brown), severely dislocated narratives (Once Upon a Time /in the West/in America).  Visual and editing techniques assist, including flicking over a diary or calendar; fading out, wiping or dissolving; whip pans and montage convey the passage of time; and cross cutting depicts events that occur simultaneously.   Continuity editing tells the story coherently, allowing the narrative to flow smoothly from shot to shot (Task 6).  It sets out the action of the narrative in time and space and yet is unobtrusive.  It allows the director to lighten, or intensify or to offer a contrast to the mood.  Space itself can suggest a world beyond the frame through the use of conversations, or other noises disconnected to the immediate narrative.  It can create the sense of openness, that the world is waiting for the arrival of the character; the frame can also contract and suggest that the world and time are running out for the character.  It can create a suffocating claustrophobia.  No matter, the space around characters must be edited to preserve the illusion.  Scorsese only works with the same editor, who emerges from retirement to edit his products.  Done well, the claim is that the joins are seamless.  This maintains the illusion of reality without allowing the mechanics to become visible.

CLASSIC NARRATIVE  pattern is the one used for virtually all Hollywood feature films.  The students know this as a beginning, middle and end, but they will understand the more technical explanation.  The stars normally begins the story, but sometimes it is irrelevant to the story (James Bond).  It begins with a stable and established state of affairs (Normality) into which conflict arrives (Disruption).  Development follows, often shown as a series of events which release information in small amounts, arousing interest and attention by creating a puzzle for the audience (Task 4).  Sometimes the cause/effect is easy to follow (Raiders of the Lost Ark), sometimes very complex (The Usual Suspects).  A vital part of the pattern are the cliff-hangers.  This leads to a resolution (Return to Normality, seldom quite the same as it was at the beginning).

CLOSURE  The Hollywood film normally ends in narrative closure where all loose ends are tied up and resolution is complete.  This is normally happy, even in such films as Titanic.  It is obvious in the titles and credits (Task 3).  Closing devices include the repetition of key music, a written message, a return to the original setting, a repeated motif or a reference in the dialogue (The Cincinnati Kid is rich in closure).  An important device is the unexpected ending, sometimes demanding silence from the audience (Psycho, The Sixth Sense, Citizen Kane).  The main characters may appear in a new film with a different story and sequels follow (Rocky, Airport and James Bond).  Some horror films have no resolution; the purpose is to shock (Evil Dead).  The only other place in films where there is no closure is in film trailers (soaps, serials and advertisements make fine open-ended contrasts). 

Codes combine to impart the same information and ensure that the audience understands what is happening.  Sound helps in its various forms: dialogue, sound effects and music.  Lighting contributes to the mood.  Settings are associated with particular characters, plots, events and atmosphere and psychological states.  When a set of codes is used together with enough frequency, the codes become the conventions of a genre and the audience has inside knowledge on how the plot will develop.  Particular genres have typical narrative patterns. 

Horror
Settings:

Characters :

Narrative :

Romance.
Settings:

Characters :

Narrative :
Gothic architecture or areas surrounding

the human space.  Normal society is represented by ‘human spaces’ whereas the irrational elements occupy remote places.

Heroes are usually representations of ‘normality’

Villains tend to be deviants from ‘normality’ - distorted beings

Stock characters include assistants and victims

The opening establishes the hero and introduces a suggestion of the threat to normality, more likely is immediate destabilisation. 

The middle section reveals more of the ‘monster’, building encounters up to a climactic confrontation.

Resolution is normally victory by one of the parties.  The degree of horror varies, depending on classification.

Anywhere from exotic to decaying.

The principal characters are the couple who fall in love.

Stock characters include the helpers who assist with the romance and 

detractors who attempt to keep them apart.

The opening sequence will establish the principal characters and their circumstances, generally they are without partners.  

The middle section reveals by degrees the progress of their affair, building obstacles and encounters up to a climactic confrontation. 

Resolution is normally a settled state of affairs (happy or sad).



The narrative structures are similar but the genre conventions produce different stories.

The opening sequences (12 minutes) of films of different genres offer opportunities for the study of narrative.  They normally have 3 ingredients: titles, the establishing shot, and sequence(s) that introduce the story.  It allows the audience to understand how everything is arranged.   It imparts a sense of time and place and often presents at least one of the main characters. The codes set the tone and atmosphere (Task 5).

Analysis of film on the aspect of NARRATIVE should consider

· there are many ways to tell a story, but the story must suit the genre

· the opening is crucial, for an understanding of the story or of the main character

· time is manipulated, generally ‘real time’ is shortened, and so editing is important

· the events can occur in a chronological order, or in a broken sequence, or be told in flashback

· the characters are very easy to know and to understand

· the characters get what they deserve, are normally heroes or villains and earn audience sympathy or hostility

· when there is a cause there is an effect, sometimes easy to follow, sometimes not; but there are always key moments

· there is a classic narrative pattern that involves normality, disruption and return to normality

· there is normally a happy (Hollywood) ending when all matters are sorted out and the audience is pleased with the outcomes.
Outcome 1: Understand media texts

(d) Description of stereotyping is accurate.
REPRESENTATION  Film is not in the reality business.  It represents reality and gives the audience pictures of reality that are its constructs.  Using words, images and sounds, the audience is presented with a view of the ‘real world’, its characters, its communities and its societies.   Stereotyping arises out of that representation.  It is how the film portrays characters, events, ideas and issues the way that it does.  These stereotypical representations are selected from a range of possibilities; but they all conform to the conscious (unconscious) beliefs shared by most of the individuals in the community or culture or society.  Particular social groups are often portrayed in the same way (regardless of medium).  In film audience response to character is based upon how the characters look, what they say and do, their dress and mannerisms, where they live and how they deal with other characters.  Another factor is the audience expectation of the star who plays the character (Task 1).  To help make sense of this information the audience uses categories, derived from, and sustained by, their culture and its interaction with its media (and vice versa).

Film-makers are forced to condense a lot of material into a short time, they rely on the fixed, exaggerated image of a type of person as a kind of shorthand between them and the audience. Blockbusters, which have to fit in special effects and lavish scenes, rely heavily on stereotypes.  Simple examples include the female wearing large spectacles to indicate a brainy character, a character that is unattractive (until the glasses are removed), the blonde who does dumb things, Bond villains who often speak with a foreign accent and the Germans in Indiana Jones films.  The latter form a contrast with the German crew in The Boat.  The director has a large say over the response of the audience.  Those feelings can shift in the film, and in different films, between  sympathy and hostility, between neutrality and prejudice.  The audience adopts its favourites and its villains (Task 2).

Disney animations offer a straight-forward way of looking at stereotypes.  Animal characters are used to convey human personalities and stereotyping is the simplest way of doing this.  In Jungle Book the elephants are led by a ‘Colonel Blimp’ character and the villain, Shere Khan, is represented by a ruthless, smooth talking, well-bred Englishman in the guise of a tiger (recent Hollywood films have employed the smooth upper-class British accent to portray the villain).  Focusing on one or two stereotypes allows the students to identify the codes: the soundtrack, the props, the lighting, the settings, but also the mannerisms (Task 3).  A feature film that deliberately uses stereotypes is Dick Tracy.  It is so based on comic strip characters that the gangsters wear latex moulds and they appear identical to their caricatures in the drawings.  This is extreme stereotyping. Students identify ‘hero’, ‘loyal little woman’, ‘gangster’s moll’ and ‘child who has had a rough deal from life’ and their characteristics.

There are many different examples of stereotyping that are useful in the class.  There is the portrayal of the American soldier in World War 2 films and the portrayal in Vietnam films.  The passage of time, the change in audience attitudes, and the message that can be constructed, and will be accepted, all contribute to the move from hero of freedom and purity, to protagonist filled with uncertainty and doubt.  

Other ‘war’ films, supported by the American military, sought to restore balance to the original  representation (Top Gun, An Officer and a Gentleman and GI Jane).  There the traditional values of the strong individual with the competitive edge, motivated by pride and patriotism, dominate.  The image of the police force is another obvious example.  It is there in terms of the raw recruit in conflict with, or assisted by, the worthy/unworthy veteran (Rookie), and the city cop versus the hick from the sticks (Cougan’s Bluff).  There are various levels of integrity in many police films: consider the police as they appear in Serpico and in and in many British classics, like The Blue Lamp.  Cop Land is a fine example of the stereotyping of a range of different police officers, and of the stereotypical image of an actor: compare Stallone in Rambo: First Blood with the shambling Freddie in Cop Land.  In Home Alone the stereotype of the spoiled kid and the security of the family is examined.  Stereotypes of marriage, people at weddings and their behaviour, the life style and the manners of the English upper class, are all evident in 4 Weddings and a Funeral.   No matter what treatment people receive, few feel that they are given a fair deal by the way that they are stereotyped.

GENDER  is the area that offers most scope for the examination of stereotyping.  Again still images offer a useful starting point  into this aspect of representation (see Appendix B SELLING PICTURES).  Women are frequently represented as a ‘potential self-image’ to other women.  The reader aspires to a similar appearance.  It is achieved by following the suggestions and advice in the media text.  This fantasy is closely related to romance and happiness.  The connotation is that the reader will improve herself in the eyes of men and so become more desirable.  Men, however, prefer images that can be owned, controlled or used (women or machines).  

This put limits on images of men and women deemed suitable for film.  Women cannot be unattractive, overweight or possess a disability because these are not part of the fantasy (Task 4).   Men are more likely to be represented in terms of power.  They are shown as active and in charge.  They are in the world of doing whereas women belong to the world of feeling.  Men cannot be shorter than women (Tom Cruise, Dustin Hoffman), weedy or lacking in control.  Men are shown within the frame in positions of dominance.  Men are lit differently from women.  Women are often filmed as if through a soft haze, either with romantic connotations, or to disguise the effects of time.  Age for women often suggests decay; for men, nostalgia and a chance to relive, or redeem, the past (Unforgiven). Women are not allowed to be, or grow, old. They are on screen to be looked at for whatever motive the narrative provides.  Men still find employment in the industry despite their age (and sometimes their appearance).  However, the producers provide a product that accurately meets the needs of their customers.  The stereotypes must be ‘what the public wants’ … 

Female stereotypes dominate in ‘film noir’ because they relate directly to those on the magazine covers.  The femme fatale in these films is synonymous with the image on the front of Vogue and Bazaar, enigmatic but alluring, with exceedingly fashionable clothes, lit artificially and artistically, and with a slightly averted gaze.  These women appear aloof and unattainable.  They are sexual objects (often with cigarettes) and they are active agents.  Most of the films insist on the death of the femme fatale, and this often causes difficulties for the sympathies of the audience, and its sense of ‘fair play’.  In direct contrast the other woman in the film noir is young and attractive, but caring and sensible, and family orientated.  She wants to help the male character find success - a direct representation of the image on the covers of ‘middle of the road’ magazines.

Films that use the most blatant male stereotypes are of the action/adventure genre.  Little attempt is made to explain motivation, emotional conflict or the skill of the characters in achieving incredible stunts.  The emphasis is on physical prowess and bravery.  Symbols of power are prevalent: large guns, fast cars, helicopters, gadgets, and at least one beautiful woman to dominate.  The codes include short, sharp cuts that inject pace, a variety of sound effects, exotic locations and a rhythmic soundtrack. Last Action Hero attempts to mock the stereotypes and conventions.  The hero is forced to leave the ‘movies’ for the real world; the conventions on which he relies are gone, possibly the real fate of Schwartzenneger after End Of Days.

It is difficult to find films that do not show stereotyping because the conventions of a genre include typical characters and a conscious decision has to be made to avoid the stereotype.  The Unforgiven breaks the rule: the main character possesses all of the physical attributes of the gunslinger, but fights against the most powerful characteristic - his skill in killing.  Yet the story climaxes in a set piece gun battle where this skill is used to awesome effect.  It is reminiscent of Shane.  Other reversals of the stereotype include a black companion; a young ‘hanger-on’, too short-sighted to shoot properly;  a vicious sheriff; a bounty hunter with his own pet biographer to add his exploits to the Wild West mythology; and saloon girls who are characters, with emotions and minds.  Clint Eastwood reinforces the apparent stereotype of the gunslinger, and makes his image, as a character determined to avoid killing, all the more compelling.  Ripley (Alien), originally cast as a male, and Sarah Connor (Terminator) offer worthwhile contrasts (but both are action/adventure films)…Thelma and Louise may be a better alternative or The Color Purple.

The close ties between a character and the qualities that are thought to be possessed by the star are used frequently by film-makers.  For example, Sylvester Stallone’s monosyllabic tough-guy image was used in a large number of films until the public tired of it; John Wayne represented a similar type of cowboy; and Sandra Bullock can be relied on to make the endearing ‘girl next door’ character believable.

Stereotyping of nationhood, especially Scotland’s, is a useful resource. Tartan tat sold to tourists, jokes, cartoons and adverts all show a fixed image that combines bagpipes, kilts, heather, castles and misty glens (Brigadoon).  It reappears in Four Weddings and a Funeral and Loch Ness.  Films set in Scotland’s past (Braveheart and Rob Roy) portray the Scots as strong and brave, determined not to surrender to the yoke of the malicious, treacherous cowardly English.  The ‘feel’ of the period is more important than historical accuracy and so the films play on the emotions; sacrificing well-rounded characters for stereotypes that encourage this.  The world is slightly different in Gregory’s Girl, Ratcatcher or Trainspotting.

Analysis of film on the aspect of STEREOTYPING should consider

· film does not show real people and real problems; it makes them up from a range of available choices and so it is very selective in what it shows and says about people

· film needs stereotypes because characters need to be easily identified - the tough guy, the caring woman - as there is a shortage of time to know them 

· it makes it easy for the audience to make judgments on the characters, adopting favourites and permitting identification 

· the stereotypes are made up from what film-makers think about people and what they think the audience will believe about the people and so it is very complex

· there is also what people have seen in other films with similar characters

· this is done by the way the characters talk, the way that they look, the way that they dress, the way that they walk, where they live and how they act towards other people in the film (and what the audience thinks of the other people)

· some people think that they are given a positive image and other people think that they are given a negative image, very few people are happy with the way they are shown

· some have reason to be less happy because they are not shown, or always shown in a bad light and this involves gender, race, age, class, education, violence …

· the stereotypes that appear in films are dependent on the culture, where people live, what they believe is important and what their views are on other people in the society

· the film builds up its own world and puts into it ideas and relationships - the family, marriage - that it thinks the audience will accept as ‘common-sense’ and so reasonable

· the audience accept the stereotype or reject it or make some sort of deal and half agree and half disagree with what they see.

Outcome 2: Describe the relationship of audience to media texts.

(a) Identification of a target audience is justified by reference to the text.

(b) Identification of at least two kinds of audience reaction is justified by 

reference to the text.

Fewer people in Britain go to the cinema now than in the 1930s, and they go less often (Task 1).  This is evident from surveys.  Interviews with older people furnish the same information.  The comparative decline in cinema attendance involves the relationship between television and cinema.  But at the time of the sharpest fall in attendance, most televisions were owned by the middle classes and yet it was the urban working class who deserted film.  Still, cinema attendance is very profitable: in 1994 UK inhabitants made 124 million visits to the cinema paying close to £530m. Also more films are watched than ever before.  This is due to the increase in the ways films can be viewed. 

Audience profiles indicate how seriously the industry works on marketing the product. Films today are aimed at the largest audience and that is 15–24 year olds of both sexes and all income groups.  Gallup is commissioned by the Cinema Advertising Agency (CAA), and their research methods mean that cinemas, representing 70% of the nation’s total number of screens, are asked for box office figures every week.  It is not only the type of film which is being shown that affects attendance.  Other factors include what is on television, the weather and the timing of the school holidays.  The agency also commissions a project CAVIAR (Cinema and Video Industry Audience Research) which concentrates on who is going to see what and who is hiring which videos.  It is an annual survey of 3100 people over 5 years old and produces details based on age, gender and socio-economic class.  The survey generally focuses on:

· the use of cinema for courting couples

· the inconvenience of travel (weather, time factors, cost etc.)

· the reduced choice of films at a  local level

· the idea of a ‘night out’; socialisation, inclusion of other activities etc

· the difference between watching with many, rather than family/friends or alone

· the size of the picture/cinema  

· the superior sound quality – the sense of being ‘immersed’ in the experience

· the increased control over the film – when and where to watch it and with whom; how to watch (remote control gives absolute power) 

· the increased availability of films through terrestrial, satellite/cable TV or rental shops 

· the ability to ‘store’ some of these on own video recorder for use later

· the difference in costs

· the increased choice of films on video; for example different cultures can be catered for as shown by the high percentage of video ownership amongst Asian households and the availability of less popular ‘arthouse’ movies.

These are among the criteria that the agency believes is at work when audiences select a film to watch, but there are also other ‘audience’ factors (Task 2). 

CHOICE  depends on where the audience lives, how much the audience can afford to spend, whether or not the audience has access to a television and video recorder and its current social circumstances.  Only then is the decision about a specific film able to be made.  That choice is based on three criteria: the availability of the film; by whom and in what circumstances was it recommended;  and what level of personal interest is met by them watching the film.  This is dependent on background, age, gender, race.

AVAILABILITY  The choice of film available at a local cinema is restricted. Cinema ownership is concentrated in the hands of a very small number of large corporations who frequently own the distribution companies.  This close relationship is designed to minimise the risks always present when a new film is launched.  In reality it means that each chain shows the same film at more or less the same time.  Further, the films are chosen on the basis of their success in America, and subsequently their showing in London (the location of Britain’s major cinema audience).  A survey of the films available in the local area over a short period illustrates this point. The existence of independents (e.g. Robins) and arthouses or film societies cannot challenge such might.

The British Board of Film Classification (BBFC) views every film and decides which kind of audience it is suitable for and so choice may be restricted by age.  It charges film producers roughly £10 per minute of running time to classify the film.  The 1977 Obscene Publications Act is used by the BBFC to decide whether ‘a film has the tendency to deprave and corrupt` and thereby refuse it a licence at all.  Even passed, the local authorities can ban the film from being shown in cinemas in their areas on the grounds of taste and decency: Natural Born Killers and Crash have received very restricted viewing for this reason.  The Life of Brian suffered a similar fate.  

Language and the amount of graphic sex and violence are obvious triggers that determine classification, but the psychological impact of a film is also taken into consideration.  With the huge increase in watching videos, and the increasing tendency for many films to go directly onto video, the commission, set up by the Conservatives in 1984 led to the Bright Bill.  It was a direct result of the murder of the toddler, James Bulger, and concluded that there was no guarantee that supervision of children’s video viewing would happen.  Such moral panics about media effects are common.  Stricter criteria were to be applied by the BBFC when dealing with films to be released on video.  Some do not receive a licence even though they are shown in cinemas (A Clockwork Orange and The Exorcist), and others are savagely cut before receiving a licence.  Video and film classification are similar, except that there are special categories, one for younger children (12), and one that is restricted to licensed sex shops (R18). The BBFC acts as an advisory body to the film industry but it is under a legal obligation, accountable to the Home Office, when certificating for video.

RECOMMENDATION  It is unusual to visit the cinema, without being aware of something about the film.  Distributors want to advertise the film to as many people as possible, but they also know that there will be a group(s) to whom it will particularly appeal.  This group is made the TARGET AUDIENCE for the marketing campaign. They identify the Unique Selling Point (USP) which is the factor that makes this film different from all the others in the genre.  They decide on the advertising budget according to the profit that they consider the film will make, both at the box office and from video rental and sales plus various spin-offs like licensed merchandising 

whereby companies buy the right to make toys or clothes  featuring the film (Star Wars).  The campaign is divided into three areas.

ADVERTISING  The cost is immense.  The advertising budget for Aliens was more than the total production costs.  The forecast revenue needs to be accurate.  There are unexpected successes (The Sixth Sense) and major disasters (Heaven’s Gate, Robocop 3 and Toys).  ‘Media interdependence’ is in evidence as the various media forms are used to promote the medium of film.  They all underline the image and the unique quality of the film.  The primary tool is the poster on hoardings (billboard space booked 3 months in advance, using 96 sheet size) and bus sides (6 sheets), and the house stills in the actual cinemas, frequently accompanied by three-dimensional cardboard cut-outs (£80 standees).  Tag lines are important. (Just when you thought it was safe to go back into the water).  Adverts are placed in a variety of print texts, chosen to synchronise their readership with the perceived target audience (Task 4).  

Previews are screened, with temporary music and sound effects, and reactions are measured by questionnaires.  The tester confirms the target audience and a decision is made on the alternative endings (Fatal Attraction).  There are press screenings and  the talkers where specified audiences are invited - lawyers for The Firm, and Charles Bronson’s Death Wish had massive cheering from an invited audience of taxi-drivers and members of the NYPD. Any changes are made before the film is ‘locked’.  They can get it wrong: ‘Goodfellas’ was dubbed a disaster when 50% of the audience left early.  Creating the audience is vital.  Campaign targets a particular audience.  Tin Cup was shown to golfers, listed in golf magazines, Sky golf programmes, at the Dunhill Cup and Wentworth’s matchplay programmes, and on GMTV.  The film still flopped.  

PUBLICITY  is generated by the publicity department and includes reviews, articles and interviews in all the media.  The task is to create the major drama off screen that earns maximum and free publicity prior to release.  The tabloids collude because they are hungry for copy.

PROMOTION  Press kits are distributed to newspapers.  They contain a set of stills, production notes, lists of cast and crew credits.  There are also biographies of the producer and director and a trailer or short clips from the film. Touring a star is expensive and a gamble (temperament), but it can pay great dividends. Trailers are sent to all the cinema chains. They are expensive (around $75,000).  They offer the best demonstration of the product to a captive, targeted audience.  Fragments of plot and key scenes are made into an exciting narrative lasting 2/3 minutes, and played in cinemas showing similar films or classifications (Task 5).  They intensify audience awareness, log the title in the brain, provide an overall impression of the film, emphasise stars, and create desires in the potential audience.

TV is also expensive (average cost £5m. with £300,000 for a 30 second slot during Coronation Street 1997) and only employed with high budget films.  The ads are screened 5 to 10 days before opening and booked 3 months in advance because of ‘cut-off’ times.  The schedule slots match film genre and audience. Radio spend is on the increase with 6 or 7 key regional commercial stations  used, especially when there is a soundtrack performed by famous band.  This is released prior to the film to promote it.  (Batman, the album from Prince, made more than the film).   Stations carry scripts, containing excerpts of dialogue plus a narrative voice-over with 

screening arrangements. If there is an interview with the star, it is syndicated and excerpts are selected and played.  This exploits the crossover potential. (Tom Cruise’s Ray-Bans stocked by local opticians). Many Disney films have tie-ins with McDonalds or Pizza Hut, but the tactic is only viable for certain films and difficult to set up.  The bonus is that the joint involvement underlines the target audience, especially the age group, and it reinforces the power of the title. 

There is no guarantee of the return.

LEVEL OF PERSONAL INTEREST  Whatever the reasons for choosing to see a film, reactions to it are very subjective (Task 6).  Everyone has definite views because they bring a unique set of ‘baggage` with them.  The society in which we live has a common structure of beliefs and they influence the way we live, how we behave and what we consider acceptable.  Ideas will change over time because they involve political, religious, educational and media institutions and these are not static.  Along with them comes more personal baggage – age, gender, nationality, ethnic background and personal likes and dislikes (Task 7).  It is not really very surprising that audiences see the same film differently, but no matter the audience, the film is never enjoyable if it does not provoke a reaction.   Films offer thrills, fear, laughter, pleasure, fantasy, romance, escapism.  In the main the reaction will be one of three types: 

SENSORY REACTION  It is a common complaint from older people that in recent years many films are empty or soulless.  They only stimulate the senses of sight and hearing.  The special effects, fancy one-liners, nudity and violence mean that there is a concentration on the visual elements, leaving little time for character development or plot.  The viewer is not much interested in the reasons why a character behaves in a certain way.  Emotions are produced at times in the audience, excitement, tension, fear, but they are short lived and rely on techniques - sharp cutting, unusual camera angles and stunning special effects, and not on characterisation. 

EMOTIONAL  Normally a character has to become sufficiently well-rounded to enable the audience to identify with that person and have genuine feelings about them.  To achieve this, the script has to be suitable, the actor/actress capable of putting over a ‘real’ person, and the director sympathetic to feelings.  Films of the 1930s and 1940s relied heavily on a complicated plot using stars who were able to portray emotional characters.  Walt Disney achieved great success by making his animated characters reach out to the feelings of his audience.  Romance films rely heavily on emotions.  Horror films also rely on emotion; not in the sense that they generate sympathy or hostility towards the characters.  They generate feelings of shock, revulsion and fear.  This is achieved through editing skills and special effects in the same way as sensory films.  Comedies play on emotion.  They are informative as they target quite specific audiences evident in the current trend for American teenage comedies dealing with the insecurities and problems they experience with relationships.  (Tasks 8/9)

INTELLECTUAL  Some films attempt to get a message or a moral across.  This encourages the audience to think and discuss the issues.  Films that fit into this category are also aimed at the emotions - their purpose is to entertain but also to inform, educate and question.  Such films take an event from real life that captured the imagination of the public and use it as a springboard to develop the storyline (Schindler’s List, Free Willy, Philadelphia).  Others use the actual event and attempt to retell the story (Apollo 13, In the Name of the Father).  ‘Infotainment` is sometimes used for this type of film.  Others, ‘biopics’,  portray the life of an actual person but from a specific point of view  (Martin Luther King, Malcolm X, Nixon, Michael Collins).  Another category is films adapted from other media, particularly novels, which provide pleasures for different reasons.  Perhaps the audience knows the story and is curious to see how the film compares, or it had wished to read the original but takes pleasure in having it presented in a visual medium in a more up to date context (Great Expectations by Charles Dickens, Sense and Sensibility by Jane Austen, Romeo and Juliet by William Shakespeare, Red October and Patriot Games by Tom Clancy).

People who know the way that a film is put together take pleasure in the appreciation of the technical and cultural codes and the conventions that pin-point the genre.  They will look at the narrative and decide where the disruption to normality enters and how it is negated and what stereotypes are contained within the film.  They will trace the fashions in genre and measure how some genres rise in popularity at certain times and how others fall.  They will be able to pick out the target audience, based on this knowledge (Task 10).  The artwork is another consideration and it too has a role in determining the identity of the audience. (Task 11)

Longer extract of films, or a selection of trailers, allow the students to practise working out how a film is aimed very precisely at a suitable target audience. 

Analysis of film on the aspect of AUDIENCE should consider

· the industry desperately needs big audiences and does whatever it can to get them

· it is very serious about audience profiling and finding out exactly who goes to watch the film and what sort of people they are and how they watch it

· the industry targets the audience very precisely and it knows that the main audience is aged between 18-24

· it targets the audience with the film’s unique selling point, and then hits the secondary targets in other ways

· advertising is part of the targeting but it costs and so the industry also uses publicity and promotions

· sometimes the film is not available for an industrial/legal reason

· the audience has many choices about how to watch the film and it picks the best way for itself to watch

· there are several criteria that are important to the audience: social (company), technical (quality) and practical (travel)

· there are different types of appeal in the film, to the intellect, to the senses

· but although the audience gets many different pleasures from watching the film, the main interest is nearly always on the emotional as it responds to the characters.
Outcome 3:  Describe the relationship between texts and their financial contexts.

(a) Description of the type of production company is accurate.

(b) Effects of financial contexts on media texts are described

BUSINESS  Film is a creative medium and it must entertain, but it is primarily a commercial venture.  Film-makers are not in the charity business, but key players in a fast-moving and global industry out for profit.  It might be supposed that the people who actually make the film (director, actors and technicians) play the most important part; the power of producers, distributors and exhibitors is greater.  This triangle represents a great example of commercial streamlining.  They invest for a variety of reasons.  Usually they want a return, but sometimes a film is backed as it is a project of interest to the person with the money, or funds are given to encourage new directors and writers.  The film is often a compromise between the artistic ideas of the director and the commercial concerns of the financiers.

OWNERSHIP is difficult to define because there are so many organisations involved in a film; but essentially there are three main bodies with a vested interest in ownership: producers, distributors,  and exhibitors. Each has their own contribution to make and can claim part-ownership of the finished product. Realistically the owner(s) are the people who put up the money - the financiers.  They have  a lot of power: they insisted on C. Gable and not E. Flynn for Gone with the Wind, and E. Murphy not S. Stallone for Beverley Hills Cop. 

HOLLYWOOD HISTORY  Small studios (1895-1925) had been set up in America to organise all aspects of film making but they spent most of the time bickering in the courts over control and it was an independent producer, D.W. Griffith, who introduced the feature film with Birth of a Nation (1915) lasting almost 3 hours.  A huge success, it can be regarded as the first blockbuster.  The film contained powerful dramatic situations using a new style of camera work with close-ups, fade-outs and flash backs. He trained and developed his own company of actors including Mary Pickford  and Lionel Barrymore, experimented with lighting, camera angles and filters over lenses, and broke the scene into a number of shots of varying length to get different effects. He introduced the idea of editing and its essential ingredient, the shot.  Unfortunately the film is racist and is not shown nowadays. Windsor McKay followed this in 1918 with his first animated feature film The Sinking of the Lusitania.

Eventually (1920-1948) power was invested in 5 major studios:  Paramount Pictures Corporation, RKO, Metro Goldwyn Mayer, Warner Brothers and 20th Century Fox.  They had a monopoly.  In their wake were ‘the little three’: Universal, Columbia and United Artists followed by the ‘poverty row’ of companies specialising in B-movies and a few independents like Griffith and Walt Disney.  They had gravitated to California attracted by the temperate climate, the magnificent scenery and the low cost of property.  All the parts of the film industry were brought together.  Apart from the manufacture of equipment and film stock, the studios had control over the film process.  They owned the actors/actresses through contracts.  They owned production, distribution and exhibition.  They were efficient factories turning out a product. 1946 was the American film industry’s best year at the box office when $1.7b. was taken but things were about to change.  The Paramount decision in 1948 saw the court force the studios to sell their theatres and cinemas.

A bigger problem (1948-1980) was the march of TV (in 1947 there were 250,000 and in 1956 42.2 million) and the changing pattern of leisure habits in the cinema-going public.  In 1940 the first television broadcast had taken place in New York and a boxing match with Joe Louis was shown in June 1946.  In 1947 there were only 250,000 television sets in American households; by 1956 there were over 40 million.  Hollywood’s power was also under attack from sources closer to home.  16mm cameras, smaller, more manoeuvrable, and a lot cheaper, were developed for use during the 2nd World War and they were now available to film directors who did not have the vast resources of Hollywood behind them.  Film festivals sprang up in Europe to show the work of these new directors.  England was producing the Ealing Comedies, Hammer Horrors and setting up Pinewood Studios.  In America the media industry was plagued by Senator Joe McCarthy and his hearings on the Communist threat in Hollywood. Estimates of weekly attendance dropped from 85 million during the Second World War to 45 million by the end of the 1950s. As always Hollywood responded with ingenuity and determination to the challenges (see page Technology).  Gradually a truce was made with TV, first when films were sold/leased to TV companies, then films were made for TV and now we live in the age of mergers.

MODERN TIMES  (1980 …)   Hollywood retains its reputation, its expertise, its marketing and distribution networks and always the huge audience.  By 1990 12 people controlled the Hollywood film industry, although 4 out of the 7 big companies are owned by non-American conglomerates.  Studio bosses are often former talent agents with no-one under contract. They concentrate on distribution and finance and rely on independent producers, frequently actors and/or directors like Steven Spielberg or Ron ‘Happy Days’ Howard.  Some retain their independence, but most are tied to the large studios, putting their ideas to their finance teams for approval.  In turn, the production companies are only parts of much larger corporations with many other interests.  They arrange deals; they do not make films.  Capital is available from other commercial ventures.  Mass production has been replaced by the package. 

The result is that more than ever Hollywood enjoys the security of ‘vertical integration’.  Production companies own more than one stage in the process and have even added other features to distribution and exhibition.  They spread costs over a large number of films, meaning that they survive any ‘turkeys’.  These huge entertainment conglomerates have interests in music, TV programming, book publishing and cable communications in all the world markets. The diversification removes much of the uncertainty from the industry.  Batman Forever: a film produced by Warner Bros. is a video produced by Warner Home Video is novel published by Warner Books is a Little Brown soundtrack produced by Time Warner Entertainment Group.  Companies are not involved in gambles and shots in the dark.  They are in risk analysis; they like to know that their costs are recoverable. 

These conglomerates dominate.  The best example is Murdoch’s media empire News International Corporation.  It is aiming for a string of satellites around the world to allow a guaranteed outlet for all the programming that is produced from Twentieth Century Fox Corporation, Fox TV networks and cable networks, Fox News and Fox Sports.  It also acts as a distributor for other films.  Fox is in charge of distribution for the latest Star Wars film.  The corporation owns other media (Times/News of World),  a great example of cross-ownership.  It relies on its distribution networks to guarantee its products have access to world-wide markets.  Film can cross boundaries easily 

during distribution (especially action films).  Channel 5 and the BBC have a joint deal with Fox worth £24 million which gives Channel 5 a total of 37 first run films from 20th Century Fox  (Independence Day, Speed, Mrs. Doubtfire), and the BBC a total run of 22 (Braveheart, Broken Arrow and Miracle on 34th Street), 9 being shared. 

BLOCKBUSTERS are products of the conglomerates and the industry depends on them.  They are central to Hollywood finance and that matters to America.  Hollywood’s products earn more cash than the entire American aerospace industry.  350 films are launched annually; only 35 make serious money.  Costs are escalating: Terminator (1984) cost $6.5m, Terminator 2: Judgment Day (1991) cost $100m and made $35m profit.  Titanic cost $250m. Speilberg and partners invested $100m in Dreamworks and it cost $2b. to establish.  Films that succeed take in $15m during the first weekend (Jurassic Park 1993 took in $50m).  Those that do are generally pre-sold through books, massive advertising campaigns (as much as 25% of the costs) and aided by massive saturation coverage.  The delivery date is carefully chosen to make sure no competition is released around the same time.  The number of prints is large so that many people can go and see the film at the same time, in many different places.  The merchandising ensures the name of the film is always in the public eye. Additional publicity is generated in deals with food retailers such as Walkers crisps, Coca Cola or Kellogg’s; or with food outlets like Macdonalds and Burger King. If anyone is asked to name one or two films in circulation, the odds are that one is a blockbuster because it has been advertised so heavily on all media.

U.K. FINANCE  The British film industry has an identity crisis that Blair’s labour party intends to solve.  It is stranded somewhere between culture and institution.  It has never enjoyed vertical integration.  Now there are no large production companies (history of Pinewood and Elstree and Hammer), only some medium-sized companies like “Working Title” (Four Weddings and a Funeral), but they are usually owned by a much larger organisations (Polygram).  A typical budget for their films ranges between £2m-£4m. (Task 2).  There have been moments of glory (1980s saw Chariots of Fire, A Fish Called Wanda; the 1990s  Braveheart, Trainspotting and The Full Monty); but the cash is often sourced from America (to complete The Bruce, many of the extras contributed to the costs and were recognised in the credits).  The audience and distribution and exhibition resources do not exist.  In 1997, 124 films were produced in Britain, but 40 await distribution.  The nationality of the crews in Memphis Belle and U-571 were altered because of the need to attract the American audience.  Recent successes have sparked some interest, with 35,000 media studies students in education in Britain.  There have been recent very tentative efforts to resolve these difficulties with the result that a number of possible sources of finance have been established.  

The Arts Council contributes Lottery money, but no more than 10–15% of the total budget, and only when other finance is definitely in place.

BFI Productions has just started investing in a range of new feature/short films with the intention of fostering new talent, financing projects up to £75,000.

British Screen Finance invests in British films, including those backed by the European Co-Production Fund.  Preference is for a whole production package to be submitted.  It must have commercial potential.  They never provide more than £500,000 or 30% of the total budget; whichever is the smaller.

Channel 4 commissions up to 24 films a year, consuming 10% of its budget.  It is keen to encourage new writers and directors.  It prefers to receive screenplays. Many  of the films are also sponsored by the Guardian (Trainspotting). The BBC and Granada also support film production. The involvement of TV is interesting considering that in the early days it was the reason for the decline in cinema attendance.

Glasgow Film Fund only considers films made in Glasgow or produced by a Glasgow based production company.  It provides £50,000 and occasionally £150,000. It helped finance the two recent Peter Mullan films, My Name is Joe and Orphans.

PRODUCTION  is divided into three quite distinct areas.

PRE-PRODUCTION  There is much invisible work done at this stage.  The time spent is greater than the time spent on the shoot.  It starts with an idea and a  production company. Ideas emerge from novels, sequels, re-makes, real life and original ideas.  The company may consist of  producer, crew, writer and director; it will then be a different group for a subsequent film.  A package is put together consisting of ‘talent’, script, crew, target audience and the film’s unique selling point. The USP (Alien was sold as Jaws on a spaceship), a Hollywood ending (any Tom Hanks film), marketing spin-offs (any Disney film), a team (Roberts, Gere and Garry Marshall responsible for Pretty Woman and Runaway Bride) and a bankable star (Jerry Macguire with Tom Cruise won no Oscars but made $120m, The English Patient won 9 Oscars and made $65m) are deemed crucial to success in to-day’s film world.  Vital are the ‘recces’.  They find more than the locations and the hotels; an infrastructure accompanies the team: offices, factories for storage and workshops for construction.    

The budget is very carefully planned.  It has to take account of ‘above the line costs’ (the stars and the main creative team and the rights to the story and the living costs during filming); and ‘below the line costs’ (the production teams, the editing and other expenses like publicity and insurance).  The amount depends on the likely financial return from the film.  It is the most important internal control over production.  It determines the personnel: from director to cast to technical crew; the locations and studio sets; the special effects, the props and the costumes; and the level of distribution and marketing.  In turn these effect the type of film that is produced and therefore its target audience.  Closely tied to this is the time factor.  Filming is expensive and no time can be wasted.  There are always deadlines. (Task 1)

PRODUCTION  takes a relatively short time in the process, as the students discover when they undertake their assignment. There is a schedule which is reliant on the availability of the ‘talent’, of the locations, the weather or on the director’s preferred shooting sequence.  Rewrites are sometimes necessary, involving re-takes.  Sometimes compromises are demanded for financial reasons (cutting crowd sizes or shooting hours, or opting for much cheaper locations).  On a good day 2-6 minutes 

worth of viable copy is made (Task 5).  This explains the importance of a storyboard.  The shooting process involves an army of technicians.  Important to them is the continuity team who keep an accurate record of the shots, and of the exact appearance and dress of the actors at particular locations.   At the end of each day a progress report is made, and the best takes are sent to the editor to do a rough assembly and a rough cut (the rushes).  

POST-PRODUCTION  has, as the main task, the editing.  The editor has to know the director’s intentions and together they select, shape and arrange, add, move and remove shots.  Most films average 130 scenes with the star present in about 70.  Computerised editing allows greater accuracy, speed and flexibility.  Sound is more and more important in cinema and it is added at this stage: dialogue, sound effects and music.  To achieve a totally natural sound, every sound has to be artificial; and is added with the help of a stop watch.  The ‘foley’ team create the effects (a broken leg is captured by cracking celery direct from the freezer).  Tone of voice and lip synchronisation are achieved as the film is ‘looped’.  There is often 50 minutes of music in a 95 minute film.  Scores become massive commercial successes, gain radio plays and earn free publicity.  

Product placement.  Advertisers see films as potential vehicles for their products and will pay (comparatively small sums) for product placement.  Studying a kitchen or bar scene may reveal that labels and brand names are visible.  The conclusion is that a placement fee has not been paid (vice versa).  Starbucks coffee is seen in the Austin Powers films and was available in the foyers of US cinemas showing the film. In Bond films, BMW now has placement of its cars, the contract having moved from Aston Martin and Lotus (Esprit).  Nokia phones appear in The Matrix.  The game, Mortal Combat, appears in the film of the same title.  Product placement illustrates the incestuous nature of advertising.  Audiences pay to see a film, often unaware that advertisers pay to have their products associated with that film and to buy the right to use that audience for themselves.  Films shown on Channel 4 are often produced by their own production company, FilmFour, and they, in turn, are sometimes sponsored by companies such as Stella Artois. Toyota sponsored the Bond films on STV.

Pre-Sales can also boost the budget.  These are the rights to show a film in cinemas and are sold to distribution companies in different areas or ‘territories’.  They are agreements, rather than cash and are used to help raise cash from other sources.

DISTRIBUTION  is concerned with the marketing and promotion and of a film.  Some distributors own their own cinemas (Rank own Odeon and Gaumont), but the majority sell their films to exhibitors. Some are small companies specialising in certain types of films.  Others are multi-nationals.  They own the rights to hire out films to cinemas in certain territories.  Their responsibilities include: the negotiation of release dates, the provision of enough copies of prints, the delivery of prints to cinemas, the organisation of publicity and trailers and any arrangements for merchandising, video or TV deals.  

A big part of the job is to create an image for the film because the way it is marketed is crucial.  A distributor has to make sure that the target audience is aware of the product and that the size of this audience accords with the places where it is to be shown (each print costs in excess of $2,000).  The release pattern ranges from ‘saturation booking’ to ‘guarded release’ to ‘rapid pullback’.  Low budget films are 

restricted to small cinemas or arthouses, or released directly to video.  More expensive feature films, especially blockbusters, rely on the skills of the distributors to recoup their costs.  They carry a low level of risk.  To date, no blockbuster has failed to return the outlay; most give a very healthy profit.  

Some films begin life as prospective blockbusters, evident in the choices made pre-production: the director, the narrative, the reliance on new technology and on special effects.  Its marketing is undertaken on that basis (Task 4).  However, a few films develop into blockbusters (The Full Monty, Four Weddings and a Funeral).  The difference between a blockbuster and other successful films is the global appeal.  They are successful across the world and pull in massive audiences.  In order to do this they must have a universal theme easily recognised by other cultures.  They rely on fundamental human emotions and breathtaking visual effects.   The target audience is normally ‘everybody’ but it could be smaller: over 25s or all females.  

THE INTERNET  plays an increasingly important role.  However the huge number of sites and the focus on marketing makes it awkward for the novice.  The Blair Witch Project is the most profitable film to date in percentage terms, and yet the distributors, Artisan Entertainments, relied solely on the Internet for promotion.  Before it had opened in the United States its website had been visited 22 million times; $50million worth of tickets were sold in the first week of release.  The distributors paid the 2 film-makers $1.1million for the world-wide rights and developed the site they had already set up on the Web.  The film had taken $140million by the end of the summer season.

EXHIBITION
The distributor checks on the availability of screen space and makes arrangements with the exhibitor.  It itself has undergone a revolution.  Until the mid 1980s cinema in Britain (in Italy and Germany) received very little investment.  Picture Palaces were ‘fleapits’.  Attendance levels were low and so box office receipts dropped.  When Hollywood distributors (90% of film exhibited in Britain is Hollywood film) considered the problem, they came up with the Multiplex.  In Britain there are nearly 900 screens across 100 sites.  The largest multiplex is in Kansas city, the 30 screen AMC Cinema.

The Multiplex is a purpose-built structure with 8 to 10 screens, found on the edge of  large cities due to cheap rents and available space (for parking). They are accompanied by a large shopping centre, toy shop, bowling alley and fast food provider. They are directly aimed at the family but also, since they are normally sited very close to a large road network, hope to attract the commuter. Every city has several: Glasgow has the Forge and Clydebank, Edinburgh has a  large complex near Portobello.  City centre cinemas have multi-screens and cater for people who rely on local transport. They rarely have parking facilities but are close to the main shopping centre and are frequently buildings that have been there a long time. The interior is converted into 2 or 3 separate auditoria with different seating capacities.  Recent government policy favours in town projects (Virgin development in Glasgow city centre).

Cinema chains such as M.G.M., Odeon, U.C.I. and Showcase have invested a great deal of money; both in updating old cinemas, building large multiplexes and training local managers.  Frequently they are owned by the big studios: U.C.I. is jointly owned by Paramount and Universal Studios. There are a few independents like Robins cinemas. Revenue comes from the box-office but also from food and drink and film-related merchandise. 

Exhibitors cater for very popular mainstream films, alongside less popular ‘arthouse’ or specialist movies.  The popular film is shown on 2 screens simultaneously whilst the other movie is in the smallest auditorium. Staggered starting times are frequently used so that the customer can choose an alternative if their film is sold out. Films which have passed the first rush of enthusiasm can be moved to a smaller theatre, thus prolonging their ‘life’ and making sure box office receipts are as large as possible. Seating is comfortable and roomy to accommodate the larger build of audiences since the 2nd World War; their positioning is designed to ensure an unrestricted view from every seat and it is now possible to book seats in advance due to computerisation. Many screens have a Dolby Surround Sound capability, together with a digital theatre system, which will give excellent stereo sound on up to 8 tracks. Disabled people are well catered for with easy access for wheelchairs.

CONTROLS  There are a number of external controls that apply to production:

Government Regulations  Governments ensure that no individual or group has the right to control too much of the media.  In the UK the Monopolies and Mergers Commission and the Department of Trade and Industry ensure that no individual or group gains so much control of the media as to manipulate the audience, socially, economically or politically.  These bodies supervise business monopolies, take-overs and buy-outs.  Regulatory bodies monitor the way that material is produced, broadcast, marketed, transmitted and distributed.  They check that they are all done fairly, with regard to the competition and the public.  No ‘dirty tricks’ can be used to give a product an unfair advantage over competitors.  Any plans for influencing and expanding an existing audience or business by trying to gain favours from political parties, industrial sponsors or other benefactors is scrutinised carefully.  Ownership of the media is controlled by various government departments and commissions. 

The Law of the Land  Certain laws apply: The Cinematograph Films (Animals) Act, 1937, The Protection of Children Act (1978) and The Obscene Publications Act. It is not an offence to buy, hire or read an obscene publication but it is to publish it in any form, including film.  There is also The Video Recordings Act (1994) and the BBFC.

British Board of Film Classification  Its job is to ensure that no film is passed for certification that would deprave or corrupt a possible audience.  Every distributor must submit a film for scrutiny by the board.  A number of people watch and make notes giving reasons for their choice of classification.  Each film is judged according to those which have gone before.  There are no set guidelines except in the matter of language and is prepared to bargain with film producers (the number of expletives in South Park The Movie was reduced and it received a lower classification, and Platoon shifted from an 18 to a 15).  All films are produced with a specific classification in mind of the producer - the target audience - and abide by the pertinent criteria to ensure it achieves the classification that suits the audience. It does not exist to impose 

standards but rather to reflect present social trends and attitudes.   In films of the past, marriage was a sacrosanct relationship and is less so now.  Local Authorities have the final decision as to whether a film will be shown in their cinemas but normally agree with the classification given. 

Copyright  Every original literary, dramatic or musical work has a copyright attached to it, normally the author.  It lasts for 70 years after the author’s death or the release of a film, broadcast or recording, unless the copyright is sold on.  This makes it possible to adapt Shakespeare’s plays for the screen but does not allow a current pop song to be used as backing music without permission (and fee).  Contributors to any product have intellectual rights to that product and can insist on being identified.  They have justifiable cause for complaint if the product is treated in a way with which they are not happy.  This is why there is such a long list of credits at the end of a film.

Libel  Everyone is entitled to protect his/her reputation against unfair or malicious attacks.  Defamation can be written (libel) or spoken (slander).  It is rare for a film to be made about a person still living.  Most biopics concern dead people thought to be beyond damage.  They cannot be defended even by friends and relatives in the eyes of the Law.  However producers need to be careful that chance remarks about living persons in their films leaves them open to a defamation action.

Discrimination  Any media producer must ensure that they are not causing offence to groups or individuals on the grounds of race, creed, gender or religion.

Self-Regulation  Most owners are well aware of the boundaries of taste and will not allow anything to be produced which would antagonise their target audiences.  Great care is taken with the representation of people and events in the light of popular cultural opinion.  This does not mean that an issue cannot be examined from a particular viewpoint; simply that it may restrict the target audience and so present difficulties when trying to raise finance.  Big budget films are rarely controversial.

Market Forces  is the great unwritten and most observed law. Films have to cross cultural boundaries to be globally successful. Cultures and societies change constantly, and film-makers adapt and are aware of what is fashionable and therefore easy to market.  They know that few films are shown only in the country in which they are made.  Trends come and go: the use of fast-paced action, ingenious special effects and a basic plot are now well-established, as is the level of violence.  Yet in the 1940s and 1950s films were concerned more with romance, wordy scripts and complicated plots.  Films have always provided a form of “escapism” in the sense that they offer escape from the tedium or horror of everyday life but they are increasingly being shown from a youth perspective.  The adult population is portrayed as static, hypocritical and boring whilst the principal character(s) are often underdogs, rebelliously attempting to break free from the conventions of society into intense personal relationships or acts of farcical or dangerous impossibility.  Film-makers are well aware that the majority of the cinema-going audiences are aged between 15 and 24 years and will be keen to appeal to that group.  Yet there are films aimed at a slightly older audience as the audience profile is slightly ageing.  In 1993 cinema attendance among the over 30s stood at 34%, reflected in films like The Fugitive and Sleepless in Seattle.

TECHNOLOGY  The history of film is essentially a list of developments all created by the desire to gain new audiences, or keep old ones, in the face of competing entertainments (radio, TV, cable/satellite, and now computers and the Internet).

Early days  Experiments, using slightly different pictures shown very rapidly to create the impression of movement, were first introduced to the public as the Zoetrope - a revolving drum with drawings around the inside (1860s-1880s).  Thomas Edison produced an individual viewer, made commercially in the 1890s.  It was popular at side shows and carnivals.  The Kinetoscope had a sprocket system that moved film through a camera in a continuous loop past a magnifying glass. The jump to showing a film to a large audience was made by the Lumière brothers in Paris in 1895.  They invented the intermittent motion mechanism - as the film passed across the lens a shutter opened for exactly 1/35s and took a single picture.  This happened 24 times a second, the 35mm camera.  The film obviously had to stop and start again very rapidly but it did not shake or wobble.  Magazines on either side of the camera fed in the film at one side and stored it at the other, but, holding only 100ft of film, the reel lasted 11 minutes.  Once on film the images were projected onto a screen and a very intense light put behind the film requiring a special projection room.   The Lumière brothers showed any images as long as they moved (waves/trains passing), but a French magician called George Meliès saw film’s ability to create illusion and produced a very elaborate film Voyage to the Moon (1902).   By stopping the camera in mid-shot and rearranging the scene he made things ‘disappear’; and by cranking the film back a few feet and then restarting, he surprised his audience.  He introduced double exposures and dissolves.

Within a few years the film theatre was established; by 1908 5000 Nickelodeons were spread across America, a nickel being the price of entry and odeon from the Greek for a place where drama is shown.  The origin of the ‘flicks’, and the reason we are irritated by old film, is that early film was shot at 16 frames per second, not the modern 24.  The films were only one/two reels long, lasted for 12 minutes, and were poorly produced and acted.  People had also been working on animated film using drawings.  Windsor McKay showed his important animation film, “Gertie the Dinosaur” in 1909.  Charles Pathé began a ruthless campaign to dominate the fledgling industry in France by finding large amounts of capital funding and monopolising everything - from the manufacture of equipment, to production, distribution and exhibition.  French film dominated the world scene, including America, up till the start of the 1st World War.  Since Birth of a Nation (1915), however, the film industry has never looked back.

Not everything it has attempted has been an unqualified success.  First the companies went for size and spectacle and in 1953, 20th Century Fox premiered its biblical epic The Robe in Cinemascope.  It stretches a normal amount of information to fill a screen twice as wide.  A similar device was to mark off the top and bottom of the frame so that the view is much wider than it is deep.  This allowed the producer to use an ordinary lens and its variety.  The product was preferable to the restrictive Cinemascope lenses.  Star-studded wide screen musicals (Oklahoma 1955), epics (Ben Hur 1959), and adventures (Dr. Zhivago 1965) became popular.  Two developments which failed were Cinerama, with stereophonic sound, with 3 cameras and 3 projectors to cover a huge curved screen.  It was very unwieldy.  The same fate befell the short-lived 3-D, which was too inflexible.

CAMERA  The camera, and the way that it moves, has improved considerably.  In the late 1950s a 35mm camera, much lighter and hand-held, was developed by Arriflex.  It allows more intimate photography, making the audience seem part of the action.  It was shaky and rather irritating to watch until a cameraman invented the Steadicam in the 1970s whereby the camera is strapped to the body.  It produces an image as steady as the much more elaborate tracking and dolly shots.  At about the same time a device called a Louma was developed in France.  It is a lightweight crane that moves the camera into positions impossible to reach before.  It then transmits its image, by video, to the operator.  The Kenworthy Snorkel has a lens on the end of a long flexible tube and makes the camera into a free-floating artificial eye.  The ability to control the motion of the camera allows for much greater sophistication and complexity of shot.  Video cameras have provided a big technological breakthrough. Instead of exposing a moving film one frame at a time, as cine-cameras do, the image is focused onto a special integrated circuit called a charged couple device.  It is a chequerboard of miniature squares surrounded by metal tracks that provide the voltage.  The image is then recorded onto videotape.  In the case of the still video camera (1982), which combines ordinary photography with electronic video technology, recording is done on a compact disk which is fed into a computer and allows the image to be manipulated in ways that would be impossible to achieve in reality.  The computer generated image (CGI) has revolutionised film making.

SOUND  Producers had always been interested in sound but the technical difficulties were too great and it was only in the late 1920s that they were forced to tackle the problem.  Audiences were attracted by the radio.  In 1926 Warner Brothers used a process called Vitaphone which played a large disc containing musical sounds and spoken passages alongside the screen action.  They released The Jazz Singer in 1927, starring Al Jolson, an immediate success. The first sound animation film was Disney’s Steamboat Willie (1928).  In 1931 Vitaphone was replaced by the much easier Movietone system that recorded sound directly onto the film strip in a band along the top.  The change from silent films to sound was so rapid that many studios added sound to films that had started production as silent.  Theatre owners rushed to convert their facilities to accommodate sound.  Many stars were abandoned by the studios because their voices did not match their looks. It is more and more common to find stereophonic sound.  It emanates from more than one source and place.  Francis Ford Coppola’s The Conversation (1974) used an 8 track system and Apocalypse Now used quintrophonic sound.  The application of Dolby has greatly increased quality by reducing background noise.  Surround sound places the audience in the middle of the action.  Digital sound, either part of the film or on a separate CD, is electronically synchronised with the film images and has 20 tracks.

COLOUR had been tried from the early days.  Many black and white films of the 1920s used limited tones; later the Technicolour three strip process opened up colour photography to film makers.  The first colour feature film was Becky Sharp (1935), although Disney used colour in his animated film Flowers and Trees (1932).  Now a black and white film (Schindler’s List, Raging Bull) is made for artistic reasons and it is more expensive than colour.  Some films use the mix (The Wizard of Oz, JFK, and Pleasantville).  Filters give a grainy realism (Godfather 2) or a sentimental fondness (Butch Cassidy and the Sundance Kid).

SPECIAL EFFECTS  have changed since the early days when stunts had to be done by the double and models were clumsy and difficult to integrate into the scene.  The work of Jim Henson and his animatronic puppets showed how ‘monsters’ could be made to appear lifelike.  The movements of the eyes, mouth and as many other places as needed, could be controlled by individual people.  The materials that made up the ‘body’ became very sophisticated.  The development of ‘plastiskin’, and close attention to anatomical detail, resulted in a spate of horror films, The Nightmare on Elm Street series as well as more mainstream movies like Gremlins, Jaws and Alien.  

A whole industry has grown up around special effects and the ability to create monsters on computer and fit them into the scene led to the creation of the very successful company Industrial Light and Magic, the company responsible for the dinosaurs in Jurassic Park. There has been an explosion in the computer graphics industry and it may now cover up to 50% of a film’s total budget.  Only a few of the effects are obviously visible (monsters, aliens ) but they all attract audiences curious to experience the fear, fascination and tension that the unique images bring to the screen.  Invisible effects enhance the story telling.  Scenery is added, people are digitally multiplied so only a few extras are required for crowds and armies.  Shots can be shown that no cameraman could ever take (the pull back as the Titanic passes below until the camera appears to be half a mile behind the ship).  Special effects can also be ‘physical’ (not generated by computer), and these also play a very important part in many films such as the disaster films like Earthquake and Towering Inferno of the 1970s/1980s, the ‘Bond’ movies and most action and adventure films.  The use of precisely constructed models and sets, specifically to be blown up, together with careful editing, allows directors to show spectacular footage.

FUTURE  As the distribution network opens up, especially for independent producers, with cable and satellite demanding products to fill their schedules, on top of the televised networks and the introduction of digital transmission offering even more choice, the distinction between film, T.V. and video is going to become even more blurred.  The stigma of a film ‘made for television’ is no longer present.  The piracy of videotapes and film prints is growing so rapidly that studios are now forced into the tape market almost as soon as the film is released.  T.V. companies are also keen to pour vast amounts of money into products that they can have some control over.  In order to entice audiences out of their warm houses and away from the television and the computer and Internet, more technological developments will have to happen.  In the States, 3-D is taking off again and providing a total immersion in the film experience for the viewer.  Perhaps this will be the virtual reality of the next millennium?

The media group, Carlton Communications owns ´Technicolour`, which is responsible for film processing and is likely to be the first to launch Hollywood into the digital age with the development of e-cinema.  The analogue spools that film is stored on and which degenerate over time will be replaced with digital film that can be stored on discs and beamed by satellite or sent down fibre optic cables.  It could be e-mailed to your home to watch on television. Digital cinema has already received its first screening with demonstration showings of Star Wars, An Ideal Husband and Tarzan this summer in America.

Analysis of film on the aspect of INSTITUTION should consider 

· the scale of the industry, especially the power and influence of Hollywood 

· the way that one business is connected to another and all the advantages this brings, products are distributed and guaranteed exhibition 

· they are definitely sold to markets via a range of delivery methods

· there are many other ways that money is made apart from the film

· blockbusters and stars and big name directors are central to the industry

· they are part of the publicity machine that films demand; if the production company owns newspapers it has no trouble getting its stories and good reviews in them

· there are laws that film producers need to follow

· technology is a vital ingredient in attracting new audiences.

SECTION B

ACTIVITIES AND WORKSHEETS FOR STUDENTS

CATEGORY
Medium.
Task 1 (I)

· Think back to the last 6 films that you have watched in the cinema, on video, or on terrestrial, cable or satellite TV.  

· List the films, the stars and any one detail you remember from the films.  

· Explain where you watched the film, how you knew about the film and what you knew about the film before you watched it.

· Would a similar survey carried out by teachers produce the same results?  Why?

CATEGORY
Stars
Task 2 (G)

Complete the table following the example that uses Robin Williams in Good Morning Vietnam and in Mrs Doubtfire.  

Use these stars - Bruce Willis, Meg Ryan and Sandra Bullock (or others by agreement with your teacher/lecturer).

Your task is to write in the names of two films in which they have appeared, descriptions of the ‘different’ character roles they have played and in the ‘Viewers’ column, put in the sort of people you think might want to watch the star in that role. 

1. Robin Williams 2. Bruce Willis. 3. Meg Ryan. 4. Sandra Bullock. 5…. 6…

An example for Robin Williams might be:


Film 1


Role
Viewers

1
Good Morning Vietnam
Disc Jockey wild, funny talkative
War veterans or those who like clever humour




Film 2


Role
Viewers

1
Mrs. Doubtfire
Pretends to be female nanny to his own children


Those who like comedy. Family viewing

Give reasons why an audience watch a film that contains a particular star.  It is easy to find two very different roles for some of the stars but harder for others.  Often stars will say that they try very hard not to be ‘typecast’.  What do they mean?

CATEGORY
Directors
Task 3 (I)

Complete the Table by naming at least one film directed by each of the directors on the list.  Comment on the type of film and the values that are associated with the director. One has been completed and a couple of rows have been left blank for your own choice.

Director


Films
Comments

Oliver Stone
JFK, Nixon, Platoon
He directs films about actual events.  He has definite views and is often very controversial.



James Cameron





Steven Speilberg





Quentin Tarantino





Orson Welles







.



.

CATEGORY
Purpose
Task 4 (G)

Producers and production companies have many purposes in mind when a film is planned.  The main purpose is always financial, that is, the companies look for profits from their investments - the money that they put up front to make the film.  

Some of the other purposes for making films are: 

· to entertain;

· to educate;

· to persuade;

· to criticise;

· to warn;

· to raise social issues.

The main purpose of the producers in making all the films below was to make money.  Give your own opinion on one other reason why the films were made.

You may not have seen all these films, so try to guess from the title.

Name of Film


Purpose

1. The Lion King




2. Hamlet




3. Lethal Weapon




4. Hitler: The Rise Of A Monster




5. The Real Armageddon




6. Nightmare For The Exorcist

 


7. The Homeless In Britain




8. The Teachings Of Islam 




9. Austin Powers:  Not That Movie




10. Jaws Meets Godzilla










CATEGORY
Forms
Task 5 (G)

The film can also appear in different forms.  The most common that you know is the feature film.  

There is also animation, documentary, and trailer.  Using the films from task 4, identify each of the films as feature, documentary or animation.  

State which of them might have had a trailer made to publicise them to cinema audiences.

Name of Film


Form

1. The Lion King




2. Hamlet




3. Lethal Weapon




4. Hitler: The Rise Of A Monster




5. The Real Armageddon




6. Nightmare For The Exorcist




7. The Homeless In Britain




8. The Teachings Of Islam 




9. Austin Powers:  Not That Movie




10. Jaws Meets Godzilla










CATEGORY
Varieties of genre.
Task  6 (I)

Media Studies uses lots of French terms and genre is one of the most common.  It means that audiences can guess about the kind of film it is even before the film is seen.  

These guesses cover a range of stock features that are in the film, features like characters and plots, locations and props, music and other conventions.  

To which genre do the films belong?  Give one reason for the decision.  One has been done for you. 

BAD DAY IN TOMBSTONE is a western.  Tombstone is a town in cowboy films, where Wyatt Earp fought the Daltons.  It sounds like other western films.  The name Tombstone is like a place for funerals and there are lots of deaths in cowboy films.

1. Asteroid Attack

2. Batman Returns Again

3. Bad Day In Tombstone

4. Mafioso

5. Sally And John

6. Bride Of The Vampire
7. The Death Of Homer Simpson

8. Lethal Weapon 7

9. Evita 2

10. The Forgotten Men Of War

11. Attack Of The Space Muffins

12. The Little Ponies

CATEGORY
Varieties of genre.
Task  7 (I)

All genre films make promises to their audiences.  They promise that what the audience expects to see and hear will be seen and heard.  They also promise that what you expect to happen will actually happen, that what the audience thinks should happen in the stories and what should happen to the characters does actually happen.  In BAD DAY IN TOMBSTONE the audience expects a western and that means it expects to see and hear some or all of the following:

Setting

horses,

saloons,

dusty streets,

stables,

jails
Dress

cowboy hats,

sheriff’s badges, 

spurs


Props

guns, six guns
Action

shoot-outs,

chases on horses,

bank robberies,

card games
Music

dramatic music, times when the tempo increases

It does not expect to see special effects (making Wild, Wild West unusual).  

List what the audience expects to see and hear in any 2 of the films from Task 6.

LANGUAGE
Purpose of camera shots
Task  1 a (G)

In column 1 there are some camera terms and shots and in column 2 there are some reasons why the shots are used by the director.  Apart from the first two, the others are jumbled up.  It is your task to match the camera term to the purpose. e.g. 1A, 2B etc.

1. Framing

2. Establishing Shot

3. Track

4. Fast Cut

5. Long Shot

6. Tilted Angle

7. Pan

8. Fade-In 

9. Close-Up 

10. Low Angle

11. Point Of View

12. Zoom Out

13. Tilt


determines how much of the character’s body is shown, the position that the character has; this gives the audience a sense of the character’s importance to what is going on in the action

the master shot that gives a general view of where the action takes place, often a location: a building or a city or country.

camera swings vertically to show the size of the subject – a character, a building – from top to bottom; it adds suspense, making the subject seem immense.

camera is below the subject, making the character appear important, dominant or cruel

shows a character filling at least half the screen, locating the character in a particular place

shows head and neck and points out significant details about the character or prop; it often reveals important emotional or psychological moments

injects pace, a sense of speed or an unsettling increase in tension 

camera is at an angle so the action looks off balance to create a feeling of unease, things are going wrong in the world, adding nightmarish quality

action is seen through the eyes of one of the characters and the audience is given insight to the character’s mind

widens the field of view and indicates that the action is completed

moves the camera physically forwards or backwards to follow a moving subject making the audience eager to see/go what/where it is that the subject sees/goes

a blank/black screen brightens to reveal a picture; it means a change of place, time (sometimes a character awakens)

the camera sweeps around the space showing the audience what is to be seen, either slowly (suspense) or rapidly (excitement)
A

B

C

D

E

F

G

H

I

J

K

L

M



LANGUAGE
Denotation/Connotation.


Everything an audience sees and hears is made up of a series of signs that refer to or stand for something else.  These signs could be words, sounds, shapes or colours.  Any system of signs that follows rules agreed and understood by sender and receiver is a code, like the Highway Code.  In spoken or written language words often have a hidden meaning or ‘signal’ behind the literal meaning of the word:  the sun is a yellowish ball in the sky but the word also signals warmth, happiness, brightness. Teddy bear is a stuffed brownish plaything but it can signal childhood, comfort, friendship.  The literal (straight-forward) meaning of a word refers to its denotation but the signal meaning of a word (called connotation) is open to interpretation.  People who live within the same culture will arrive at very similar connotations.  Film uses its own language, made up of words/signs that have meanings.  Sometimes these meanings refer to denotation, sometimes to connotation.  The rules or codes according to which these signs operate are usually divided into technical and cultural codes.

TECHNICAL CODES are associated with how the film is put together.  The different types of shot that are used, different camera movements, different uses of lighting and colour, different uses of different background sounds or sound effects and different editing techniques all influence the way that the reader interprets a scene.  The use of a sudden burst of loud music signals that something dramatic is to happen, an extreme close-up of a person’s face signals that the character’s reaction is very important.  A ‘whip pan’ suggests fast movement, bright colours are livelier and more modern than muted ones and the sound of a twig breaking signals someone is approaching.

CULTURAL CODES are concerned with what is put into the film; the props, costumes and make-up, the tone of the dialogue and the choice of background music are important.  There is a name given to what is put into a scene; it is a direct French translation, mise en scène.  Every scene in a film has been chosen by the Director and so everything contained in the mise en scène is there for a purpose.  A location shot of a series of doors and windows, grey concrete and a walkway in front denotes part of a block of flats but the connotation may be depressed, dangerous and bleak or happy and friendly, depending on the other clues that are given.  The costumes that are worn tell us the time period and the sort of characters we can expect; long dresses, shawls and bonnets indicate an historical drama but flounced skirts, bobbysox and tight sweaters suggest 1950’s America.  Other clues will reinforce this: the choice of soundtrack, the way the people speak and the objects around them.

If the same technical and cultural codes are chosen repeatedly the codes become conventions because they are so familiar – the film itself becomes an example of a genre film.  For instance in a romance you might expect to see many close-ups of faces, soft lighting and gentle editing (technical) and lingering glances, hand-holding, romantic music and flowers/presents (cultural).  Objects which are always appearing in a genre film are known as icons.  An icon is an object (or picture of that object) which ‘represents’ a much larger concept – the original icons are pictures of the Virgin Mary, the Apostles etc. which ‘represent’ Christianity, a later icon is Marilyn Monroe, who ‘represents’ the ideal woman.  Iconography has come to mean the collection of objects that regularly appear in a genre film.

LANGUAGE
Denotation/Connotation.
Task 1 b (I)

Film uses a language of its own.

It is made up of

_______________

These are a mixture of

       _____________    _________

These codes tell us _____  the film is put together

Cultural codes

These tell us ______  __   ___  into the film

                3 examples are:

1.  ______________________________

2.  ______________________________

3   ______________________________
                     3 examples are:

1.   ______________________________

2.   ______________________________

3.   ______________________________

Each example of a code might have two meanings::

A straightforward meaning:

            denotation
The opinions/ideas it signals:

            ______________________

Complete the two possible meanings of each of the following examples.  You are given one meaning each time (denotation or connotation) and you should provide a further meaning in the space provided.

denotation
connotation

Extreme close-up shot of face                         (T)

___________________________________(T)

___________________________________

Women are wearing long dresses, shawls and bonnets.                                                           (C)
__________________________________

__________________________________

Something dramatic is about to happen.

__________________________________

__________________________________

Certain codes that are used repeatedly become ___________________.  These create a ______  film

Complete the following examples:

Example

             _________________

              horror

             _________________
Objects (Icons) associated with it.

Cowboy hats, guns, horses. Saloon, badge.

________________________________

Inner city streets, guns, old cars, hats.

LANGUAGE
Analysis of opening.
Task  2 (G)

Look very closely at the opening of a film, a series of shots edited together.  Your task is to describe what you see for the two codes you have been given to look out for.  Later give a reason why the director has chosen that way to tell the story.  The sheet is probably best copied onto paper as students find it difficult to write within the frames.

Title Sequence

Codes
Denotation
Connotation

Consider font size, type and colour (and music)





The Establishing Shot

Technical Codes
Denotation
Connotation

Framing





Camera angle





Camera movement





Colour





Lighting





Soundtrack





Editing: significant cuts





Cultural Codes


Denotation


Connotation



Setting





Objects in the scene, props





Costumes





Performance of characters





Dialogue





Soundtrack





LANGUAGE
Analysis of genre opening.
Task 3 (I)

The same sheet as used for task 2 is used for the analysis of the codes used in the opening sequence of a genre film chosen by the student.

Film Title:  


Genre

Stars



Technical Codes


Denotation


Connotation



Framing





Camera angle





Camera movement





Colour





Lighting





Soundtrack





Editing: significant cuts





Cultural Codes


Denotation


Connotation



Setting





Objects in the scene, props





Costumes





Performance of characters





Dialogue





Soundtrack





NARRATIVE
Predicting based on plot
Task  1 (G)

Thinking carefully about what you know audiences expect from stories in films, what do you think about the following films.  Grade them 1-5, where 5 means that you think the film will be an outstanding success.  Give a reason for your decision.

Grade 1-5

· A World War 2 film where the Germans beat the British and 

American armies.

Reason for grade: _____________________________________________________

___________________________________________________________________

· A western where the villain kills the hero at the start and steals his wife.

Reason for grade: _____________________________________________________

___________________________________________________________________

· A romance where the hero dies at the end of the film just as he is about to marry his true love.

Reason for grade: _____________________________________________________

___________________________________________________________________

· A comedy in which the hero dies of drug addiction.

Reason for grade: _____________________________________________________

___________________________________________________________________

Now provide an example of a film which you predict will be an outstanding success and give a reason for your grading.


Example:  _______________________________________________________       5

Reason for grade: _____________________________________________________

___________________________________________________________________

NARRATIVE
Predicting based on character.
Task 2 (I)

The audience knows what sort of characters will feature in genres.  They expect:

· a mad scientist in a sci-fi,

· a villain in a black outfit, 

· the baddie riding a black horse in a western,

· a cruel boss in a gangster film.  

The audience does not expect a female hero in a sci-fi, but it can live with that provided she sorts out the problems (Alien).  

Your task is to use your knowledge of genre to predict the outcomes of the films in A and in B.  

A

B
1. In a romance what should happen between the male and female leads?

2. In a western what should happen between the hero and the villain?

3. In a war film what should happen between the British and the Germans?

4. In a sci-fi what should happen between the male hero and the alien?

1. In a western what could happen between the hero and his partner?

2. In a romance what could happen between a hero and his rival in love?

3. In a comedy film what generally happens to the villain?

4. In a sci-fi what could happen between a hero and his female assistant?



Now your task is to explain what will happen at the end of two genres below.

  Biopic

  Horror

  Gangster


The hero has led a very eventful life and has been happily married, but was involved in a number of conflicts that all sorted themselves out and he dies a happy and justified death, admired by most of the world.

What happens at the end?

What happens at the end?

NARRATIVE
Predicting outcomes based on titles
Task 3 (I)

Your answers in tasks 1 and 2 were based on what you know normally happens in the story.  Often you can make guesses based on the title of the film.  The assumption is that the title tells the audience a lot about the film.  Invasion of the Body Snatchers suggests that the story will be about a bunch of aliens that come down to earth to steal human beings and take them back to their own planet for whatever reason they have.  Your task is to guess what you think will happen in these films.

The Man from the Far East

The Day the World Woke Up

The Last Kiss in Paradise
Hang Tuff and Stay Loose

Never Say Die, Never 

Deadly Denial

The title can fool the audience.  The same thing would never happen with the film.  No film moves too far away from what was in a previous film; there are enough differences to keep the audience happy.  Your task is to explain how these titles fool the audience. 

Men In Black

Wild, Wild West

Crocodile Dundee
Westworld

Trainspotting

Bugsy Malone

NARRATIVE
The narrative pattern.
Task 4 (I)

Think of any film that you know very well, one that you have seen recently.  Your task is to explain as well as you can how the story develops during the course of the film.  Use the divisions suggested in the classic narrative pattern to organise your approach.  

The opening sequence  

The middle sequence  

The end sequence
how the world is shown as normal, up to the point where the major conflict starts 

how the story develops, covering some of the main twists over a number of stages, as the story builds to a climax

how the major conflicts are sorted out and the resolution is reached and looking at the future of the characters.

NARRATIVE
Predicting the outcome 
Task 5 (I)

After you have watched the opening sequence (about 10-12 minutes) of the film your task is to work out what you think will happen in the rest of the film.  

There are some questions to guide you, but you will also need to rely on the genre of the film and what you know happens in films that belong to the genre.

WHO?


· Describe the characters.  Name them or, if no names are given, number them in the order in which they appear.  

· Identify the main characters and what they do and will do in the story.  

· Describe how the qualities that the character shows on the screen connects to what you know about the personality of the star who portrays him/her.  

· Mention any relationships between characters.

WHERE?
· Describe the mise en scène, its denotations, and suggest connotations.

WHAT?
· What conflict is introduced to cause the change from the established state of affairs and comment on its effect.

WHEN?
· Give the time period in which the story is set, as far as that is possible and any connotations it might have.  

· Predict the length of time that the film will cover in the lives of the characters.

WHY?
· Suggest possible motivations that might move the action on, once the conflict has been introduced.

NARRATIVE
Editing for smoothness.
Task 6 (G)

The classical narrative relies on a style that makes the story the most important part of the film.  Certain techniques maintain the ‘illusion of reality’.  You have already studied the opening scenes of feature films during close analysis of technical/cultural codes.  Your task is to look carefully at the same sequences because you know them so well (or other sequences because you want to do something different), and comment on the editing techniques that the director has employed to make the editing almost invisible.  Some of the edits that you need to include are:

Shot/Reverse Shot
Match on Action
Eye-Line Match

Compression
Cross Cutting
Montage

STEREOTYPING
Typecasting.
Task 1 (I)

The production company has made some errors in the parts that it has given to some of its major stars. Think of the roles that the actors have played in other films and point out the errors.  Explain why they are errors and whether or not there is any way that the actors could play the parts. 

John Wayne

Sandra Bullock

Bruce Willis

Jackie Chan

Jim Carey

Julia Roberts


a bank robber who has never gotten away with more that $500, and who only stays in the business because he wants to retire to Florida

an elderly character who is looking after her ageing children, John 40 and Helen 38, who refuse to leave the house

a circus clown whose wife has left him and taken their son and he enlists the help of the other members of the circus to win them back 

a sensitive schoolteacher in a deprived area of New York

a tough talking no-nonsense member of the Sweeney, the special police squad that sorts out London crime

a character who has murdered her mother and father for their money and who is sent to prison for 30 years

· Explain what difference there would have been in these films if actor shown had played the main character.  How might the role they played have been different?

Gladiator

The Sixth Sense
Denzel Washington

Cameron Diaz
The Full Monty

Dracula
Clint Eastwood

Ewan McGregor

· Do the same for four films and stars that you know well, again explaining what advantages and problems are likely to result.

STEREOTYPING
The cultural codes.
Task 2 (G)

Imagine you saw the following characters in a series of films.  Think carefully and explain how you would respond to them, giving a reason for your answer.

· a Nazi war criminal kicking a dog

· a drug addict stealing from an old woman

· a Rolls Royce driver ignoring a beggar

· an unmarried mother living in a squat
· a policeman under attack from car thieves

· a soldier who kills an unarmed opponent

· a female ‘highwayman’

· a wheelchair bound war veteran

STEREOTYPING
The cultural codes.
Task 3 (G)

You are in charge of make-up, costume and props for Ensign Productions.  The company is making 3 films: a western, a teen comedy and a Bond film.  Your task is to decide on the make-up for the villain in the 3 productions.  You have also to decide what the villain wears and what props he or she has as they perform their roles.

STEREOTYPING
The gender roles.
Task 4 (I)

Think about the last three films that you have watched.  

1. Make a list of the roles played by the main male and female characters.  

2. List the sort of jobs that they have and describe how other characters respond to them. 

3. Put some of these terms beside their names matching the term with the role played.

· independent

· tough

· considerate

· a fighter

· ugly
· aggressive

· loving

· a loner

· idealistic

· a bully
· tender

· a thinker

· moral

· generous

· romantic
· violent

· sensitive

· friendly

· secretive

· overweight

List five top actors and five top actresses.  

1. What age are they?  If you are unsure, guess.  

2. Give a rough idea of the age each has played in their most recent film.

3. What conclusion can you reach about the ages of men and women in films?

Look at the credits of the production personnel in a film.  

1. List ten of the roles and identify the gender of the person who is responsible for the role. 

2. What can you conclude about the role of women in the film industry?

STEREOTYPING
Content analysis.
Task 5 (G)

From a film you have watched recently, how many characters fit the following details:

· white male aged between 0-18, between 18-40, between 50-60

· white female aged between 0-18, between 18-40, between 50-60

· native American male aged between 0-18, between 18-40, between 50-60

· native American female aged between 0-18, between 18-40, between 50-60

· black African male aged between 0-18, between 18-40, between 50-60

· black African female aged between 0-18, between 18-40, between 50-60.

AUDIENCE
Audience profile.
Task 1 (G)

Using the information found on the graph and in the charts on the next sheet, your task is to answer the following questions.  The information is taken from The Guinness Book of Film Facts and Feats and Cinema Advertising Association.

1. When was cinema attendance at its most popular?

2. Give as many reasons as you can for its popularity in those days.

3. Identify the period when cinema attendance started to go down.

4. List as many reasons as you can for the fall in attendance.

5. Which group of people attend the cinema most often, and which least often?

6. Why do film producers and exhibitors take so much time to work out how many people and what sort of people attend the cinema (audience profiles)?

AUDIENCE
Audience viewing habits.
Task 2 (I)

Lots of people attend the cinema in Britain, but lots of people also hire films on video and watch them elsewhere than the cinema.  Your task is to complete the chart making comments on some of the areas mentioned in the column headed CRITERIA.

Criteria
Cinema
Comment
Video
Comment

How soon after release?





Where?





Time?





With whom?





Cost?





Travel?





Comfort?





Control over viewing?





Distractions





Picture size





Picture quality





Sound quality





Convenience





Enjoyment



























Information from The Guinness Book of Movie Facts and Feats (5th edition) © 1993 Patrick Robertson and Guinness World Records Ltd.

The diagrams give you an idea of the type of audience that normally goes to the cinema.


15 – 24                             55%         A,B, C1                            58%            Female                          50%

25 – 34                             24%

      + 35                            21%         C2, D,E                            42%              Male                            50%

                       AGE                                      INCOME GROUP                             GENDER
Source: CAA National Readership Survey. Jan – Dec 1992.

AUDIENCE
The Target Audience.
Task 3 (I)

Take any popular film that you know well, or one that you have looked at already in class, or one that you have just watched the trailer of either in the cinema or in class.  The producer knows that the film appeals to lots of different types of people and for lots of different reasons.  

Your task is to work out the sort of people that the producer knows will be interested in watching the film, and then to explain in the second column the reason why that particular group will be so interested in the product.  

A suggestion for Back to the Future 111 is given below.

FILM

BACK TO THE FUTURE  111


DIRECTOR
CAST



Target Audience  
Reasons



Teenage girls 

Science / Technology fans 

Teenage boys 

Repeaters 

Music fans

Fans of Westerns 


They like the star, Michael J. Fox and his innocent good looks and he was a star in a popular American TV series.

It is a time-travel story, and it has the ‘mad’ Professor character, the gadgets and the scientific details.

There is plenty of fast action, a nail-biting climax, and lots of special effects.

Those who have seen and enjoyed the other films in the series want to know what happens to the characters.

The soundtrack uses rock music and the lead character plays the guitar.

This is harder to spot but the film has all the conventions of the genre:  goodies and baddies and lots of chases.



AUDIENCE
Finding the target audience.
Task 4 (G)

There are many outlets for promoting and advertising films.  Your task is to suggest which of the publications, radio or television programmes in the list below is suitable for any two of the films.  Give reasons for your choices.

Film


Programme
Publication

The Lion King

Trainspotting

Sense and Sensibility

Judge Dredd

Jurassic Park

Indecent Proposal  

The English Patient 

Barb Wire


Movies and Shakers – Radio Scotland 

Talking Pictures – Radio 4

Film 2001 – BBC1

The Movie Chart Show – Ch. 5  

Box Office America – STV, 1.45am.  

Live and Kicking – BBC1  

Late Show – BBC2 


The Daily Express

The Sun 

The Daily Telegraph

The Guardian

The Sunday Times Magazine

The Literary Review

Bella 

TV Times 

Loaded 

Cosmopolitan

The Dandy



AUDIENCE
Audience immediate response.
Task 5 (G)

The trailers/extracts that you have watched are aimed at a particular audience.  Your task is to work out the target audience, knowing that the majority of films are geared to 15 – 24 year olds as these are the largest audience category.  This means that you will have to be more specific.  

Use the content of the film extract/trailer to justify your choice.  Remember that there may be a number of target audiences for which the film will have an appeal; list them all.

AUDIENCE
Audience motivation.
Task 6 (I)

There are many reasons why people watch films in the cinema.  Your task is to think of two films that you have seen recently at the cinema and write down what it was that made you choose them.  

Use as many of the possible reasons from the list below, and, if necessary, add in other personal reasons that apply to your decision.  

Give each reason a mark between 1-5 where 5 means it was a very important reason.  

· the star(s) of the film

· the director

· the poster

· the genre

· the title of the film

· TV advert

· recommended by a relative
· Radio advert

· advert in newspaper or magazine 

· mentioned on Internet

· wanted a night out 

· asked to go by someone

· recommended by a friend
· everyone else has seen it

· like the soundtrack 

· saw the trailer

· heard rumours about it

· the special effects

· sequel and you liked the first one

For the films, describe what you expected from them before going to the cinema.

AUDIENCE
Audience motivation.
Task 7 (G)

You have already thought about why people in your age group might like different films and now you are going to try and list the reasons a little more clearly.  Look for patterns in the class answers, thinking about these questions:

· Do boys have different reactions to girls?

· Do interests/hobbies or personality make a difference?

· Does it matter which stars were in the film? 

· Can you see any other patterns? 

· Do you think that the fact that you all live in the same area of Scotland, attend the same school and know each other has an affect on the patterns?

· What other factors will influence a person’s reaction to a particular film?

AUDIENCE
Audience reaction.
Task 8 (1)

When audiences watch a film they go through many different emotional responses.  Even in one film there can be different responses at different moments.  In Titanic the audience laughs with, and is happy for, Jack when he wins his ticket; is angry at Cal when he cheats Jack and has him locked below decks; and is very sad at the fate of Jack as the film ends.  It is possible that there are some people who claim to be not so sad at Jack’s fate.  

Basing your answer on the title and knowing that some individuals in the audience may have different responses, your task is to match the 9 films with the 6 emotions.  Use all the emotions and, if needed, think of other possibilities. 

Bride Of Chucky.

The Death Of A Nobody

Laffs On The Old Course

Where Eagles Dare

The Amityville Massacre

The Jewish Solution

Murder On The Orient Express

The Hero Of Stalag 17

Shampoo
sadness

shock

anger

horror

humour

excitement

Name 4 famous films and the main emotional response from the audience for each.

AUDIENCE
Audience immediate response.
Task 9 (I-G)

This exercise asks you to think about your own reactions to different films.  

Look at the clips and write down your reactions to them.  

Below are words describing possible responses.  If necessary, add your own.  

Do not use more than 3 words to describe your response.  

It is also important to be honest.

excited, scared, happy, tense, frightened, uncomfortable, bored, uninterested, thoughtful, romantic, cheerful, concerned


sad, depressed, cross, angry, irritated, surprised, annoyed, jealous, feeling warm, sympathetic, soppy, impressed,
violent, amused, fascinated,  sentimental, calm, optimistic, disappointed, involved, curious.



Discuss your feelings with those of other members of the class.  Are they the same?  If they are, good.  If not, explain why there are different responses to the same films.

AUDIENCE
The genre cycle
Task 10 (I)

Some genres have a history behind them and that gives them a status.  Often this means that the genre has an appeal for a period and then it loses the audience.  The genre lives in hope of a revival and so for genres there are cycles of popularity.  Today the musical and the western are not very popular, but those genres could make a return.  

There are other features that influence the popularity of genres.  Seasonal influence is seen at holiday times, and other important dates in the calendar.  

Your task is to give your opinion on the best time of the year to release these films, and give a reason for your opinion.

  Winter in Manhattan

  American Pie 2

  Santa at Christmas

  The Next Hallowe’en 

  Summer Holiday
All American Hero

The Cheerleaders

Santa Versus Frankenstein

Summer in The Country

Girls in New Vermont

During the 1990s there were a stack of the ‘nerdy’ teenage American teen/comedy films; on a deeper level some claim that they were based on Columbine High.  

· Visit an Internet site and name any 4 films of this genre.

AUDIENCE
Unique selling point of poster.
Task 11 (I)

Choose a poster and describe exactly what you can see.  Pay attention to the film title, certification, critics’ comments, film stars, director, slogans, layout, colour.  

Consider the narrative image (the image that sums up the film).  

Your task is to explain why the artist has chosen the copy, and the typeface (font).  Think of these questions:

1. Does it focus on readability, decoration or fun?

2. Does it look authoritative and demand attention?

3. Do any of these words apply to it: reliable and classic or nostalgic and romantic? 

4. Consider what you know about the technical codes. 

5. Consider what you know about the cultural codes. 

6. Suggest what the poster says and explain its purpose.

a. What can you tell about the genre of the film?

b. What do you know about the characters in the film?

c. What information do you have already about the stars?

d. What can you tell about the story? 

e. What does the tagline add?

f. To whom will the film appeal?

g. Can you work out the unique selling point?

INSTITUTION
The Budget.
Task 1 (I)

Think carefully about the differences between an expensive film and a film that costs a lot less to produce.  Your task is to compare the two by completing the chart that deals with important aspects of film production.  

First you fill in the first two columns with the information that you have on the various areas; then you have to explain why there is such a big difference in the costs for the two films. 

Criteria


Low budget 
Blockbuster
Comments

Star(s)




Location(s)




Sound effects




Props




Studio sets




Costumes




Size of cast




Computer graphics




Size of crew




Special effects




Other areas…




INSTITUTION
The comparative costs
Task 2 (I)

For this exercise a text like Halliwells’ Films and Video is invaluable.  Your task is to make a comparison between:

· the films of a British director who is well established but always makes relatively low budget films on topics that he cares about (for example Ken Loach with Land and Freedom, Carla’s Song and Kes) and 

· a Hollywood director such as Steven Spielberg, responsible for blockbusters that have huge budgets (Jaws, the Indiana Jones trilogy and the Jurassic Parks).  

Land and Freedom is the biggest budget of Loach’s films (£2.7m.) while Raiders of the Lost Ark (1981) cost £15m. and grossed more than £140m. and inspired two sequels.  Films need to make around two and a half times their costs in order to return a profit.  

The purpose of the exercise is that from the study of excerpts from two very different films and from the reading of the credits you are able to understand the reasons for the difference in the budgets.  The credits are investigated and different roles researched. 

INSTITUTION
The production crews.
Task 3 (1)

The size and nature of any production crew is totally dependent on the budget agreed for the film.  The personnel for a big budget film is vast, especially in comparison to a low budget film.  The table contains, in the left hand column, a list of the people on a major production.  Your task is to decide which of those personnel you would hire if your budget was £1m. and if your budget was £25,000.

Standard production crew for big budget film
£1m.
£25000

Scriptwriter



Producer and 3 assistants 



Director and staff: responsible for how the film is made.



Cast (at least 1 star)



Director of Photography in charge of lighting and cameras and 



Camera operators for 4 large cameras



Electrical engineers



Production designer in charge of the look of the film with



Art director who designs the sets 



Costume designer



Set construction team



Special effects team



Properties buyer –obtains props



Wardrobe – makes costumes



Make-up/Hairdressing



Sound (Production) Responsible for dialogue, music, effects.



Sound recordist



Locations manager



Transportation manager



Facilities manager(Canteen/Toilets/Trailers



Continuity person



Storyboard artist



Film Editor



INSTITUTION
Establishing a reputation.
Task 4 (G)

Part of success is making the public want your product.  Your task is to identify the genre that made the following individuals and companies famous.  Make up taglines that the industry would add to film posters/trailers that used some of the ‘talent’.  One is done for you:  From the man who gave us Terminator
· Alfred Hitchcock

· Metro Goldwyn Meyer

· Judy Garland

· Steven Speilberg
· Robert de Niro

· Walt Disney

· John Wayne

· George Lucas

· James Cameron
· Ridley Scott

· Jack Nicholas

· Julia Roberts

· Jean Claude Van Damme
· Hugh Grant

· Sean Connery

· Warner Brothers

· Tom Cruise

· Jackie Chan

INSTITUTION
The tasks of production personnel.
Task  5a (I)

The work that is carried out behind the scenes in film production is hardly noticed by the audience; if it was not carried out the film would be a disaster.  In the three columns below are some of the responsibilities and tasks carried out by the location manager, the set designer and the director of photography.  However, the duties are all jumbled up.  

Your task is to re-arrange the duties and identify which belongs to which. 

· works closely with the art director and is involved from the early stages 

· identifies the necessary vehicles and hires them

· sketches plans or works in 3 dimensions, with models

· finds parking areas

· checks on the workshop buildings, and features of buildings when they are delivered to the site

· drives with producer and director to confirm impressions

· decides to shoot at speed or in slow motion 

· organises the camera operator, the focus puller, the clapper loader, a camera trainee and a grip

· arranges hotel accommodation
· breaks the script into locations

· needs to know about the lights, the sets

· scales and costs designs

· drives and photographs and discusses places

· sends drawings and plans to construction crews

· reconnoitres (recces) with camera people

· keeps owners of various properties happy

· decides the colour of the film

· breaks down script into various scenes

· works with the gaffer on the lighting side
· chooses film stock, camera, filters, lenses to be used 

· decides whether to use a built set, a found location, or to add to one found

· hires marquees, one for the working location, and one for the next set

· finalises drawings for carpenters and painters 

· makes the scene and setting look warm or cold

· oversees the workshop buildings, and features of buildings (pre-assembled) 

· builds roads

· works with electricians on aspects of shooting

· finds and co-ordinates the costumes, props and buildings

INSTITUTION
The tasks of production personnel.
Task  5b (I)

Another idea for an exercise is to mix and match the roles of the production team.

INSTITUTION
Researching the audience.
Task 6 (I)

A crucial feature of the pre-production is research. This ensures that the limits imposed by the budget are not exceeded.  At the same time, no matter how much care is taken, there is still an element of a gamble.  When the costs are as high as $50m - $100m the gamble element has to be as small as possible, and the result is that the research cannot be too detailed.  The research itself is carried out in two main ways: primary research where the sources are approached directly and asked questions and give opinions; or secondary research where the sources are the published documents and information that has been gathered by others in the business.

Type of research


Research methods.
Research objectives 

Target audience
Surveys, interviews, phone-ins and questionnaires


How many will watch the film and what sort of people will they be?

Genre and Tone
Look at other films with similar stories and characters


How will it look and will the look be achieved within the budget?

Content
Encyclopaedias, history, recognised experts in the field featured in the film


Finding the right information

Location
Do lots of ‘recces’ 

Consider the limitations
To find the exact places to film, where and when and how much.

To look for problems



Talent


Details and history of various actors
To check on availability and characters of cast



Props


Check with the script and production crews


To discover exactly what is needed and when.

Music


Check out availability and costs


Copyright worries

Crew


Refer back to budget and how much is left


The necessary roles

Health and Safety


Consult the experts, insurance people


To check for fire and related problems, stunts

Studio sets
Depends on budget
Take some as found, need to build up others or make do with what there is

INSTITUTION
Developments in technology.
Task 7 (G)

There have been massive changes in the ways that films have been produced.  Any innovation is immediately grabbed by hungry film producers and used in their next product.  Your task is to match the dates with the technological developments. The first one has been done for you.

YEAR


DEVELOPMENT

1860 – 1880s

1895

1908

1909

1915

1926

1927

1931

1935

(1939 –1946)

1953

late 1950s

1970s

1982

1990s


Zoetrope first shown to the public

Introduction of still video camera

Technicolour first used in film

16mm cameras first developed

Movietone replaced Vitatone

First influential feature film “Birth of a Nation”

Cinemascope used to create wide screen films

Computer generated images used frequently

5000 Nickelodeons around America

Vitaphone used to produce a film with sound

First animated film, “Gertie the Dinosaur”

Invention of the “Steadicam”

Light, hand-held 35mm camera developed (Arriflex)

The Lumiere Brothers first public show

First sound film



APPENDIX A

Some Suggestions for Practical Exercises.

CAMERA PRACTICE
There are some very good practical camera exercises at the back of PRODUCTION PRACTICES

Demonstrate the following practical skills:

· the use of the clapperboard

· the crossing the line rule

· the use of shot/reverse shot

· continuity between 2 scenes

· the lighting of a film noir.

PRACTICAL EXERCISES
There are many suggestinos in the Film Education booklets available free of charge.

GENRE/LANGUAGE
For the exercise, a CD Rom with a wide range of clipart fonts is needed.  From the range of fonts, the students are asked to select one that is suitable for the opening title of a film in a particular genre, to justify the size, the type, the colour and the spacing chosen in terms of genre expectations.  The ultimate evaluation of the exercise is that other students are to guess the genre.  It may be easier to supply a non-specific fictitious title that suits films in a variety of genres and request different treatments.

GENRE/LANGUAGE
The student is responsible for the creation of characters in a genre film.  The brief  is to choose the genre and to find images that will create the following three characters for the audience: one character is an heroic figure of action, one is a glamorous but sensitive victim, and one is a nasty and unpleasant villain. 

Describe in detail the treatment that will create a realistic and successful picture of the three in the genre selected.  It is crucial that attention is paid to the technical codes (the lighting, the pose, the shot-size, the camera position…), and to the cultural codes (the appearance, the dress, the walk, the setting, the colour)… The reasons behind the decisions have to be given.

LANGUAGE
For the section of film that the students watch ask them to choose three different musical pieces to accompany the sequence.  The music must be of different types and the students must explain the type of music and the effect the music has and the reason why the selections were made.  Finally they are to decide on the most suitable.

LANGUAGE.
The brief is to plan and then produce a poster for a feature film.  The film is to be in a specified genre.  The design must be appropriate to the genre. Some useful words are:

white space
production team
colour scheme
tagline

border
characters
font
slogan

designs
director
serif/sans serif
graphics

patterns
producers
title
artwork

The external controls apply and care must be taken to avoid discriminating on the basis of age, gender, race or nationality.  No-one must be defamed and copyright must not be breached.  Deadlines are crucial.

LANGUAGE/NARRATIVE

There are old materials like The Visit, The Railway Station which give practice in this type of simulation.  There are some good activities in PICTURE POWER.  

The student is given a selection of images.  The brief is to select a number of them and to arrange them in such a way that they tell a story.  There must be an order, and care taken in the way that one image connects to the next image.  

A second task is to convert the narrative into a storyboard.  This means that there has to be detailed information on the main shots that form the story.  The main reasons for preparing storyboards are to give an indication of the contents of each shot (mise en scène), to give an idea of the visual sequences and how shots will edit together and to give framing and movement indications to the camera operator.  It saves time and money.

Each shot has to be given its own space.  Two shots must not be run together.  Skill at drawing is not important (people can be represented by stick drawings and their initials written alongside for identification).  However certain rules apply:

· Characters and objects must appear in the same relative scale in the sketch as they are intended to in the final recording.  The framing is to be based on the proportions of a person that are in the shot, i.e. CU, MS or LS…

· If a character makes movement it must be indicated clearly, usually by an arrow within the frame.  The direction in which a character is looking should be noted.

· Any camera movement must also be documented. 

· Any dialogue, music or sound effects needs to accompany the relevant frames.

long shot
establishing shot
high angle
track

close up
cutaways
low angle
fade up/in/out

big close up
flashback
shot reverse shot
tilt

medium shot
narrative pattern
1/2/3 shot
pan

NARRATIVE
The student is asked to think through the details of a fairy tale with its classical narrative structure.  The brief is to outline a proposal to turn it into a feature film by:

· Laying out the stages in the plot, start, middle, end.

· Suggesting a cast list, main actors and director.

· Suggesting the lighting, settings, music, camerawork and sound.

· Suggesting any special effects.

The target audience should be specified (e.g. children under 8).

AUDIENCE/LANGUAGE

The brief is to create an album and CD cover for the soundtrack of the film that the poster was made for earlier in the course.  It is to be used as a guide and the same factual information used.  However, the audience for the album and CD may not be exactly similar to the audience for the film. 

AUDIENCE
The brief is to submit two detailed proposals which illustrate explaining how the proposal below could be adapted to suit two different target audiences.

BRIEF:

Medium:

Purpose:

Genre:

Length:

Topic:

Limits:
Video

To entertain and inform

A quiz show

20 minutes

Choice of Cookery, Football, Music, Clothes and The Internet

1 studio, 1 presenter, 3 contestants, 1 studio audience made up of target group, 1 camera and unlimited props.

Pick two target audiences from the list.

· Primary age, both sexes 

· Primary age, girls 

· Primary age boys 

· Teenagers, both sexes (15 –19 years)

· Teenagers, girls (15 –19 years)

· Teenagers, boys (15 –19 years)

· Over 21s, both sexes

· Over 65s, both sexes.

INDUSTRY
The student is the location manager for a film studio about to make three different films all set in Scotland.  The brief is to find suitable outdoor and indoor locations for any one of the films.  The decision has been made to outline the recommendations to the producer.  That requires a detailed description of the locations and an explanation of what each location represents and why it matches the film.

· an Edwardian romance set in the 1890s

· a gritty drama about a homeless teenager

· a thriller that revolves around the deaths of 3 important directors of a bank.

INDUSTRY
This is a very lengthy exercise and discretion needs to be applied in the way that the exercise is attempted in class.

The student is the Account Manager of an advertising agency.  The brief is to draw up the UK marketing strategy for Countdown to Chaos, a blockbuster.  The structure of the agency is Account Director, Account Manager; Media; Planning; Creative; Traffic; Print.  Important decisions include when the film is to be launched and so when to start the publicity, when to start the advertising and when to start the promotions.  The same applies to where and to how often.  The placements need to be appropriate to the genre and to the target audience.  The budget is $5m. 

Consideration needs to be paid to the genre, to the stars, to the film, to the ingredients and qualities of the film, plus the context and the likely competition.  The first decisions deal with the strategy, the nature and the size of the campaign.  The details of the coverage, global or local, and the frequency must be considered because they add considerably to costs.  There are also the positioning of the ads, the timing of the campaign - the duration and the season and the physical distribution.  Cost and value for money are the bottom line.

The market in terms of age, gender, class is gained from market research/surveys/ questionnaires/interviews.  However, an impression is available from the film itself and other similar films.  This aspect may not be as expensive as it would be for a different genre.  The image and appeal in the values and the representations provide information on the film’s unique selling point.

Thought must be given to the benefits (dramatic impact and mass/blanket flood) and the drawbacks (expense/ channel/schedule) of TV; of the other possibilities – cinema ads; multimedia, www.; bill stickers, posters, LED; bus stops, tickets; junk mail, telephone; newspapers, magazines; etc.  Do not forget the legal considerations: defamation, copyright, ethnic/gender/ discrimination, confidentiality, obscenity, ASA

Finally review the campaign and its success.
The next pages contain some advice and information that will help.

Posters and front of house stills and artwork are crucial.  They enter very early in the campaign and underline the image and the key qualities.  They stimulate recognition and curiosity.  The details include: the title, names of stars and director and production company, and also a tag line (and any awards or quotes from critics).  Text or image can dominate.  Tag lines carry and underline the key elements (‘Just when you thought it was safe to go back in the water’).  The key is to make a statement about the film: its genre, its stars.  It needs to be eye-catching, but never too detailed.  Artwork can be original painting, colour transparencies from the production, or a still from the film.  They create an advance awareness, contain the central image, and are the basis of the plot.  The standees (need to be big, bold and the more sophisticated the better – $200 each), and small posters (cost per 1000 $5,000).

Trailers cost $175,000 to produce.  They are the best demonstration of the product, with a captive audience, targeted, and free.  Key scenes are made into an exciting narrative lasting 2/3 minutes, and play in cinemas showing similar films or classifications.  They heighten audience awareness by logging the title in the brain, provide an overall impression of the film, emphasise stars, and create desires in the potential audience.  ‘Teaser’ trailers, lasting about 30 seconds are shown 5-8 months before release.  Shorter and sharper in focus, they excite interest and promote talk.

Previews happen prior to ‘saturation’ release.  They are important.  They have temporary music and sound effects.  There are 3 forms of preview, but they are dominated by the story, the genre, the star or the film’s USP.  There is the tester/ research that confirms the target audience by questionnaire (alternative endings to ‘Fatal Attraction’).  Each costs $20,000.  The talkers where specified audiences are invited - lawyers for ‘The Firm’ - cost $4,000.  Creating the audience is vital and so the campaign must target a particular audience.  The focus is on that group and any other interest is a bonus.  Press screenings are $10,000.

Press office materials are given to all journalists as kits, containing stills, credits, production notes, biographies and filmographies (cost $100 per kit).  The press campaign uses the same images.  Photographs, very high quality and always authorised, are taken during production because they carry the authentic feel of the film and give the visual impact that the director is aiming for.  This is a very common and popular form of advertising.  It has short lead times, targeting, and it exploits the critics’ voices.  A bonus is any interview with any of the ‘talent’.  The results are seen in the press reviews and they are free publicity.

Outdoor public display: billboard space must be booked 3 months in advance, a year if there is danger of an election, using 96 sheet size (cost $50,000 per month), and bus sides 6 sheets (cost $10,000 per month), and taxis (cost $5,000 per 3 month).  The simpler the design and message the better.  There are long lead-in times and targeting is impossible because of the variety of the outlets which makes it impossible to know who sees what with certainty.  

Campaign literature and promotional materials.  Maybe window stickers and giveaways (cost $100,000).  There is really no way of knowing if they work or what people do with them.

Very common since the success of ‘Star Wars’ is the tie-in with toys and records (‘Batman’ with Prince made more than the film).  Many Disney films have tie-ins with McDonalds or Pizza Hut.  It is only viable for certain films but difficult to set up.  The bonus of the joint involvement is that it underlines the targeting of the age of the audience and it reinforces the power of the title.  It can also recover lots of the advertising money.

TV slots are expensive: $200,000 for a 30 second slot at peak times.  They are generally screened 5-10 days before opening and booked 3 months in advance because of the tightness of TV schedules and the ‘cut-off’ times.  The schedule slots must suit the genre and audience.  They are very good demonstrations of the film, they guarantee mass coverage, they are targeted, they have short lead times and they make the whole film a giant media event.

Radio spend is more and more important and the key is to hit both the national and the regional commercial stations at the right times.  This is especially the case when there is a solid soundtrack - performed by a famous band, where a no 1 song is a no 1 film.  Radio stations will also carry scripts, containing excerpts of dialogue plus a narrative voice-over with screening arrangements.  It is a good way to exploit the crossover potential. (When Tom Cruise was in Top Gun, Ray-Bans were stocked in local opticians).  The interview with the star is syndicated and excerpts are selected and played (cost $25,000 national, $15,000 regional).

Touring a star is very expensive, but can pay great dividends (cost $500,000).

There is always continued advertising in the press and adverts are released about 2 weeks prior to opening.  Care needs to be taken to ensure there is no clash of potential audience and paper.  Right paper and right stations are given access to the film 

(average cost $10,000 per ad).

Gambles can be taken on for example bringing stars over for previews, TV interviews the closer to launch time the better, especially if there is money left in the budget.  There is no definition of the return.

Film Poster

Consider both the denotation and connotation of each code.

a)
Writing
Font, size, colour, spacing?

b)
Colour
Bright / muted, warm / cold, black / white?

c)
Lighting
Natural / artificial, dramatic /unobtrusive, direct / from an angle?

d) 
Framing
Close-up / long shot, normal / unusual?



e)
Stars
Associated with a genre? Associated with a type of role?

f)
Clothing
Style, cost, associated with genre?

g)
Body Positioning
Poses, facial expressions, relationships between characters?

h)
Setting
What is it? What does it tell you about time, place and type of people you would expect to see there?



i)
Audience
Who will the images appeal to?

APPENDIX B

SOME CAMERA TERMS

The Language of the Camera Shot

Shot

1 Shot/2 Shot 

Group Shot

Framing

Establishing

Master Shot

Extreme Long (ELS)

Long Shot (LS)

Medium (MLS)

Medium Shot (MS)

Medium Close Up (MCU)

Close Up (CU)

Reaction 

Extreme (ECU)

Low Angle Shot (LAS)

High Angle Shot (HAS)

Above Angle Shot (AAS)

Straight Angle Shot (SAS)

Canted Angle (CAS)

(POV)

Over The Shoulder Shot
the basic unit of visual production and several shots make up a scene; scenes are joined to form a programme unit.

determines how many people are in the shot

determines how much of an actor’s body is seen;  depends on the distance between the camera lens and the body

is used to give a general view of where the action is to take place and is often a location or the outside of a building

shows entire body length of actor

shows a standing actor filling half to a third of the screen 

shows actor from knees upwards

shows actor from waist upwards

head and shoulders

head and neck, points out significant details or reveal important psychological moments; when this is the case 

very detailed; often on one feature e.g. eye, hand, lips

camera below person and shoots up at them. Makes them appear superior or intimidating

opposite and the person appears vulnerable or insignificant

camera shoots from directly above and the relationship between characters is easily seen

camera shoots direct and is the normal angle used

camera is at an angle; action looks off balance creating a feeling of unease and adds a ‘nightmarish’ quality

action is seen through the eyes of one of the characters

conversation between 2 people; shoulder of listener and front view of speaker

The Language of Camera Movement
Zoom In/ Out

Pan (Left Or Right)

Tilt (Up Or Down)

Track (In Or Out)

Hand-Held
the lens is adjusted (IN) narrows the field of vision and objects and attention is focused on the desired image; OUT widens the field of view and indicates that the action is completed.  They give the impression of continuous movement from the same viewpoint

swing or pivot the camera horizontally about its axis.  Whip Pan produces blurring and suggests two actions happening simultaneously

swing or pivot the camera vertically about its axis to show a building/ a character from top to bottom – the length of the shot can add suspense

move the camera physically forwards or backwards; to follow a moving object or character using a tripod on a dolly. Cranes means the camera can be moved in any direction

very difficult to keep the camera absolutely steady unless a steadicam is used but this can be done deliberately to create an amateurish, enthusiastic effect.

The Language of Editing
Straight Cut

Cut On Movement

Fade-In

Fade-Out

Dissolve/Mix

Wipe

Parallel/Cross Cut

Montage
picture changes instantaneously from one view to the next. 

Often used to alter both space and time

picture changes as a character moves out of shot and in the next shot the character is moving in the same direction but perhaps to a different place, generally a very unobtrusive change

a blank (usually black) screen becomes brighter to reveal a picture

reverse of fade-in

picture gradually has another superimposed and the first picture is faded out, to be replaced by the second

a new picture moves across the screen to replace the earlier one. This can happen in a variety of patterns. If the wipe is halted mid-way a split screen is achieved

allows 2 events to happen simultaneously as a  different event is inserted into the current one whilst the audio track is uninterrupted

two shots are cut one to another creating a particular meaning e.g. a shot of a plane immediately followed by a wide shot of a landscape suggests that the plane has flown to this location; it makes shots collide, thus unsettling readers and making them think



APPENDIX C

BIBLIOGRAPHY

REFERENCE.
These texts are invaluable for reference and sort out many problems that arise with names of films and stars. 

Virgin Film Guide/Virgin Books 1999

Halliwell’s Film And Video Guide 1999

An Introduction To Film Studies/Edited by Jim Nelmes/

Routledge/0 415 17310 8

A readable text with excellent sections on most of the media aspects, particularly genre, audience and institution.  Only for the teacher.

BOOKLETS.

Most of these are available free from Film Education, a registered charity supported by the film industry in the UK.  It develops the use of film in the school and facilitates the use of cinema by schools.  It publishes a variety of free teaching materials that offer useful approaches to contemporary films, dealing with the range of media aspects. BFI Education also publishes material.

Film And Audience/Film Education 2000

A 32 page booklet with up-to-date information on the relationship between the industry and the audience; and how meaning is created by the film-makers and how meaning is interpreted by the audience.

Media Effects/Censorship/Film Education 2000

A 12 page booklet that focuses on violence in the media and the response from society.  It looks at the ‘effects’ arguments and censorship.

Selling Pictures/British Film Institute 

Although dealing with print texts and a bit dated, it offers a way into representation.  The first exercises use a large poster with sixteen covers from women’s magazines (black and white).  Images which appear to be very similar have different connotations, and images which seem different have similar connotations.  Male magazines display covers where a man is engaged in an activity, or women are used as ‘fantasy objects’.  Other exercises compare pairs of covers which are similar but aimed at different audiences: hobbies: men/women; catering: professional/domestic;  and TV magazines: middle class and aged / young, working class.

Reading Pictures does the same for the cropping of an image.

War Of The Buttons/Film Education (1990?)/Free

A 48 page booklet.  Although a bit dated, it traces the stages in the development of a film from the initial idea of a re-make through to its realisation.  It looks at all the media aspects and is very strong on the industrial roles and practices.  GoldenEye 1995 offers a similar approach.

Diet Coke The Movie/Film Education (1994)

Although it looks a bit daunting, 113 pages in an A4 binder, it gives a thorough examination of the film industry dealing with production, distribution and exhibition.  It contains information, interviews with production personnel and assignments.  There are some trailers/film posters.  It may no longer be available.

The Cinema Data Pack/Film Education 

Facts and figures about films and audiences and cinemas.  There is also a regularly updated web site at www.filmeducation.org where more recent statistics are available.

VIDEO COMPILATIONS
Teaching Trailers/Film Education (April 2000)/Free

A 6 page guide with some information and suggested activities relating to the language of trailers and their value to the industry and for the audience.

Scottish Compilation

Six extracts from a range of Scottish films produced in the 70s/80s giving some images and representations of Scotland and its people.  It might be in English departments.

Brit Pix: The Pack/Film Education/£10.

A 84 page book offering an historical guide to the British film industry.  The pack includes text, covering aspects of media, and video clips from significant British productions, from Brief Encounter to Notting Hill.

Reading The Movies

18 clips covering narrative, openings, sequence, music, lighting, editing, framing and representation.  It might no longer be available, but it has a successor in

Film Language/£18

18 clips covering lighting and colour, sound, use of the camera, mise-en-scene and editing.

PRACTICAL WORK
Production Practices/English & Media Centre

A 104 page booklet with 9 simulations.  They are very detailed and offer clear guidance to the students.  Each has a very clear explanation of the aims and suggested approaches.  There is also a section on suggestions for some video practical exercises.

Picture Power/Nate (National Association for Teachers of English)

An 80 page booklet with 8 simulations that employ visual images.  It includes revised and updated versions of The Visit and The Station.  It is also available on CD and there is a soundtrack.  It runs quite easily and is probably better than the printed version.

Making Media/English & Media Centre/ISBN: 0 907016 24 3

A 230 page text giving a detailed analysis of the experience of six different practical assignments carried out in a variety of schools.  It gives some insights into the activities and is very theoretical.  It is better suited to a more advanced level.

Media Communication And Production/Intermediate Level

Longman/0582 277930

A sizeable book with a number of different sections dedicated to a range of media aspects.  There are activities, case studies, and more detailed research assignments.  

A very useful resource - if you have the time to read it and apply it.

SOME WEB SITES

http://www.filmeducation.org.

http://www.bfi.org.uk

http://www.us.imdb.com/

http://www.uk.imdb.com/

http://www.moviefinder.com

http://www.us.imdb.com/

http://www.nfb.ca/E/1/1/

www.sfx-gallery.co.uk


Film Education

British Film Institute

links to lots of sites, covering the earliest cinema to the most recent

the homepages of the majors (Ohio Uni)

summaries of films, production and cast lists and reviews

National Film Board of Canada is good but skip the homepage and go to the index

hundreds of sound effects and music although downloading is not free.

Or type in the name of a company, press search and you will be taken to the homepage
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End of 2nd World War – country in debt. No new cinemas built or old ones repaired before 1954





Elvis starts revolution in the way music is listened to. Many move from inner cities to suburbia. More choice as to what to spend money on.





British Govt proposes tax on foreign films. No US films shown in UK from 


Aug 1947 – March 1948





Audiences young, urban working class. Clubs for children on Saturdays.





First Multiplex cinema built





1970’s & early 80’s saw birth of video
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