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Fundamentación 
Esta cátedra pertenece al segundo año de la carrera de Diseño Artístico Audiovisual. Le aportará al 

alumno conocimientos de inglés relacionados con su carrera para que pueda tanto leer e informarse en 

inglés como también comunicarse en forma oral o escrita en caso de que forme parte de cualquier 

proyecto o festival internacional. Se ahondan los contenidos de Inglés III para lograr una comunicación 

escrita y oral más eficiente.  

Inglés se ha convertido en un lenguaje internacional, tanto para la publicación de conocimientos como 

para la comunicación entre personas con diferentes idiomas nativos. Esta cátedra fomentará el 

pensamiento crítico y la conciencia intercultural mediante el uso de materiales en idioma inglés, 

valorizando la comprensión general de los textos (tanto escritos como orales) haciendo uso de 

conocimientos previos, inferencias y deducciones por contexto. 

Se priorizará la comunicación tanto oral como escrita sin descuidar sus estructuras formales, 

promoviendo variadas instancias de práctica, tanto en clase como a través de trabajos prácticos, 

necesarias para que el alumno adquiera e internalice las herramientas que le permitan comunicarse en 

inglés. Se enfatizará en integrar los conocimientos previos del campo audiovisual adquiridos en las 

cátedras  de la carrera, para poder expresarlos en inglés. También se impulsará a los alumnos a seguir 

aprendiendo en forma autónoma más allá del curso, haciendo uso de los materiales multimedia que los 

rodean. 

En cuanto al marco metodológico, adherimos a la teoría de Krashen: una lengua extranjera se adquiere 

(de forma subconsciente) y se aprende (de forma consciente). Ambos conocimientos interaccionan para 

que el alumno se comunique, ya que la habilidad de producir frases en una lengua extranjera se debe a la 

competencia adquirida por el sistema de adquisición, el cual es el iniciador del enunciado, mientras que 

el sistema de aprendizaje realiza el papel del monitor, corrigiendo y mejorando el mensaje. Por lo tanto, 

las clases tendrán momentos de exposición e interacción con el idioma, para que el alumno lo pueda 

adquirir, y momentos de sistematización del idioma, para que el alumno lo pueda aprender. El material 

de exposición al idioma deberá ser comprensible aunque un poco más difícil que lo que el alumno 

maneja. También es importante que el alumno se encuentre en una situación relajada, que fomente su 

motivación y auto-confianza, disminuyendo su ansiedad, ya que en caso contrario el alumno estará 

creando un filtro afectivo que disminuye su capacidad para adquirir el lenguaje. 

La base de este curso radica el modelo de resolución de problemas “task based” (Samuda y Bygate, 

2008)1. Este enfoque de enseñanza contempla la lengua como discurso y su enseñanza por medio del uso 

de la misma en situaciones genuinas de interacción. Desde este posicionamiento didáctico, el rol del 

docente será el de un facilitador, mediador en los procesos de desarrollo de la lengua. El docente guiará a 

los estudiantes a incorporar estrategias que les permitan salvar las dificultades lingüísticas presentes en 

la lengua extranjera. 

El tratamiento didáctico de las unidades seguirá principios de un aprendizaje integrado de contenido y 

lengua extranjera (AICLE). Esta corriente didáctica es especialmente relevante para la enseñanza del 

inglés en ámbitos académicos y está basada en el paradigma de la complejidad y en la utilización del 

inglés como medio de estudio de otras ciencias. Fomenta el trabajo interdisciplinario y posibilita que  los 

                                                 
1 Samuda, V., & Bygate, M. (2008). Tasks in Second Language Learning.  Open Journal of Modern 
Linguistics, 6(3). Basingstoke: Palgrave.  

http://www.scirp.org/(S(lz5mqp453edsnp55rrgjct55))/journal/Home.aspx?JournalID=742
http://www.scirp.org/(S(lz5mqp453edsnp55rrgjct55))/journal/Home.aspx?JournalID=742
http://www.scirp.org/(S(lz5mqp453edsnp55rrgjct55))/journal/Home.aspx?IssueID=8041


 

 
3 

estudiantes se beneficien de  prestar una atención consciente a la integración de lengua y contenido 

(Mehisto, Marsh, and Frigols  2008)2. 

 

Propósitos de la asignatura 
- Promover la competencia comunicativa y la creatividad en el uso del idioma inglés en el campo del 

diseño audiovisual, de manera que los alumnos puedan formular sus proyectos en forma oral y escrita y 

manejarse en los ámbitos de investigación, docencia y actividad privada con solvencia en un medio cada 

vez más interactivo con el extranjero.  

- Permitir el pensamiento crítico y la conciencia intercultural mediante el uso de materiales en idioma 

inglés.  

- Exponer al alumno a materiales en idioma inglés para mejorar la comunicación sin descuidar sus 

estructuras formales.  

- Exponer al alumno a material escrito y oral específico en terminología y contenido, y a situaciones 

donde deba aplicarlos.  

- Brindarle herramientas  al estudiante para insertarse profesionalmente e investigar la realidad 

circundante con solidez y herramientas acordes a las exigencias del medio. 

 

Contenidos Mínimos según plan de estudios 
Resol. ME n°812/2011: La inclusión del idioma inglés en el programa de la carrera tiene el 
objetivo de capacitar a los alumnos para acceder a la bibliografía que circula en el ámbito 
internacional, en especial referida a la tecnología básica para operar instrumentos y programas. 
Asimismo, se pretende capacitarlos para que estén en condiciones de participar en ámbitos de 
discusión e intercambio internacional, ya sea en congresos presenciales o virtuales, foros de 
discusión, festivales o convenios de intercambio. Para ello se requiere que el alumno adquiera 
capacidades para la comprensión de textos, la redacción escrita y la conversación. 

 

Propuesta Metodológica 

Esta cátedra es parte del bloque de formación metodológica e idiomas.  

En general las sesiones comenzarán con una alguna dinámica oral y lúdica a través de la cual se 
intentará indagar los saberes disponibles referidos a la temática que se abordará en el 
encuentro y recuperar los contenidos de la sesión anterior que sirvan como articuladores de la 
presente. Se planteará una actividad comunicativa a resolver, similar a las que podrían 
encontrarse en su vida profesional, ya que la base de este curso radica el modelo de resolución 
de problemas “task based” (Samuda y Bygate, 2008). Este enfoque de enseñanza contempla la 
lengua como discurso (Kern, 2001) y su enseñanza por medio del uso de la misma en 
situaciones genuinas de interacción. Desde este posicionamiento didáctico, el rol del docente 
será el de un facilitador, mediador en los procesos de desarrollo de la lengua.  

Luego se trabajará en torno al contenido a través del análisis de un texto escrito u oral, que se 
abordará de manera general para luego concentrarse en el vocabulario y la gramática, que 

                                                 
2 Mehisto, P., March, D. and Frigols, M. (2008). Uncovering CLIL: content and language integrated 
learning in bilingual and multilingual education. Basingstoke: Macmillan Educacion. 
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serán utilizados de forma activa por los alumnos en actividades de comunicación escritas y 
orales. Se fomentará el trabajo en grupos de diferente tamaño según la actividad. Finalmente, 
cada sesión cerrará una síntesis de lo trabajado generada por el grupo, guiado por el docente.  

Los trabajos prácticos son una herramienta esencial para que el alumno internalice y ponga en 
práctica los conocimientos vistos en la unidad. Se prevé la realización de 4 trabajos prácticos 
individuales, que podrán ser presentados en formato de boceto para que el docente pueda 
colaborar en el proceso de escritura antes de la presentación final. Si bien se detalla la 
propuesta del docente en el  desglose  de las unidades, se alienta a que las y los estudiantes 
propongan consignas que le permitan integrar los conocimientos adquiridos en inglés con las 
cátedras  que se encuentran cursando en ese momento.  

Al terminar cada unidad, los alumnos harán un minitest escrito con los temas gramaticales y de 
vocabulario de esa unidad. El propósito de esta actividad es que el alumno pueda incorporar los 
conocimientos de manera gradual. Los alumnos tendrán un parcial al finalizar la unidad 2 y uno 
al finalizar la unidad 4, con el propósito de integrar los temas vistos. Las evaluaciones serán 
escritas e incluirán la gramática y vocabulario de las unidades en ejercicios de lectura y escucha 
comprensiva, uso del lenguaje y escritura de un texto de cuatro párrafos. 

La evaluación oral es continua, a través  de los trabajos grupales que se desarrollan durante el 
cuatrimestre. Habrá una sola evaluación formal oral integradora al  final del cuatrimestre, que 
le permitirá al estudiante promocionar la evaluación final oral  si aprueba la evaluación 
integradora oral con 7 (siete) o más. 
 
Cronograma de Actividades Teóricas, Prácticas, Salidas de Campo, etc.  

Date Activity 

1 U1-Class 1 

2 U1-Class 2  

3 U1-Class 3 

4 U1-Class 4  

5 U1-Class 5  

6 U1-Class 6 Revision and minitest 

7 U2-Class 7  

8 U2-Class 8 

9 U2-Class 9  

10 U2-Class 10  

11 U2-Class 11  

12 U2-Class 12 Revision and minitest 

13 U2- Class 13 General revision 

14 PARCIAL 

15 U3-Class 15  

16 U3-Class 16  

17 U3-Class 17  

18 U3-Class 18 Revision and minitest 

19 U3-Class 19 SIMULATION 

20 U4-Class 20  

21 U4-Class 21  
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22 U4-Class 22  

23 U4-Class 23  

24 U4-Class 24  

25 U4-Class 25  

26 U4-Class 26 Revision and ministest 

27 Class 27 General revision 

28 PARCIAL   

29 Class 29 Revision for the oral 

30 Class 30 Oral final test 

31 Class 31 Revision for the final test 

*Los detalles de cada clase se pueden ver en el material didáctico sistematizado por la 
docente y disponible en: https://visualelbolson.wordpress.com/ingles-iii/  
 
¿Requiere extensión áulica?  - modalidad virtual-    No 
 
Ajustes para estudiantes con discapacidad 
Contactarse con el equipo docente para definirlos en caso de que sea necesario 
 

 

 

Unidad N°1: 
Inspiración 

Fecha Probable de Inicio y Finalización 
Desde la clase 1 hasta la clase 6  

 
Contenidos 

 Técnicas de inspiración para hacer un audiovisual: 
o Desarrollo 
o Preproducción 
o Producción 
o Post-producción 
o Distribución 
o Bajo presupuesto 

 Lecto-comprensión: 
o La frase nominal 
o Voz pasiva 

 
Actividades Prácticas de la Unidad 
Utilizando el método propuesto por Michel Gondri, desarrollar la storyline de un audiovisual 
TP Nº 1: Escribir la sinopsis del audiovisual creado durante la unidad y hacer un resumen del proceso 
de su creación. 
 
Bibliografía 
- Apuntes de la cátedra.  
- Gondry, Michel (2008) You'll Like This Film Because You're In It: The Be Kind Rewind Protocol. 
Brooklyn, PictureBox  
- Oxenden, C., Latham-Koenig, C. y Seligson, P. (2005) New English File Pre-Intermediate 
Students’ book, Oxford, Oxford University Press.  

https://visualelbolson.wordpress.com/ingles-iii/
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- Oxenden, C., Latham-Koenig, C. y Seligson, P. (2005) New English File Pre-Intermediate 
Workbook, Oxford, Oxford University Press. 
 
Bibliografía Complementaria 
- Lefebvre, H. (1996) Writing on Cities. Translated and edited by Kofman, E. and Lebas, E. 
Blackwel, Oxford. 
- Oxenden, C; Latham-Koenig, C. y Seligson, P. (2005) New English File Intermediate Students’ 
book, Oxford, Oxford University Press.  
- Oxenden, C; Latham-Koenig, C. y Seligson, P. (2005) New English File Intermediate Workbook 
with key, Oxford, Oxford University Press.  

 

Unidad N°2: 
El Dossier de prensa 

Fecha Probable de Inicio y Finalización 
Desde la clase 7 hasta la clase 14  

 
Contenidos 

 Las partes del Dossier de prensa:  

 cover sheet  

 artwork  

 synopsis  

 cast and crew information  

 statement of the director  

 news and media coverage  

 technical information  

 production still photos  

 production notes  

 trailer 

 Confección un dossier de prensa 

 Presentación de un proyecto a Withoutabox 

 Revisión de los tiempos verbales: presente simple y continuo, pasado simple y continuo, 
presente perfecto y futuro. 
 
Actividades Prácticas de la Unidad 
TP Nº 2: Confeccionar un dossier de prensa de un proyecto audiovisual propio (puede ser del creado 
en la unidad anterior). Incluir mínimamente sinopsis, motivación y lista del elenco y el equipo, con 
bios de los integrantes más importantes. 
 
Bibliografía 
- Apuntes de la cátedra.  
- Draven, D. (2010). The Filmmaker’s book of the dead. Oxford, Elsevier.  
- Electronic Press Kit Tutorial for film. Disponible en: https://www.filmsourcing.com/epk-create-
electronic-press-kit-film/ 
- Sol, D. (2013). What filmmakers need to know about a film festival electronic press kit. 
Disponible en: https://www.youtube.com/watch?v=yZL8fAXqQzY  
- Zhou, T. (2014). Every Frame a Painting: Composition in Storytelling. Disponible en: 
https://www.youtube.com/watch?v=CvLQJReDhic 
- Withoutabox: www.withoutabox.com  
- Quintana, J. (2005) New English File Pre-intermediate tests. Oxford, Oxford University Press. 
 

https://www.filmsourcing.com/epk-create-electronic-press-kit-film/
https://www.filmsourcing.com/epk-create-electronic-press-kit-film/
https://www.youtube.com/watch?v=yZL8fAXqQzY
http://www.withoutabox.com/
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Bibliografía Complementaria 
- Bordwell, D; Kristin T. (1979). Film Art: An Introduction. Reading, MA: Addison-Wesley. Ninth 
edition, 2009. Chapter 1 Film as Art: Creativity, Technology, and Business (1 a 21) disponible en 
http://highered.mcgraw-hill.com/sites/dl/free/0073535060/410534/Bordwell_Ch01.pdf  
- Free Film School.Org, “The Complete Online Filmmaking Reference”, The LONG production crew list 
(pág 122 a 126). Disponible en http://www.4filmmaking.com/onlinefilmschool.html  
- What is a synopsis, an outline, a treatment? Disponible en:  
http://www.screenaustralia.gov.au/getmedia/d4e1476e-33e5-4aad-b9d9-
9696819b4b98/WhatisaSynopsis.pdf  
- Writing a strong treatment. Disponible en: http://www.documentaryhowto.com/documentary-
tips/131-documentary-tip-7-writing-a-strong-treatment  
- McKee R. (1997) Story: Style, Structure, Substance, and the Principles of Screenwriting. New York, 
Harper Collins. 
- Hartman, K. A summary of the book Screenplay: The Foundations of Screenwriting. A step-by-step 
guide from concept to finished script By Syd Field. Disponible en: http://www.kimhartman.se/wp-
content/uploads/2014/12/Summary-of-screenplay-by-syd-field.pdf  
- Michael Caine teaches acting in film. Disponible en: 
https://www.youtube.com/watch?v=bZPLVDwEr7Y 
- Ejemplos de presskit: https://tribecafilm.com/press-center/festival/press-kits  
 
 

 

Unidad N°3: 
Festivales cinematográficos 

Fecha Probable de Inicio y Finalización 
Desde la clase 15 hasta la clase 19   

 
Contenidos 
- Pitching: técnicas y evaluación de modelos 
- Elaboración de un pitch 
- Ventajas y desventajas de los festivales cinematográficos. 
- Aspectos a tener en cuenta antes y durante el festival. 
- Entrevistar y ser entrevistado acerca de los procesos de sus proyectos audiovisuales. 
- Revisión de la construcción gramatical de preguntas y respuestas. 
 
Actividades Prácticas de la Unidad 
TP Nº 3: Participar en la simulación de un festival (oral): compartir el pitch de un audiovisual 
propio (se puede traer material audiovisual de apoyo) y ser entrevistado por el grupo sobre los 
detalles del mismo. 
 
Bibliografía 
- Apuntes de la cátedra.  
- Breman, P. (2014). Five Tips to sell you film of TV Film. Disponible en: 
http://filmtvcareers.about.com/od/gettingthejob/a/PitchingMistake.htm 
- Shackleford, L. (2010) How to pitch a movie. Disponible en: 
https://sites.google.com/site/theatreuabwriting/advice/howtopitchamovie  
- How to pitch a screenplay. Disponible en http://www.youtube.com/watch?v=u4HSqKrqkIk 
- The Modern Movie Making Movement, Film Festivals: Why Should I Bother? (Pág 95) disponible en 
http://dslrhd.com/TheModernMovieMakingMovment.pdf  
- How to get into a Film Festival. Disponible en: https://www.youtube.com/watch?v=VnOdEHspXNI  
- Interviews from http://www.allaboutindiefilmmaking.com/  

http://highered.mcgraw-hill.com/sites/dl/free/0073535060/410534/Bordwell_Ch01.pdf
http://www.4filmmaking.com/onlinefilmschool.html
http://www.screenaustralia.gov.au/getmedia/d4e1476e-33e5-4aad-b9d9-9696819b4b98/WhatisaSynopsis.pdf
http://www.screenaustralia.gov.au/getmedia/d4e1476e-33e5-4aad-b9d9-9696819b4b98/WhatisaSynopsis.pdf
http://www.documentaryhowto.com/documentary-tips/131-documentary-tip-7-writing-a-strong-treatment
http://www.documentaryhowto.com/documentary-tips/131-documentary-tip-7-writing-a-strong-treatment
http://www.kimhartman.se/wp-content/uploads/2014/12/Summary-of-screenplay-by-syd-field.pdf
http://www.kimhartman.se/wp-content/uploads/2014/12/Summary-of-screenplay-by-syd-field.pdf
https://www.youtube.com/watch?v=bZPLVDwEr7Y
https://tribecafilm.com/press-center/festival/press-kits
http://filmtvcareers.about.com/od/gettingthejob/a/PitchingMistake.htm
https://sites.google.com/site/theatreuabwriting/advice/howtopitchamovie
http://www.youtube.com/watch?v=u4HSqKrqkIk
http://dslrhd.com/TheModernMovieMakingMovment.pdf
https://www.youtube.com/watch?v=VnOdEHspXNI
http://www.allaboutindiefilmmaking.com/
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Bibliografía Complementaria 
- Oxenden, C., Latham-Koenig, C. y Seligson, P. (2005) New English File Pre-intermediate Students’ 
book, Oxford, Oxford University Press.  
- Oxenden, C., Latham-Koenig, C. y Seligson, P. (2005) New English File Pre-intermediate Workbook 
with key, Oxford, Oxford University Press. 
- Michel Ciment Interviews Stanley Kubrick. Disponible en: 
http://www.youtube.com/watch?v=g2MF4sBYUy4  
 

 

Unidad  N°4: 
Financiamiento online 

Fecha Probable de Inicio y Finalización 
Desde la clase 20 a la 28  

 
Contenidos 

 Completar los formularios necesarios para obtener financiamiento en el extranjero, incluyendo: 

o Sinopsis 

o Notas del director 

o Tratamiento estético 

o Curriculum vitae 

o Presupuesto 

o Plan de Financiamiento 

Revisión de conectores de causa, consecuencia, contraste, enumeración, adición y 
ejemplificación 
 
Actividades Prácticas de la Unidad 
TP Nº 4: Postularse para financiamiento en el exterior: confección de los documentos necesarios 
(formulario, sinopsis, motivación, tratamiento estético, CV del realizador, presupuesto, plan 
financiero).  
 
Bibliografía 
- Apuntes de la cátedra.  
- Lebeau, I. y Rees, G. (2009) Language Leader Pre-Intermediate. Coursebook, workbook and CD-
ROM, Harlow, Pearson-Longman. 
- Oxenden, C., Latham-Koenig, C., Seligson, P. y Lindsay, C. (2005) New English File Pre-intermediate 
Teacher’s book, Oxford, Oxford University Press.  
- Sitio oficial de Berlinale: información general, requisitos, formularios. Disponible en: 
https://www.berlinale.de/en/HomePage.html  
- Video: Best of Berlinale. Disponible en: https://www.youtube.com/watch?v=RPlu_qQ1oOU  
- Modelos de presupuestos: Disponible en: http://makingthemovie.info/2007/03/free-film-budget-
template.html 
- CVs: Tips and templates. Disponible en: http://www.careerride.com/view.aspx?id=2892 

http://www.youtube.com/watch?v=g2MF4sBYUy4
https://www.berlinale.de/en/HomePage.html
https://www.youtube.com/watch?v=RPlu_qQ1oOU
http://makingthemovie.info/2007/03/free-film-budget-template.html
http://makingthemovie.info/2007/03/free-film-budget-template.html
http://www.careerride.com/view.aspx?id=2892
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- Video: Writing a production resume. Disponible en: 
https://www.youtube.com/watch?v=aYxOirigCF0 
- Modelo de presupuesto. Disponible en: http://makingthemovie.info/2007/03/free-film-budget-
template.html  
- Financial plan. Disponible en: http://www.cifvf.ca/English/cifvf_resources_financial_structure.html  
- Video: What is crowd funding? Disponible en: https://www.youtube.com/watch?v=8b5-
iEnW70k&nohtml5=False  
 
Bibliografía Complementaria 
- Diferentes modelos de documentos necesarios para realizadores: 
http://www.dependentfilms.net/files.html 
- Otras páginas donde conseguir financiamiento: 

o https://www.idfa.nl/industry/idfa-bertha-fund/ibf-classic/regulations-for-documentary-
projects.aspx  

o http://www.sundance.org/initiatives/creative-producing  

 
 

Propuesta de evaluación 

 En la primera clase se hará una evaluación diagnóstica del grupo, para determinar si se necesita 
mayor andamiaje para lograr los aprendizajes propuestos en esta cátedra, o si por el contrario se 
pueden profundizar los contenidos.  

 Habrá una evaluación continua de la producción oral del alumno en la clase, y de la escrita a 
través de los minitests y trabajos prácticos, para lograr un seguimiento de los alumnos que 
permita tomar decisiones a tiempo acerca de qué temas se deben reforzar.  

 Habrá dos evaluaciones de corte (parciales) a mediados y fines del cuatrimestre para integrar los 
temas vistos. Estas tienen una instancia recuperatoria a fin del cuatrimestre.  

 Habrá una evaluación oral final integradora. Si el alumno tiene un promedio menor a 7 (siete) 
en los parciales, también tendrá una evaluación final escrita.  
 

Evaluación final  
El examen consistirá en la evaluación de las cuatro habilidades del idioma:  

 Expresión escrita  
 Escucha  
 Lectura comprensiva  
 Expresión oral  

También se evaluarán los contenidos gramaticales y temáticos y de vocabulario correspondientes al 
nivel.  
El examen consistirá en dos instancias, una escrita y una oral que se deberán aprobar con un mínimo 
de 60% y, de acuerdo a lo establecido en el artículo 33 del Reglamento de Estudios de Sede de la 
Universidad Nacional de Río Negro, la prueba escrita será previa y eliminatoria respecto de la prueba 
oral.  
El examen escrito consistirá en:   

 Un texto para realizar lectura comprensiva (inglés específico)  
 Ejercicios que evalúen la precisión gramatical  
 Un texto oral para evaluar la escucha  
 La redacción de un texto para evaluar la producción escrita.  

El examen oral consistirá en:  

 La promoción de un proyecto audiovisual. El alumno desarrollará el pitch de un proyecto 
audiovisual propio. 

https://www.youtube.com/watch?v=aYxOirigCF0
http://makingthemovie.info/2007/03/free-film-budget-template.html
http://makingthemovie.info/2007/03/free-film-budget-template.html
http://www.cifvf.ca/English/cifvf_resources_financial_structure.html
https://www.youtube.com/watch?v=8b5-iEnW70k&nohtml5=False
https://www.youtube.com/watch?v=8b5-iEnW70k&nohtml5=False
http://www.dependentfilms.net/files.html
https://www.idfa.nl/industry/idfa-bertha-fund/ibf-classic/regulations-for-documentary-projects.aspx
https://www.idfa.nl/industry/idfa-bertha-fund/ibf-classic/regulations-for-documentary-projects.aspx
http://www.sundance.org/initiatives/creative-producing
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 Presentación de un tema específico del campo audiovisual a elección: desarrollarlo en 2 
minutos, utilizando vocabulario específico. El alumno deberá elegir alguna bibliografía vista 
en las unidades. 

 Interacción entre alumnos: los alumnos deberán interactuar a partir de una temática 
propuesta por la mesa examinadora, utilizando las expresiones adecuadas.  

 Interacción con el profesor demostrando tener la habilidad de comunicarse oralmente en el 
idioma en el nivel correspondiente. 

Asimismo, los alumnos (tanto regulares como libres) deberán presentar todos los trabajos 
prácticos de la materia. 
 
Asignatura posible de ser promocionada sin examen final Si  
 
Características del Sistema de Promoción 
Los alumnos que además de haber cumplimentado con los requisitos de acreditación hayan 
obtenido un promedio de 7 o más en los parciales de la cursada promocionarán la instancia 
escrita. Los alumnos tienen la posibilidad de promocionar la instancia oral del final, dando un 
examen oral integrador (optativo) durante la última semana de cursada. 
 
Requisitos de acreditación 

 70 % de asistencia a las clases  

 Aprobación del 100% de los trabajos prácticos  

 Aprobación del 100% de los minitests  

 Aprobación de ambos parciales con una nota mínima de 6 (seis) 
 
Fechas tentativas de evaluaciones previstas 
PARCIAL 1: Clase 14 
PARCIAL 2: Clase 28 
SIMULACIÓN: Clase 19 
ORAL: Clase 30 
MINITEST 1: Clase 6 
MINITEST 2: Clase 12 
MINITEST 3: Clase 18 
MINITEST 4: Clase 26 
La fecha del recuperatorio y de  la evaluación integradora oral optativa serán pactados entre 
la docente, las y los estudiantes a fin de que sea de conveniencia para todo el grupo. 
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Unidad Nº1: Getting inspiration 

ASSIGNMENT #1: WRITE THE SYNOPSIS OF THE STORY YOU’VE CREATED DURING THIS 

UNIT. SUMMARIZE ALL THE FILMMAKING PROCESS. 

CLASS 1: TIPS FOR READING  

SPEAKING 

 What do you remember about the five stages? 

o Vocabulary 

o Tips 

 What do you remember about low budget tips? 

 

READING 

Read this extract from GONDRY, Michel (2008:5). How does it relate with the topic 

we were talking about? 

USEFUL TIPS FOR READING 

 Predict what you will read, remember previous knowledge and have a clear 

purpose when reading 

 The most important information is in the first and last paragraphs and in the 

first sentences of every paragraph (they are called topic sentences because 

they give you the main idea of the paragraph) 

 Remember that the most important information is usually located in the last 

noun of the phrase. You should read backwards. 
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CLASS 2: PASSIVE VOICE  

GRAMMAR: Most academic texts use passive voice instead of active voice. For example: 

“…the rules were devised to allow the community to be the leader” instead of “somebody 

devised the rules to allow the community to be the leader”. The subject of the sentence 

receives the action instead of doing it: 

 

 

 

 

 

 

 

 

 

 

 

Taken from Oxenden, C, Latham-Koenig, C. and Seligson, P. (2005a:138) 
 

Find more examples of passive voice in the text 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 
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Taken from Oxenden, C, Latham-Koenig, C. and Seligson, P. (2005b:64) 
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Taken from Oxenden, C, Latham-Koenig, C. and Seligson, P. (2005a:139) 

READING 

 Read these extracts from Gondry, Michel (2008:8). Do you 

agree? Why? Spot examples of passive voice 

[…] a utopia is an imaginary city. But ideas are like cities: Once they are started 

they keep on building on themselves, accumulating incongruous layers over the 

years to form a complex texture resemblic organic matter. 

But I believed people would really enjoy these screenings. Not because the films 

would be anything particularly special in terms of entertainment value, but simply 
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that they would love he film because they were in it. And their friends, and their 

family, and the streets they walk on every day, and so on. Exactly like a home 

video, only a neighborhood video. 

Producers always tell filmmakers that the audience wants to recognize themselves 

in the protagonists, yet the actual life of a famous film actor couldn’t be more 

distant from the lives of the audience. It’s the same thing with the landscape and 

sets in a film. Most people don’t wake up in the morning with a palm tree in front 

of their window, a blue sky, and the L.A. smog. Everybody’s life is unique and so is 

everyone’s environment. However, at the core, the producers are right: People 

want to see themselves and identify with what’s on the screen. Maybe there’s a 

principle of resonance, like in physics, that produces an emotional satisfaction, or 

simply the feeling of not being alone. 

CLASS 3: GONDRY’S WORKSHOPS  

READING AND SPEAKING 

 

Brainstorm what you remember from Gondry’s book. 

3 

Every student reads a different detail from Gondry’s workshops and 

will tell the rest of the class about it. Everybody needs to pay a lot 

of attention because we will be putting all this into practice. 

STUDENT A: Read pages 76 and 77. Summarize the proposal of stage 1. 

STUDENT B: Read pages 77 and 78. Summarize the proposal of stage 2.  

STUDENT C: Read page 78, 79 and 56. Summarize grid and camera details. 

 

 

                                                 
3 Gondry, Michel (2008:76) 
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Page 76 

 



 

 
18 

Page 77 
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Page 78 
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Page 79 

 

Page 56 

Storyline Day/
Night 

Set/ 
Location 

Action Character 
names 

Name of 
group 
member 
playing 
role 

Accessories
/Costumes 

Narrative cards 

        

  

  

  

 

VERY IMPORTANT: FOR NEXT CLASS, BRING PROPS, COSTUMES 

(WHATEVER OBJECTS THAT CAN HELP UP INSPIRE AND SHOOT) AND 

ONE CAMERA PER GROUP 

 

CLASS 4: LET’S DO THE WORKSHOP 

SPEAKING AND LISTENING 

15 minutes recapping stages 
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45 minutes for stage 1 

15 minutes “break” 

45 minutes for stage 2 

 

CLASS 5: REVISION AND ASSIGNMENT  

 Recall last class stories and their filmmaking processes. 

 

 What’s your opinion on this method? Advantages? Disadvantages? 

Would you use it “in real life”? Would you change something 

about it? 

 

 Write Assignment #1: Write the synopsis of your story. Summarize 

all the filmmaking process. 

Tips for a good synopsis:  

 It’s a SUMMARY, written in PRESENT (SIMPLE, continuous and perfect) 

 You must include WHO, WHAT is the problem and HOW it is solved. 

 ‘Pitch’ version  

 This story is a…(romantic comedy, film noir, psychological drama, 

etc) 

 …about…(your protagonist, perhaps with an adjective or two) 

 …who wants/needs/sets out to… (the protagonist’s problem or 

objective). 

 First major plot point of the story (what the protagonist does to get 

the goal). 

 Second major plot point of the story. 

 Third major plot point of the story (could be a ‘reversal’ beginning 

with “But…”). 

 Climax. 

 Resolution. 



 

 
22 

CLASS 6: REVISION AND MINITEST  

 Recall tips for reading comprehension 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

 Recall passive voice. Choose 5 sentences from pages 

76 to 79 and turn them into passive voice. Turn the 

sentences you’ve written into the affirmative or 

negative. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

………………………………………………………………………………………………………………….. 

 Minitest: reading comprehension and passive voice 
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UNIT 2: THE PRESS KIT 
ASSIGNMENT Nº2: MAKE YOUR OWN PRESS KIT. 

CLASS 7: INTRODUCTION 
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4 

CLASS 8: MAKING THE PRESS KIT (1) 
 

SPEAKING AND READING 

1. GUESSING GAME: PARTS OF THE PRESS KIT 

2. WHAT ARE THE MOST IMPORTANT PARTS OF THE PRESS KIT? 

                                                 
4 Taken from: Draven, 2010 (267-269).  



 

 
25 

5 

Famous Loglines 

PIRATES OF THE CARIBBEAN: THE CURSE OF THE BLACK PEARL – Blacksmith Will Turner 

teams up with eccentric pirate “Captain” Jack Sparrow to save his love, the governor’s 

daughter, from Jack’s former pirate allies, who are now undead. 

THE HANGOVER – A Las Vegas-set comedy centered around three groomsmen who lose 

their about-to-be-wed buddy during their drunken misadventures, then must retrace their 

steps in order to find him. 

BRIDGES OF MADISON COUNTY – An Iowa housewife, stuck in her routine, must choose 

between true romance and the needs of her family. 

READING AND WRITING 

3. ANALYZE “TRAITORS” AND “TIME IS ILLMATIC” PRESSKITS 

                                                 
5 Available at: filmsourcing.com 
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A. HOW ARE THEY COMPOSED? DO THEY HAVE ALL THE SECTIONS DRAVEN (2010) 

SUGGESTS? 

B. WRITE THE FILMMAKING JOBS MENTIONED. WHAT OTHERS DO YOU REMEMBER? 

C. HOW LONG ARE THE FILMS? WHAT TECHNICAL INFORMATION CAN YOU GET FROM 

THE PRESS KIT? 

D. SUMMARIZE THE SYNOPSES IN TEN KEY WORDS EACH 

a. What about the format, grammar and vocabulary used in the synopsis? 

E. START YOUR PRESS KIT: COVER SHEET, CAST AND CREW LIST AND THREE 

PARAGRAPH SYNOPSIS 

 

CLASS 9: MAKING THE PRESS KIT (2) 
 

READING AND WRITING 

1. What do you remember about the press kit? 

2. Read the director’s notes.  

a. Summarize each paragraph in one sentence. 

b. Copy useful vocabulary. 

3. Read the director’s bios and the film company information.  

a. Underline all the verbs. What tense are they in? Why? 

b. Copy useful vocabulary. 

4. FINISH YOUR PRESS KIT: DIRECTOR’S STATEMENT AND BIOS 

 

LISTENING 

5. WATCH: WHAT FILMMAKERS NEED TO KNOW ABOUT A FILM FESTIVAL 

ELECTRONIC PRESS KIT. 

True or false? 
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1. The idea of the video is to establish the dos and don’ts of a press kit. 

2. It’s a good idea to mail the press kit in a PDF. 

3. You should always follow the rules of the festival because they can reject you 

otherwise. 

4. He’s very strict and will disqualify you if you didn’t follow the rules of submission. 

5. A three-page bio is a good idea. 

6. He mentions that the electronic press kit should include a synopsis, production 

information, stills, stories from the set, anything that’s been written about the 

film in media or social media, cover letter. 

CLASS 10: REVISION ON TENSES 

GRAMMAR 

1. Reread the press kits and complete the table below with examples of: 

a. Present simple 

b. Present continuous 

c. Past simple 

d. Present perfect 
 

2. When do we use those tenses? 

3. Turn the sentences you found into the negative (if they were 
affirmative statements, or into the affirmative if they were 
negative) and into questions to fill in the table below. 

SUMMARY OF PRESENT, PAST AND FUTURE 

 

Tense Use Examples 

Present 
simple 

Things that happen 
always or usually 

+ 

- 

? 
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Present 
continuous 

Things that happen 
now 

+ 

- 

? 

Past simple Finished action in 
the past time (I say 
when) 

+ 

- 

? 

Past 
continuous 

Actions that were in 
progress at a past 
time 

+ 

- 

? 

Present 
perfect  

Unfinished action (I 
don’t say when) 

+ 

- 

? 

Going to + 
infinitive 

Plans + 

- 

? 

Will (may-
might)+ 
infinitive 

Predictions + 

- 

? 

 

PRACTICE 
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Taken from Oxenden, Latham-Koenig, and Seligson (2005:131) 

 

SPEAKING: CONVERSATION QUESTIONS-MOVIES 

 

LISTENING: COMPOSITION IN STORYTELLING (0.00-2.00) 

a. What do you know about composition and its relationship with storytelling? 

b. What is to compose an image, according to the narrator? 

c. Why does he mention “staging, framing, depth, balance” 
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d. Why does he think that composition is the field’s most fundamental principle? Do 

you agree? 

e. How does he summarize what composition is? 

f. Why is composition a technical skill? 

g. Why shouldn’t it be approached with pragmatism? 

 

CLASS 11: SUBMITTING YOUR PRESS KIT ONLINE 
 

SPEAKING AND READING 

1. REGISTER IN WITHOUTABOX AND ADD ALL THE INFORMATION OF YOUR PROJECT.  

2. HAVE A LOOK AT THE FESTIVALS. WHICH DO YOU LIKE BEST? TELL YOUR PAIR 

3. HAVE A LOOK AT THE PRESSKITS AVAILABLE AT: HTTPS://TRIBECAFILM.COM/PRESS-

CENTER/FESTIVAL/PRESS-KITS. TAKE DOWN USEFUL IDEAS, EXAMPLES, VOCABULARY 

AND SHARE WITH THE GROUP 

 

LISTENING: COMPOSITION IN STORYTELLING (2.00-4.45) 

a. What do you remember from the video? 

b. What do these compositional templates imply?  

a. The rule of thirds 

b. Golden ratio 

c. Triangular composition 

c. What is the disadvantage of such ingrained rules? 

d. What were the rules of composition in the beginning of film history? 

Influence, depth, framing. 

e. Who were the pioneers of using composition for tonal leverage? What 

were the changes? 

 

CLASS 12: REVISION AND MINITEST  
 

1. REMEMBER THE PARTS OF A PRESS KIT AND USEFUL VOCABULARY FROM IT 

 

https://tribecafilm.com/press-center/festival/press-kits
https://tribecafilm.com/press-center/festival/press-kits
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2. REVISION OF TENSES 

 

 

Taken from Quintana, 2005:6. 
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Taken from: Quintana, 2005:29. 

CLASS 13: PRACTICE FOR THE PARCIAL 

 

VOCABULARY: the filmmaking process, the electronic press 

kit, festivals, a good pitch 

LISTENING: COMPOSITION IN STORYTELLING (11.17-12.35) 

a. What do you remember from the video?  
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b. Can a subject in a shot have different artificial and primal control? 

c. How can someone dominate the frame? 

d. What does frame centrality convey? 

e. What do you convey if the image is also balanced? 

f. What is the best way to show conflict? 

READING: Read and answer the questions 

WRITING: Write four paragraphs about: 

 How to make a film in two hours. 

 The synopsis of a film. 

 Tips to write a good pitch. 

 Participating in festivals: Is it worth? 

 

GRAMMAR: present simple and continuous, past simple, present 

perfect. Passive voice (present and past). 

THINGS TO CORRECT IN CLASS 

Complete the sentences with the simple present 

1. We (live) …………………………….. in Bolsón. 

2. My parents (not go) …………………………… to work by car. 

3. My father (travel) …………………………….. to Bariloche every week. 

4. My sister (not sing) …………………………………… in a pop group. 

Complete the sentences with the simple past 

1. Yesterday, we (play) …………………………….. tennis. 

2. Last year, my parents (not go) …………………………… on vacation. 

3. My father (eat) …………………………….. pizza last night. 

4. My sister (not be) …………………………………… angry last weekend. 

Complete the sentences with the present continuous 

1. Now, we (write) ……………………………...……………………………... 

2. My parents (not go) ………………………………………………...………… to work in this moment. 

3. My father (travel) ……………………………………………...…………….. to Bariloche now. 

4. I (not sing) ……………………………………………………...…………… in this moment. 

Complete the sentences with the correct tense. 

1. My friends and I (watch) ………………………………………….. a film four days ago. 

2. Last night my mum (drive) ……………………………………. to hospital. 

3. Sally usually (play) ………………………………………….. the piano in the afternoon. 

4. They (play) ……………………………………………………. video games now. 
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5. Every Monday, I (travel) …………………………………………. to Bariloche. 

6. Last Monday, they (not go) ………………………………… to school. 

7. Sometimes, I (not drink) ……………………………………… milk. 

8. Three years ago, they (visit) ……………………………………. England. 

9. Every day, we (drink) ……………………………. tea. 

10. ……………. you ……………………. (watch) TV yesterday? 

 

Present perfect vs. Simple past 

 

Taken from Oxenden, Latham-Koenig, and Seligson (2005:133) 
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Taken from Oxenden, Latham-Koenig, and Seligson (2005b:32)  
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Present simple vs. Present continuous  

 

Taken from Oxenden, Latham-Koenig, and Seligson (2005b:9) 
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Passive voice 

 

Taken from Lebeau and Rees (2009b:60) 

 

Turn these sentences into passive voice: 

a) They found gold in California in 1848. 

……………………………………………………………………………………………………………… 

b) Shakespeare created many different characters. 

……………………………………………………………………………………………………………… 

c) They didn’t invent telephones until the late 1800s. 

……………………………………………………………………………………………………………… 

d) You can make a cake with flour, eggs, sugar and butter. 

……………………………………………………………………………………………………………… 
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e) The Beatles recorded their songs at Abbey Road Studios in London. 

……………………………………………………………………………………………………………… 

f) JJR Tolkien wrote “The Lord of the Rings”. 

……………………………………………………………………………………………………………… 

g) Many writers base book characters on real people. 

……………………………………………………………………………………………………………… 

CLASS 14: PARCIAL 
 

UNIT 3: FESTIVALS 
ASSIGNMENT Nº2: PITCH YOUR PROJECT AND BE INTERVIEWED IN A FESTIVAL 

CLASS 15: TIPS FOR PITCHING 

 

1. WHAT IS PITCHING? HAVE YOU EVER PITCHED ANY OF YOUR PROJECTS? 
 

LISTENING: WATCH THE VIDEO “SELLING YOUR STORY IN 60 SECONDS” AND WRITE DOWN 

THE IMPORTANT IDEAS. 
 

READING: READ ONE OF THE ARTICLES ON PITCHING AND GET READY TO EXPLAIN ITS MAIN 

IDEAS TO SOMEONE THAT HASN’T READ IT.  

LISTEN TO YOUR PARTNER’S EXPLANATION OF THE OTHER READING AND TAKE DOWN NOTES. 

Article A: How to Pitch a Movie 
Here are some tips on how to do it well.  

by Lee Shackleford 

 Outline your idea. Pitching is like performing a one man one act play. You must be a 

great story teller, totally compelling and never let the listener be ahead of where your 

story is going. So this is why it is imperative to outline your story. A pitch should be no 

more than 20 minutes long. Seriously. Don't think 30 minutes is cool. Unless you're 

Spielberg, it's not. So, outline 20 beats of your story. These are the progressions your 

character makes throughout the film. An example would be "We meet John and Cindy, 

they're a cheeky couple who..." That would be your first beat. "Then one day John comes 

home, it's mysterious, the house is empty, and she's DEAD!" This would be another beat. 

Your story should have about twenty of these, give or take. 
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 Break the acts. When you pitch a movie, it's a great idea to let the listener know where 

the end of Act 1 and Act 2 are. This will clue them into the pace of the story. A general 

rule of thumb is Act 1 ends when the major problem of the film presents itself. Act 2 

ends when the hero has set out to fix the problem, struggled, then figured it out until...an 

even bigger bomb drops, taking your hero lower or as low as he was at the end of Act 1. 

Then of course the end of the film is when the character uses his knowledge that he's 

gained throughout the film to ultimately solve the problem and put his life back in order. 

Again this is just general structure. But looking at your outline, break the film into the 

three appropriate acts. 

 Follow the character. Make sure that in every step of the way you are with the 

protagonist. You should be rooting for whatever he is fighting for and following his 

journey. If you switch points of view, be sure that the character you switch to has their 

own unique point of view. By following the "character" of your protagonist, you will 

invest the listener in the story. Go back, look over your beats and make sure the 

protagonist is striving to reach his goal (succeeding or failing) every step of the way. 

Also, huge note, be sure that the character is always doing the smartest possible thing to 

attain his goal in every moment. If the bomb is about to go off, but you haven't tied up 

the loose end from when he shagged the babysitter, don't have him stop and make a 

phone call. Diffuse the bomb first. You get the idea. 

 Be engaging. There's nothing worse than someone who is pitching with a lack of energy. 

That's not to say you should be hyper, but intently focused on telling your story with 

passion. If it's funny, let that come across (comedy pitches are a bit like doing stand-up.) 

If it's a drama, intensity is key. 

 Practice, practice, practice. This cannot be stressed enough. Once you have the story, 

this is where the real work comes in. While the pitch should not be memorized, to avoid 

sounding like a robot you should be able to pitch the entire story without looking at any 

notes. This will take, literally, several days of up at dawn, burning the midnight oil hard 

work on your part, where you say the pitch over and over and over until the point that it 

is second nature, which of course is the whole point! Be sure to practice in front of 

people. This will get you used to listeners and also you are then able to ask them what 

they got, didn't get, understood, or didn't understand. 

 Relax and have fun! You've done the hard work, you know your story, now just sit back 

and tell your tale. The executive you're pitching to has heard many pitches. Congrats, 

you are well on your way to pitching a movie! 

Article B: Five Tips to sell your film. 
Don't Let Your Pitch Kill Your Project! 

By  Phil Breman 

Film and television writers sell their ideas to the studios through the process of 

"pitching." A pitch is roughly a ten to twenty minute period in which a writer will 

express the concept or world of their idea, the characters that inhabit it, and the basic 

storyline of the movie or pilot episode.  

http://filmtvcareers.about.com/bio/Phil-Breman-33223.htm
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It's a nervewracking process because you simply don't know what type of reaction 

you're going to get until you've laid your idea (as well as your heart and soul) on the 

table for all to see. 

Having been both a writer and a development executive, I've been lucky enough to 

have seen both sides of the table. There are a number of common mistakes that will 

kill your project, or at least hurt its chances for success. So, here are five tips that will 

help you dramatically improve your next pitch meeting: 

Be Prepared 

It amazes me the number of writers who come in to a pitch meeting who are totally 

unprepared to pitch their own idea. They try to "wing it" by making stuff up in the 

meeting rather than having their idea fully fleshed out before entering the room.  

Take the time to fully understand your concept. Know the world you intend to create 

as well as the characters you plan to have inhabit that world. Be clear on why you 

chose these particular people. What makes them interesting? Why would an audience 

want to watch them? These are questions you should already know the answers to 

well before going in.  

Additionally, no one will judge you if you need to have a set of notes at your side 

when you're pitching. They can come in quite handy to make sure you're hitting all of 

your key points as well as not leaving out anything pertinent.  

Know Your Audience  

Where you're pitching is just as important as what you're pitching. Know the past 

projects of the places you're pitching to. If the company you're meeting with is 

mainly known for its horror movies, chances are they're not going to be all that 

receptive to your idea for a romantic comedy.  

If you're pitching to a network (broadcast or cable), know what else they have on air. 

You should familiarize yourself with their line up so you can have a better idea of the 

"tone" of their shows as well as the demographic they are targeting.  

Don't Oversell  

Depending on your idea, your pitch should be reasonably short and sweet. Keep it 

under fifteen minutes if possible saving the rest of the time to go over a few other 

details about your concept as well as to answer any questions that the potential 

buyers might have.  

Hit your target points: concept, characters, story. That's it. Anything more than that 

and you're likely overselling your idea and boring your audience.  

Realize as well that more is not always better. If the executives like your idea, they'll 

make the deal no matter how much swag you leave them.  

Be Respectful  
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Few things annoy executives more than writers who are disrespectful (and obviously, 

vice versa -- but that's for another article). This can include anything from showing 

up late, being arrogant about the concept you're pitching, or ignoring, or worse, 

mocking projects they have developed in the past. Keep your opinions to yourself -- 

or at least until you're in the parking lot.  

Practice Your Pitch  

This technically falls under Be Prepared, but it deserves its own heading because 

there are so few writers who take the advice. Practice your pitch. Yes, this means 

create your pitch and then run it by a few friends, co-workers, relatives, the family 

pet, whomever. It's essential that you have a structured speech that will allow you to 

get out everything about your idea that you need to in a reasonable amount of time.  

By practicing, you'll also be able to identify those areas where your pitch drags, gets 

confusing, or simply fails to sufficiently sell your concept. Find a group of friends 

that might be willing to give you some constructive criticism. Realize that if they 

can't follow your pitch, it's highly unlikely an executive will either.  

WRITING 

WITH ALL THE PREVIOUS INFORMATION (PLUS ANY IDEA YOU MAY HAVE) WRITE THE PITCH OF 

ONE OF YOUR PROJECTS. (THIS IS THE ASSIGNMENT).  

 Remember to follow the format of the synopsis: present simple or continuous, 

connectors. You can also structure your pitch as they explain in the pitch version 

synopsis (in the article: What is a synopsis? An outline? A treatment? In the optional 

material):  

This story is a…(romantic comedy, film noir, psychological drama, etc.) 

…about…(your protagonist, perhaps with an adjective or two) 

…who wants/needs/sets out to… (the protagonist’s problem or objective). 

First major plot point of the story (ie what the protagonist does in pursuit of 

her/his objective). 

Second major plot point of the story. 

Third major plot point of the story (this might be a ‘reversal’ and begin with 

“But…”). 

(Note: three plot points maximum!) 

The climax. 

And the resolution (what the protagonist gained or lost or learnt). 
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CLASS 16: INTERVIEWS 

 

READING AND SPEAKING:  

READ ONE OF THE INTERVIEWS ADAPTED FROM: 

HTTP://WWW.ALLABOUTINDIEFILMMAKING.COM/.  

GET READY TO TELL US THE PLOT OF THE FILM 

UNDERLINE USEFUL EXPRESSION (AND QUESTIONS) THAT CAN BE USEFUL FOR YOUR 

ASSIGNMENT AS THE INTERVIEWER OR THE INTERVIEWEE.  

 

INTERVIEW I 

ROAD TO SUNDANCE 2014: CRIME: MARCUS MCGHEE (A SHORT), 

DIRECTED BY ALIX LAMBERT AND SAM CHOU  

What made you decide to become a filmmaker? 

Sam: My name is Sam Chou. I am a filmmaker, Director of Animation and co-director of Crime: The 

Animated Series. I've been animating by hand for over 15 years, working on Feature films, TV and 

BONUS TRACK: 

When you pitch your story to someone it's bad if any of these happen: 

 They don't seem to get it 

 Their eyes glaze over 

 You have to explain it more than once 

 They think of problems with your logic 

 They mention another movie or book that sounds just like it 

It's good if these happen: 

 They become visibly excited 

 They start offering additional ideas 

 They can imagine which big stars should play the roles 

 They ask to be kept informed of progress 

 They offer to help or finance it (a REALLY good sign!) 

Taken from http://screenwriting.4filmmaking.com/test-the-idea.html  

 

http://www.allaboutindiefilmmaking.com/
http://screenwriting.4filmmaking.com/test-the-idea.html
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commercials and eventually started directing. It was a natural evolution to start creating my own 

stories, and telling them through the medium of animation. 

Tell us about your film (include title of film and category your film will play in Sundance). What 

inspired you to make it? 

Sam: The book was a great source of inspiration. Throughout my career, I've always wanted to tell 

stories that are grounded in reality and a bit darker than typical animated films. So after reading 

Alix's book, CRIME, I was blown away, I couldn't get those images out of my mind. I was like "YES! 

These are the stories I need to tell!!"CRIME: Marcus McGhee is playing in documentary short 

program 1. 

What do you love about your film? 

Sam: Marcus is a great story teller and I love his enthusiasm when he tells it.  It really helped 

inspire the quirky animation design and technique. 

How long did it take you to make your film? 

Sam: All in all, we created 6 episodes of CRIME: The Animated Series in just over 3 months.  

What was the most challenging part of the filmmaking process and how did you overcome it? 

Sam: On the production side, the challenge was creating 6 different completely different visual 

styles but using the same color palette. Then producing the animation within the schedule and 

budget was another challenge. 

Tell us about your experience getting into Sundance. 

Sam: When we submitted CRIME, we actually submitted the entire series, 6 episodes back-to-back. 

It was a 20 minute film that thematically worked really well. When the Sundance programmers got 

back to us, they explained that they loved the CRIME series but a 20 minute film is much harder to 

program than a 5 Min one. They kindly asked for just 1 episode, Marcus McGhee's episode. We had 

no issues with that, we were thrilled to be accepted!! 

If you had to make the film all over again, would you do anything different? 

Sam: Yes, we made many mistakes during production.  If I had to go back, I'd make better mistakes. 

What’s  next for your film? Do you have distribution? If so, when and how can people see it and 

if not, what are your hopes for the film? 

Sam: We'd love to continue the series. There are so many CRIME stories to tell! 

Can you provide any advice to other filmmakers who dream of getting their films made? 

Sam: Just do it. Keep doing it. Don't stop.  And when you are done, do it again but better. 

 

INTERVIEW II 

ROAD TO SUNDANCE 2014: CHAPEL PERILOUS (SHORT), DIRECTED BY 

MATTHEW LESSNER 
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What made you decide to become a filmmaker? 

I decided to become a filmmaker immediately upon seeing Home Alone for the first time.  

Tell us about your film. What inspired you to make it? 

My film Chapel Perilous is an official selection in the short film section. It's a metaphysical comedy 

about a door-to-door salesman with nothing to sell. He has an encounter with a stranger, which 

forces that stranger to confront his true mystical calling and the nature of reality itself. The 

inspiration for the film came when I was soaking in a long hot bath infused with apple cider vinegar. 

It came in a flash, like the whole film was instantly downloaded into my brain. I suspect some kind 

of otherworldly intervention.  

What do you love about your film? 

The thing I love most about the film is the performances our actors give. I think they're each really 

amazingly talented and I feel lucky to have worked with each of them. They make me laugh again 

and again.  

How long did it take you to make your film? 

The inspiration for the film came on a Monday and we shot the film the Friday and Saturday of the 

same week, so that part of the process was exceptionally quick, no time to over-think or over-

analyze anything. The editing took a few months though.  

How did you finance your film? 

That's a good question.  

What was the most challenging part of the filmmaking process and how did you overcome it? 

The snake wrangling. They don't always do what you want.  

Tell us about your experience getting into Sundance.  

The experience of getting into Sundance was really exciting. I howled like a wolf. This is my third 

time back (By Modern Measure'08, The Woods '11). It feels like coming home. . . to a home you only 

visit once every three years.  

If you had to make the film all over again, would you do anything different? 

I may have allowed a little more time for the snake stunt photography, and perhaps pushed a little 

harder for the big jet-ski finale. It's hard to say really. 

What’s next for your film? Do you have distribution? If so, when and how can people see it and 

if not, what are your hopes for the film? 

The film is available to watch now on YouTube throughout the Sundance Festival. You should totally 

watch it. We're planning to develop the short into a series based around the character of Robin. I 

think it's going to blow minds. We're currently in talks with several potential sponsors, including, 

but not limited to a luxury vehicle company with a big heart and the world's first eco-airline. Also a 

GMO free sport water brand. Chapel Perilousthe series, coming soon. 

Can you provide any advice to other filmmakers who dream of getting their films made? 
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Just do it. Stop talking and thinking and dreaming and just do it. Work with your limitations, don't 

let ‘em hold you down, reach for the stars. You had a goal, but not that many 'cause you're the only 

one. 

GRAMMAR 

LOOK AT THE QUESTIONS AGAIN. HOW DO WE MAKE QUESTIONS IN 

ENGLISH? 
Help: 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Taken from Oxenden, Latham-Koenig, and Seligson (2005:126) 
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Taken from Taken from Oxenden et al. (2005:145) 

 Interview your partner about his career as a filmmaker and his ongoing and 

future projects. 

LISTENING: COMPOSITION IN STORYTELLING ( 4.45-8.07) 

a. What do you remember from the video? 

b. What two important ideas does Roger Deakon explain? Do you agree with 

him? 

c. What are the two objectives in which composition can be divided? 

d. How can you create a frame within a frame? 

e. How can you use lines of perspective in composition? 
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CLASS 17: FESTIVALS 
 

SPEAKING:  

DISCUSS IN PAIRS: 

1. Have you ever been to a festival? As part of the audience? As part of the 

organization? Showing your work? Tell us what you remember. 

2. What do you think are the advantages and disadvantages of participating in 

a festival? 

READING: 

READ THE ARTICLE
6
 AND ANSWER THE QUESTIONS: 

STUDENT A 

1. What is the advantage of the presence of celebrities? 

2. Why shouldn’t you apply to all festivals?  

3. Why does the article say that festivals are more convenient than booking a venue?  

STUDENT B 

4. What are the advantages of hiring a consultant?  

5. What can you infer from googling the films previously programmed on the festival you are 

researching?  

6. What are the implications of not being accepted to any festival?  

STUDENT C 

7. What should you have ready when the festival begins?  

8. What are the advantages and disadvantages of hiring a publicist?  

9. What does the writer mean by community outreach?  

STUDENT D 

10. How can you increase your audience at the festival?  

11. How can you make money from a festival?  

12. Summarize the four final reasons the writer gives to participate in a festival.  

 

 
 

                                                 
6 Taken from: www.ModernMovieMaking.com 
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Film Festivals: Why Should I Bother? 
By Sheri Candler 

 
I was approached for this book participation right after I returned from Sundance 2011 working with 
Trevor Anderson’s short film THE HIGH LEVEL BRIDGE 
www.dirtcityfilms.com/films/thehighlevelbridge. Sundance is undoubtedly the biggest indie film 
festival in the US and one of the biggest in the world. I chose to focus on festivals for this endeavor 
because I think most filmmakers don’t fully understand the festival process or how to make the 
most of their official selection status. 
Ideally, a festival’s mission is to introduce work to a local community who would otherwise be 
oblivious to it. For some festivals, there is a mix of programming; from complete unknowns and 
from studios or distributors looking for prerelease buzz to bring in the wide audiences. It is valuable 
to realize this. A mixture is not a bad thing, either for the festival or for the other filmmakers 
looking to capitalize on the increased media opportunities that such a festival brings. 
One can grouse about the amount of attention given to the celebrities and the studio fare, but 
without it, opportunities for coverage by large media outlets is practically nonexistent. If the 
journalists are going to be onsite, they will be looking for other coverage, both before and during 
the festival. A big part of taking part in festivals is getting audience attention and making your film 
stand out from the noise. This attention will help when you are trying to monetize your film.  

CHOOSING THE RIGHT FESTIVAL 
Let’s start with choosing festivals for submission. As my friend Roberta Munroe 
(www.robertamunroe.com) points out, just because Withoutabox sends you submission information 
doesn’t mean you should submit to every festival you can. WAB is a business that makes its money 
on percentage from submission fees. It is in their interest to persuade you to submit to many. Same 
with festivals themselves. The more submission fees they receive, the more money they have to use 
for those who are accepted. I don’t think most of you want to be financial benefactors to festivals 
and other filmmakers, much as you may love them, so be discriminating on which ones you choose. 
Be very clear about what you want from your festival tour. Are you looking to sell the film to 
another entity? You should submit primarily to fests with markets or ones that acquisitions 
executives attend regularly like Sundance, Berlinale, SXSW, Tribeca, Cannes, Toronto. Next, look at 
what cities have corporate offices for distributors. Obviously, New York City and Los Angeles, but 
also Chicago, San Francisco, Houston, Paris, London, Toronto etc. Consider fests in those cities. 
If your primary goal is to reach and build an audience, then you’ll need to be very specific about 
who the audience is and where they live. If you have started doing this well before your festival 
premiere (and I KNOW you have!), you can even plot out where your most fervent supporters are 
and choose festivals in their cities. You could even post a map on your site to demand screenings to 
see where you have the most interest. Check out: www.crowdcontrols.cc Why fests instead of just 
booking a venue? Do the math; it is far cheaper to screen through a festival than it is to book a 
theater and do all the advertising on your own. Also, chances are the local media will be covering 
the festival (often they are media sponsors), but they may not cover your film if it is screening on 
its own. Piggy backing on the marketing efforts of a festival can save you money and give you 
greater leverage in having the press cover your screenings. 
When you have made a list of your likely festivals by city, then the real research begins. Sites like 
www.squirrel.to and www.ultimatefilmfest.com are a good start. Also put the names of your 
intended fest into Google and see what comes up. These days, there is a lot of resource sharing in 
the filmmaker community, for free online. I find most filmmakers are pretty generous about their 
experiences so look at what films screened at the festival you are eyeing and send an email to the 
director and see what he/she says of the experience. Google is your friend, get comfortable using it. 
If you want to pay for some expert advice, someone who can help you sort through the clutter and 
tell you the real deal on how fests are run, consider hiring a film festival consultant. My advice is 
find someone who has spent some years programming at a wellrespected festival or has high level 
connections at festivals. Even if they aren’t actively programming now, they still know people. 
Those people keep up their contacts and you can bet that when it comes time to program, they all 
consult with each other on what films out there are worthy. 
Yes, the consultant can tell you where to submit, but they can also be well worth the investment if 
their recommendation results in better consideration. Beware of anyone guaranteeing you festival 
placement though. Their reputation is at stake when they recommend so they should be very 

http://www.dirtcityfilms.com/films/thehighlevelbridge
http://www.crowdcontrols.cc/
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discerning when it comes to giving out suggestions and very clear with you that your film must 
stand on its merits, not their push. 
If you just want to save the money and tackle it on your own, your research should take you to the 
websites of all your likely festival candidates. They had better have one and it had better be kept 
up to date, even in the off season. If they don’t have a person devoted to marketing the festival to 
locals year round, you might be cautious about how great of a job they do during the season. If the 
festival doesn’t have a presence in the community, the chances of getting large local audiences 
goes down. Have they been around a while? What kind of turnout is usual? Do they have any social 
media presence (they should) and if so, how often is something posted there? Does their community 
seem active? Do they have sponsors? All are indicators of how much attention they have in their 
community. 
Also, don’t rely just on their marketing speak on the site, look at the films previously programmed. 
What is the taste of their programmers? Do those films seem on par with yours? Did those films go 
anywhere else? (you can Google the titles). Does the festival actively champion the films during the 
festival, say on a blog or on their Facebook page? Do they keep up with their alumni films and 
update the local community if those win a prize somewhere or receive distribution? This indicates 
how committed the festival is to supporting films and filmmakers. 
Now you have it narrowed down to the likelies, you’ve viewed their submission policies, their 
premiere policies, their format policies and deadlines. Start making a grid of where you are 
submitting, when the deadline is, when the festival runs. If you plan it right, you can have your 
print travel from fest to fest for free shipping costs rather than having the fests send it back to you, 
but that may not always be possible, depending on your acceptances. 
Try to use a site like Withoutabox as it makes the application process go smoothly. Put your DVD 
screener (if you have to send it that way) in a plain sleeve (not a clamshell or plastic case), but 
mark your title and tracking number on the disc. Don’t send any press materials yet, but have your 
profile filled in on the WAB site with all the details about the film in case anyone looks. Make sure 
you follow all the submission guidelines so you won’t be disqualified before the film is even viewed. 
Now submit and wait. 

A COMMENT ABOUT NOT BEING ACCEPTED 

Inevitably, not everyone will like your film and there will be some rejections. If you are ONLY 
receiving objections after you have done careful research to make the best fit, you should take 
another look at your film. I have heard others say to just write the festivals off and go head long 
into self distribution, but I will say don’t discount what people are trying to tell you about your film. 
If NO ONE is accepting it, there are problems that should not be ignored and your film will probably 
fair no better in self distribution than it did in fests. 
If you can’t see the problems, work with a film consultant who can help you see it, do test 
screenings (which you should have done anyway with an impartial audience) and take on board 
what is being said. There may be little pacing issues you can fix or cutting out some scenes that will 
help refocus the film. While I am a big believer in using alternative venues instead of traditional 
cinemas for screening your film, there is something to receiving the legitimacy of festival 
acceptance. If you are not gaining that acceptance, even in places where you SHOULD be a great fit, 
don’t cast that knowledge aside. Also, do not send in rough cut submissions. Have other films been 
accepted on rough cuts? Yes, but I consider this extremely rare and you should be sending your 
absolute best work for consideration. 

CONGRATS YOU WERE ACCEPTED! 

Now the festival work begins. You should have all of your digital materials together already. 
Website up, social media percolating nicely, a kick ass trailer that makes your film a must see 
(please no more than 90 seconds!), a design for posters/postcards ready for printing. Most festivals 
don’t give you very long from notification to opening night, so you can’t be scrambling around to do 
this after acceptance. 
Have a release ready to go announcing your acceptance, but don’t publish it until the festival 
makes its official announcement. I like to be first out of the gate with news and start cherry picking 
press opportunities. So many filmmakers wait until very close to festival to hire a publicist and get 
moving, I think you lose out waiting so long. 
Some fests ask for paper press kits to keep in the press office, but most small festivals don’t have a 
press room. For sure, you’ll want a digital press kit hosted somewhere. For Sundance and SXSW this 
year, we used Box.net for THE HIGH LEVEL BRIDGE and it worked out great. Trevor placed a link to 
the Box.net press kit right on his website so any journalists who checked out the title could easily 
find the kit and the link was on all press communication. 



 

 
50 

I was notified when journalists viewed or downloaded material so it helped me gauge the kind of 
interest we were getting on the press pitch letters. Our digital kit included long and short director’s 
bio, a director’s headshot, trailer for the film, production stills for web, copies of the media 
releases, bookmark URLs of previous coverage and a link to the website. Trevor’s film didn’t have 
actors so we didn’t have those bios, but you may need it. 
If the festival is quite organized, they will send you the press list of credentialed press contacts. If 
they are small and don’t send you these things, it will take more legwork on your part to research 
the local media and find contact names and email addresses. In the case where the local media 
hasn’t given their details to the fest, you will need to craft a pitch letter. You should do this 
anyway, but when there is a media list, those outlets have already consented to being contacted 
and they are expecting a deluge of press releases. To get some coverage for your film, you should 
be crafting unique story angles that would appeal to the media outlet’s audience. 
Tell them why your film would appeal to their audience. If you get into Sundance or SXSW, 
indieWire gives profile space to all of the feature directors (docs, narratives, world cinema). You’ll 
want to respond to that request as soon as possible. Also, pay attention to your festival press 
officer if there is one. That person will try to guide you to potential media opportunities. Sundance 
even makes some pitches to niche press to highlight films they might want to include in coverage. 
Don’t expect this to happen everywhere though. For the most part, you’re on your own. 

SHOULD YOU HIRE A PUBLICIST? 
If it is a big fest like Sundance where the name of the game is media coverage, I think you should. 
Professional publicists have contacts they can call on for story placement (as opposed to pitches), 
places you can’t necessarily reach on your own. But I will caution you on going with large firms with 
high profile clients. The attention you get will be minimal if your film isn’t considered “hot” and 
they don’t spend much time working it. 
As someone who also writes coverage at fests, often I have received cursory press letters from PR 
agencies just naming the titles they are representing, the synopsis of each film, when it is 
screening and who will be attending from the cast/filmmaking team; that’s the extent of the pitch. 
No story angles, no reason for coverage. Media either pick it up or they don’t. If you don’t go with a 
publicist, you had better be willing to work that press list. Concentrate on blogs and small 
publications as well as big ones. All the coverage counts on the internet. 
At Sundance this year, we took up the call for filmmakers to submit articles about their filmmaking 
process to the Moving Pictures Network. They ran this piece for us 
www.movingpicturesnetwork.com/8789/ongivingup right before Trevor’s first screening at 
Sundance. You may find that some publications have quite a small staff and anything you can do to 
make using your content easier, you should do. I have often written interview pieces with clients 
and turned them in as finished articles. Having a writing background helps in this case because I 
always think of what the audience will want to know, not write a purely promotional piece (they 
won’t use that). It makes it a no brainer to run as is. And if they don’t run it, you can use it on your 
blog! 
I also found story angles around his short film. Mind you, most shorts do not get coverage at 
festivals unless there is a name actor or director attached. Trevor shot the film on a Sony Webbie 
camera and I contacted Sony to share this story with them. Sony didn’t respond in time for 
Sundance, but they have now shot a video interview with him at SXSW for their blog. Also, being 
Canadian, Trevor received lots of local and national attention in Canada for his participation at 
Sundance. If we hadn’t pitched those publications and video sites 
www.albertaprimetime.com/Stories.aspx?pd=1938&FlashVars=Video/HG_012511.flv, we wouldn’t 
have been covered. Think what is unique about your story and find an outlet that will be interested. 

COMMUNITY OUTREACH 
In the lead up to festival, you also want to start contacting people you think would be most 
interested in your screening. At Sundance and SXSW, we didn’t do this much. Those venues sell. But 
with smaller fests, you might want to be more proactive with the audience outreach. Post your film 
trailer and screening times on the festival’s social media pages (hopefully they will have the page 
settings open for this) or “like” them and mention it on your own page using the @ sign, it should 
cross post over on theirs. Also search local organizations (using Google and Facebook) if your film 
has a cause tie in or some kind of lifestyle affiliation and contact them about having their group 
come to the screening or any speaking opportunities you can take part in. You can search for 
people on Twitter using Twellow or Listorious and putting in keywords and city locations. DON’T BE 
A PEST! One or two mentions will do and not everyone will respond, but some will. You should be 
on hand at the festival to really work the crowd. This is audience building after all and how can you 

http://www.movingpicturesnetwork.com/8789/ongivingup
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do that if you aren’t there? If you really can’t be there, ask the festival if you can do a Skype Q&A 
at least. If there is wifi available in the theater, it is possible to do that. 

WORKING THE CROWDS 
For many small festivals, guerilla marketing and street teams are the most effective ways of filling 
your screenings. Putting up your posters and handing out postcards definitely get attention or at 
least register the film in people’s minds. For the big fests, it helps to have your poster around town 
and to have coverage of your film in the trades that are widely available. I don’t see huge benefit 
to passing out chatchke and postcards in Park City. 
My friend Dan Mirvish www.imdb.com/name/nm0592573 will disagree; he is the KING of 
selfpromotion, even walking around with a sandwich board! To each his own and perhaps a mixture 
of all tools is what proves most effective. Also, just being present during the festival and talking to 
real audiences (not just other filmmakers and executives) about your work encourages them to see 
it. 

COLLECTING AUDIENCE DATA 
I know it has been said many times that you should collect email addresses from the audience and I 
won’t dispute that, but it is difficult to carry out. If it is possible to request email addresses by text 
message or by using a QR code that feeds into an email sign up landing page, you may have better 
results. It is so difficult to keep up with a clip board; audience members leave right after a 
screening to catch another one and it is hard to get them to stop and fill out a form. I would love to 
see festivals be more proactive in requesting email sign up info from ticket holders to be passed on 
to filmmakers, an opt in they could check when they use Festival Genius to receive more info on 
the films they have added to their schedule or something (hear that fest directors?). Until then, it 
is up to you to collect audience data for later use. 

MAKING MONEY WITH FESTIVALS 

In some cases, you may have a film that is winning awards from some prestigious places like 
Sundance or Cannes and it is possible to turn those wins into cash in the way of screening fees. I 
know of some sales agents/distributors who field requests from festivals to screen award winning 
films and charge screening fees, but you can do this on your own as well. 
It is especially prevalent with niche audience fests like LGBT, Jewish, Asian content. Also, some 
shorts are able to do this IF your film has a very high pedigree, like Oscar shortlisted or nominated 
short films. 
There are many festivals that offer cash prizes for competition films too, so that is another way of 
making money off of your film at festivals. Selling DVDs and merchandise is another way and more 
and more festivals are accepting of this. For some films, this really works, especially if the 
audience really enjoyed the film and wants some kind of souvenir of the experience. I also have 
seen it not work at all since the festival experience is quite overwhelming with lots of choice for 
audiences and they are too busy running from venue to venue to stop at your sales table. 

SO WHY PARTICIPATE IN A FILM FESTIVAL? 

 It may be the only time your film will see a cinema screening unless you find a distributor willing 
to do this for you or you have budgeted for a theatrical service deal. I can’t think of many 
filmmakers who DON’T want to see their film on the big screen. 
 Use a festival as your theatrical release to gear up your ancillary sales. I know that most people 

think that if someone sees your film, why would they buy it on DVD or rent it on VOD? But it 
happens all the time, think of how many DVD’s you own that you bought after seeing the film. 
People who have already seen it and liked it are more likely to buy it. Studios rely on theatrical 
release to sell their DVD, so can you. 
 Film festivals allow you to participate in the filmmaker community by meeting other likeminded 

individuals and important people in the industry. You should do as much networking as possible 
while you are there. It is a time of being celebrated as a legitimate filmmaker. While you may have 
other jobs to pay the bills, at a film festival, you are known as a filmmaker. 
 They should be part of your overall audience building strategy. The more audience you gather for 

your work, the better your chances of selling your film directly to fans or finding a distributor who 
is willing to do a deal with you because you have a provable audience. Audience building is an 
ongoing process and the more you are able to connect with them on a personal level, the more 
sustainable your film career will be. 
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LISTENING: COMPOSITION IN STORYTELLING (8.07-11.16) 

 

a. What do you remember from the video? (8.47) 

………………………………………………………………………………………………………………………………………………….. 

 

b. How can you show what subject has (artificial and primal) control of the scene?  

………………………………………………………………………………………………………………………………………………….. 

 

c. Does composition have to concentrate in one shot? 

………………………………………………………………………………………………………………………………………………….. 

 

CLASS 18: REVISION AND MINITEST 
 

1. What makes a good pitch? 

 

2. Advantages and disadvantages of festivals 

 

3. Useful vocabulary for interviews 

 

4. Questions and answers 

 

a. Practice: 
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Taken from Oxenden, Latham-Koenig, and Seligson (2005:129) 

CLASS 19: SIMULATION 

 Discussion: advantages and disadvantages of 

participating in festivals 

 You are taking part in a festival 

1. Pitch your project 

2. Give an interview 

3. Show your project and tell us the details, be ready for the 

after-watching debate 
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UNIDAD N°4: ONLINE FINANCING 
ASSIGNMENT Nº3: HAND IN THE FORM AND FILE SUBMISSIONS TO APPLY 

FOR WORLD CINEMA FUND 

CLASS 20: WELCOME TO BERLINALE 
 

SPEAKING  

1. What ways of financing films do you know? What are their advantages and 

disadvantages? 

 

LISTENING: BEST OF BERLINALE
7
  

1. WATCH ONCE. HOW CAN YOU DESCRIBE THIS FESTIVAL, ACCORDING TO 

WHAT YOU SEE AND HEAR? 

……………………………………………………………………………………………………………………………………………… 

 ……………………………………………………………………………………………………………………………………………… 

 

2. COMPLETE THESE PARTS OF THE SCRIPT 

Every ………………….. can be extremely proud to be in competition, and if you get an 

…………. that’s sugar on top, you know. 

You know, you’re in the ………………. and it sounds like you’re judging criminal but 

you’re judging other ………………… 

It’s really an …………………………. festival. You feel that the people coming in are 

…………………….. -goers it’s not industry, you know, it’s really people who love the 

film. 

It’s great for us to have this …………………………….. to begin. Releasing and letting go 

of this …………………. who is Cinderella. 

Room 101 is that tortuous room that we all went into it. It seems silent and then 

there’s ………………………… photographers behind the door. It’s probably the 

………………… room I’ve ever entered into in my entire life. 

                                                 
7 Available at https://www.youtube.com/watch?v=RPlu_qQ1oOU 
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I think maybe the 120 years we’ve seen of cinema is only the prologue, 

……………………….. begins now.  

I’ve met my heroes here, I’ve ………………… a few films here and to be awarded with 

this award that you only can get once in your life is a big thing. 

3. FIND AN EXAMPLE OF PRESENT SIMPLE, PRESENT CONTINUOUS, AND FOUR 

OF PRESENT PERFECT. 

READING: READ THE FLYER
8
 AND ANSWER THE QUESTIONS: 

 

a. What is “World Cinema Fund”? 

b. When did it start? 

c. What countries can apply? 

d. What type of benefits can a filmmaker get? 

e. How often can you apply? 

f. Underline important words related to funding 

 

 

 

 

                                                 
8 Taken from: https://www.berlinale.de/media/ 
pdf_word/world_cinema_fund/generelle_information_pdf/WCF_Flyer.pdf 

https://www.berlinale.de/media/%20pdf_word/world_cinema_fund/generelle_information_pdf/WCF_Flyer.pdf
https://www.berlinale.de/media/%20pdf_word/world_cinema_fund/generelle_information_pdf/WCF_Flyer.pdf
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CLASS 21: FILLING THE SUBMISSION FORMS 

SPEAKING 

1. What do you remember from Berlinale? 

2. What do you remember from Sundance? 

READING AND WRITING 

Complete the form9 to apply for funding at World Cinema Fund 

 

 

SUBMISSION FORM 
PRODUCTION 

SUPPORT 

 

 

PROJECT TITLE :       

 

Please consider that the project title mentioned here will be used for all correspondence and in all official documents by WCF. 

  APPLICANT INFORMATION (only WCF-regions and countries)   

  

Production Company:       

First Name:       Phone:       

Last Name:                 

Company Address:       City       

Country:       

E-Mail       Website:       

Production Company/ 

Partner from Germany: 
      (if already attached to the project) 

First Name:       Phone:       

                                                 
9 Taken from: https://www.berlinale.de  

http://www.berlinale.de/media/pdf_word/world_cinema_fund/List_WCF_Europe_eligible_regions_and_countries.pdf
https://www.berlinale.de/
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Last Name:                 

Company Address:       City       

Country:       

E-Mail       Website:       

Other Co-producers involved 
(please name companies and countries) 

       

If a co-production with a company from a country participating in the MEDIA sub-programme (incl. Germany) is already 

confirmed and the total share of the EU co-producer ranges between 25 % (20 % for documentaries) and 70 % , this 

submission will also be considered for the support of the WCF-Europe programme.(Please check the WCF-Europe guidelines 

for more information) 

 DIRECTOR WRITER 

First Name:             

Last Name:             

Address:             

Country:             

Nationality:             

Phone:             

E-Mail:             

PROJECT INFORMATION 

Production Status (e.g. 
Development, Financing, Pre-

production, Shooting or Post-

production): 

      

Genre:       

Shooting Format and 

Delivery Format: 
      

Running Time (Minutes):       

Shooting Start:  

(On the basis of the WCF 

guidelines, we recommend to 

submit only projects to the July 

deadline if the shooting start is 

scheduled before or in November 

2016. Exceptions are possible, but 

should be agreed with us 

personally by email or telephone 

BEFORE the submission.) 

      

Shooting Location:        

http://www.berlinale.de/en/branche/world_cinema_fund/richtlinien_formulare/index.html
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(City, Region, Country) - should be in 

the WCF eligible regions. 

Shooting Language:       

Expected Completion Date:       

Main Cast  

(“c” for confirmed, “r” for requested, “f” 

for favoured): 

      

Logline (Aprox. 3 lines):        

 

FINANCIAL INFORMATION  

(On the basis of the WCF guidelines, we recommend to submit only projects to the July deadline if the financing of the total 

budget can be confirmed/ secured by November 2016 at the latest. Exceptions are possible, but should be agreed with us 

personally by email or telephone BEFORE the submission.) 

Total Budget (in Euro): 

 - should not exceed 1 mio. €: 
      

Financiers already attached to the project (Names, 

Companies and Countries): 

Please don’t forget to send us a letter of confirmation for each 

financing secured 

      

Confirmed financing in Euro: 

(excluding requested support of WCF) 

      

Requested contribution from the World Cinema Fund 

Maximum requested amount:  80.000 € for production support; 40.000€ for post-production support. 

amount (in Euro):       

 

DIRECTOR’S PREVIOUS WORK(S) 

Although it’s necessary to send 5 hard copies of the DVD(s) with the director’s previous works (and/or rough cut in case you 

are applying for post-production support), we invite you to share in this space a link and password (if necessary) of the visual 

material. Thanks for helping us developing our future digital submission strategy. 

Link:       

Password:       

http://www.berlinale.de/media/pdf_word/world_cinema_fund/WCF_Europe_Regions_and_Countries.pdf
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Director 

Name:        

Date and Signature 

(original by the print version): 
       

 

 

Applicant/ Producer 

Name:        

Date and Signature  

(original by the print version): 

       

Partner from Germany (if already attached to the project) 

Name:       

Date and Signature 

(original by the print 

version): 

      

HOW TO SUBMIT 

PLEASE SEND US FIRST AN EMAIL (UNTIL FEBRUARY 25, 2016) WITH YOUR PROJECT SUBMISSION TO 

WORLDCINEMAFUND@BERLINALE.DE   

PLEASE SPLIT YOUR PROJECT SUBMISSION INTO 3 DOCUMENTS CONTAINING THE ITEMS DESCRIBED 

BELOW, IN ENGLISH OR FRENCH. 

 

1. Submission Form (Please convert it into pdf-format). 
2. Submission Material (as 1 pdf-format document) containing: 

 Synopsis (max. 2 pages) 
 Director’s Note 
 Director’s Visual Concept and Description of other Artistic Elements 
 Production Company Profile(s) 
 CV Director 
 CV Writer 
 Detailed Budget (in Euro) and Budget in local currency, if available 
 Financing Plan (Please indicate the sources, which parts are confirmed, 

applied for, and if/when answers are expected.) 
   

3.  Full Script in English or French in case of submitting a long feature film or 
Advanced Treatment in case of submitting a documentary film project (pdf. 
format) 

4. In case you are submitting a film project in original language Spanish, please 
send us a copy in .pdf in original too 

mailto:worldcinemafund@berlinale.de


 

 
62 

 

 

 

In addition to this Email-Submission we need per MAIL, POST or INTERNATIONAL COURIER 
printed copies of the materials. 

 

 1 copy of your complete Project Submission (items 1, 2 and 3), as described 
above (the Submission Form must have original signatures)  

 1 copy of: 
 All financing agreements and/or letters of intent from financing partners, 

which are already confirmed 
 Co-production/ co-operation agreement(s) or deal memos 
 Rights clearance (all rights):  The rights clearance is a document or a contract 

which transfers the rights from the scriptwriter to the producer and officially entitles the 
producer to use the script for a film project. 
It is not necessary to attach it if writer and producer is the same person. 

 5 copies of the director’s previous film(s) with English or French subtitles on 
DVD 

 In addition to the previous works: If you have already shot material for this 
project or if you have a teaser or complete rough cut, please attach 5 copies of 
these as well. 

 

WORLD CINEMA FUND CONTACT 

 

World Cinema Fund 

c/o Internationale Filmfestspiele Berlin 

Potsdamer Strasse 5 

10785 Berlin 

Germany 

If you have any further questions, please do not hesitate to contact us at +49 30 25920 516 or at 

worldcinemafund@berlinale.de. 

More information on the World Cinema Fund can be found on our website: 

www.berlinale-worldcinemafund.de 

 

SPECIAL SUBMISSION REMARKS 

 Please make sure that the complete Project Submission including all Submission Materials 
arrives at our office by E-Mail by February 25, 2016. 

 We can only consider the documents sent by mail or courier if they are postmarked by 
February 25, 2016 at the latest. 

 Parcels sent from outside Europe should have following inscription written clearly on the 
envelope of the package and attached proforma invoice: “CONTENTS OF NON-

mailto:worldcinemafund@berlinale.de
http://www.berlinale-worldcinemafund.de/
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Listening: COMPOSITION IN STORYTELLING (12.35-14.31) 

 

a. What do you remember from the video?  

………………………………………………………………………………………………………………………………………………… 

b. What are the uses of negative space? 

………………………………………………………………………………………………………………………………………………… 

c. What is the problem between camera movement and composition?  

………………………………………………………………………………………………………………………………………………… 

d. How can they complement? 

………………………………………………………………………………………………………………………………………………… 

e. Why do we remember certain shots? 

………………………………………………………………………………………………………………………………………………… 

 

 

CLASS 22 DIRECTOR’S NOTES AND VISUAL CONCEPT  

 

What were the parts of an EPK?  

What are the differences between a synopsis and the director’s notes 

(also called director’s statement)?  

What are the differences between the director’s notes and a visual 

concept (also called director’s vision)? 

 

COMMERCIAL VALUE-FOR CULTURAL USE ONLY”. Furthermore, please consider that 
customs’ fees are based on the value that you assign to the package. (Advice: in order to 
avoid taxes and unnecessary expenses the value given shouldn’t be over 5 €). 

 All shipping / postage / customs costs are to be covered by the applicant. 

 You will receive two E-Mails, one confirming the receipt of the digital application and a 
second one after the review of the printed materials. This may take a few days due to the 
amount of applications arriving this date.  

 Only complete submissions can be taken in consideration.  
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WHAT IS A VISUAL CONCEPT? 

It is the explanation of the visual and artistic universe of your project: 

How would you like to shoot your film? What kind of camera work and rhythm do you 

envision, and what kind of technical methods or solutions would you propose? Also, 

how would you like to work with the actors? Please don’t hesitate to mention any 

details regarding sound, lights, equipment, aesthetic approaches, etc. that will give 

the most comprehensive image possible of your film. 

(taken from; https://www.berlinale.de/en/branche/world_cinema_fund/06_faqs/wcf_faqs.html) 

 

8 POINTS YOU CAN MENTION IN YOUR 
DIRECTOR’S NOTE  

#1- Who is the director? Are you the scriptwriter and/or the producer of this project? 

(very briefly, previous works if any, any common themes in previous feature short 

films, etc) 

#2 – What or who is this film about? 

#3 – Why this film in particular? Why do you want to shoot it? (personal experience, 

influences, something you’ve read, a real story someone told you) 

#4- Why this location/ this character/ this theme? 

#5 – Why do you work with this producer? 

#6 – How are you going to shoot it? (Brief technical details, like type of camera, 

shots, color(s), sound, budget constraints, will there be CGI, how the color correction 

will be, the usage of music, the general atmosphere) 

#7- Why do you want to work with this special actor(s)/DP if you have any in your 

mind? 

#8 – References of other works 
 

 

What are the differences between the director’s statement and the 

director’s notes? 

READING AND SPEAKING:  

READ THIS EXAMPLE OF A DIRECTOR’S NOTES AND VISUAL CONCEPT
10 . DOES IT 

FOLLOW THE GUIDELINES ABOVE? 

 

                                                 
10 taken from: http://nofilmschool.com/2013/10/cinematographers-process-defining-your-camera-
strategy 

https://www.berlinale.de/en/branche/world_cinema_fund/06_faqs/wcf_faqs.html
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Pater 

Synopsis 

Pater is the story of two extraterrestrial beings, the Progenitor, who is wise and stoic, yet 

rapidly aging, and Janus, who is toeing the line between childhood and adulthood. Together 

they are searching desperately for a planet with an advanced civilization that has not 

engineered its own demise. Planet after planet, and disappointment after disappointment, the 

pair are now locked onto a signal coming from a mysterious tan planet. 

Director’s statement 

In a subtextual sense, Pater is first and foremost a cautionary tale for humans in that these 

"dead planets" that the pair discover are allegorical stand-ins for earth. However, the 

emotional core of Pater is the relationship between these two wayward individuals. It's a 

film about parent/child relationships, and the responsibilities that parents have to teach their 

children how to survive in their absence. 

Visual Concept 

Format 

For Pater we are choosing to shoot digitally with Sony's F5.  The primary reason for this is 

the sensitivity of that camera, which sits at 2000 native ISO, and stays relatively clean even at 

6400. Since we'll be shooting in some extremely dark environments (missile silos, abandoned 

granite quarries), that extra sensitivity will allow us to build a good portion of our lighting 

into our custom-designed space suits and augment with small, battery-powered units so as to 

avoid the need for a generator. 

Another reason for the F5 is that the image from the camera is relatively clean and sterile 

straight out of the camera. This is perfect for the spaceship set that we're building because the 

sterility of the image can be used to enhance and augment the physical sterility of the 

character's environment. 

Lastly, despite the fact that the film will be mastered in 2K, it will be shot in 4K with Sony's 

R5 recorder. The additional resolution is important because not only is oversampled 2K 

cleaner and more detailed than native 2K (which will help with the sterile aesthetic described 

above,) but because there are certain shots throughout the film that will require tremendous 

amounts of compositing. With that additional resolution, we are giving our VFX artists a 

template on which they can be as precise as possible. 
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Composition 

With Pater we chose to go with a classic widescreen 2.39 aspect ratio because of the 

additional negative space that the wide framing provides. Because Pater is a story about 

loneliness, in that our characters might be utterly alone in the universe, we can place our 

characters at the extreme edges of the frame and use the negative space to visually portray 

their isolation from each other. 

In our exterior shots, when the pair explore the tan planet, a good deal of that sequence will 

be framed with extreme wides (with the characters minuscule in the frame) in order to 

emphasize that sense of loneliness in the universe and to foreshadow the fact that their 

journey to this planet won't end as they hoped. 

Since we are focusing on the relationship aspect of the film, a good portion of our scenes will 

play out in moving or static master shots that will allow the character relationships to be 

conveyed through blocking. Well-composed wide frames with various levels of depth can be 

an extremely powerful tool for conveying the power dynamic in these types of relationships, 

but it is essential for the blocking to be well-established ahead of time. 

Movement 

Pater is inherently a story about emotional restraint. The Progenitor, despite the emotional 

shit-storm that he is going through, is, for the most part, able to suppress these emotions and 

act rationally. That is, until the sobering reality of the pair's situation, coupled with his failing 

health, causes a powerful and emotionally charged catharsis, the likes of which one would not 

have thought possible from such a stoic character. 

In order to mirror this emotional journey, we intend to keep movement to a bare minimum 

(on sticks and a dolly) through the first part of the film, the part in which the Progenitor is 

stoically disengaged with the tremendous emotional implications of his illness. Through 

moving the camera very slowly (almost imperceptibly) during this segment of the film, we 

can visually convey the emotional undercurrent without explicitly stating it. 

However, when the Progenitor goes into catharsis-mode, so does the camera. Through a 

subtle use of frenetic POV handheld work, we can both emphasize and mirror this man's 

emotional state, thus hopefully making the audience feel the same thing. 

Lenses and Filters  
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Because of the Progenitor's emotional restraint characterization discussed above, we are also 

going to mimic his shift from stoic and clinically dry to cathartic through our lens choice. The 

first part of the film will be lensed relatively wide, with the masters playing out at 18 or 

21mm, the OTS coverage with a 35mm, and close-ups and inserts with a sparsely used 

50mm. This wide-ish perspective will be maintained until our moments of catharsis, where 

we will shift to the longer lenses, such as the 85 and 135mm. 

In terms of the type or brand of lenses that we're using, the plan right now is to shoot with 

Zeiss's CP.2's because of their crisp, high contrast look and relative affordability. Ideally, I 

would use Master Primes for a project like this, but believe me when I tell you that those 

things are goddamn expensive. Too expensive, in fact, so CP.2's it is. 

Lastly, with the exception of ND's and the occasional polarization filter, we will not be using 

any creative filtration effects like color casts or Pro Mist or anything of the sort. The clean, 

high contrast look that we are going for can be easily accomplished through the camera 

choice and the lenses. 

SPEAKING 

Discussion: So much attention to so many audiovisual details… Is it worth if 

most people will “consume” and “throw away” our “product”? Give your 

opinion, agree and disagree. 

 

 Complete your assignment with: 
o Synopsis 

o Director’s notes 

o Director's Visual Concept  

 

CLASS 23: CONNECTORS 

GRAMMAR 

Find connectors in Pater’s article. Write them in this table. Do you remember any 

other? 

Example Time Reason Consequence Contrast Addition 

 
 
 
 
 
 
 
 
 
 

     

 

http://www.bhphotovideo.com/c/search?Ntt=zeiss+cp.2&N=0&InitialSearch=yes&BI=5955&KBID=6829
http://www.bhphotovideo.com/c/search?Ntt=zeiss+cp.2&N=0&InitialSearch=yes&BI=5955&KBID=6829
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 Help 

 

 Practice 

 

Taken from Oxenden, Latham-Koenig, and Seligson (2005:128-129) 

 

 Reread your director’s notes and your Director's Visual 

Concept and Description of other Artistic Elements. Can you 

add any connector? 
 

LISTENING: COMPOSITION IN STORYTELLING (14.31) 

a. What do you remember from the video?  

b. What should you take into account when composing images? 

c. What do the changes in your shots provoke? 

CLASS 24: WRITING YOUR CV 

SPEAKING 

 DO YOU HAVE A CV? HOW DID YOU WRITE IT? 
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LISTENING: WRITING A PRODUCTION RESUME
11   

 Add detail information to these key topics: 

Spelling …………………………………………………………………………………………………………………………………… 

Punctuation……………………………………………………………………………………………………………………………… 

One page only…………………………………………………………………………………………………………………………… 

Be specific………………………………………………………………………………………………………………………………… 

Clean design……………………………………………………………………………………………………………………………… 

Most important info first………………………………………………………………………………………………………… 

Your location…………………………………………………………………………………………………………………………… 

Your objective………………………………………………………………………………………………………………………… 

Equipment / Software……………………………………………………………………………………………………………… 

Additional Skills………………………………………………………………………………………………………………………… 

File format…………………………………..…………………………………………………………………………………………… 

Print hard copies……………………………..……………………………………………………………………………………… 

Inquiries………………………………………………………………………………………………………………………………….. 

Update……………………………………………………………………………………………………………………………………… 

READING 

Film Director CV formats / templates 

An effective CV of a film director should highlight following qualities:  

- Clarity of vision  

- Ability to visualize the finished project 

- Originality  

- Inspiring  

- Passionate 

- Able to command respect  

- Has trust in his team's capabilities 

 

                                                 
11 Available at: https://www.youtube.com/watch?v=aYxOirigCF0 

https://www.youtube.com/watch?v=aYxOirigCF0
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- Open minded but focussed 

- Tactful  

- Easy to work with  

- Stamina 

- Flexibility 

- Good time management skills 

- Effective communication and interpersonal skills 

 

 

Taken from: http://www.careerride.com/view.aspx?id=2892 

SAMPLE DIRECTOR CV - DIRECTOR CV FORMATS / TEMPLATES 

Dan dickensen 

P-208, sub- urban, USA.  

E-mail: dan@gmail.com  

Cell: +091-99******** 

CAREER OBJECTIVE 

Looking forward to a challenging position where I can handle a unit and supervise them to achieve a 

better result for the overall organization. I would like to enhance my skills and utilize my creativity for 

the advancement for the organization. 

CAREER SUMMARY 

• 10+ years of experience in the field of direction. 

• Providing the concept of bringing and enhancing the business values 

• Responsible in making the projects on VoIP and other technological fields 

• Analyzing, designing and maintaining traditional environments to carry out the projects 

TECHNICAL EXPERTISE 

• Software: MS Office, Open Office, Coral draw 

• Hardware: Cisco routers 7200, 2651, switched 3550, 4006 HP Servers, and NetApp NAS systems  

• Tools: Tacacs, Secure CRT, and Interwise 

PROFESSIONAL EXPERIENCE 

Media group, INC., (2001-Present) - Sr. Director 

• Designing and implementing the core concept of movie making. 

• Training the juniors and building their confidence in the whole system.  

• Creating and designing sites to help customers to know more about the direction of media group 

• Directing small project movies to display the day to day scenarios of a normal man. 

Films/Digital Experience 

File name Role Type Date 

http://www.careerride.com/view.aspx?id=2892
mailto:dan@gmail.com
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Last Cry Sr. Director Documentary current 

Lost translation Director’s assistant Drama 2004-2006 

Last King Jr. Director Short story 2004 

 

Theatre Experience 

Name Role Type Date 

Two to tango Director Theater 2003 

Children by luck Director Comedy 2003 

HONORS/AWARDS 

• Best Feature Length Screenplay (2005) 

• Awarded $500 for achievement in Writing and English 

EDUCATIONAL QUALIFICATION 

• Academy of Arts and Crafts, Ohio 

B.A. Drama/English Literature, 2000 

• Master of Science: Information Systems management, 2005 

• Bachelor of Science: Business Management, 2005 

KEY SKILLS AND STRENGTHS 

• Good in presentation skills 

• Good training skills 

• Producer and a song writer 

• Good in composing the music soothing to ears 

PERSONAL DETAILS 

Date of Birth: 24th, April 19** 

Languages Known: English, Hindi, Malay 

Nationality: Fillipian 

REFERENCES 

Available upon request 
Taken from: http://www.careerride.com/sample-director-cv.aspx (There are links to more samples 

on this page) 

 

 COMPLETE THE ASSIGNMENT: WRITE YOUR CV 
 

 

 

http://www.careerride.com/sample-director-cv.aspx
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CLASS 25: FINANCE DOCUMENTS 

READING AND WRITING 

FINISH YOUR ASSIGNMENT WITH THE BUDGET AND THE FINANCING PLAN. HERE ARE SOME 

EXAMPLES TO HELP YOU 

Sample budget
12

 

 

                                                 
12 Taken from: http://makingthemovie.info/2007/03/free-film-budget-template.html 

http://makingthemovie.info/2007/03/free-film-budget-template.html
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Financing plan
13

 

 

 
                                                 
13 Taken from: http://www.cifvf.ca/English/cifvf_resources_financial_structure.html 

 

http://www.cifvf.ca/English/cifvf_resources_financial_structure.html
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LISTENING: VIDEO SESSION: WHAT IS CROWD FUNDING? 14
 ANSWER THE QUESTIONS 

1. What is the problem of getting money from a bank? 

2. What is the donation model of crowdfunding? 

3. What is the pre-order model? 

4. What is the reward model of crowdfunding? 

5. What is the equity based investment? 

6. Contrast the video’s projections with what really happened 

 

SPEAKING: 

DISCUSSION:  

1. WHAT IS THE BEST WAY TO GET FUNDING? COMPARE FESTIVALS AND ONLINE FINANCING. 

(GIVING OPINION, AGREEING, DISAGREEING) 

2. WHAT IS THE BEST WAY TO PROMOTE AND EXHIBIT YOUR AUDIOVISUAL? 

SIMULATION:  

1. YOU HAVE AN EXCELLENT IDEA FOR MAKING A FILM BUT YOU DON’T HAVE ENOUGH 

MONEY. 

 

                                                 
14 Available at: https://www.youtube.com/watch?v=8b5-iEnW70k&nohtml5=False  

 

https://www.youtube.com/watch?v=8b5-iEnW70k&nohtml5=False


 

 
75 

CLASS 26: REVISION AND MINITEST 

REVISION OF CONNECTORS
15:  

 

                                                 
15 Taken from Oxenden, Latham-Koenig, and Seligson (2005b:19)  
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Look at each group of sentences. Complete each sentence with so, because, 

but or although. 

1.a.Linda ran to the station ……………………………. she was very late. 

1.b.Linda was very late, …………………… she ran to the station. 

1.c.…………………………… Linda ran to the station, she was too late and missed the train. 

2.a.We stayed at home last Sunday ………………….. it was raining. 

2.b. It was raining, ……………………….. we stayed at home. 

2.c………………………. we couldn’t go out, we had a really good time. 

3.a. ……………………………….. the tickets were really expensive, they managed to sell them in 

an hour. 

3.b. They sold all the tickets ……………………….. the concert was very popular. 

3.c. The concert was very popular, …………….... they sold all the tickets. 

Revision of filmmaking vocabulary:

 
 

Director's note 
and concept 

•   

•   

•   

•   

•   

•   

 

CVs 

•    

•   

•   

•   

•   

•   

•   

 

Financing 

•   

•   

•   

•   

•   

•   

•   
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CLASS 27: REVISION FOR THE PARCIAL 

The parcial consists in: 

 Reading a long article about funding and answering questions  

 Listening (listen to the second part of the interview and 

answer the questions) 

THINGS TO CORRECT IN CLASS 

 Vocabulary mindmaps about: finance, CVs, director’s notes 

and concept. 

 Connectors: write ten sentences including some of the words 

from the previous exercise and a connector 

 Writing: Write four paragraphs about: 

 An article on how to get finance for your filmmaking idea 

 Your director’s notes on a film or how to make a good director’s note 

 Your director’s vision on a film or how to make a good director’s vision 

 Grammar: question making 

 You interview a famous filmmaker: invent 5 questions about the past, 5 

about the present and 5 about the future  

CLASS 28: PARCIAL 
 

CLASS 29: REVISION FOR THE ORAL 

1. FILMMAKING IN 2 MINUTES (LIBRES) 

Choose your favourite topic: 

 Gondry’s filmmaking method. Advantages and disadvantages 
 The press kit: what is it? What does it include? Why is it important? 
 Pitching: What makes a good pitch  
 Advantages and disadvantages of festivals 
 How to get funds for your film (online finance, crowdfunding, festivals) 

Practice at home. Take your time, is it too short? Is it too long? Check the pronunciations of the 

words you are not sure about (www.dictionary.com) 

While you are talking, it is normal to make mistakes, you can just correct yourself. And it’s also 

usual to hesitate and need time to think; remember the time fillers: well, let me think,  let me 

see, wait a minute,  in other words, I guess,  I think, in my opinion, etc. 
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2. PITCH YOUR PROJECT 

Practice at home. Take your time, is it too short? Is it too long? Check the pronunciations of the 

words you are not sure about (www.dictionary.com) 

Remember all the tips for a good pitch… and put them into practice! 

3. DISCUSS IN PAIRS  

 ADVANTAGES AND DISADVANTAGES OF FILM FESTIVALS 
 THE BEST WAY TO GET FUNDING 
 THE BEST WAY TO PROMOTE AND EXHIBIT YOUR AUDIOVISUAL 

 Useful vocabulary: 
o What do you think about…? What’s your opinion about …?  
o How aboutt…? 
o Do you agree? 
o I guess / I believe / In my opinion / Personally, I think 
o Yes, definitely – I suppose it is  
o I’m not sure – I don’t know 
o I understand your opinion, but 
o Personally, I completely disagree 
o That’s a good/interesting idea/point, but 
o Not at all 
o ……….because ….. 

4. INTERACTION (PROBLEM SOLVING) (LIBRES) 

 YOU HAVE AN EXCELLENT IDEA FOR MAKING A FILM BUT YOU DON’T HAVE ENOUGH 

MONEY 

 CHOOSE THE BEST PROJECT  

 AN INTERVIEW TO A FILMMAKER 

 Useful vocabulary (apart from the one in discussions): 
o What do you think about …? 
o could – can in questions / we could/can 
o I see. That’s rather low/high/soon 
o I´m not sure we can … 
o If you ….. , we …. 
o What about…?hg 
o That’ll be fine/ exactly / indeed/ of course  
o That seems ……. 
o Shall we call it ………….? 

5. PERSONAL QUESTIONS 

The more you talk, the less wfe ask you… Take advantage of your time to plan a very complete 

answer that shows how much you know.  

o What do you think of Gondry’s filmmaking method?  

o Tell us your experience making a film with Gondry’s method  

o Have you ever estimated a filmmaking budget? Tell us 

o What would you say in the director´s note of the project you’ve pitched? 

o How do you finance your films? 

o Who is your favourite filmmaker? Why? 

o Have you ever asked for funding online? Why? 

o How do (or would) you promote your films? 

o What is the most difficult part of the presskit, in your opinion? 

o Would you invest in your partner’s project? Why? 
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o Have you been to any festival? Tell us 

o Do you have any experience with crowdfunding? 

o Are there enough resources for making films at the university? 

o Have you ever pitched your project to someone you didn’t know? Tell us. 

o What is your best film? Tell us. 

o Is there enough support for new filmmakers? 

o Do you have a cv? Tell us about it. 

CLASS 30: ORAL FINAL TEST (OPTIONAL) 
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APPENDIX: LIST OF IRREGULAR VERBS 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Taken from Oxenden, Latham-Koenig, and Seligson (2005:155) 


