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Pre-Production: Week One
• Begin writing screenplay

Writer(s)
• Once you have decided what you want to

write about, discuss the idea with the
director, producer and the rest of your crew.
Brainstorm about ways to make the story
more exciting. As the writer, it is your job to
keep track of these ideas, so write them all
down.  

• Create character sketches for each character.
• Refresh your memory on screenplay format. 
• Write an outline of your screenplay (this

would include the main things that will
happen and how each character works in
the scene). 

Director
• Go over the screenplay with the

writer. Always think about how you
want to tell the story visually. 

• Start talking to different crew members
about the positions they want to take. 

This is the nitty-gritty for a 
pre-production, production, and 
post-production schedule.
This section will outline the
procedure to make a short film 
from start to finish.

Your Production Schedule

6

We’ve also included a few forms that your cast
and crew will need to fill out (see pages 115
through 117.) These forms protect both the
actors and filmmakers. 

The next pages include a timeline and the
steps of making a movie, based on an eight-
week schedule. Your film might take more
time, or less, but you can use it as a guide.

Notes:

Copyright © 2001  The Artists Rights Foundation.
All Rights Reserved



Actors
• Participate in a table reading of screenplay:

all the actors sit around a table — and each
takes one character. Read the screenplay out
loud, even if it is a rough draft. This helps
the director, writer, and the actors to figure
out what works and what does not.

• Give feedback on screenplay. 
• Prepare for auditions. Get familiar with all

the characters.
• Once roles are assigned, start to memorize

lines.

Editor
• Start conversations with director and

cinematographer on shooting ideas.
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Director
• Work with the writer on the screenplay.
• Choose the crew. 
• Hold auditions for roles.
• Pick actors for roles.
• Conduct a table reading (see “Actors”

below).

Writer
• With your first draft of the screenplay

finished, make copies and distribute them
to everyone involved with the film.

• Gather feedback, and figure out which of
the suggestions to use. 

• Rewrite the screenplay.

Cinematographer
• Give feedback on screenplay.
• Start to think about location possibilities.

Pre-Production: Week Two
• Re-write script
• Choose actors
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Notes:



Director 
• Give feedback on the screenplay, paying

attention to what works (and what does not)
at the table reading.

• Start to work on storyboard.
• Conduct table reading of screenplay.
• Working closely with the cinematographer

and editor, finish storyboard and distribute
to rest of crew.

• Hold first rehearsal for actors.

Writer
• Write second draft of screenplay and give to

the director.
• Listen to table reading of screenplay.
• Gather feedback and incorporate any

changes. 

Cinematographer
• Give feedback on screenplay to director and

writer.
• Since the screenplay is near its final form,

start finalizing location decisions.
• As an exercise, using your camera, practice

shooting the table reading to get used to
shooting people talking.

• Work with director on storyboard.
• Go over location choices with director.
• Think about whether locations need extra

help in making them work for each scene.
(Are props needed?)

• Go to the chosen locations and begin
experimenting with shots.

Editor
• Give feedback on screenplay.
• Start to think about editing possibilities.

Watch movies, television programs, and
commercials for ideas. 

Actors
• Perform table reading.
• Continue to study character and memorize

lines.
• Participate in rehearsals.

Costume/Makeup/Hair
• What kind of clothing would best convey

each character in each scene? Make a list.
• What kind of makeup and hairstyles would

best convey each character in each scene?
Make a list.

• Go over these lists with the director. 
• Start to look for necessary clothing, props,

and makeup.
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Pre-Production:Week Three
• Next draft of screenplay
• Create storyboard
• Rehearse with actors
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• Final draft written
• Rehearsals continue
• Prepare for production

Director
• Give feedback to writer on screenplay.
• Work with actors on characterizations.

Discuss the “story” of each scene. Discuss
the motivation of the characters.

• Hold rehearsal for actors, during which you
should block the scene with the actors and
the cinematographer. Blocking the scene
means not only going over the dialogue, but
also how and where you want the actors —
and the camera — to move during the
shoot.

• Create a production schedule.
• Create a final checklist for production and

go over it, making sure all is ready.
• Before production, hold a final meeting with

the entire cast and crew to go over all the
details. Is everyone ready?

Writer
• Third draft of screenplay is written and

distributed.
• Listen to table reading conducted with

actors playing their correct roles.

• Final draft is written, incorporating ideas
from table reading.

• Final draft is distributed.

Cinematographer
• Go over the director’s storyboard and

experiment with setting up different shots. 
• Work with director on blocking.
• Continue experimenting with shots on

chosen locations. Double check supplies
needed for production:
Do you have enough blank tapes? Do you
have back-up tapes? 
Do you have adequate batteries? Do you
have back-up batteries? 
Do you know how to turn off the date and
time display so that it will not appear on
your shots? 
Do you have the props you need for 
each set? 

Costume/Makeup/Hair
• Have you found the necessary costumes and

makeup? Make sure you have everything
you need for production.

Pre-Production: Week Four
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After each scene is shot, take careful notes
(or assign this responsibility to someone
else) of possible continuity issues. For
example, in one shot your actor is eating a
piece of chocolate cake. Is the cake
completely gone in the next shot?

If you are shooting over several days, but
the action (according to the screenplay) is
supposed to take place all in one day, are
your actors wearing the same clothes they
were wearing in the first shoot or have
they mysteriously changed clothes?
Alternatively, if your action takes place
over several different days, you will want
your characters to have a change of
clothes for each new fictional day. All this
has to be determined before shooting
begins so that the actors (or the costume
person) can be sure to bring the
appropriate clothes.

Either you or the costume person should,
at the beginning of each new scene, write
down the names of the actors in the scene.
Next to their names, write down the
different clothes they will need. Then, mark
down the place in the script where the
change of clothes should occur.

The same is true with makeup. The makeup
person should keep track of makeup, as it is
needed scene-to-scene, paying special notice
to continuity.

Create a shot list. This is a list of every shot
you want and need to make. You should go
over this with the cinematographer and
make sure you do not have too many for
each day. After your first day, you will have a
better idea of how long each shot takes. You
may need to re-create your list if you think it
will take too long.

Note to the Director: a Word about Continuityo



To the Director, Part II:
When the actors are in their places and the
camera is ready, you shout: “Camera!” That
lets the cameraperson know it is time to
start shooting.

Then, you loudly say: “Action!” That is a
signal for the actors to begin.

When you shoot a scene, watch very
carefully. Is the scene working? Do you like
it? Or do you think the actors could do
better? If you’re not sure about a scene, and
if your camera has playback capability, you
can rewind and look at it.

When the scene is over, wait at least five
seconds, letting the camera roll, and then
shout: “Cut!” Only then should people feel
they can talk freely on and near the set. The
delay will give you time to record 
over your voice (so it will not end up in 
the movie) when you start shooting the next
scene.

Once you have reviewed the scene, you and
the camera and sound people will need to
make a decision quickly. If you are all happy

with what you have shot, move on to the
next scene. If not, try  it again.

There are many reasons why you would re-
shoot a scene. You might not like the way
the leading actor is saying her or his lines.
Someone might have sneezed during
filming. Or, you might have to brainstorm
how to set up the scene better.

Shoot as many takes as needed, but
remember your time constraints and the
patience of your cast and crew.

Before you do a new take, you need to tell
the actors what you want them to do
differently, tell the cinematographer how
you want it shot differently, or talk to the
art director about how you want the scene
to look different. Make sure your direction
is specific, then shoot the scene again.

After each day’s shooting, review your shot
list. Did you get every shot you needed? If
you missed one or two, is there a way for
you to make it up in the next day’s shoot?
Try not to get too far behind.
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Production! Shooting Your Movie

o



109

Notes:
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Director
• Get to the shoot early to make sure that

everything is ready.
• Work closely with the cinematographer,

checking shots on the viewfinder or a
playback monitor.

• Stick to your schedule.
• Always remember your storyboard.

Writer
• Although this may not be necessary, be

prepared to make screenplay changes
throughout production.

• Help with continuity.

Cinematograher
• Place props as needed.
• Set up and start shooting.
• Be flexible.

Editor
• Thinking about how you want to edit the

film, watch the shooting and make helpful
suggestions to the cameraperson and/or
director at the end of each shoot. 

• Start to review the dailies — the daily tapes
of each day’s shooting. Make a list of the
shots you like and, using the numerical
code on the camera, mark down the time
code and the tape number so you can find
the shot you want when you need it. 

Production: Weeks Five & Six
• Directing
• Shooting 

• Acting
• Getting ready to edit
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Notes:



Prepare for an interesting and intense
couple of weeks. Editing your film, even
though it is shot, will take a lot of time and
effort. It is in the editing room that the
film in your head becomes a reality on the
screen — a challenging transition to make.

Note to the Editor and Director
First task: make a log (a list) of all the raw footage. This is a list of all the shots with
the corresponding number of where they appear. This is really important! You will
find yourself referring to this list over and over again. Be sure to mark the list with
all the vital information you need. For example:
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Post Production–Pulling It All Together:

Sample scene description 
Tape counter number on
your VCR or edit machine

1:01 Close-up: boy and girl (happy) walking down sidewalk 
(Good sound. Bright light.)

1:45   Medium shot: girl screaming when she sees a monster
(Really good.)

3:12 Close-up: monster tentacle grabbing boy’s foot
(A little dark, see if there is another.)

3:50 Amazing long shot of monster slithering away 
(Gave me chills.)

• Finish editing movie
• Choose and lay down music

and sound effects
• Hold a screening of the film
• Have a wrap party

Weeks Seven & Eight

o
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If the editor has already made a log based
on her/his viewing of each day’s dailies,
then the editor should review the shots with
the director.

As you log the footage, watch each take of
each shot and make a separate list of which
takes you like the best and where they are
on the tape. This is known as your select
list, and your favorite takes are called your
selects. Having a select list makes it easier
to find everything when you start editing. 

Once you have logged all the footage and
chosen your selects, you can start editing
the rough cut. How you do it depends on
your equipment. 

Editing can be the most technical aspect of
making a movie. If you are lucky, you will
have access to some professional digital
(computerized) editing equipment. If this is
the case, rely on the operator or owner of
the equipment to show you how to use it.
The advantage to digital editing is that you
can edit your movie in any order you want.
If you change your mind about an edit, it’s
easy to go back and lengthen it, shorten it,
or try something different.

Notes:
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Director
• Work with the editor on the rough cut —

the first attempt at editing the film. 
• Your editor may bring new thoughts to what

shoots will work best. Listen to what he/she
says. Work together. Be a creative,
collaborative team.

• Lay down the sound effects.
• Choose the music for the film.
• Before you finalize everything, show the

film to your whole crew to get their
reactions. Discuss the film with the editor.
Make whatever changes you think you
should after these talks.

Editor
• You will either create a rough cut on your

own, or, more likely, will work with the
director and perhaps a couple of other
members of the crew on editing a rough
cut. 

• Once you have the rough cut, show it to the
director (and other involved parties) and see
if he/she has any comments. 

• When everyone is happy with the rough cut,
you should begin putting the finishing
touches on the movie. Again, what you can
do will depend on your equipment. If

possible, add music and sound effects that
will help give the movie more impact. 

• Clean up any glitches. 
• Make sure the sound levels are consistent

throughout. 

Rest of the Crew
• Participate in the editing process. Make

suggestions, but even more important,
observe. See how a film is put together. 

• Hold a party (in Hollywood, it’s called a
“wrap” party, because it celebrates
“wrapping” up the film). Make sure
everyone who had anything to do with 
the film is invited. 

Be proud of what you created.

Hold a screening of your film!

THE EDITING PROCESS
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Epilogue: Looking Back
Did you like making a film? Is it fun to work collaboratively with others to create something that never existed before? 

What surprised you about what you learned? 

Did you like working collaboratively in a group? Why or why not?

Would you like to make another movie? Why? Why not? 
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What are some of the things you would do differently if you had it to do all over again? 
Did you make any real mistakes? 
What did you learn from them?

What would you think if, after you finished your film, someone else changed it? 

Hopefully, you ended up loving the process of filmmaking, and this is just the beginning of your creative exploration. 

Be bold. 
Be creative. 
As they say in Hollywood, “break a leg.”
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General Terms
ACE (American Cinema Editors): an
honorary society of motion picture
editors, who come together on the basis
of their professional achievements, their
dedication to the education of others, and
their commitment to the craft of editing.

ASC (American Society of
Cinematographers): an organization
where cinematographers meet with fellow
professionals and discuss their craft.  

Antagonist:  a character who tries to
prevent the protagonist from reaching a
particular goal.

Cast: the actors in a film

Continuity: the art of maintaining
consistency from shot-to-shot and scene-
to-scene, even when scenes are shot out
of sequence.

Crew: the technical people working on a
movie

Dailies/Rushes: film shot during one day of
shooting

Deciphering: unscrambling or de-coding to
understand the meaning

Hook: an enticing beginning of a movie that
sets the tone

Lighting: an important means of expression in
film, lighting refers to the method of
illuminating a shot. 

Lyricists: people who write the words (the
lyrics) to songs

Plot: the major event of the story

Props: abbreviation for “properties” — objects
in a scene that decorate the set, or objects that
an actor uses (e.g. a pen, a painting on the
wall, a bouquet of flowers, a couch)

Protagonist: the main character of the story or
film

Glossary
Scene: 1. one or more shots taken at the same
time and place 2. part of the story that
happens in one place, during one period of
time. Sometimes, a single shot can make up
an entire scene.

Sequence: number of scenes taken together

Set: the place, created or pre-existing, where a
scene is shot

Set up: each time the camera position is
changed

Shot: the smallest unit of film — taken in one
uninterrupted process of the camera.

Storyboard: a shot-by-shot layout drawn before
shooting or editing the scene

Viewfinder: it’s the part of the film camera
that you look through. It shows what the
camera will record on film. 



121

long shot, and is sometimes referred to as the
establishing shot. It shows the audience a lot
about the setting.

Object: things in a shot that are not people
(e.g. a tree, a car, a building) 

Subject: a person in a shot

Camera Angles
Cutaway: an abrupt cut away from the scene to
something else or to a new scene. In old
movies, there might be a hero who falls over a
cliff and was hanging onto a rock. Then there
would be a cutaway to an owl in a tree. Then a
shot back to the hero — who was by then
standing on the ground. 

Eye-level angle shot: Shot at eye level, these
shots give a real sense of someone’s point of
view.

High-angle shot: You need to be higher than
your subject to shoot this way, either looking
down at something on the floor, or, you could
get up on a table or chair and shoot down. It is

used to give the viewer a sense of superiority
to the subject, and to give a sense of the
subject being vulnerable, small. 

Low-angle shot: a shot in which the subject is
above the camera. It usually conveys a sense
of the subject’s importance, looming above us.

Oblique-angle shot: effective in showing
scenes of violence and confusion or being
drunk or drugged — usually from the point of
view of the person.

Camera Movement
Pan: moving the camera from side to side, as
if you are following someone who is walking
from left to right

Tilt: moving the camera up and down, as if
you are following someone jumping on a
trampoline 

Zoom: moving in on an object from a wider
shot to a closer one

Camera Composition
Close-up (CU): a very close shot of something
— usually a person’s face or some other
object. This shot really captures emotion.

Composition: the positioning of people and
objects in the frame

Establishing shot: a wide shot that shows the
audience a lot about the setting

Extreme close-up (XCU): Like it sounds, it’s a
really close shot. It may be someone’s lips, or
a person’s eye with a reflection in it.

Extreme Long Shot: taken from a great
distance (or it looks as though it is taken from
a great distance). It is often used to give the
audience perspective — a sense of how later
scenes will fit into the whole environment.

Medium close-up: an example would be a shot
of a person from the waist up 

Long shot: taken from a longer distance, it
gives slightly more details than the extreme
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Dissolve: when the end of one shot fades into
the next one — not turning to black, but
blurring slightly and then clearing up into the
next shot

Edit: to assemble a film by cutting and
repositioning the shots

Fade: when the end of a shot darkens into a
black screen — and then fades up, or lightens,
into the next scene.

Final cut: the final, edited film

Insert edit: This process allows you to edit
audio and video, separately or together, onto a
master tape with control track (black). This
process requires a master tape with control
track. 

Montage: A French word meaning “to
assemble,” a montage is achieved by editing
many images rapidly together. A sequence of
shots, usually without much dialogue.

Pick-up shot/scene: a shot that is added after
the editing phase 

Reaction shot: a shot used by editors to
draw more interest in a scene. For example,
a close-up of a person listening during a
conversation

Real time: a shot or scene filmed in actual
time, not compressed

Simple cut: when the end of one shot is
directly butted onto the beginning of the
next without any noticeable special effect

Sound glitch: unwanted sound on the film
footage that was unintentionally recorded

Superimposition: when two images are
shown, one on top of the other. Usually,
one image fades away, leaving just one
image. Usually this is done quickly, but
long enough for the viewer to link the two
objects in her or his mind.

Lighting Terms
Base light: the existing amount of light in a
room

High contrast: when the tones of color, or
black and white, are more extreme

Illumination: the amount and quality of light
on a subject (example: a candle would provide
a very small amount of light to illuminate a
subject)

Lamp: a special light used for photography or
cinematography

Editing Terms
Assemble edit: Used to copy an entire video,
or pieces of a video, onto a new master video
tape (one which does not already have a
recorded signal or control track (black)). This
process records the video and audio together
(which cannot be divided) and combines them
on to another tape. This is often used to make
complete copies of programs.

Coverage: a shot used by the editor to break
up the action
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Sound Terms
Ambient sound: background sounds like a
clock ticking, a florescent light humming,
traffic, wind, etc.

Audio: any kind of sound in a film or video

Dialogue: a conversation between actors or 
one actor speaking to himself/herself — it’s
the actor’s spoken words

Music: It conveys a mood and sometimes it
helps the audience understand what’s
happening, or what’s about to happen.

Narration: the off-screen voice of the observer-
commentator. It can be a character in the film
or it can be someone we never see.

Score: adding music to the movie to help
promote the director’s vision

SFX/Sound effects: sounds created to mimic
objects or subjects in a film, like the sound of
a girl walking in snow, a dog barking, an alien
spaceship engine, etc.

Unidirectional microphone: collects sound
from mainly one direction. Can be pointed at
an actor to better hear dialogue and reduce
ambient noise.

Voice over, or monologue: 1. Often used
when the actor’s thoughts are said aloud (but
the image is not of the actor’s lips moving)
and/or when the invisible narrator speaks. 
2. a long speech

Windscreens: devices like a special foam 
sock that are placed on a microphone to
reduce ambient wind noise
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The Artists Rights Foundation
Founded in 1991 by the Directors Guild of America and bringing together some of the industry’s foremost

creative leaders, The Artists Rights Foundation seeks to safeguard the rights of film artists, protect their

works from alteration, and ensure that the artist’s vision remains intact. The organization focuses on

educating the movie-going public to expand the interests of film protection and preservation beyond the

immediate filmmaking community to the broader American public.  

For more information, please visit
www.artistsrights.org

Directors Guild of America
The Directors Guild of America (DGA) was founded in 1936 to protect the rights of directors. To the filmmakers

who gave birth to the Guild, the issues are clear:  the establishment and the protection of economic and creative

rights for directors and recognition of the director’s contribution to the art of moving pictures. 

Today, the DGA represents more than 12,000 members (Directors, Assistant Directors, Unit Production Managers,

Associate Directors, Stage Managers, Technical Coordinators) working in theatrical, industrial, educational and

documentary films, as well as in television (live, filmed and taped), videos, commercials, interactive media and

internet projects in the US and throughout the world.

For more information, please visit
www.dga.org



125

The Global Crossing Media & Entertainment division is creating the world’s most advanced

communications platform dedicated to the filmmaking industry. The global Media & Entertainment

network has been specifically designed to optimize the latest applications for Film Production,

Television Broadcast, and Digital Asset Management. Global Crossing® provides secure,

seamless, and fully managed communications platforms to global corporations around the 

world. Offering an extensive broadband network service portfolio over a state-of-the-art fiber-optic

infrastructure of unmatched geographic reach and capacity.

For more information, please visit 
www.globalcrossing.com

Global Crossing

SPONSORED BY
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Martin Scorsese
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As noted, some of these materials were
developed by the Challenge 2000 Multimedia
Project, a collaborative project of Joint Venture:
Silicon Valley Network, San Jose, California 
and San Mateo County Office of Education,
with support from the U.S. Department of
Education. 
For further information, contact Michael
Simkins, Project Director, at (408) 271-7213 
or msimkins@jointventure.org 
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