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Assessment Guidance

The assessment guidance provides teachers with an indication of the nature and range of students’ 
responses likely to be worthy of credit. They also set out the criteria which they should apply in allocating 
marks to students’ responses. 

Assessment Objectives

Below are the assessment objectives for GCE Moving Image Arts. Students must:

• demonstrate knowledge and understanding of film language, styles, practices, techniques, 
movements and contexts (AO1)

• apply creative and technical knowledge and skill in the pre-production, production and post-
production of moving image products (AO2a)

• apply knowledge and skill in planning, organising, designing and managing resources and 
processes when creating moving image products (AO2b); and

• analyse and evaluate their own work and the work of others, demonstrating awareness of creative 
and technical purpose and audience response (AO3).

Quality of students’ responses

In marking this assessment, teachers should be looking for a quality of response reflecting the level 
of maturity which may reasonably be expected of a 17- or 18-year-old which is the age at which the 
majority of students sit their GCE A2 examinations.

Flexibility in marking

Assessment guidance is not intended to be totally prescriptive and cannot cover all the responses which 
students may produce. In the event of unanticipated answers, teachers should use their professional 
judgement to assess the validity of answers. For the critical analysis of moving image sequences 
required by student in Q.1, Q.2 and Q.4, the mark scheme provides a detailed analysis of each 
sequence highlighting the key realist and formalist techniques employed across the five areas of film 
language and referencing the film movements that have influenced the directors. 

While no student is expected to analyse all of these techniques in their response, the exemplar answers 
will enable you to identify perceptive analysis and appropriate use of film language terminology by 
students that can be rewarded marks accurately by the correct application of the marking grids that 
accompany each exemplar answer. 

Positive marking

Teachers are encouraged to be positive in their marking, giving appropriate credit for what students 
know, understand and can do rather than penalising students for errors or omissions. Teachers should 
make use of the whole of the available mark range for any particular question and be prepared 
to award full marks for a response which is as good as might reasonably be expected of a 17- or 
18-year-old A2 student.

Awarding zero marks

Marks should only be awarded for valid responses and no marks should be awarded for an answer 
which is completely incorrect or inappropriate.
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Levels of response

Tasks and questions requiring students to respond in extended writing are marked in terms of levels of 
response. In deciding which level of response to award, teachers should look for the “best fit”, bearing 
in mind that weakness in one area may be compensated for by strength in another. In deciding which 
mark within a particular level to award to any response, teachers are expected to use their professional 
judgement.

The following guidance is provided to assist teachers:

• Threshold performance: Response which just merits inclusion in the level and should be awarded 
a mark at or near the bottom of the range. 

• Intermediate performance: Response which clearly merits inclusion in the level and should be 
awarded a mark at or near the middle of the range.

• High performance: Response which fully satisfies the level description and should be awarded a 
mark at or near the top of the range.

Marking Bands

The Marking Bands contain criteria that are applicable to each assessment question. These criteria detail 
the relationship between assessment answers and their relevant assessment objectives.

They are intended to provide a broad indication of the general qualities associated with different levels 
of response. The marking criteria are set out in five levels reflecting the broad range of achievement 
expected.

Descriptive/Narrative and Beyond 

Answers which consist of simple narrative or description as opposed to analysis or discursiveness 
should not be awarded beyond Level 3. You should not, of course, undervalue answers where there may 
be implicit relevance in the narrative treatment. Answers which, while basically narrative/descriptive, can 
still display qualities of perceptiveness and relevance. Within Level 4 you will find answers indicating 
increasing ability to analyse and discuss and to engage with the precise terms of the question. Top level 
answers will address key terms in an explicit and sustained way. 

Key Terms/Issues

In all questions, students should take account of key terms, and structure their answers accordingly 
if they are to be relevant and properly focused. Key terms are of two distinct kinds: those which are 
directives (e.g. “discuss how effective...”, “show how far...”, “compare...”, “examine...”) and those which 
refer to specific qualities (e.g. “form”, “structure”, “tone”, “imagery”).

Audio-Visual Stimulus

Teachers will note that most A2 Unit 2 questions employ audio-visual sequences as a stimulus for their 
answers. Students are expected to show an awareness of the relationship of the audio-visual sequence 
to the question and to focus on the nuances of the sequence’s visual language and construction. 
In general, the ability to “unpack” the question and to address all the issues which it raises is the 
sign of a good student.

Length of Answers

Length is not important in this assessment. Length does not always mean quality. Some lengthy answers 
are thorough and interesting, others repetitive and plodding. Some brief answers are incoherent and 
vague, others cogent and incisive. 
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Answers in Note Form

Some answers may degenerate into typed note form or may, substantially, take the form of notes. Do 
not assume that notes are automatically worthless. Look at them carefully. Some notes are better than 
others. The use of notes will generally mean that the student has failed to construct a properly developed 
and coherent argument, but they may contain creditable insights or raise pertinent points, however 
inadequately developed these insights or points may be. In other cases, poor time management under 
pressure may be a contributing factor. 

Uneven Performance

Be prepared for uneven performances. Mark each answer on its own merit. Do not mark up unfinished 
work because of the quality of the rest of the answers; mark what is before you. While some students 
may begin badly, they may “redeem” themselves during the course of the answer. Read all of each 
answer carefully and do not let obvious weaknesses blind you to strengths elsewhere in the answer.  
The converse, of course, also holds.

Quality of written communication

Quality of written communication is taken into account in assessing students’ response to all tasks and 
questions that require them to respond in extended written form. These tasks and questions are marked 
on the basis of levels of response. The description for each level of response includes reference to the 
quality of written communication.

For conciseness, quality of written communication is distinguished within levels of response as follows: 

• Level 1: Quality of written communication is unsatisfactory. 
• Level 2: Quality of written communication is basic.
• Level 3: Quality of written communication is satisfactory.
• Level 4: Quality of written communication is good.
• Level 5: Quality of written communication is excellent.

In interpreting these level descriptions, teachers should refer to the more detailed guidance provided 
below:

Level 1 (Unsatisfactory): Form and style of writing are unsatisfactory. Presentation, spelling, 
punctuation and grammar may make intended meaning unclear. There is little use of appropriate 
terminology.

Level 2 (Basic): Form and style of writing are basic. Presentation, spelling, punctuation and grammar 
may make basic meaning clear. There is some use of appropriate terminology.

Level 3 (Satisfactory): Form and style of writing are satisfactory. There may be errors in presentation, 
spelling, punctuation and grammar. There is increasing confidence in the use of appropriate terminology, 
though this may not always be sustained.

Level 4 (Good): Form and style of writing are good and there is fluency and confidence in the application 
of moving image terminology to support arguments and responses. Spelling, punctuation and grammar 
are of a good standard.

Level 5 (Excellent): Form and style of writing are of a consistently high standard with moving image 
terminology applied fluently and effectively to justify arguments and responses. Spelling, punctuation and 
grammar are of a consistently high standard.
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Assessment Objectives

In GCE Moving Image Arts Unit A2 2 Critical Response, candidates will be assessed on their
ability to:

AO1  demonstrate knowledge and understanding of film language, styles, practices, techniques,
  movements and contexts; 

AO2a  apply creative and technical knowledge and skill in the pre-production, production and post
  production of moving image products; and

AO3  analyse and evaluate their own work and the work of others, demonstrating awareness of 
creative and technical purpose and audience response.

Total Marks Available: 80

• 15 marks for Section A Question 1. (AO1 and AO3)
• 15 marks for Section A Question 2. (AO1 and AO3)
• 20 marks for Section B Question 3. (AO1 and AO2a)
• 30 marks for Section C Question 4. (AO1 and AO3) 

Students will be assessed on the quality of their own written communication in Section A (Q1 and Q2)
and Section C (Q4). This refers to the student’s ability to:

• select and use a form and style of writing appropriate to purpose and to complex subject matter;
• organise relevant material clearly and coherently using specialist vocabulary where appropriate;
 and
• ensure typed writing is legible, with accurate use of formatting, spelling, grammar and punctuation 

in order to make meaning clear. As an online assessment performed by students, basic 
keyboarding and navigation skills are necessary for the input of answers.

AO1   demonstrate Knowledge and Understanding of film language, styles, practices, techniques, 
movements and contexts.

  •  Students must demonstrate good knowledge and understanding of film language 
terminology such as mise-en-scène, editing and lighting and key narrative techniques of 
the continuity style such as the use of cross-cutting and POV. 

  •  In their responses to Q.1, Q.2 and Q.4, students will be expected to show knowledge 
and understanding of the film styles, movements and contexts detailed in the learning 
outcomes in Section 3.4 of the specification. 

  •  Knowledge and understanding of genre can also make an important contribution to a 
successful answer.

AO2a   apply creative and technical knowledge and skill in the pre-production, production and 
post-production of moving image products.

  •  In their response to Q.3, students will be expected to apply the knowledge, skills and 
experience they have gained from their study and creative practice.

  •  The higher marks should be awarded to those students who give the reasons behind the 
techniques they plan to use in visualising the script and are clear about their  
creative purpose.
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AO3   analyse and evaluate their own work and the work of others, demonstrating awareness of 
creative and technical purpose and audience response.

  •  To achieve a successful answer, students are expected to show insight and 
understanding of the director’s creative purpose, evaluating the different techniques that 
have been used and considering how well they work together to create the intended 
effect. 

  •  What is the emotional impact of the scene? What mood is created and precisely how is 
it created? How is the audience meant to respond or feel when watching the sequence? 
How successful does the student feel the sequence is whether as an action scene, 
suspense sequence, scene of horror, etc, etc.  

  •  One of the key indicators of a successful answer is the student’s ability to achieve a 
balanced response in the analysis of the different elements of film language, employed in 
the unseen sequences in Q.1, Q.2 and Q.4 and within the student’s visualisation of the 
script in Q.3. 

  •  In Q.4, it is essential for students to achieve a balanced analysis of the two sequences 
being compared and contrasted.

  •  The ability to accurately analyse camera technique is an essential component of a 
successful answer, encompassing camera shot size and framing (long shot, close-up, 
etc), camera positioning and angle (such as high or low angles), and camera movement 
(employing technical terms such as panning, tracking, zooming or the use of a mobile, 
hand-held camera). 

  •  Strong answers demonstrate the ability to discuss and distinguish between diegetic and 
non-diegetic sound and critically analyse the emotional quality of the soundtrack. 
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Section A

Realism: Narrative and Visual Style (60 minutes)

1 Sequence: The kidnapper of a young girl directs the delivery of the ransom. 

 Study the following sequence. Analyse the storytelling techniques that the director employs to 
create mood and atmosphere. 

 
 Available Marks: [15] (AO1 and AO3)
 5 marks (AO1) 
 10 marks (AO3)

Mark Scheme Expectations

The response 
should show 
knowledge and 
understanding 
of: (AO1)

• the director’s creative purpose in the use of film language – camera 
technique, editing, cinematography and mise-en-scène;

• the director’s intention to create a mood of simmering tension and suspense. 

The response 
should provide 
analysis and 
evaluation of: 
(AO3)

• the use of key techniques of documentary realism and the French New Wave 
such as hand-held camera movement, freeze frames and onscreen text; and 

• the key role played by stylised techniques, such as changing camera 
speeds, oblique editing, flash photography, over-exposed lighting and colour 
manipulation in creating a sequence of high octane action. 

• the way in which the director draws on the genre conventions and 
iconography of neo-noir.  

The response should provide a personal response stating how effective the student feels the 
techniques used by the director are (AO3).  

Students can choose to evaluate each area of film language separately or within an integrated 
analysis of the entire sequence. 

Answers may include:

The response 
should provide 
an analysis and 
evaluation of 
how:

•     The director has created a hyper-real stylised sequence by freely mixing 
together formal and stylistic conventions of film noir with techniques of 
documentary realism and the French New Wave. The sequence works 
through dramatic contrasts in visual style. 

• The mood is one of anxiety and foreboding, with the changing camera 
speeds, oblique editing, flash photography, sudden freeze frames and 
onscreen text fragmenting the imagery and generating a nervous, edgy, 
kinetic atmosphere as if we are trapped within a drug-fuelled nightmare. 

• The low key lighting scheme, nighttime, urban setting and kidnapping plot 
immediately identify the film as belonging to the neo-noir genre. Here the 
director has moved beyond the harsh black and white contrast of classic noir 
lighting to bathe the screen in bold primary colours. The film stock has been 
manipulated to create a blurry, painterly effect dominated by red, green, blue 
and yellow colours. 

• The multi-coloured neon lighting, speeded-up blurred motion, abrupt editing 
and sudden, strobe-like flashes of light create a surreal, kaleidoscopic effect 
that distorts our visual perception and generates suspense. 

• Our first sight of the kidnapper on the phone, viewed from an extreme high 
angle, is a sinister, unsettling image. The multiple flashes of overexposed 
lighting disorientate us and convey a sense of unease.



812500.01

   
• The circular pattern of movement begun by the opening tracking shot is 

continued in the movement of the cars around the city square. With the 
director manipulating time by cutting rapidly between alternating fast and 
slow motion, we have the feeling that, like the main characters, we are being 
drawn into a vortex of danger and uncertainty.  

• Freeze-frames are used prominently throughout the sequence to interrupt 
the narrative flow and stop time in its tracks. The director freezes the action 
at key moments to convey important narrative information – such as the 
kidnapper’s precise instructions to the bagman. In the first freeze-frame, the 
movement of the circling cars stops to reveal a white shirt being held out of 
a passenger window. The second freeze frame of the kidnapper speaking 
on the phone is accompanied by onscreen text highlighting the kidnapper’s 
instructions to his listener to “ID the car.” 

• The use of onscreen text in combination with the freeze frame serves to 
stylise the sequence further and underline the seriousness of this deadly 
game of cat and mouse. After the bagman has collected the map and 
returned to the car, the words “protect your daughter” flash up onscreen, 
revealing his identity as the victim’s father. 

• As the kidnapper relays his instructions, the loud, pulsating musical score 
and ominous piano notes carry a heavy emotional charge, submerging us in 
a sonic landscape of smouldering tension and menace. The deep base notes 
and relentless pounding rhythm of the soundtrack maintain an oppressive 
feeling throughout the sequence.

• The director’s use of freeze frames has the effect of turning the story into a 
series of snapshots. It is as if an unseen photographer is capturing images 
of the clandestine operation to deliver the ransom money. This sense of the 
action being observed through the lens of an onlooker is also conveyed in 
the latter part of the sequence. 

• The camera is positioned at a distance from the action for much of the 
second part of the sequence. The long shots combined with jerky, hand-held 
camera movement, convey the sense that we are spectators spying on the 
covert scene in a voyeuristic way. The bright yellow and green lighting that 
illuminates the darkness gives the scene an eerie intensity. The long tunnel 
along which the father drags the ransom money is a visual metaphor for his 
descent into a criminal underworld where life or death depends on one’s 
ability to pay.   

Accept valid alternatives.
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Award Marks as follows:

Level Criteria Marks
1 • Student shows a limited knowledge and understanding of film language, film 

movements, realist conventions, purposes and contexts. 
• Response is underdeveloped. 
• There is little analysis and evaluation with the answer almost purely descriptive. 
• Level of communication and use of appropriate moving image terminology are limited. 
• Spelling, punctuation and grammar contain significant errors. 

[1]–[3]

2 • Student shows an uneven knowledge and understanding of film language, film 
movements, realist conventions with some understanding of purposes and contexts. 

• Response lacks depth and references to realism may be lacking. 
• While there is some use of appropriate film language terminology, there is an 

uneven analysis and evaluation of mood, atmosphere or emotion. 
• Communication and structure tend to be narrative or descriptive. 
• Quality of spelling, punctuation and grammar is basic. 

[4]–[6]

3 • Student shows a reasonably consistent knowledge and understanding of film 
language, film movements, realist conventions, purposes and contexts. 

• The response makes a reasonable attempt at answering the question, but 
lacks balance in the analysis of film language and the director’s creative purpose. 

• Ability to analyse and evaluate is sustained, but uneven. There may be 
insufficient depth of analysis of the tense mood and explosive atmosphere of 
the sequence.

• The increasing confidence in the application of film language terminology may 
not always be sustained (e.g. imprecise descriptions of shot types – “the shot 
of the man”).  

• There is some discussion of the use of realist techniques, but references to 
realism may lack depth. 

• Quality of spelling, punctuation and grammar is satisfactory. 

[7]–[9]

4 • Student shows a confident knowledge and understanding of film language, film 
movements, realist conventions, purposes and contexts. 

• There is a reasonably good balance in the analysis of film language and a 
sound analysis and evaluation of the director’s creative purpose.

• There is a thorough analysis of camera technique, covering camera framing, 
shot type, movement and positioning.

• There is a sustained analysis of the tense mood and explosive atmosphere of 
the sequence.

• There is a fluency and confidence in the application of film language 
terminology as well as accuracy in the descriptions of shot types, lighting, 
editing or sound.

• The discussion of the director’s use of realist techniques is convincing. 
• Spelling, punctuation and grammar are of a good standard.

[10]–[12]

5 • Student shows a highly developed knowledge and understanding of film 
language, film movements, realist conventions, purposes and contexts.

• Response is well structured with a fluent writing style and there is an excellent 
balance in the analysis of the different elements of film language.

• There is an exceptionally thorough, clear and insightful analysis and evaluation 
of the director’s visual style and creative purpose.

• There is a sophisticated analysis of the tense mood and explosive atmosphere 
of the sequence and the director’s use of realist techniques. 

• Student demonstrates clear critical judgement and independent thinking, 
bringing personal insights and original thoughts and ideas to the response.

• There is a sustained confidence in applying film language terminology fluently 
and accurately to justify arguments and responses.

• Spelling, punctuation and grammar are of a consistently high standard. 

[13]–[15]

Award [0] for work not worthy of credit.
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2 Sequence: After a personal tragedy, a woman reflects on her life.

 Study the following sequence. Analyse the techniques of poetic realism that the director employs to 
generate a mood of loneliness and isolation. 

 
 Available Marks: [15] (AO1 and AO3)
 5 marks (AO1) 
 10 marks (AO3)

Mark Scheme Expectations

The response 
should show 
knowledge and 
understanding of: 
(AO1)

• the director’s creative purpose in the use of film language – camera 
technique, editing, cinematography, and mise-en-scène;

• the director’s intention to create a melancholic mood of loneliness and 
isolation. 

The response 
should provide 
analysis and 
evaluation of: 
(AO3) 

• the way in which the director employs film language to narrate the story 
visually as well as voice-over narration to reveal the inner thoughts of the 
main character; 

• the central role played by poetic storytelling techniques such as slow motion 
cinematography, out-of-focus camera technique, visual distortion and 
haunting images of the natural world in creating mood and meaning; and

• the use of natural lighting and a lyrical musical score to create mood and 
atmosphere.

The response should provide a personal response stating how effective the student feels the
techniques used by the director are (AO3).  

Students can choose to evaluate each area of film language separately or within an integrated
analysis of the entire sequence.
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Answers may include:

The 
response 
should 
provide 
analysis 
and 
evaluation 
of how: 

• A quiet, melancholic mood of loneliness and isolation pervades this contemplative, poetic 
sequence in which a woman reflects on the past year of her life and her withdrawal from 
the world.  

• The director employs the poetic techniques of slow motion and blurring of the image, 
entrancing us with the beauty of the natural world – reeds billowing in the wind, 
waves crashing onto the shore, the sun burning in the sky – and creating a dreamlike 
atmosphere that is spiritually uplifting and hallucinatory.  

• The first person voice-over narration immediately draws us into the emotional inner 
life of the woman as she explains her withdrawal into herself to contemplate the world 
from a safe distance. 

• The main character’s embrace of isolation is beautifully conveyed in the opening shots 
of the sequence – a POV long shot of two women in conversation by the shoreline, 
glimpsed through a line of necklaces swaying in the breeze, the background out of 
focus so that the women seem far away from the spectator’s reality. In the second shot 
of the empty bench – a striking image of loneliness – the entire image is slightly out 
of focus expressing the woman’s disconnect from the world around her as if it is no 
longer real to her. 

• The woman is revealed for the first time in medium close-up, a solitary presence, 
gazing out at the world, as it floats by her in slow motion. Again the background is out 
of the focus so that we can barely make out the strolling crowds of people. Through 
this technique, the director isolates the woman in the frame and visually conveys her 
isolation and separation from everyday life.  

• As we hear the voice-over narration tells us “I felt that I could see so clearly from up 
there.” The director employs poetic imagery that appears to contradict this statement. 
Three POV shots reveal the world as viewed through a distorted lens – a handheld 
long shot of blurred figures at the harbour wall, battered by the wind, moving in 
speeded up motion; a close-up of reeds billowing in the strong wind; and a slightly out 
of focus long shot of people walking past the protagonist, the slow motion photography 
giving them the appearance of spectral figures drifting by.    

• In the second part of the sequence, the director confronts us with images of the ethereal 
as a distant lighthouse comes into focus, appearing like a mirage in the desert. The 
blurred imagery and jerky, handheld camera movement reveal that this is a POV shot 
and we are still viewing the world from the woman’s skewed and distanced perspective.    

• In these final scenes, the protagonist truly is alone, but she seems at one with nature, 
in communion with its restorative powers. The director employs slow motion for the 
long shot of the waves washing over the woman on the beach and the quick cut of the 
waves retreating backwards, extending these moments of serenity and contemplation. 

• The source of the recurrent blurred imagery is revealed in the woman’s admission “that 
first year, everything was such a blur.” Throughout the sequence, we see the world as she 
views it, as if through a glass darkly, as she comes to terms with personal loss.  

• The low angle shot of the woman in profile, standing alone on the beach, seemingly 
brought into focus by the powerful rays of the sun is a striking image of renewal and 
rebirth, of a damaged individual being brought back to life by the healing powers of nature. 

• Earlier in the sequence the woman had used the tide as a metaphor to describe how 
people move through life and she had welcomed the distance she had. Now the tide 
and the sunlight both seem to bring her peace of mind and comfort in her isolation. 

• The director employs a minimalist soundscape to convey the woman’s embrace of 
isolation. Chimes and solemn single piano notes dominate the soundtrack in the first 
half of the sequence and very little diegetic sound can be heard.  

• The low-key, lyrical musical score in the second half of the sequence adds to the 
dreamlike atmosphere of the sequence. The evocative music seems perfectly in tune 
with the contemplative images and diegetic sounds of the waves, cascading with 
a quiet undertone of optimism that subtly shifts the emotional register away from 
melancholic tone of the earlier piano score. Ultimately the sequence traces a journey 
back from the brink to a recovery of the self through poetic imagery that is life-affirming 
and regenerative. 

Accept valid alternatives. 
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Award Marks as follows:

Level Criteria Marks
1 • Student shows a limited knowledge and understanding of film language, film 

 movements, storytelling techniques, realist conventions, purposes and contexts. 
• Response is underdeveloped. 
• There is little analysis and evaluation with the answer almost purely descriptive. 
• Level of communication and use of appropriate moving image terminology are 

limited. 
• Spelling, punctuation and grammar contain significant errors. 

[1]–[3]

2 • Student shows an uneven knowledge and understanding of film language, 
film movements, storytelling techniques and realist conventions with some 
understanding of purposes and contexts. 

• Response lacks depth and references to poetic storytelling techniques may be 
lacking. 

• While there is some use of appropriate film language terminology, there is an 
uneven analysis and evaluation of the mood and air of mystery.

• Communication and structure tend to be narrative or descriptive. 
• Quality of spelling, punctuation and grammar is basic. 

[4]–[6]

3 • Student shows a reasonably consistent knowledge and understanding of 
film language, film movements, storytelling techniques, realist conventions, 
purposes and contexts. 

• The response makes a reasonable attempt at answering the question, but 
lacks balance in the analysis of the poetic storytelling techniques and the 
director’s creative purpose.

• Ability to analyse and evaluate is sustained, but uneven. There may be 
insufficient depth of analysis of the emotional content, mood and air of mystery.

• The increasing confidence in the application of film language terminology may 
not always be sustained (e.g. imprecise descriptions of shot types – “the shot 
of the woman”).  

• Quality of spelling, punctuation and grammar is satisfactory. 

[7]–[9]

4 • Student shows a confident knowledge and understanding of film language, film  
movements, storytelling techniques, realist conventions, purposes and contexts. 

• There is a reasonably good balance in the analysis of the poetic storytelling 
techniques and a sound analysis and evaluation of the director’s creative purpose.

• There is a thorough analysis of camera technique, covering camera framing, 
shot type, movement and positioning.

• There is a sustained analysis of the emotional content, mood and air of mystery.
• There is a fluency and confidence in the application of film language 

terminology as well as accuracy in the descriptions of shot types, lighting, 
editing or sound.

• Spelling, punctuation and grammar are of a good standard.

[10]–[12]

5 • Student shows a highly developed knowledge and understanding of film 
language, film movements, storytelling techniques, realist conventions, 
purposes and contexts.

• Response is well structured with a fluent writing style and there is an excellent 
balance in the analysis of the poetic storytelling techniques.

• There is an exceptionally thorough, clear and insightful analysis and evaluation 
of the director’s visual style and creative purpose.

• There is a sophisticated analysis of the emotional content, mood and air of mystery.
• Student demonstrates clear critical judgement and independent thinking, 

bringing personal insights and original thoughts and ideas to the response.
• There is a sustained confidence in applying film language terminology fluently 

and accurately to justify arguments and responses.
• Spelling, punctuation and grammar are of a consistently high standard. 

[13]–[15]

Award [0] for work not worthy of credit.
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Section B

Creative Exercise (30 minutes)

3 Read the following script page.

 If you were directing this scripted scene how would you use camera technique, editing, lighting, 
sound and mise-en-scène to build atmosphere and to create suspense and comedy? 

 Write at least two sentences on each film language element. 

 You should explain why you think these elements would be appropriate. 
   
 Available marks: [20] (AO1 and AO2a)
 10 marks (AO1)
 10 marks (AO2a)
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EXT. CITY CAR PARK - DAY

The wind howls through a desolate car park, blowing trash through the 
rows of abandoned vehicles. In the background we can see a desolate 
cityscape and an overpass clogged with motionless cars.  On the 
ground an ancient looking newspaper is tossed about by the breeze. 
We have just enough time to read the front page headline “MANKIND 
IN PERIL!” before a battered looking 4 wheel drive truck covered in 
spikes pulls into the car park and screeches to a halt.

INT. TRUCK - DAY

The DRIVER, a twenty-something woman in combat fatigues and a long 
leather coat looks grimly at the fuel gauge - the needle pointing to 
EMPTY. She looks behind her to the passenger in the back seat; GRUNGE 
a wiry looking and dishevelled older man. Grunge grabs two empty fuel 
cans and a length of tubing from the seat next to him.   

EXT. CITY CAR PARK - DAY

Driver exits the truck, boots landing on the tarmac with a heavy 
thud, a REVOLVER in her right hand, binoculars in her left.  She 
points over to a large family car and gestures to Grunge. Grunge 
runs to it, sliding under the vehicle and rapping at the fuel tank 
with his fist. The tank sounds very full. DRIVER, peering through 
binoculars with her free hand, scopes out the opposite direction. 
Grunge pulls himself out from under the vehicle and pops open the 
covering to the fuel cap, quickly inserting a length of tubing. 

The howling wind is broken up by a new sound-a heavy, thudding bass. 
An ominous THUMP. THUMP. THUMP. 

Grunge freezes. He and Driver look back and forth. 

We hear SNARLING as something snakes through the lines of parked 
cars - bouncing up and down furiously and zeroing in on Grunge who 
screams. 

We get a clear view of the monster; it’s a fast moving ORANGE SPACE 
HOPPER. It bounces against Grunge, knocking him out of frame. The 
Hopper HOWLS, its painted smile gnashing. Grunge picks himself up. 

DRIVER fires a few rounds at the beast but misses. The Hopper rears 
back then launches itself at Grunge again. Grunge screams - his cries 
suddenly cut off as the Hopper pulls him under the parked car. 
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Answers may include:

Camera
Technique

Editing

Lighting

• Reference to high-angle shots or wide shots to show a desolate city. Reference 
to contrasting and more immersive techniques such as the use of Steadicam 
to show the movement of the Hopper. Responses may also make reference to 
techniques such as handheld camerawork, focus-pulling, circular tracking shots, 
and slow motion. Bouncing POV camerawork could be used to conceal the 
monster’s appearance, building suspense and helping the comic reveal of its 
appearance.  
Wide angled lenses might be used to add a sense of exaggeration to facial 
close-ups and to create a cartoonish sense of speed.

• Snorri Cam techniques might be used to bolt the camera to Driver, giving us an 
immersive sense of danger and action.

• A high shutter speed might be used to create a sense of immediacy and danger 
– a technique familiar from war films such as Saving Private Ryan. Wide aspect 
ratios might be used to accommodate the epic scale of the action or to create 
empty space. A narrower aspect ratio such as 4:3 might be used to create a 
sense of claustrophobia.

• The editing tempo of the film might flit between longer and shorter shots, 
creating a sense of suspense. There may also be interplay between footage 
shot at different speeds and frame rates. The 180 degree rule will have to be 
followed studiously and attention paid to the spatial dynamics of the scene. 
Montage techniques may be used to create comic suspense or dramatic 
tension. There may be creative interplay between extremely wide shots and 
tighter close-ups. These editing techniques might deliberately evoke stylistic 
approaches used in action and horror cinema. The timing of the action might be 
tweaked to maximise the comic suddenness of the attack.

• Action might be edited in time with music with certain notes punctuating action.

• Diffuse lighting and use of a single light source such as natural light or a studio 
light could be used to create the post-apocalyptic look of the scene. Coloured 
lighting gels may be used to establish mood.

• Shadows might be used to suggest the bulk of the approaching Hopper or to 
throw bar like patterns over human faces, reinforcing the sense that they are 
trapped.

Mise-en-scène

Sound

• This could emphasise the post-apocalyptic mood with vehicles and costumes 
having been customised using junk or discarded items. Performances could 
be stoic and grim, to reflect this desolate world or pitched at a comic level to 
amplify the silliness of the premise.

• Some items of clothing or accessories such as boots or holsters might be made 
from or have been repaired with brightly coloured pieces of Hopper hide.

• Sound effects might be used to emphasise the danger and desolation of this 
world. The wind might be emphasised. The sound of the Hopper could be 
heavy and bass-like, making use of low frequency rumbles. Frantic character 
movements might be accompanied with the sort of rapid swoosh noises 
used in martial arts movies and video games. Deliberately amplified diegetic 
elements can be applied throughout. Using sound in this way will emphasise 
the emotional state and allow us to both empathise with them and fear for their 
safety. Exciting orchestral music or atmospheric synthesiser sounds might be 
used to create mood and tension.

• Real world animal noises might be combined and/or distorted to give the Hopper 
a distinctive and threatening roar.

Accept valid alternatives.
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Award Marks as follows: 

Level Criteria Marks
1 • Student demonstrates a limited knowledge and understanding of film 

language, styles, practices, techniques and contexts;
 – Inaccurate or absent terminology. Very few techniques have been 

 included with a limited range evident overall. (Knowledge)
 – Techniques selected are basic, general or irrelevant. Functions are 

 inaccurate or not mentioned. (Understanding)
• Student shows a superficial ability to translate the script extract into a 

plan; 
 – There is little sense of creative purpose or purposeful use of techniques. 

 Response lacks explanation of intended effect.

[1]–[5]

2 • Student demonstrates a sound knowledge and understanding of film 
language, styles, techniques and practices. There is likely to be growing 
understanding of styles and contexts; 

 – Terminology is mostly accurate. A small range of techniques have been 
 explored. (Knowledge)

 – Techniques selected have some direct relevance. Functions are mostly
   accurate though with little explanation provided. (Understanding)
• Student shows a developing ability to translate the script extract into a 

plan;
 – There is some sense of creative purpose. Response includes some 

 explanation of intended effect.

[6]–[10]

3 • Student demonstrates a good knowledge and understanding of film 
language, styles, techniques and practices and a sustained understanding of 
styles and contexts;

 – Terminology is accurate. A diverse range of techniques have been 
 explored. (Knowledge)

 – Techniques selected are relevant. Functions are accurate and mostly  
 well-explained. (Understanding)

• Student shows a competent ability to translate the script into a plan;
 – There is clear creative purpose. Response includes good evaluative 

 explanations of intended effect and awareness of expression.

[11]–[15]

4 • Student demonstrates a highly developed knowledge and understanding 
of film language, styles, techniques and practices and a sustained 
understanding of styles and contexts;

 – Terminology is detailed and accurate throughout. An extensive range of 
 techniques have been explored. (Knowledge)

 – Techniques selected are relevant and effective throughout. Functions  
 are well-explained with some detail provided. (Understanding)

• Student shows a highly competent ability to translate the script into a 
plan; 

 – Creative purpose is clear and inventive throughout, with some 
 evidence of independent thought. Response includes well-articulated  
 and substantiated evaluation of intended effects and their expressive  
 potential. 

[16]–[20]

Award [0] for work not worthy of credit.
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Section C

Comparative Analysis (45 minutes)

4 Sequence 1:  A nuclear bomb is dropped on Texas. 

 Sequence 2: A woman has a recurring nightmare of nuclear destruction.  

 Study the following two sequences featuring an unexpected nuclear attack. 
 Compare and contrast how each director employs film language to portray the moments leading up 

to the catastrophe. 

 Available Marks: [30] (AO1 and AO3)
 10 marks (AO1) 
 20 marks (AO3)

Mark Scheme Expectations

The response 
should show 
knowledge and 
understanding of: 
(AO1)

• the director’s creative purpose in the use of film language – camera 
technique, editing, cinematography and mise-en-scène;

• the mood and emotional impact of both sequences; and
• each director’s intention to portray the subjective experience of characters 

who are a witness to a devastating nuclear explosion.

The response 
should provide 
comparative 
analysis and 
evaluation of:  
(AO3) 

• the parallel situation of a nuclear explosion being visited upon unsuspecting 
crowds of people; 

• the comparative lighting techniques employed within the sequence; 
• the contrasting realist and formalist techniques employed by each director 

to convey the horror of the event such as hand-held camera technique 
(realism) and the use of slow motion (formalism);

• the radically different approach that the directors adopt to the use of sound 
to generate mood and atmosphere.

The response should provide a personal response stating how effective the student feels the
techniques used by the director are (AO3).  

Students can choose to evaluate each sequence separately or within an integrated analysis of the
different elements of film language within each sequence.

Answers may include:

The response 
should provide 
an analysis and 
evaluation of 
how:

• Both sequences present us with images of unsuspecting children and adults 
enjoying normal life in the moments before, without warning, a nuclear 
explosion suddenly destroys all semblance of normality.

• Both sequences offer us a subjective experience of the arrival of this 
nightmarish event.

• This is achieved in Sequence 1 through adopting the POV of a young 
boy at a 4th of July party. In Sequence 2, we are situated within an actual 
nightmare as we inhabit the dream state of a woman who is haunted by the 
fear of nuclear annihilation. 

• While the visual style and tone differ in key respects, the nuclear explosion 
is visualised in both sequences as a blinding light that floods the screen with 
the colour white. 
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Sequence 1  

 • The horror of this sequence is achieved by juxtaposing images of the 
comfortably familiar and the everyday, with the arrival of an apocalyptic 
event that shatters the reality of normal life so brutally that we have the 
feeling that we have crossed over into the world of nightmare.

• The director has framed the entire sequence within the continuous Point of 
View perspective of a young boy looking through the viewfinder of a video 
camera. We are watching a film within a film as the unsuspecting teenager 
films the events leading up to the nuclear detonation and captures the 
moment the massive explosion suddenly throws the world into chaos.

• Although we are conscious that we are watching a video being recorded 
(we see the date and time appear on screen in white letters), the director’s 
use of subjective camera has the effect of making us feel as if we are 
there, a participant in the 4th of July party and a silent witness to the 
nuclear explosion.

• The sequence conveys a powerful feeling of realism generated by the 
unsteady hand-held camera technique (which shakes throughout), the use 
of diegetic sound only and the low-grade image quality.

• The split-second swish-pan of the video camera which opens the sequence 
is initially disorientating as the screen is out of focus and flooded with light. 
When the sudden camera movement comes to rest revealing the image 
of two teenage boys in the mirror, one carrying a video camera, we are 
immediately put at ease.

• The video camera zooms out to reveal that the boys are standing in a 
bedroom, before a quick cut to a bathroom bathed in blue light begins an 
extended POV shot of the teenager exploring the house.

• In the following shots, the director lulls us into a false feeling of security  
as the POV camera technique gradually reveals a 4th of July party in  
full swing. 

• The lighting scheme is overexposed as bright sunlight floods through the 
windows and lamp lights burn brightly within the bedroom. While our first 
impression is that this glaring light is part of the relaxed atmosphere of a 
warm summer’s day, it may also be a premonition of the intense white heat 
of the nuclear explosion that will burst into life in a matter of seconds. 

• Similarly, blinding sunlight impairs our vision as we are given a first glimpse 
of the outside world through a high angle, shakey camera movement 
framing the side of the house in a disorientating off-centre composition. 

• Normality is restored when the boy moves the video camera back to the 
horizontal plane and proceeds to wander around the garden introducing us 
to more party-goers, through several unsteady POV shots.

• The entire neighbourhood is enjoying the festive atmosphere and the 
diegetic buzzing sound of multiple conversations, baseballs being struck 
and fireworks (another premonition?) evoke a sense of joy and community 
celebration.

• The mise-en-scène with its vibrant primary colours heightens the feeling of 
realism by making visually present all the innocent pleasures of childhood –  
from communal games and colourful sports T-shirts to a giant bouncy castle 
– all bathed in the warm glow of natural light.

• The editing style is random and oblique, giving the impression that we 
are jumping around the crowded exterior of the house viewing everything 
through the uninterrupted perspective of a teenager making a home movie 
of the party. 

• Several people stare directly into the camera and address the boy. One 
woman squirts water onto the camera lens further immersing us in the 
realism of the sequence and increasing the feeling of immediacy, that we 
are actually present at the party. 
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• The abrupt cut to the Uncle Sam doll may be the first clear signal that 
appearances are deceiving and all is not as innocent as it seems. The POV 
shot of the toy symbol of America from above, decentred slightly to the left 
of the screen, evokes a sinister vibe.  

• The next POV of the teenager filming his friend bursting balloons is a long 
shot that affords us a view through the windows of the cataclysmic event 
that arrives without any warning. 

• Although viewed from a distance through the lens of the video camera, the 
massive explosion is experienced as a powerful visceral shock, white light 
flooding the interior as the house is rocked. The loud thud of the detonation 
is followed by the diegetic clinking of the vibrating chandeliers registering 
the sonic shockwave rippling out from the explosion. 

• The sheer force of the blast knocks the camera over and the image 
suddenly pixellates, the POV perspective giving us the unsettling physical 
sensation of losing one’s balance, as if we have suddenly fainted or 
collapsed.   

• The next, initially pixellated POV shot continues this feeling of disorientation. 
A rapid cut reveals the outside world to be transformed from a place of 
safety and festivity into a scene of utter panic and confusion. The unsteady, 
jerky camera movements and lower than normal framing brilliantly 
communicates these fraught emotions as the teenager runs through the 
crowds.

• The white masking that partially obscures the bottom half of the screen 
visualises the terror that has gripped the crowd. When the camera finally 
stops its jerky movement, it affords us a terrifying longshot of the mushroom 
cloud framed at the centre of the screen. 

• The horror of this moment is conveyed by an ominous soundtrack that 
seems to mix diegetic and non-diegetic sound. As the mushroom cloud rises 
high in the sky, disturbing rumbling sounds invade the soundtrack like a 
giant earthquake tearing a hole in reality. 

• In the final seconds of the sequence, the rising volume of these discordant 
sounds generates an intense feeling of dread. The sound comes to an 
abrupt stop as the screen turns to white, a moment that parallels the climax 
of Sequence 2. To convey the psychic horror and seismic impact of a 
nuclear explosion, the directors use an identical image of oblivion synched 
to a sonic assault on the senses. 

Sequence 2

• Although Sequence 2 appears to adhere to the conventions of the Classical 
Hollywood Style much more closely than Sequence 1, the director employs 
a number of formalist techniques to draw us into the nightmare of a woman 
haunted by the fear of nuclear destruction. 

• These formalist techniques offer a sharp contrast to the realist techniques 
employed in Sequence 1 and are employed to opposite effect. Here no 
‘reality effect’ is intended. Instead, we are transported into the interior 
consciousness of the main character as she comes face-to-face with her 
darkest fears.

• The key formalist techniques used almost continuously throughout the 
sequence to evoke the woman’s dream state are slow motion and a 
disturbing, non-diegetic ambient soundtrack that resonates with a feeling 
of dread.

• The director has employed both these techniques from the opening of the 
sequence to create an eerie, almost ghostly atmosphere dominated by a 
dissonant soundscape in which the loud, incessant tolling of a bell strikes 
an ominous note of impending doom. Combined together, these techniques 
subliminally signal to us that we have strayed into a nightmare.
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• The reverse tracking shot that frames the woman in long shot as she races 
down the corridor and the seamless cut to a medium shot of her, reveal a 
figure in distress.

• The mise-en-scène clearly indicates a prison or mental institution. The 
empty corridors, bland, cream coloured walls and bars on every window 
evoke a cold, clinical atmosphere.

• The intensity of the high key lighting scheme used to illuminate the corridors 
and cast the shadow of the running woman onto the walls can be compared 
with the extensive use of overexposed lighting in Sequence 1. In both 
sequences, the strong natural light of a burning sun is a pervasive presence 
and a harbinger of the blinding light of the nuclear inferno. 

• We wonder if this is an escape attempt we are witnessing and this 
impression is confirmed when a forward tracking camera movement, framing 
the woman from behind, follows her as she bursts through a set of double 
doors into the open air. 

• To heighten this moment of apparent escape, the director manipulates 
the sound design to expressive effect. The diegetic, clanking sound of the 
door’s locking mechanism being released and the high-pitched squeaking 
noise as the doors swing open have all been greatly amplified so that they 
drown out the ambient non-diegetic soundtrack. Cold metallic sounds will 
continue to resound for the remainder of the sequence accentuating the 
atmosphere of approaching doom.

• The woman is positioned at the centre of the composition as she flings 
open the doors and she is greeted by the sight of a children’s playground 
bursting with colour and life. The shift from the soulless, vacant corridor 
is dramatic. The composition follows the rule of thirds with the skyline 
dominated by tall skyscrapers indicating that the playground is on the edge 
of a busy metropolis.   

• The woman is clearly surprised by the sight that now greets her and 
when she turns around to see that the corridor she has just exited has 
disappeared, our suspicions are confirmed that this is a dreamworld we 
have entered. 

• The visual change of scene is also registered on the non-diegetic 
soundtrack. The dense cacophony of sounds gives way to a quieter, 
harmonious chord sequence that radically alters the mood of the 
sequence. As the woman walks towards the wire fence, framed centrally 
in medium long shot, the director establishes a moment of tranquillity, 
even contemplation.

• While the foreground is criss-crossed by the metal fence, the wide 
composition draws our attention to the lush background mise-en-scène of 
green vegetation and pink flowers. The beauty of nature also intervenes to 
lighten the mood and, for a brief moment, the atmosphere turns calm as the 
protagonist, now framed in medium close-up, stares through the triangular 
grid of the wire fence, while the children play. 

• It becomes quickly apparent, however, that this is merely the calm before 
the storm. The build-up to the horrific climax of the woman’s nightmare 
begins with the director subtly communicating her psychological distress 
and the mounting sense of dread through the disturbing metallic sounds that 
invade the soundtrack.

• The source of these sounds is soon revealed in the slow motion POV 
shot of the merry-go-round. As it spins in a circle carrying a single child, a 
diegetic creaking sound dominates the soundtrack. In a second slow motion 
POV shot tracking the see-sawing movement of a child on a swing, the 
metallic squeaking of the swing strikes the same sinister note. 
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• As in the corridor scene, the director has again manipulated the sound 
design to distort reality and communicate the full horror of the nightmare 
the woman is experiencing. The voices and playful sounds made by the 
children have been relegated to background noise. And when the distressed 
protagonist, framed in medium close-up against the wire fence, calls out the 
word “No”, no sound emerges from her mouth. In this unnerving shot, the 
dreamlike quality of the sequence is powerfully brought to the fore.

• The director generates tension and suspense by juxtaposing the eerie 
sounds of the merry-go-round and swing with the silence and rising hysteria 
of the protagonist. Although her voice has been muted, her frantic efforts 
to warn the unsuspecting children is conveyed by a rapid editing pattern of 
close-ups and long shots. 

• As she violently shakes the wire fence, the diegetic sound of the vibrating 
metal becomes overpowering and the tension is further heightened by the 
rising volume of heavenly choral voices on the musical soundtrack which 
paradoxically seem to sound a warning of the living hell which is imminent. 

• The explosion of diegetic sound that accompanies the nuclear detonation is 
deafening and intensifies the visual shock to our senses experienced when, 
in the blink of an eye, the long shot of the Eden-like playground is erased by 
the blinding light that whites out the screen. 

• The visceral intensity of this apocalyptic moment is truly terrifying. Like 
the unexpected nuclear attack in Sequence 1, it leaves the viewer 
thunderstruck, reeling from the shock and awe. Only in Sequence 2, an 
abrupt cut to a close-up of the female protagonist suddenly wrenches us out 
of the nightmare and back to reality. 

Accept valid alternatives.
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Award Marks as follows: 

Level Criteria Marks

1 • Student shows a limited knowledge and understanding of film language, 
forms, conventions, purposes and meanings. 

• Response is underdeveloped.
• There is little comparative analysis and evaluation with the answer almost 

purely descriptive.
• Level of communication and use of appropriate moving image terminology  

are limited. 
• Spelling, punctuation and grammar contain significant errors. 

[1]–[6]

2 • Student shows an uneven knowledge and understanding of film language, 
forms, conventions, purposes and meanings.

• Response lacks depth with the student addressing only one or two areas of 
film language or only one of the two sequences.

• There is some uneven use of film language terminology and little comparative 
analysis and evaluation of mood, atmosphere or emotion. 

• Communication and structure tend to be narrative or descriptive. 
• Quality of spelling, punctuation and grammar is basic. 

[7]–[12]

3 • Student shows a reasonably sound and consistent knowledge and 
understanding of film language, forms, conventions, purposes and meanings.

• The response makes a reasonable attempt at answering the question, 
but lacks balance in the comparative analysis and evaluation of the 
two sequences (e.g. the analysis of key areas of film language are 
underdeveloped or absent in one of the sequences). 

• Ability to analyse and evaluate is sustained, but uneven. There may be 
insufficient depth of analysis of the mood and emotional content of the 
sequences (e.g. how the 4th of July party atmosphere of Sequence 1 is 
replaced by a feeling of dread, the emotional distress of the woman in 
Sequence 2). 

• The increasing confidence in the application of film language terminology may 
not always be sustained (e.g. imprecise descriptions of shot types or editing – 
“the shot of the woman’s face”, “the camera cuts”). 

• Quality of spelling, punctuation and grammar is generally satisfactory.

[13]–[18]

4 • Student shows a confident knowledge and understanding of film language, 
forms and conventions and a consistent understanding of purposes and 
meanings. 

• The student demonstrates a sound ability to comparatively analyse and 
evaluate formal and stylistic conventions. 

• There is a reasonably good balance in the comparative analysis of the two 
sequences and in the evaluation of at least three areas of film language in 
each sequence.

• There is a thorough analysis of camera technique, covering camera framing, 
shot type, movement and positioning. 

• There is a sustained analysis of the mood, atmosphere and emotional impact 
of both sequences. 

• There is some discussion of the use of realist or formalist techniques within 
either of the sequences.   

• There is a fluency and confidence in the application of film language 
terminology as well as accuracy in the descriptions of shot types, lighting, 
editing, mise-en-scène or sound. 

• Spelling, punctuation and grammar are of a good standard.

[19]–[24]
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5 • The student shows a highly developed knowledge and understanding of film 
language, forms, conventions and a real confidence in applying film language 
terminology fluently and accurately to justify arguments and responses.

• There is a very thorough, clear and convincing analysis and evaluation of the 
directors’ visual style and creative purpose.  

• There is a sophisticated comparative analysis of exactly how film language is 
used to create mood, atmosphere and emotion in both sequences.

• There is an excellent balance in the comparative analysis of the two 
sequences and a sustained evaluation of all of the main areas of film language 
featured in both sequences.

• There is an insightful comparative analysis of the contrast in stylistic approach 
(e.g. the hand-held, cinema verité technique of Sequence 1, the slow motion 
formalist technique of Sequence 2). 

• The student demonstrates critical judgement and independent thinking, 
bringing personal insights, original thoughts and ideas to the response.

• The response is well structured with a fluent writing style.
• Spelling, punctuation and grammar are of a consistently high standard. 

[25]–[30]

Award [0] for work not worthy of credit.


