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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. It also sets 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-year-old which is the age at which the majority of 
students sit their GCE AS 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 are expected to use their 
professional judgement to assess the validity of answers.

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-year-old AS 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 overleaf contain criteria that are applicable to each assessment question. These 
criteria are provided in order to 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 two of the AS 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 examination. 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

The assessment objectives below provide an indication of the skills and abilities, which this GCE 
examination is designed to assess, together with the knowledge and understanding specified in the 
subject content.

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

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

• 10 marks for Section A Question 1. (AO1)
• 30 marks for Section A Question 2. (AO1 and AO3)
• 10 marks for Section B Question 3. (AO1)
• 30 marks for Section B Question 4. (AO1 and AO3) 

Students will be assessed on the quality of their own written communication in Section A (Q2) and 
Section B (Q4). This refers to 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 the assignment will take the form of a paperless exam and will 
be performed by students on computer, basic keyboarding and navigation skills will therefore be 
necessary for the input of answers during the examination.
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Section A

Alfred Hitchcock and the Classical Hollywood Style (45 minutes)

1 Choose three of the following conventions of the continuity style and explain how they are employed 
to ensure seamless storytelling: 

 Continuity Editing; Shot/Reverse-Shot; the 180 Degree Rule; the Point-of-View Shot; Cross-cutting. 

 Available Marks: [10] (AO1)

Answers may include:

Continuity 
Editing:

• Continuity editing is the principal storytelling device of the Classical Hollywood 
Style (also known as the continuity style). The continuity style deliberately 
sets out to make camera technique and editing invisible or, at the very least, 
unobtrusive. The storytelling techniques must not draw attention to themselves. 

• In the rules of the Classical Hollywood Style, narrative flow is pieced together 
out of small fragments of action in such a way that the piecing together goes 
unnoticed and the action on screen appears continuous. Shots are cut together 
seamlessly so that they do not draw attention to themselves. 

• Hollywood filmmakers evolved a logical order of shot construction beginning with 
an establishing shot (usually a wide or extreme long shot) revealing the location 
of the action, before cutting to a closer view of the space and the characters 
inhabiting it (through a medium shot or close-up). Typical patterns of continuity 
editing move from long shot to medium shot to close-up.

Shot/Reverse- 
Shot: 

• Dialogue sequences are constructed by a series of over-the-shoulder shots from 
one participant in the dialogue to the other. The purpose is to create audience 
engagement in the story by drawing the viewer into the visual space inhabited by 
the characters. 

180 Degree 
Rule:

• This convention of the Classical Hollywood Style enables the filmmaker to ensure 
spatial continuity from shot to shot. The rule states that the camera must always 
be placed on only one side of the imaginary line that is created by the gaze or 
movement of the characters. The 180 degree rule ensures that characters are 
facing in the right direction when they look at or move towards another character. 
Breaking this rule and crossing the imaginary line will mean that characters are 
not facing in the right direction which will disorientate the audience. 

Point-of-View 
Shot (POV):

• The POV shot is used to link the gaze of the viewer to the gaze of the main 
characters through a series of shots that show a character and then show what 
the character is looking at. The POV shot is used to create identification between 
the audience and the main character(s) in a film.

Cross-cutting: • Sequences that occur at the same time but in different places are intercut to 
create narrative tension. Cross-cutting is also known as parallel editing. It is a 
technique commonly used to generate suspense. Audiences are so familiar with 
this visual storytelling device that the rules of cross-cutting can be broken and the 
audience wrong-footed.

Accept valid alternatives.
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Award Marks as follows:

Level Criteria Marks
1 A general and mainly descriptive response referencing few conventions of the

continuity style.
• Student offers little or no explanation of creative purpose.
• Student demonstrates limited knowledge and understanding of the continuity
 style.
• Student shows limited knowledge of film language and conventions and there
 is little use of appropriate terminology.

[1]–[3]

2 A legitimate response which identifies and comments on some conventions of the
continuity style.
• Student offers some insight into creative purpose and offers a partial 

explanation for each convention referenced.
• Student demonstrates reasonably good knowledge and understanding of the 

continuity style.
• Student shows reasonably good knowledge of film language and conventions of 

the continuity style and there is some use of appropriate terminology.

[4]–[6]

3 An insightful, well informed and convincing response which identifies and comments
on three key conventions of the continuity style.
• Student confidently explains the creative purpose of each storytelling
 convention referenced.
• Student demonstrates an informed and accurate understanding of the
 continuity style.
• Student confidently draws on knowledge of a range of relevant film language
 and conventions of the continuity style and there is frequent use of appropriate
 terminology.

[7]–[10]

Award [0] for work not worthy of credit.
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2 Sequence: A playground becomes a dangerous place. 
    
 Study the following sequence.
 Analyse how the director employs three of the following elements of film language to turn a 

playground into a place of threat and danger:
 Camera Technique; Editing; Lighting; Mise-en-scène; Sound (including Music).   

 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 choice of three of the following – 
camera technique, editing, lighting, mise-en-scène and sound (including 
music);

• the mood and atmosphere of the sequence; 
• the director’s intention to create a scene of mounting tension and suspense 

by turning a playground into a hostile environment posing a series of 
potential threats to the child protagonist. 

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

• the central role played by visual storytelling techniques such as POV camera 
technique, high and low angle framing, expressive close-ups and abrupt 
editing in creating a mood of suspense.

• the evocative use of an atmospheric soundtrack to generate a feeling of 
foreboding and strike notes of terror at key moments in the sequence. 

• the director’s use of horror genre conventions 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.

Answers may include:

The response 
should provide 
analysis and 
evaluation of 
how: 

• This is a classic Hitchcockian suspense sequence that the director has 
constructed around the Point-of-View of the child. POV camera and editing 
technique allows us to see the threatening environment of the playground 
through the eyes of the child and experience her growing anxiety and fear. 
The key moments of suspense are conveyed through the use of the POV shot 
beginning with the medium long shot of the boy’s sudden exit from the slide 
which gives us our first scare. 

• From the opening close-up of the empty swing, swaying in the breeze, non-
diegetic sound is used inventively to put us on edge. When the unnerving 
sounds of high-pitched scraping and an amplified breath invade the soundtrack, 
the playground swing takes on a sinister appearance. 

• As a reverse tracking camera movement frames the young girl in medium 
close-up, mysterious music, reminiscent of a nursery rhyme, begins to play at a 
low volume. It is drowned out by the exaggerated swooshing sound of the boy 
cannonballing out of the slide. It is this alarming sound which for a split second 
makes us perceive the boy as a possible threat to the young girl. 
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• The director employs the eerie musical soundtrack throughout the sequence to 
maintain a constant feeling of ever-present danger. A range of disturbing  
non-diegetic sounds are used to increase the level of our anxiety. The director 
see-saws between a subtle use of diegetic sound (the barely audible beating 
heart that plays over the girl’s ascent up the ladder) and an abrasive sonic 
assault intended to shock and disturb us (the mash-up of the boy’s loud laughter 
and discordant sounds at the climax of the sequence). 

• The joyful diegetic sounds of children at play can often be heard in the 
background offering a counterpoint to the pervasive mood of menace evoked by 
the non-diegetic soundscape and musical score. 

• The director employs extreme high and low angles throughout the sequence 
to follow the child’s journey through the playground and to reveal its hidden 
dangers and unseen threats. By combining high and low angle framing with 
the POV shot, the director creates an atmosphere of mounting tension and 
suspense. 

• The low angle POV shot of the boy crossing the climbing frame makes the 
overhead ladder loom ominously over the young girl. The sense that danger may 
come from above is conveyed by a series of close-ups of chains and metal hand 
grips – all positioned high above the main character. In the first close-up, the 
director pulls focus as the chains of the swing revolve menacingly. In the third 
shot, the metal chains swing in and out of focus, transforming them in our minds 
from children’s playthings into dangerous objects. 

• The director frequently employs high angle shots to establish the visual 
dominance of the playground and diminish the young girl, making us fear for 
her safety. The camera is positioned at a high angle as the girl approaches 
the ladder, before switching to a low angle perspective of the child ascending 
the ladder. This frame within a frame shot from a darkened interior creates an 
unsettling mood of claustrophobia. The feeling of entrapment is intensified by the 
next two shots – an extreme low angle handheld POV of the girl looking out from 
the top of the ladder at the enclosed space of the wooden boards followed by 
a handheld medium shot of the girl climbing up that encloses her on either side 
with wooden boards. 

• The director increases suspense and raises the threat level by using extreme 
low angle camera framing and POV shots to portray the child’s progress along 
the wooden walkway. The low angle viewpoint of the girl’s boot stepping onto the 
passageway focuses our attention on the wooden floor as the possible source 
of danger. Will it give way? This feeling is reinforced by the POV of the empty 
passageway and the low angle perspective from under the creaking floorboards. 

• The girl’s steps are slow and tentative building up the mood of suspense. As the 
musical score swells to a crescendo, an abrupt cut to a shaky handheld POV 
shot of the floorboards creates a visceral moment of fear. A high-pitched sting 
sends a shiver down the spine. When the danger is revealed to be nothing more 
than a child running through the snow, the tension quickly dissipates.       

• The final moments of the sequence are introduced by a high angle bird’s eye 
perspective of the playground that visualises the child’s vulnerability by isolating 
her in the frame and revealing the sheer scale of the maze-like structure she 
is navigating. Once again it is the non-diegetic atmospheric soundtrack that 
conveys a sense of imminent danger. A sound like a tolling bell rings out as the 
girl moves forward, before the director cuts to a low angle perspective of the 
girl’s slow steps, framed through the wooden bars.

• The previous situation is now replayed with the diegetic creaking of the 
floorboards putting us on edge and a POV shot revealing another claustrophobic 
interior space where a hidden danger may lie in wait. The ominous musical score 
racks up the tension and anxiety, yet we are still taken by surprise when a rapid 
cut to the girl’s POV gives us a nasty jump scare. 
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• Two harmless boys come bounding out of the interior, the first captured in 
 close-up as he rushes past the petrified girl. Once again, the director has 

sounded a false alarm, but the deafening cacophony of rattling sounds that 
assaults our ears is profoundly disturbing and chills us to the core. 

• Slow-paced editing is employed to portray the girl’s hesitant progress through 
the playground. This seamless editing focuses all of our attention on the girl’s 
actions and allows suspense to gradually build. A faster cutting rhythm is used 
to interrupt the girl’s journey with images that connote danger – the quick cuts to 
the POV close-ups of the chains, the ladder and climbing bars. 

• Fast-paced editing technique is used to deliver a visceral shock to the system 
in the three moments of heightened fear that punctuate the sequence – the boy 
being propelled from the slide, the girl appearing out of nowhere and the two 
boys rushing out at the climax. 

• By adopting an editing pattern of cutting constantly between high and low 
angles, the director is able to keep the audience off-balance and wondering 
exactly where the suggested threat to the young girl is likely to come from. 

• The scene takes place in winter and the snow covered ground and lack of colour 
in the playground contribute to the director’s efforts to transform it into a cold and 
hostile setting. Apart from the white of the snow, the dominant colours are greys 
and browns. Although designed for children’s leisure, many elements of the 
mise-en-scène have a sinister aspect when viewed from a different angle. The 
heavy metallic chains of the swings carry visual echoes of the chains of captive 
prisoners and the imposing climbing structure with its maze-like spaces, high 
ladders and myriad wooden slats resembles a giant cage.  

• The sequence is located within a real setting and the director employs natural 
lighting throughout most of the sequence. After the young girl ascends the 
climbing frames, the natural light becomes dimmed, as it is blocked out by the 
wooden boards. The near absence of light in the shots looking out or upwards 
from the shadowy interior spaces of the climbing structure intensifies the mood 
of threat and danger. 

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 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, and conventions with some understanding of purposes and meanings. 

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

• 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. 

[7]–[12]

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

• The response makes a reasonable attempt at answering the question, but 
lacks balance in the analysis of the three areas of film language.

• Ability to analyse and evaluate is mostly sustained. There may be insufficient 
depth of analysis of the emotional content of the sequence. 

• 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 girl’s boobs”). 

• Quality of spelling, punctuation and grammar is satisfactory. 

[13]–[18]

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

• There is a reasonably good balance in the analysis of the three areas of film 
language. There is a sound analysis and evaluation of the director’s visual style 
and 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 mood, atmosphere and emotional impact 
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, editing or 
sound.

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

[19]–[24]

5 • Student shows a highly developed knowledge and understanding of film 
language, forms, conventions, purposes and meanings.

• Response is well structured with a fluent writing style and there is an excellent 
balance in the analysis of the three areas 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 exactly how the three elements of film 
language are used to create mood, atmosphere and emotion.

• 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. 

[25]–[30]

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

Formalism: Early European Cinema and American Expressionism (45 minutes)

3 Describe three ways in which the German Expressionist cinema has influenced Hollywood cinema.
 
 Available Marks: [10] (AO1)

Answers may include:

Expressionism 
and the 
German Film 
Industry:

• The unique approach of German filmmakers in the 1920s, who used chiaroscuro 
lighting techniques to create a dream world of light and shadow, has had an 
enormous influence on Hollywood Cinema. It is the key stylistic influence on Film 
Noir and has shaped the visual style of celebrated American filmmakers such as 
Orson Welles. 

• The journey of German Expressionism from art cinema to the Hollywood 
mainstream began with the exile and expulsion of many film producers, 
directors, writers, actors, and music composers from Germany after Hitler came 
to power in January 1933. Settling in California, these German émigrés had a 
significant artistic influence on Hollywood filmmaking. 

Film Noir: • The influence of German Expressionist style was most clearly felt in the 
evolution of Film Noir. Film Noir is, above all, defined by a dark mood and 
sombre atmosphere visualised through a chiaroscuro lighting design of oblique 
lines and odd shapes, as in the German Expressionist style. As émigrés, many 
of the finest German and East European directors and cinematographers worked 
on famous film noirs, such as Double Indemnity (1944), The Big Heat (1953) 
and Sunset Boulevard (1950). These include Fritz Lang, Robert Siodmak, Billy 
Wilder, Otto Preminger, Max Ophuls, John Alton, Douglas Sirk and Edgar G. 
Ulmer. 

• A direct connection between the crime films of the German Expressionist cinema 
and the American private eye movie is made in the work of Fritz Lang, the German 
émigré director who fled into exile in 1933. Lang brought the dark vision of 
criminality from his Expressionistic classics, Dr Mabuse: The Gambler (1922) and 
M (1931) to Hollywood and became one of the most prolific directors of the Noir 
genre. His films include The Woman in the Window (1944), Scarlet Street (1945), 
The Big Heat (1953), The Blue Gardenia (1953), The Secret Beyond the Door 
(1947), While the City Sleeps (1956) and Beyond a Reasonable Doubt (1956). 

Horror 
Cinema:

• The all-pervasive sense of horror and the supernatural in German Expressionist 
Cinema has been an enduring influence on Hollywood. 

 The Cabinet of Dr Caligari (Robert Wiene, 1920) is one of the earliest examples 
of a Horror film and German filmmakers, borrowing from the Gothic horror novel, 
created the first cinematic version of Dracula in F.W. Murnau’s Nosferatu (1922). 

• The Universal cycle of horror movies, which began with James Whale’s 
Frankenstein (1931) and reached a high point with The Bride of Frankenstein 
(1935), followed in the generic footsteps of the German pioneers of the horror 
film. These films also bear the imprint of Expressionist stylisation and visual 
storytelling techniques. 

The Science 
Fiction Genre:

• The influence of Expressionist classics such as Fritz Lang’s Metropolis (1926) can 
be traced throughout the history of the Science Fiction genre, from the design of 
the dystopian futuristic city in Bladerunner (Ridley Scott, 1982) to the iconic image 
of the robot Maria returning as C3P0 in Star Wars (George Lucas, 1977). 

• The major set-pieces of Metropolis – the Tower of Babel sequence, the flooding 
of the underground, the sacrifice of the robot Maria – have entered cinema 
history. Most famous of all, the transformation in Rotwang’s laboratory of the 
robot Maria into a being of flesh and blood is one of the great moments in the 
history of the science fiction film.     
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Modern 
Hollywood:

• The generic and stylistic influence of German Expressionist Cinema continues 
today, inspiring visionary directors such as Tim Burton. The grotesque 
characters, heavily stylised mise-en-scène, spatial distortion and exaggeration 
of Expressionist Cinema can be seen in Burton’s live action and animated films, 
including Beetlejuice (1988), Edward Scissorhands (1990), Batman Returns 
(1992), The Nightmare Before Christmas (1993), Corpse Bride (2005) and 
Frankenweenie (1985).

• In Batman Returns, the Penguin and his carnival of grotesques look like they 
have just stepped out of The Cabinet of Doctor Caligari. Christopher Walken’s 
villainous character is named after the actor Max Schrek who played the vampire 
in F. W. Murnau’s Nosferatu. In creating the weird urban design of Gotham City, 
production designer Bo Welch borrowed from a great variety of architectural 
styles, including Expressionism and Cubism.

• The entire visual design of The Nightmare Before Christmas is influenced by 
the distorted perspectives and iconography of German Expressionist cinema 
combined with characters from the Universal horror films of the 1930s and 40s. 

Accept valid alternatives. 

Award Marks as follows:

Level Criteria Marks
1 A general and mainly descriptive response referencing few elements of German 

Expressionist style or Hollywood cinema.
• Student offers little or no explanation of creative purpose.
• Student demonstrates limited knowledge and understanding of German 

Expressionist style.
• Student shows limited knowledge of how German Expressionist style has 

influenced Hollywood cinema and there is little use of appropriate terminology.

[1]–[3]

2 A legitimate response which identifies and comments on some elements of 
Hollywood filmmaking influenced by German Expressionist Cinema.
• Student offers some insight into creative purpose and offers a partial 

explanation for each element of Hollywood cinema and German Expressionist 
style referenced.

• Student demonstrates reasonably good knowledge and understanding of 
German Expressionist style. 

• Student shows reasonably good knowledge of how German Expressionist style 
has influenced Hollywood filmmaking and there is some use of appropriate 
terminology.

[4]–[6]

3 An insightful, well informed and convincing response which identifies and comments 
on key elements of Hollywood cinema influenced by German Expressionist style.
• Student confidently explains the creative purpose of each element of 

Hollywood cinema and German Expressionist style referenced.
• Student demonstrates an informed and accurate understanding of German 

Expressionist style.
• Student confidently draws on knowledge of the key influences of German 

Expressionist style on Hollywood cinema and there is frequent use of 
appropriate terminology.

[7]–[10]

Award [0] for work not worthy of credit.
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4 Sequence: A computer hacker discovers he has been hacked. 

 Study the following sequence. 
 Analyse how the director uses camera technique, editing and sound (including music) to generate a 

mood of mounting tension. 

 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 choice of camera technique, editing and 
sound (including music);

• the mood and atmosphere of the sequence. 

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

• the way in which the director employs radical editing and montage 
techniques to manipulate time and; 

• the use of rapid editing, jump-cuts and inter-cutting between different shot 
sizes to convey the violence and speed of the act of destruction; and

• the director’s use of an ominous musical score and abrasive diegetic  
soundtrack to convey the main character’s growing anxiety.   

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 
analysis and 
evaluation of 
how: 

• This fast-paced, adrenalin-fuelled sequence is an example of radical montage 
where the hacker’s act of systematic destruction is visualised through 45 
individual split second shots edited together at breakneck speed. Abrupt, jarring 
jump cuts are used frequently to truncate time and viscerally convey the hacker’s 
growing desperation to dismantle and destroy every last SIM card, computer 
chip and data storage device.     

• The staccato editing pattern and the frenetic pace are established at the 
beginning of the montage. From the moment that the hacker realises he has 
fallen into a trap and that his systems are compromised, the director’s finger is 
firmly on the fast-forward button. 

• The sequence is constructed as a frantic race against time with the protagonist 
in panic mode as he works tenaciously to destroy his compromised equipment. 
The sequence could be interpreted as a subversion of the classic Hitchcockian 
ticking bomb scene, although here the race is not to escape an explosion, but to 
cause a series of smaller ones, using a microwave.   

• The director cuts rapidly from a close-up of the back of the computer, as the 
hacker pulls out the power leads, to a series of jump cuts of the hacker, framed in 
medium shot, removing computer chips and data storage cards. The removal of 
the now deadly cards is revealed in a split-second close-up and sudden jump-cut 
that kick starts another series of jump-cuts of the hacker loading the microwave.  

• Through the technique of jump-cutting the director propels the sequence through 
time, violently splintering and fragmenting reality, in a striking visual parallel with 
the hacker’s frantic act of destruction. The editing pattern of three jump-cuts of 
the hacker framed in medium shot removing the SIM cards is repeated seven 
seconds later in the images of him furiously drilling.
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• The unstoppable momentum of the demolition job and the hacker’s 
determination to leave no stone unturned is viscerally conveyed through the 
repetitive pattern of rapid inter-cutting between medium or long shots of the 
hacker’s assault on the computer equipment and close-ups of the computer 
chips being drilled or prised from their circuit boards and disintegrated in the 
microwave. 

• Music and sound play a key role in generating a runaway tempo and raising the 
anxiety level throughout the sequence. A slow, ominous musical score plays at 
the beginning of the sequence, the menacing electronic notes signalling that 
threat and danger are descending on the protagonist. 

• When the hacker begins his act of destruction, faster-paced pulsating notes flood 
the soundtrack sounding a note of alarm and conveying the sense of urgency 
and panic that has gripped the main character. This pounding electronic score 
reminds us of a racing heartbeat and it very effectively conveys the tension, 
anxiety and trepidation fuelling the hacker’s methodical act of destruction. 

• The director’s radical experiment with editing technique extends also to the 
diegetic soundscape where a discordant symphony of destruction is composed 
from the abrasive sounds of high-pitched drilling, circuit boards being smashed 
apart, discarded parts of machinery hitting the floor, the microwave door 
repeatedly slamming shut and the exploding computer chips bursting into flame. 
The electronic beeping that lingers on the soundtrack as the last piece of plastic 
burns in close up, is like a heart monitor flatlining. 

• If the pioneers of Soviet Montage were adept at using radical editing to convey 
the brutal force of violence unleashed on human beings, here the technique is 
used to offer us a very different experience of violence, where technology is on 
the receiving end.

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, 

movements, formalist techniques and conventions, purposes and meanings. 
• 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]–[6]

2 • Student shows an uneven knowledge and understanding of film language, 
forms, movements, formalist techniques and conventions with some 
understanding of purposes and meanings. 

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

• 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. 

[7]–[12]

3 • Student shows a sound knowledge and understanding of film language, forms, 
movements, formalist techniques and conventions, purposes and meanings. 

• The response makes a reasonable attempt at answering the question, but 
lacks balance in the analysis of the three areas of film language.

• Ability to analyse and evaluate is mostly sustained. There may be insufficient 
depth of analysis of mood and atmosphere. 

• 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’s face”).  

• Quality of spelling, punctuation and grammar is satisfactory. 

[13]–[18]

4 • Student shows a good knowledge and understanding of film language, 
forms, movements, formalist techniques and conventions and a consistent 
understanding of purpose and meanings.

• There is a reasonably good balance in the analysis of the three areas of film 
language. There is a sound analysis and evaluation of the director’s visual style 
and 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 mood, atmosphere and emotional impact 
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, editing or 
sound.

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

[19]–[24]
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5 • Student shows a highly developed knowledge and understanding of film 
language, forms, movements, formalist techniques and conventions, purposes 
and meanings.

• Response is well structured with a fluent writing style and there is an excellent 
balance in the analysis of the three areas 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 exactly how the three elements of film 
language are used to create mood, atmosphere and emotion.

• 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. 

[25]–[30]

Award [0] for work not worthy of credit.


