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Introduction 
 
This guidance booklet has been designed to support you in introducing the revised GCE Moving 
Image Arts specification, first teaching September 2016, and was produced by members of the senior 
examining and moderating teams. 
 
This guidance provides suggestions for resourcing and organising your own teaching and for 
supporting your students’ learning activities.  It is intended to assist you in developing your own 
schemes of work and should not be considered as being prescriptive or exhaustive.  Many of the areas 
covered in this booklet point to further guidance on the microsite, which you and your students can 
also access. 
 
Please remember that this guidance is mainly intended as a source of clarification, with some indication 
of further support pathways through the content of the specification.  It is the specification on which 
assessment is based and which details the knowledge, understanding and skills that students need to 
acquire during the course.  This guidance, and all other published support on the subject microsite, 
should therefore be used in conjunction with the specification. 
 
Any published resources and web references included in this booklet have been checked and are 
correct at the date of issue but may be updated over time.  You should therefore check with publishers 
and websites for the latest versions.  CCEA accepts no responsibility for the content of listed 
publications or websites. 
 
 
We hope that you find this booklet useful in your teaching. 
 
Best wishes 

 
Ingrid Arthurs 
Subject Officer 
Moving Image Arts 
 
E-Mail:   iarthurs@ccea.org.uk 
Telephone:  (028) 9026 1200 Ext. 2398 
Subject Microsite: www.ccea.org.uk/movingimagearts  
 

http://www.ccea.org.uk/movingimagearts
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1  Setting Up Your Department  
  
Below is a list of some of the main considerations to take into account when setting up your 
department.  
 
1.1 Time in the Timetable  
 
Moving Image Arts requires at least 4 hours of timetabled teaching time per week.   
  
Where possible, it may be advisable to timetable double periods, which allow students extended time 
for the practical elements of the course and can prove particularly beneficial in the latter stages of the 
course when completing final films.  
 
1.2 Numbers of Pupils  
 
If it were possible to keep class sizes small (6-10 pupils) in the first year of the course this would be 
beneficial.  Most teachers delivering MIA don’t have a direct qualification in teaching film and there is 
quite a steep learning curve in the first year.  Keeping numbers low can help to facilitate time for the 
teacher to develop skills in relation to the practical side of the course.  There are a number of resources 
available to assist with this process; Nerve Belfast has copies of a range of DVDs (known as ‘Marty’s 
DVDs’) which can help to build teacher skills on film theory, additionally Nerve Belfast run training 
every Summer term entitled “Help, I’m a MIA teacher” alongside a range of other training suitable for 
MIA teachers.  DVDs of the previous “Help, I’m a MIA teacher” training sessions are also available for 
teachers who request them.  The DVD sets can be exchanged for the same number of blank DVDs. 
Please contact Nerve Belfast for more information.  Into Film also deliver a range of film related 
training in Northern Ireland.  Please contact Into Film for further details.  See section 1.6 for contact 
addresses. 
 
1.3 Departments with more than one teacher  
 
It is possible for Moving Image Arts to be delivered in a centre by one or more teachers.  Many centres 
have split the course into theory and practice and have split the teaching time 40% and 60% 
respectively.  This can work well, particularly in new centres where it may enable each teacher to 
concentrate on one specific area of the course.  Conversely, theory and practice are inextricably linked 
so it is helpful if teachers can develop their knowledge of both.   
 
Tip:  It’s important when sharing a class to ensure that teachers are in agreement about what advice 
they will offer to students to avoid conflicting ideas about scripts, techniques etc. 
 
1.4  Rooms  
 
A suitable room with audio-visual equipment is necessary for teaching MIA.  You will need a computer 
with DVD drive, a projector and speakers.  
 
To complete the coursework units candidates will need prolonged access to appropriate hardware and 
software.  For this reason, it is difficult to teach MIA in a dedicated IT room.  Candidates will need 
access to Macs or PCs of a specification suitable for video editing.  Ideally these should be in or near 
the Moving Image Arts classroom.  The majority of schools running MIA install a designated Mac or 
PC room, with Final Cut or Premiere software installed on the machines for video editing. 
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While it is possible to teach Moving Image Arts using the C2K networked computers in Northern 
Ireland schools, this is not recommend as there are many issues to overcome.  The allocated amount of 
storage for pupils is not viable for the creation of large video products.  There are also many issues with 
importing, converting and exporting video and audio files. 
 
1.5 Equipment  
 
When calculating how much equipment you need, ideally you should allow for a computer for each 
student in the MIA class and 1 Camera per 2-3 Candidates.  
In this section we will discuss: 
 
• Computer Hardware; 
• Computer Software; 
• Camera Equipment; 
• Lighting; 
• Sound; and 
• Additional Equipment. 
 
There are no set software or hardware requirements in offering this subject.  Centres are free to choose 
which equipment they purchase however the equipment must meet the following minimum 
specifications.  
  
Computer Hardware  
The recommendations on this page will become outdated very quickly as computers are constantly 
being developed with greater capabilities.  It would also be worth checking in with C2K as updates take 
place, in case of greater video editing capabilities becoming available, and asking for guidance from 
your supplier when you purchase your Mac or PC suite.  
 
As discussed, there are currently significant problematic issues when editing video on C2K networked 
computers.  For video editing applications to work properly they need to write directly to the hard 
drive, which is not possible on these networked machines.  A possible work around for this is for each 
pupil to have a personal portable hard drive that they can save their video and audio files on.  This adds 
an extra level of complexity to an already very complex process. 
 
When selecting computers to create your video editing suite it’s useful to remember that video editing is 
challenging for any computer system.  Your students will be spending a large proportion of their class 
time (and often spare time) filming and editing and it can be both frustrating and a waste of valuable 
time to try to work on a machine that doesn’t have the capability for the task required.  Digital video 
places great demands on the processor, graphics card (for rendering) and storage.  If you have a lot of 
students, editing high definition or 4K video additional storage space may be required to store student’s 
projects. 
 
Most of the teachers delivering Moving Image Arts do so within a Mac lab with Final Cut Pro X 
installed.  If you wish to create a Mac Lab, the iMac with either an Intel Core i5 or Intel Core i7 
processor and 1TB of storage and at least 8GB RAM is currently the best solution or if you prefer a 
portable solution, the MacBook Pro with 512GB of storage and at least 8GB RAM is best suited. 
 
External hard drives and external DVD drives for storing student’s projects and playing and capturing 
clips and still from DVDs would also be useful. 
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Apple Macintosh Specifications and Windows PC Specifications  
 
• Intel Core i5 or i7 Processor running at 1.6 Ghz or higher. 
 
• Display with 1920 x 1080 or greater pixel resolution. 
 
• Independent Graphics Card with 2GB Memory recommended (many entry level machines have 

integrated graphics processor; these have improved greatly over the years but an independent 
dedicated graphics processor is greatly beneficial when editing many layers of video). 

 
• 500GB Hard Drive or greater (HD or 4K video have huge file sizes and will quickly fill your hard 

drive especially if quite a few pupils are using that machine). 
 
• 8GB Memory or greater (the more memory you have the faster and more responsive your software 

will run). 
 
• Stereo Speakers. 
 
• Built in or external DVD Drive. 
 
• USB 3 support. 
 
 
Computer Software  
  
Apple Macintosh  
  
• iMovie (free with every Mac) for basic editing. 
 
• Garageband (free with every Mac) for creating soundtracks. 
 
• Quicktime Pro 7 or MPEG Streamclip for converting video files and saving video in many different 

formats. 
 
• Handbrake for converting DVDs to Quicktime files. 
 
• Word Processing Software (Microsoft Word, Apple Pages) or similar. 
 
More specialist software:  
 
• Final Cut Pro X or Adobe Premier for advanced editing, colour correction and compositing. 
 
• iStopmotion for stop motion animation. 
 
• Adobe After Effects for special effects and animation. 
  



GCE Moving Image Arts:  Teacher Guidance (for first teaching from September 2016) 
 

7 
 

Additional Optional Software: 
 
• Photoshop or similar for titles, graphics and animation work.  
 
 
Windows PC  
 
• Adobe Premiere Elements for basic editing. Movie Maker is not recommended as it is not frame 

accurate. 
 
• Audacity for recording and editing audio. 
 
• Quick Time Pro 7 for converting video files and saving video in many different formats. 
 
• Word Processing Software (Microsoft Word) or similar. 
 
More specialist software: 
 
• Adobe Premiere for advanced editing, colour correction and compositing. 
 
• StopMotionPro or Dragonframe for stop motion animation. 
 
• Adobe After Effects for special effects and animation. 

 
 
Additional Optional Software: 
 
• Photoshop or similar for titles, graphics and animation work. 
 
 
Useful Free Cross Platform Software: 
 
Video Editing – Da Vinci Resolve from Blackmagic (this is professional level editing and colour 
correction software that rivals both Final Cut and Adobe Premiere). 
 
Audio – Audacity (excellent for recording and manipulating sound). 
 
Word Processing – OpenOffice (create open and edit Microsoft Office files). 
 
Image Editing – Gimp (create digital images and edit photographs). 
 
3D Modelling and Animation – Blender (model and animate in 3D) Blender is also an excellent video 
editing application. 
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Camera Equipment  
 
Basic Camera  
 
• HD Camcorder that records to SD cards / Smartphone or Tablet Camera. 
• Built in Stereo Microphone. 
 
 
Medium Camera  
 
• Ability to connect additional microphones. 
• Manual Focus and Zoom. 
 
 
Pro Camera  
 
• Ability to connect additional microphones. 
• Manual Focus and Zoom. 
• Interchangeable lenses. 
• Ability to shoot 4K video. 
 
Many schools have opted in recent years for DSLR cameras such as the Canon 1300D, 100D, 760D or 
70D cameras along with the newer 50mm USM lenses.  The cheapest option is the 1300D that actually 
has the same sensor as the 700D and is a great little camera.  The best cameras for film work are the 
760D or 70D; these cameras have autofocus (when used with STM lenses that provide smooth quiet 
auto focusing for movies) and work more like a camcorder.  DSLR’s produce film quality digital 
footage and make a huge difference to the quality of the finished film.  If these are beyond your budget 
there are a number of mid-range cameras that get excellent reviews.  Check online for the best bargains 
to be found at the time of purchase. 
 
 
Lighting 
  
Lighting is an area, which needs to be well considered, however expensive lighting is not necessarily 
required.  Creative use can be made of spotlights, torches, table lamps, builder’s lights on tripods and 
even candles, streetlamps and even car headlights.  These are particularly effective when used in 
combination with reflectors.  If you have the budget and studio space, a 3 point lighting kit will of 
course be a useful addition to your equipment. 
 
Sound  
 
Sound is an important area that can sometimes be overlooked during production.  It is important that 
students try to record good quality sound as it has such an effect on overall production value.  In fact, 
audiences are often more willing to overlook poor quality footage than poor quality sound, so this is an 
important area on which to concentrate for best results.  
 
To begin with you may wish to purchase two or three field recorders (e.g. the Zoom H1 recorder).  
These are invaluable for recording sound or sound effects, and can be synced with video in post-
production.  It’s advisable to use a clapperboard (or to clap simultaneously) if you’re not recording the 
audio and video on the same device.  
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One or more boom mikes or quality ‘shotgun’ style microphones with long cables, which can be 
attached to fishing poles, or broom handles if budgets are tight will also be useful, as will a couple of tie 
mics or radio mics, which have become less expensive in recent years.  
 
Additional Equipment External Hard Drives are an excellent and cost effective way to add more 
storage to your computer.  
 
 
1.6 Training  
 
Training is available from our partners at the three Northern Ireland Creative Learning Centres, the 
Nerve Centre (Derry/Londonderry), Amma Centre (Armagh) and Nerve Belfast (Belfast).  Each centre 
has compiled a range of courses and resources tailored to the needs of new Moving Image Arts 
teachers and also those seeking further professional development throughout the year.  Into Film also 
delivers a range of film related training in Northern Ireland, along with free film clubs for schools.  
 
CCEA works with the creative learning centres every Summer term to run a Moving Image Arts 
teacher training school, where a range of hands-on workshops, delivered by senior team along with 
creative learning centre staff, are on offer.  Details of the summer school are posted on the microsite 
news and events page each year.  Further information is also available from the creative learning centres 
directly. 
 
The Nerve Centre  
7-8 Magazine Street  
Derry  
BT48 6HJ  
028 71 260 562  
www.nerve-centre.org.uk  
 

Amma Centre  
Market Street  
Armagh  
BT61 7BU  
028 37 512 920  
www.ammacentre.org 
 

Nerve Belfast 
Ulidia Resource Centre  
Somerset Street  
Belfast  
BT7 2GS 
www.nervebelfast.org 
 

Into Film also offers a range of training for teachers, along with free film clubs for schools: 
 

Into Film 
Ulidia Resource Centre  
Somerset Street  
Belfast  
BT7 2GS 
www.intofilm.org 
  

http://www.nerve-centre.org.uk/
http://www.ammacentre.org/
http://www.nervebelfast.org/
http://www.intofilm.org/


GCE Moving Image Arts:  Teacher Guidance (for first teaching from September 2016) 
 

10 
 

1.7 Resources and Support  
 
There is a wide range of resources available to support both you and your students in the study and 
teaching of Moving Image Arts.  These are available through the subject microsite, our partner 
organisations and other external publications and film education organisations. 
 
Where resources are available to support areas of content or activity listed in this guidance, these are 
clearly mentioned throughout the booklet.  
 
Student and Technical Guides 
 
CCEA has produced a Student Guidance booklet which takes students through the requirements of 
the course step by step and is also full of helpful ideas for activities and tips students can use to develop 
their creative portfolios and enhance their examination technique. 
 
CCEA has also produced a range of introductory support guides and technical workflows which relate 
to many of the practical and production areas listed in this guidance.  These include: 
 
• Animation Guides (including stop motion, 2D and 3D animation); 
• Camera and Sound Guides; 
• Editing Workflows; 
• Post-production Effects Workflows; 
• Screenwriting Guide; and 
• Production Management Guide. 
 
Factfiles 
 
CCEA has produced Factfiles which relate to the specific content areas and learning outcomes for each 
examination unit at both AS and A2.  These are intended to be a useful reference point for teachers 
when preparing classes around examination topic areas. 
 
CCEA has also produced a series of practitioner factfiles that can be used as a stimulus for students 
when they are choosing a practitioner to study in their A2 production portfolio. 
 
GCSE Resources 
 
Although this is a GCE course, the senior team recommends using some of the GCSE Moving Image 
Arts support material, including the GCSE Specification Guidance.  In addition to some helpful film 
language and genre guidance with good illustrative clip suggestions, this guidance also includes a very 
useful genre toolkit chapter, which features the engaging and popular ‘Fistful of Jaffacakes’ production 
exercise.  The genre toolkit suggests a helpful step-by-step way of introducing students to the process 
of shooting and editing film, starting on initial work with still images, then gradually progressing, in 
stages, to work with editing audio-visual material on a timeline.  Exemplar exercise outcomes are also 
available to view in the GCSE section of the microsite, which illustrate what these different stages of 
work might look like.  This is a particularly helpful toolkit for new teachers and students who have had 
no prior experience of filming.  Also available in the GCSE section of the microsite are the controlled 
assessment stimulus booklets for Component 2 storyboarding, animation, sound and camera & editing 
tasks.  These can be an effective stimulus in an AS class to give students the opportunity to practice 
using their skills in discrete areas of film language.  They will change year on year which will add variety 
and scope for choice over time.   
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Into Film PowerPoints 
 
CCEA has worked in partnership with Into Film to produce a range of PowerPoints with illustrative 
film clips, and some associated activities, that teachers can use in the classroom.  These PowerPoints 
have been designed to support students’ learning in relation to different areas of specification content.  
These areas include the conventions of the Classical Hollywood style, Realism and Formalism, as 
outlined in detail in the AS Foundation Portfolio coursework stimulus booklet. 
 
Creative Learning Centre Resources 
 
Further resources are available through both Into Film and the Nerve Centre and Nerve Belfast.   
“Help, I’m a MIA Teacher” disks, in particular, which are available through the Nerve Centre and 
Nerve Belfast, contain a number of useful tips, teaching practice ideas and illustrative clips to help first 
time teachers who are introducing the subject for the first time. 
 
Books & AV Resources 
 
A number of books and audio-visual resources are useful for teaching and learning on this course. 
A recommended reading list and a glossary of terminology are both available for download from the 
subject microsite. 
 
Exam Support  
 
CCEA will publish past papers and mark schemes and will post the Chief Examiner’s report (which 
also includes the Principal Moderator’s report) on the microsite after each summer series.  
 
After the first full award of the revised specification, CCEA will also produce an Exemplification of 
Examination Performance (EEP) booklet, which will contain exemplar top band student responses 
from that year, along with the examiners’ marks and commentaries.  As detailed further in the 
examination section of this booklet, CCEA will also make an exemplar online examination available on 
the microsite which will be based on the accredited Specimen Assessment Material.  
CCEA will run an AS and A2 mock examination each year for all centres in the January/February 
before the live summer examination sitting. 
For more guidance on the online exam, please refer to Section 5. 
 
Coursework Support 
 
Support for the specification’s internally assessed units, in addition to the annual Principal Moderator’s 
report, is available in the form of Agreement Trials and Portfolio Clinics.  Agreement Trials take place 
in October/November each year and are an invaluable opportunity for teachers to receive training and 
support in the marking of coursework.  Teachers are able to view a wide range of different portfolios 
and are then given the opportunity to table mark a number of level exemplars.  We strongly 
recommend that all teachers attend this event each year as it is also a very helpful opportunity to share 
good practice.   
 
The Portfolio Clinic is on offer for new teachers in February each year.  Teachers are invited to send in 
three portfolios of work (ideally from a top, middle and bottom candidate) which they have trial 
marked.  The senior team will review their marking and submit feedback in advance of the summer 
series. 
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Details of these annual support opportunities are available on the subject microsite and are posted on 
the News and Events page throughout the year.  Refer to Appendix 1 for an annual timetable of key 
Moving Image Arts dates for your calendar. 
 
Support Contacts 
 
To arrange Centre Visits or to seek a response to more specific assessment-related queries or issues, 
contact the Subject Officer directly at iarthurs@ccea.org.uk.  
 
  

mailto:r.trigg@ccea.org.uk
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2 Film Theory and Practice 
 
As an applied subject, the theory underpinning Moving Image Arts is mainly formalist, 
which means that it focuses on the analysis of film texts. 
 
Not to be confused with formalism as a style of filmmaking, formalist theory is a strand of 
film theory that concentrates on the study of films’ formats or technical elements and 
how these are used to create different effects.  This is the predominant theoretical 
approach to film encouraged on this course, and is intended to inform students’ 
understanding and appreciation of film as a creative medium and ultimately to inspire the 
creation of their own films. 
 
In this revised specification, some knowledge and understanding of industry and 
historical contexts is now explicitly required in the examinations’ learning outcomes, 
which aim to encourage a deeper and broader understanding of film language, through 
the study of specific styles and movements. 
 
We are aware that many teachers who teach this subject will not be specialists in moving 
image.  This section is intended as a support for those of you embarking on the teaching 
of MIA for the first time, by outlining some of the main areas of film language you will 
need to be familiar with when teaching the course.  Likewise, an overview of required 
film styles and movements has also been provided along with a breakdown of some key 
considerations when embarking on film practice for the first time in the classroom. 
 
2.1 Film Language 
 
As a teacher of Moving Image Arts, there are a number of areas of film language which 
you will want to familiarise yourself with before embarking on teaching the course.  
Developing your own personal knowledge of film language and theory will increase both 
your enjoyment of and passion for delivering this specification.   
This section will introduce you to some of the key terminology used in Moving Image 
Arts.  
 

Camera 
 

The camera is an essential area of study in Moving Image Arts.  It is useful when 
thinking about camera to consider whose ‘point of view’ we’re seeing, for example, are 
we viewing the film world through the eyes of the film’s narrator, main protagonist or 
another character’s point of view?  The camera can also assume the role of a character in 
its own right.  Alfred Hitchcock for example, allows the camera to move independently 
of the actors and to point towards items he wishes the audience to note.  In these 
instances, the director may allow the audience access to information not possessed by the 
characters within the film.  
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Camera Framing: 
 
Extreme long/wide shot (XLS/XWS) 
The terms ‘long shot’ and ‘wide shot’ are used interchangeably; also known as an 
‘establishing shot’ when used at the start of a film or scene; shows the full body in 
relation to their surroundings; used to contextualise the character within their 
surroundings. 
 
Long shot (LS) 
Shows the full length of the body from feet to top of head; used to show a character in 
relation to their surroundings or to emphasise whole-body physical movement (e.g. 
dancing). 
 
Medium long shot (MLS) 
Shows the body from mid-thigh to the top of the head; used to give slightly more detail 
to upper-body gestures/facial expressions, and to show the character in relation to their 
surroundings. 
 
Mid shot (MS) 
Shows the character from waist to the top of the head; used for facial expressions in 
combination with body language. 
 
Medium close up (MCU) 
Shows the character from mid chest point to the top of the head; used for facial 
expressions in combination with body language.  Most often used in interviews, for 
‘talking heads’ and in reverse shots of characters conversing. 
 
Close up 
Shows the character from the shoulders to the top of the head; used for capturing 
character’s facial expressions. 
 
Extreme close up 
Where an object, item or body part, fills the film frame; used for heightening emotion 
and emphasising significance. 
 
 
Camera Positioning: 
 
Top shot/Bird’s eye view  
A bird’s eye view shot is filmed from above the characters.  Filming from this angle can 
give the audience an overview of setting. 
 
High angle shot 
A high angle shot is filmed from above eye level.  Filming from this angle may make your 
character appear smaller or more vulnerable. 
 
Eye level 
An eye level shot is filmed at the character’s eye level.  Filming from this angle is usually 
a neutral position and allows the audience to become comfortable with the characters. 
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Low angle shot 
A low angle shot is filmed from below eye level.  Filming from this angle may make the 
character appear larger or more powerful. 
 
Worm’s eye view 
A worm’s eye view is filmed from ground level, looking up at the character.  Filming 
from this angle creates a dramatic effect. 
 
Dutch angle/Canted angle 
The camera at any level is tilted sideways, resulting in a skewed horizon.  This can be 
used to disorient viewers or to indicate that a particular view, character or situation is 
corrupted, villainous or unbalanced. 
 
 
Camera Movement: 
 
Tracking 
The camera moves backwards, forwards or sideways along a track (also known as a dolly 
or truck) to follow action proactively, give a sense of movement or dynamism.  Tracking 
sideways can also be referred to as ‘crabbing’. 
 
Panning 
The camera moves left or right from a fixed point on a horizontal plane (similar to a 
person turning their head to look left or right).  Enables the viewer to follow the action. 
 
Tilt  
The camera moves up or down from a fixed point on a vertical plane (similar to a person 
raising their head to look up or lowering their head to look down).  Used for similar 
effect to panning; can give a point-of-view shot of a character seen from head to toe, for 
example. 
 
Handheld  
The camera is held by a moving camera operator and manipulated manually; may result 
in shaky footage, an aesthetic used in many ‘found footage’ films. 
 
Steadicam 
The camera, steadied by weights, is attached to a camera operator to produce a smoother 
shot than handheld. 
 
Crane  
The camera is attached to a crane or jib to capture sweeping or extreme high angle 
moving shots, often to give a dynamic overview of a busy area or enable the camera to 
pull back from intense action to contextualise it. 
 
Other terms relating to Camera: 
 
Depth of Field and Planes of Focus 
Depth of field measures the area in focus within the frame.  It is used to increase or 
decrease depth on the z axis of an image to focus the viewer’s attention on specific 
elements within the frame.  The z axis is the appearance of depth within an image.  You 
can imagine the z axis as though it were a path along which you could walk from the 
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front of the image to the back.  You can also imagine that you are walking through 
‘layers’ along the Z-axis which are the foreground (front of the image), middle-ground 
(middle of the image), and background (back of the image).  Any or all of these ‘layer’s or 
points can be used to create meaning in a shot by juxtaposing different information in 
each, for example an action occurring in the background next to a character’s reaction in 
the foreground. 

Deep Focus 
Deep focus cinematography is a technique used to keep several planes of action i.e. 
foreground, mid-ground or background in focus at the same time.  Deep focus requires a 
small aperture and lots of light to enable each plane to remain in focus.  Citizen Kane is 
an excellent film to use for reference when examining depth of field. 

Shallow Focus 
Shallow focus is the opposite of deep focus cinematography and it exhibits a narrow 
depth of field.  When using shallow focus one plane of the image (usually the 
foreground) is in focus while the rest is out of focus.  Shallow focus is typically used to 
emphasize one part of the image over another. 

Racking Focus 
Racking focus is where the focus of the lens shifts from a subject in the foreground of 
the image to the background or vice versa.  This may shift the audience’s attention, 
highlight an unnoticed aspect of the scene or may suggest a significant relationship 
between the two subjects.  

Mise-en-scène 
 
Mise-en-scène is a French term, meaning ‘what’s put on the screen’ and it applies to 
everything that appears in the frame of a shot, including costumes, props, the set, 
location, lighting, colour, actors’ stance and performance, and actor and object 
positioning.  Mise-en-scène is a wonderfully rich area for critical analysis as so much can 
be deciphered and interpreted from what appears within the frame. 
 
 

Lighting 
 

In film, the preferred term is Cinematography but this includes more than just lighting, it 
is the term for “lighting in movement” and refers to lighting in parallel with camerawork.  
The cinematographer, otherwise known as the Director of Photography or DP, helps to 
create the ‘look’ of the film by considering light, tonality, speed of motion and 
perspective.  Within a film’s narrative, lighting can have a number of functions; most 
usually it highlights an important character or object by drawing the audience’s attention 
to them, or creates a range of atmospheric qualities in a scene which contribute to 
characterisation and setting. 
 
Please note that in Moving Image Arts we make a somewhat false distinction between 
camera and lighting, two essential and inter-related components of cinematography.  
This is to ensure that students can identify and distinguish between the effects created by 
the camera and the effects created by light. 
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Types of Lighting: 
 
3 Point Lighting 
3 point lighting is a lighting set up produced by using 3 lights; a key light a fill light and a 
backlight: 
 
• the key light is a hard light and is placed high and to the left or right of camera;  
• the fill light is a softer light and is placed on the opposite side of camera to the key. 

This light is of less intensity than the key light and fills in any of the dark shadows 
cast by it;  

• the back light, placed above and behind the subject, highlights the hair and 
shoulders and separates the subject from the background. 

 
Used on its own, the backlight alone would create a silhouette of the subject.  But the 
combination of key, fill and backlights help to separate the subject from its environment 
and create a feeling of depth.  

Low-Key Lighting low-key lighting,  
Low-key lighting produces a dimly lit scene with atmospheric shadows.  Low-key lighting 
is used in genres such as horror.  
 
Chiaroscuro Lightings 
Genres such as Film Noir often employ a more dramatic form of low-key lighting which 
produces intense contrast of light and darkness known as Chiaroscuro. 
 
High-Key Lighting 
High-key lighting produces an appearance of uniform brightness known as high-key 
lighting.  This is a conventional lighting scheme used in comedy and musical genres. 
 
Backlighting/Silhouette 
If a subject is lit only from behind this will result in them appearing in shadow, only 
visible as a silhouette. 
 
Naturalistic Lighting 
Naturalistic lighting looks very natural as though filmed in ordinary daylight and lends a 
real life ‘documentary’ feel to footage. 
 
Expressionistic Lighting 
Expressionistic lighting may produce a distorted, exaggerated feel with extreme shadows 
or alternatively an overtly bright scene with unrealistic colours – the intended effect is 
linked to the mood and/or style of the piece. 
 
Practical Lighting 
Any light source seen in shot (such as an overhead light or table lamp) is called a 
‘practical light’.  It is worth bearing in mind that with most cameras, practical lights will 
need to be supplemented with additional lighting. 
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Editing 
 

Editing is the process of selecting, arranging or re-ordering clips to create a film 
sequence.  Editing is typically part of the creative post-production process though 
occasionally it can take place during production through in-camera editing.  Planning for 
a traditional continuity edit must take place during pre-production.  An understanding of 
editing theory is key to the creation of meaning in film.  
 
Continuity Editing 
Continuity editing is the predominant style of editing seen in Hollywood movies.  It is 
designed to be ‘invisible’ by hiding edited cuts from the audience, giving a smooth and 
seamless appearance to the film.  This smooth continuity draws the audience into the 
story.  To create a continuity edit, a number of ‘rules’ and techniques must be observed 
or created during production or the available footage will not be possible to edit in the 
continuity style.  These include the 30 and 180° rules, shot/reverse shot, point of view, 
eyeline matches, cutting on action, directional continuity and action matches. 
 
We will examine some of these rules and techniques below: 
 
180 degree rule 
The 180 degree rule keeps the camera on one side of the line of action which ensures 
that characters are positioned on a particular side of the screen and appear to look at 
each other.  Filming which crosses the line between shots may make the characters 
appear reversed and can confuse the audience. 
 
30 degree rule 
The 30 degree rule was created to help prevent jump cuts.  It suggests that when filming 
two consecutive shots of the same subject the camera should move at least 30 degrees 
between shots. 
 
Point of View 
A point of view shot (POV) is one in which the point of view of an on screen character 
is shown as though an audience is ‘seeing’ through the character’s eyes.  
 
Match on Action 
An action match is an edit in which the action on screen matches perfectly from one 
shot to the next.  So, for example, if the subject raises their arm in one shot, the next 
shot will begin with the arm still raised. 
 
Shot/Reverse Shot 
Shot/reverse shot is often used for conversations where a shot of character A speaking is 
followed by a reverse shot of character B ‘replying’.  Shot/reverse shot makes it appear 
that the two characters are speaking to each other, whereas during filming it may be that 
the two subjects were not in the same place at the same time.  
 
Eyeline match 
An eyeline match is a cut in which the direction of the gaze of one character on screen 
matches the person or object they are looking at in the next shot.  If character A is seated 
and speaking to character B who is standing up, for example, character A would be 
filmed looking up and character B would be filmed looking down. 
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Directional Continuity 
Using directional continuity, each shot ensures that the action follows the same direction 
of a subject’s travel.  For example if a subject walks in from the left of the screen, all 
shots will continue this direction of travel. 
 
Cross-cutting 
Cross-cutting is an editing technique which is typically used to show actions occurring at 
the same point in time but in two different locations.  In a cross-cut, the camera will cut 
away from one scene to another, in a manner which suggests that the two scenes are 
taking place simultaneously.   
 
Shot Transition 
A transition is an editing technique in which scenes or shots are joined. Common 
transitions include: 
 
• the ‘crossfade’ where one shot fades into the next; 
• the ‘straight cut’ where one scene cuts straight to another; 
• ‘fade to black’ where the scene fades to a black screen. 
 
Compression/Expansion of Time 
The compression of time in films is known as ‘elliptical editing’.  In the film world, time 
can be expanded and contracted and the audience can be taken on a journey backwards 
and forwards through time by using flashbacks and/or flash forwards (non-linear 
editing).  By controlling the pace of events in this way, film sequences can create 
momentum, build and release tension and alter the meaning and mood of a sequence.  
One of the crucial ‘powers’ that filmmakers have at their disposal is the ability to control 
time. 
 
Pace 
Pace is the manner in which a film sequence speeds up or slows down.  Pace is important 
in editing as it can manipulate audience responses, increasing the pace of the edit during 
an exciting or frightening scene, for example, will intensify the audience’s response. 
 
 

Non-Continuity Editing 
 

Montage Editing 
In contrast to continuity editing, montage is an alternative editing style which juxtaposes 
one shot with another.  Montage, literally translated from French as ‘assembly’, is the 
process by which an editor combines film clips to create meaning.  A well known 
example of such a sequence would be a typical ‘training’ montage, in which we witness a 
character getting stronger/fitter/more skilled in a series of shots which condense the 
process into meaningful stages and cut out the tedious hard work in between. 
 
Soviet Montage 
After the Soviet Union’s October Revolution, Soviet editors such as Dziga Vertov, Lev 
Kuleshov and Sergei Eisenstein spearheaded montage editing and editing theories.  
Whilst films in America were using only around three hundred shots per film on average, 
Soviet films such as Eisenstein’s had over a thousand.  The pacing was faster and they 
were pushing the limits of comprehension of audiences at the time. 
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The Soviet filmmakers developed a very individual style of editing based on their 
recognition that film audiences would connect shot A and shot B in their minds to create 
a third meaning.  Lev Kuleshov is associated with ‘the Kuleshov effect’.  In this 
experiment, he intercut the same shots of a male actor with a coffin, a bowl of soup, a 
child and so on, in order to show how the juxtaposition (placing of the shots side by 
side) changed the audience’s interpretations of the images, and more specifically of what 
the actor was doing or feeling.  
 

Sound 
 
Soundtrack 
All the different layers of sound used within a film, including location sound, dialogue, 
sound effects (FX), Foley sound, and musical score. 
 
Location sound /production sound/ direct sound 
Sound recorded during production (filming). 
 
Dialogue 
Sound produced by characters speaking. 
 
Silence 
The lack of audible sound or the presence of sound, of very low intensity, often used in 
film for dramatic effect or to give the audience a breather after climactic scenes. 
 
Sound Effects/FX 
Recorded sound added to the location sound in post-production (editing). 
 
Foley Sound  
Sound recorded live to add to the track to enhance aspects of the sound e.g. a door 
creaking or a wolf howling. 
 
Musical Score  
Music added to the soundtrack. 
 
Diegetic Sound  
Sounds that come from the film world; sounds you might hear if you were a character in 
the film world. 
 
Non-diegetic Sound  
Sounds, from outside the film world that characters from within the film world, would 
not be able to hear. 
 
Contrapuntal Sound  
Sound that contrasts strongly with images seen on screen. 
 

Narrative 
 
Narrative relates to the story of a film, underpinned by the plot and character functions 
within it.  When studying film on this course, narrative also relates more broadly to the 
underpinning structures and techniques within film that combine to create spatial and 
temporal continuity, the basic tenet of the Classical Hollywood Style.  When analysing 
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the work of others, students must be able to interpret how narrative has been 
constructed using all the core elements of film language, and become familiar with 
unconventional approaches to narrative that break with linear continuity.  
 

Genre 
 

If you have taught GCSE Moving Image Arts you will already be very familiar with the 
concept of genre (meaning type).  Genre is a way of categorising film into a particular 
type or style. 
 
There are a number of key terms associated with genre: 
 
• Iconography – genre films can be identified by key iconic images (such as the 

machine gun in the Gangster genre or period costumes in the Historical Drama); 
• Setting – some genres have a distinct location or time period associated with them; 
• Narrative – genre films employ specific story structures and narrative devices (such 

as showdowns in the Western genre, gun-fights in the Gangster genre or dance 
sequences in the Musical); 

• Characters – some characters are often associated with particular genres and can 
attain the status of generic types; this can be interlinked with iconography (for 
example, James Bond with his tuxedo, gun and martini, or Indiana Jones with his hat 
and bullwhip) 

• Style – genre films can be identified by specific visual techniques (for example, the 
use of low key lighting and an ominous musical score to convey fear or threat in the 
Horror genre); 

• Theme – genre films are often underpinned by ‘universal themes’ to broaden their 
appeal; 

• Audience Response – some genres have an identifiable target audience, such as 
teens, children, men or women. 
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2.2 Film Styles and Movements  
 
Realism 
 
Moving Image Arts expects students to study two different approaches to cinematic 
realism. 
 
In the first instance, realism refers to films which put great effort into ensuring the 
believability of their characters and events, encouraging their audiences to ‘suspend their 
disbelief’ and become ‘lost’ in the world of the film, with little or no awareness, whilst 
watching, of the filmmaking techniques that have been used to create their viewing 
experience.  This type of realism and the continuity style of filmmaking which underpins 
it, can be observed in Classical Hollywood Cinema and the work of Alfred Hitchcock, 
both a specific focus of study at AS.  
 
In the second instance, Realism is also used to describe the purposeful and deliberate 
construction of what appears to be ‘reality’, often using stylistic conventions which 
challenge the rules of Classical Hollywood filmmaking.  At both AS and A2, students are 
expected to study examples from this realist trajectory in the work of Neo-Realism, 
Cinema Vérité and other more modern day films produced in the realist style, including 
those associated with Poetic Realism, such as the work of Ken Loach or Andrea Arnold.  
These are of particular focus at A2. 
 
 
Formalism    
 
As a counterpoint to realism, formalism does not attempt to portray a realistic world but 
rather one full of exaggeration and distortion.  Expressionism was one of several 
modernist artistic movements at the turn of the twentieth century that reacted against 
realism and turned instead toward extreme distortion in an attempt to express an inner 
emotional reality.  The study of German Silent Cinema of the 1920’s at AS helps to 
provide a starting point for students’ exploration of expressionism, followed closely by 
Soviet Montage with its ground-breaking inventions in film editing.  Study of later 
genres, such as Film Noir, encourages an appreciation of the impact and influence of 
Expressionism on later cinema. 
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2.3 Film Practice 
 

Narrative 
 

The narrative of a film is its storyline.  Students sometimes underestimate the importance 
of narrative, thinking the only important elements are technical, particularly in relation to 
camera.  Whilst it is important to master all the technical elements (camera, lighting, 
editing, mise-en-scène and sound), students’ films are unlikely to reach their full potential 
if they don’t begin with a good idea and a tight script.  They can still get good marks for 
demonstrating technical capabilities, but to really excel creatively, they will need to work 
on a good script to lay the foundations for a successful film.  
 
Guidance on how to work with conventional film narrative structure (using the five key 
stages) is available in the Student Guidance booklet.  Some additional narrative theories 
have been outlined for your reference below.  Though these are not a knowledge 
requirement for students on the course, they may help you to support students further in 
the development of their ideas and stories. 
 
Basic narrative theory is usually centred around three main theorists – Vladimir Propp, 
Tzvetan Todorov and Claude Levi-Strauss.  Propp studied fairy tales and found a cohort 
of similar characters across many of them, thereby theorising that many classic stories 
come from the functions of various inter-related characters and what they want.  The 
most basic types we understand are probably the hero, the villain and the helper or 
sidekick, but Propp also noted several other common characters – the false hero, who 
tries to take credit for what the hero has done, or the donor, who gives the hero an 
object (perhaps a sword, a spell or some kind of token) that will help along the way. 
Some of the categories might be considered a little out-dated now if we think of them 
strictly in terms of their classic genders (for example, the princess, who Propp identifies 
as a ‘prize for the hero’ or possibly one who has to be rescued), but the categories and 
their functions can apply to any gender and are still a useful way of identifying parts of 
many narratives. 
 
Todorov’s theory of equilibrium refers to a classic narrative structure in which a story 
begins in a world which ‘is’ a certain way.  It may be positive or negative, safe or 
dangerous, fair or unfair – whichever way it is at the start is referred to as its 
‘equilibrium’.  A new event or character does something to upset this equilibrium – 
challenging the ruling powers, discovering a secret or causing some kind of chaos or 
destruction – and this state of ‘disruption’ creates a ‘disequilibrium’ or lack of balance.  
When characters recognise this, they set out to resolve the issue; when the problem is 
solved (or not), a new equilibrium is restored.  It may be the same as the old equilibrium 
with which the story began; it may be a better world or even a worse one – what matters 
is the conflict which characters must resolve. 
 
This idea of conflict is central to any drama, and forms the cornerstone of the third basic 
narrative theory, Levi-Strauss’ idea of binary opposites.  The idea that conflict may occur 
between those who are different from one another in some way offers numerous 
opportunities to tell stories based around a conflict between two parties.  There are 
countless examples – good vs. evil, old vs. young, rebels vs. authority, nature vs. 
technology, progress vs. tradition, humans vs. zombies and so on.  Its very simplicity 
makes this an easy theory to apply to almost any cinematic narrative. 
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Camera 
 

Your students should be encouraged to work with the best cameras your school can 
afford.  There are a range of cameras available for different budgets and though the 
DSLR cameras produce stunning quality footage, it shouldn’t be forgotten that most 
students have HD quality cameras in their pockets and can practice creating experimental 
footage in the lead up to the creation of their film with ease using their own device.  
 
If you plan to take this route it is strongly suggested that you invest in a couple of iPhone 
compatible microphones, lenses and tripods - Rhode mics and Manfrotto tripods are 
good quality makes - Manfrotto also make universal smartphone clamps that allow 
iPhones to be connected to their tripods (a range of alternatives for differing budgets are 
available online).  It is advisable to read all available reviews of any product under 
consideration before purchasing. 
 
A detailed step by step Camera and Sound Guide is available on the subject microsite 
to help your students get the best out of their camera work by ensuring settings and 
functions are appropriately applied. 
 

Mise-en-scène 
 

Students should explore their ideas for props, settings and costumes both during and 
after they have created their scripts and whilst undertaking the pre-production planning 
stages of their portfolio.  Permissions must be sought for location access, if required, and 
shooting schedules timed appropriately to accommodate any restrictions.  Props and 
costumes need to be sourced, designed, borrowed or purchased.  Ideally, production 
design will take account of lighting conditions, so it would be advisable that some 
technical experimentation be encouraged prior to filming to ensure that students are 
exploring the creation of atmosphere using colour, light and texture.  Many items can be 
picked up for very little in charity shops, on eBay or for free by using Freecycle (where 
people list unwanted items for free).  Other items can be borrowed from friends, 
relatives, school drama departments or from other contacts of the students.   
It is important to ensure that students organise and log their borrowing and ensure safe 
returns and appropriate acknowledgement of lenders.  
 
Production design is a creative process which sits within a logistically demanding context 
of sourcing, planning, scheduling and organising.  Students should use the director’s 
notebook to map their creative thinking during this stage of the process so that their 
ongoing ideas development is appropriately recorded and illustrated. 
 

Lighting 
 
Lighting is incredibly important in capturing high quality footage and it is simple to grasp 
and teach the basics by using only a reflector.  
 
One of the most important aspects of lighting is learning how to work with available 
light, such as the sun or practical lighting (overhead lights, lamps etc.) within a room. 
Students will need to learn how to ascertain where any natural light source is coming 
from and how to catch and use that light using a reflector - a large light reflective circle 
and it can come in white, silver and gold or have interchangeable surfaces. 
 



GCE Moving Image Arts:  Teacher Guidance (for first teaching from September 2016) 
 

27 
 

Students enjoy discovering how light can be bounced from the sun through a window 
onto a subject’s face, and the difference it makes.  Reflectors are really easy to use – they 
can simply be positioned to catch the light and then moved around until the light lands 
in the spot where you want (usually to light the face of the subject you are filming or any 
other required focal point). 
 
If you have the budget, and a studio in which to use a 3 point lighting system you may 
wish to purchase a 3 point lighting kit.  Either way, an understanding of 3 point lighting 
will aid students understanding of lighting theory.  A 3 point lighting kit is made up of a 
key, fill and backlight.  A single kit such as the Arri 3 Head 750W Plus Lighting Kit is a 
great investment (but expensive at around £1500) and students may find it impossible to 
take them home and return them safely.  
 
A more practical solution may be to invest in some cheap and cheerful LED lighting 
solutions.  The small magnetic hook lights containing multiple LED bulbs are incredibly 
cheap (£2-5) and prove invaluable in terms of portability and adaptability. 
 
Students may also wish to use lamps/desk lights etc.  The only issue that can sometimes 
arise with cheap lighting is an inconsistency in the light, such as dark rings from lamp 
casings etc; this can be compensated for by not shining the light directly onto the subject 
but onto a reflector and bouncing the light back from the reflector onto the subject’s 
face. 
 
CCEA has provided a useful video tutorial on how to explore film lighting set-ups in the 
classroom using 3D Blender software, which is available for download from the subject 
microsite. 

 
Editing 

 
Editing is one of the most important and potentially powerful elements of film 
production, so you must ensure that students have enough time left to complete this 
stage effectively at the end of the production period.  Students will need to be aware 
during filming that effective editing is only possible if their production shoot has created 
a wide enough variety of shots to choose from.  Remind students to get plenty of 
coverage (footage shot from different camera angles ) to enable choices when editing, 
and to observe the 180 degree rule (not crossing the line of action) and 30 degree rule 
(camera should move at least 30 degrees between shots of the same subject occurring in 
succession) where appropriate.  
 
It is also a good idea to get exterior shots of buildings (known as ‘general views’ or 
GV’s), so they can be cut in where necessary.  When edited, if an establishing shot of a 
building is used and we then cut to an interior shot, the implication will always be that 
this is the inside of the exterior we have just seen.  This can be a helpful ‘cheat’ for 
students who may not always be able to access the interiors of buildings they would like. 
 
CCEA has provided an Editing Workflows booklet, featuring the main editing software 
packages, to help students with step by step instructions on some of the key stages of 
post-production, including sound. 
Further guidance on post-production effects is available in a varied Post-Production 
Effects Workflows booklet, also produced by CCEA. 
Both booklets are available to download from the subject microsite.  
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Sound 
 

Sound quality can either make or break a film.  Directional microphones are preferable 
for recording purposes, wherever possible, but if using a boom pole it needs to be kept 
out of shot. 
 
If the school budget does not allow for directional microphones, the built in mic on the 
camera will record perfectly usable sound.  However built-in mics are limited in range 
and record only sounds produced very close to the microphone, so any dialogue shot 
using one camera with a directional mic should be filmed in close up.  One trick is to use 
two cameras; one for recording visual footage and the other for simultaneously recording 
sound.  This means you can position the camera which records the sound much closer to 
the sound source than the camera you are filming the visual footage with (hidden behind 
a prop on a table, for example). 
 
Sound/Field Recorders 
Field recorders are extremely useful devices and if the sound is synced with the 
production soundtrack during post-production.  Like the two camera option, this enables 
shots to be filmed with sound being recorded from one part of the location and the 
visual footage from another.  This allows shots to be filmed that would be impossible 
using the more conventional methods.  For example, a scene could be filmed from above 
through a window but the field recorder could be used on-site to pick up the sound.  
When synced, the on-site sound gives an entirely different feel to the scene.  In order to 
be able to sync sound effectively, it can help if parties in both locations can see each 
other so they can signal a synchronised clap at the start of filming which will aid the 
editing synchronisation process enormously.  The spike in the sound waves that a sharp 
clapping sound produces can be seen visually on the soundtrack timeline in editing and 
can then be easily lined up with the visual of the hands clapping on the film footage. 
 
Field recorders are also great devices for recording Foley sound, such as doors creaking, 
the sound of the sea and so forth, as well as ‘room noise’ or ambient background ‘atmos’ 
sound to add depth to the soundtrack. 
 
CCEA has provided a Camera and Sound guide, which is available for download from 
the subject microsite.  This offers detailed technical guidance and tips on recording both 
visual and sound footage. 
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3 Scheme of Work 
 

Moving Image Arts is a complex course which combines many different areas of both 
theory and practice.  MIA teachers will of course approach the planning and delivery of 
the course very differently to best suit their own circumstances and the specific needs of 
their students. 
This section has been written to give some guidance on one potential way in which you 
might consider approaching your teaching of the AS and A2 courses.  It includes some 
teaching activity ideas and also puts forward some planning ideas that you might consider 
whilst drafting your schemes of work.  You can find two sample year plans for AS and 
A2 in Appendix 1 and 2.   
 
The teaching guidance in this booklet is by no means comprehensive, nor is it 
authoritative.  The intention is that you may find some ideas taken from the approaches 
included in this booklet useful when embarking on your own planning. 
 
To build on the vast resource of teacher expertise that has been growing over the last 10 
years of this subject, CCEA ensures that support events, such as agreement trials, include 
ample opportunities for sharing good practice.  
 
3.1 Combining Theory and Practice 
 
At the heart of Moving Image Arts is the ability to deconstruct and analyse film, and put 
theoretical learning into practice.  Putting film analysis at the heart of study will prepare 
students for the exam as well as the preparation of Director’s Notebooks, Statements of 
Intention and Illustrated Essays.  The ability to apply theory in practice, try out 
techniques and utilise the rules of filming will consolidate theoretical learning and 
prepare students for the creation of their own film products.  Before beginning the 
creation of coursework, plan to develop students’ understanding of film language and 
offer opportunities for practical experimentation with filming. 
 
There are seven areas of film language that you will need to explore:  
 
• Camera (framing, positioning and movement),  
• Lighting,  
• Editing,  
• Mise-en-scène,  
• Sound,  
• Narrative, and  
• Genre.  
 
Planning to combine theory with continued practice throughout the course gives 
students a rich opportunity to develop the necessary skills for film production whilst 
simultaneously enhancing analytical understanding and recall.  For example, if you are 
analysing film techniques used by Hitchcock, you may choose to deliver certain aspects 
of the theory in conjunction with practical tasks.  These can be set either as homework 
or delivered in class.  A combination of both methods is preferable so you have an 
opportunity to answer students’ questions and see where any difficulties may arise for 
them. 
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Exemplar practical activities for theory lessons based around the work of Alfred 
Hitchcock: 
 
Technique Description Associated activities 
Point of View 
Shot 

The Point of View Shot: 
Hitchcock’s signature 
technique was the use of a 
subjective camera.  The 
POV shot places the 
audience in the 
perspective of the 
protagonist so that we 
experience the different 
emotions of the character, 
whether it is desire, 
confusion, shock or fear.  
 

Try out a variety of POV shots.  
e.g. Give your students a very brief 
short scene and ask them to shoot 
from the point of view of:  
 
• The protagonist; or 
• An unseen stalker following the 

protagonist. 
Screen the results in class and ask your 
students to compare the outcomes of 
the two different points of view. 
 

Cross-cutting Cross-cutting (also known 
as inter-cutting or parallel 
editing) is a primary 
storytelling device through 
which Hitchcock built up 
suspense and narrative 
tension.  This technique 
pieces together sequences 
that occur at the same 
time but in different 
places. 
 

Cross-cutting is a great editing task and 
is useful when teaching your students 
how to use editing software.  Set your 
students a brief sample scene to film or 
ask them to recreate a scene from one 
of Hitchcock’s movies.  Teach an 
editing class showing students how to 
import footage, place it in the timeline 
and cross-cut between shots.  Screen 
the results in class and ask your 
students to analyse the shots selected 
and the success of each edit. 
 

High Angle 
Shots 

Hitchcock often used high 
angle shots to convey the 
notion that a character is 
in crisis or has arrived at 
some terrible realisation. 

Ask students to devise a scene where a 
character is in crisis or realises 
something terrible.  Storyboard or film 
the sequence including the use of high 
angle shots to portray this to the 
audience.  Screen in class and analyse. 
 

Montage 
Editing 

Hitchcock used abrasive 
and oblique montage 
techniques in his editing 
to create shock and terror 
in audiences.  
 

This is a great task for teaching editing: 
Screen the shower scene from Psycho 
in class.  Ask students to count the 
number of cuts from beginning to end 
(as the cuts speed up, this can be quite 
tricky).  Discuss the effect of the speed 
of the cuts on the audience.  
 
In small groups, ask your students to 
plan their own attack scene and 
storyboard the shots they would use to 
create the sensation of fear in the 
audience.  Swap storyboards and ask 
each group to ‘mark’ the success of the 
storyboard they receive. 
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Dolly Zoom 
 

By combining a track-out 
with a zoom-in, 
Hitchcock devised a 
subjective shot that 
conveys the extreme 
visual disorientation and 
psychological paralysis 
suffered by the main 
character in one of his 
most famous films.  
 

When introducing your students to 
cameras with variable focusing 
capabilities, demonstrate the dolly 
zoom by screening an example and 
asking your students to recreate it.  
 
When working on focus (particularly at 
A2) students could also create a 
shallow focus and deep focus shot.  
Practical work on the 3 planes of 
action, foreground, mid-ground and 
background would also tie in well here. 
 

Use of extreme 
close-ups 

Hitchcock often generated 
dramatic tension and 
suspense by framing an 
object that presents a 
danger to the hero or 
heroine in extreme close-
up. 

Ask students to create a short video 
sequence filmed entirely in close up.  
For example, they could create a video 
portrait of someone they know well, 
shot only in close up but without a 
direct close up of the whole of the 
subject’s face.  Every shot they take 
should tell us something about the 
person.  A good exemplar for 
screening in advance of this task is the 
opening sequence (00:00 to 00.25) of 
Lynne Ramsay’s Gasman (1998).   
An alternative, genre-based activity 
could use the GCSE specification 
guidance’s ‘Fistful of Jaffacakes’ 
exercise.  This employs a concentration 
of close-ups and extreme close-ups at 
the sequence’s most dramatic moment 
and can be preceded by screening of 
Spaghetti Western examples. 
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3.2 AS Scheme of Work: Planning Guidance 
 
Please note that there are many ways in which you can teach AS Moving Image Arts 
successfully and the planning outlined below is only one possible way to approach the 
course.  This planning guidance should be used in conjunction with the specification and 
any associated assessment stimulus material provided by CCEA.  You can find a possible 
sample AS year plan in Appendix 2. 
 
Term 1 
 
Key areas of study for Term 1: 
 

• Film Language terminology; 
• Classical Hollywood Style (including Alfred Hitchcock); 
• Formalism;  
• Realism; 
• German Expressionism; 
• Film Noir & American Expressionism; and 
• Soviet Montage. 
 
Ideally students will be given lots of opportunity to analyse clips in class which exemplify 
the film language areas or stylistic conventions/movements they are focusing on.  Many 
of these study areas are complementary, but there are quite a number to introduce for 
the first time.  Study of all of these areas, particularly of specific exam topics, can 
therefore continue on into later terms.  It is important that they are all introduced and 
integrated as early as possible, however, and not left until the end of the year. 
 
Key areas of practice for Term 1: 
 

• Camera (framing, positioning and movement); 
• Lighting; 
• Editing; and 
• Sound. 
 
Ideally, these study and practice areas will be taught in a joined up way.  Teachers can use 
opportunities in class to link directly and explicitly to specific areas of examination 
content (for example, by using a combination of modern and historically specific 
examples of particular movements or styles to illustrate film language). 
 
As students gain theoretical & practical knowledge, activities to support the development 
of their portfolios should be introduced, which can include: 
 

• Idea Generation; 
• Storylining/Synopsis writing; 
• Visualisation; 
• Conventions of scriptwriting; 
• Writing and refining a script; and 
• Researching relevant techniques for use in the Director’s Notebook and Statement of 

Intention. 



GCE Moving Image Arts:  Teacher Guidance (for first teaching from September 2016) 
 

35 
 

Students should aim to have their synopsis and scripts completed by the end of Term 1, 
along with the research of techniques they wish to use in their film sequences.  These can 
later be recorded in their Director’s Notebook. 
 
Term 2 
 
Students should be developing a keen grasp of film language by this stage, with an 
emerging knowledge of film movements and styles.  Students will also be beginning to 
develop practical filmmaking and editing skills.  With their script in place, they can begin 
work in earnest on the production of their portfolio.  Term 2 should concentrate on the 
production of portfolio materials whilst still retaining less intensive immersion in 
theoretical and practical learning activities, continued from Term 1.  By this stage 
students should have learnt skills required for film language analysis and should be able 
to apply these when analysing the work of others for their Statement of Intention.  
 
Key areas of study/practice for Term 2: 
 

• Director’s Notebook; 
• Creating a storyboard and shot list; 
• Production planning, scheduling and design, including identifying props, costumes 

and equipment for use in film production, writing call sheets etc.; and 
• Ongoing study of examples taken from the Classical Hollywood Style, Alfred 

Hitchcock, German Expressionism, Film Noir & American Expressionism and 
Soviet Montage. 

 
Students should plan for production to take place as early as possible after February half 
term to allow time for editing, post production sound and any necessary re-shoots. 
 
The second half of term 2 should focus on: 
 

• Film and sound production; 
• Editing; 
• Post production sound; 
• Exporting and Compressing; and 
• Evaluation (included within the Statement of Intention). 
 
Term 3 
 
If possible, aim to have all coursework completed before the start of Term 3.  This term 
tends to be very busy, with other subjects competing for students’ time for exams and 
coursework.  Additionally, post 16’s may leave school early on study leave.  If 
coursework could be completed by the start of April that would be ideal as it will leave 
time to return to preparation for the exam (as well as allowing adequate time for marking 
of coursework). 
 
Key areas of study/practice for Term 3: 
 

• Practice examination questions and study activities; and 
• Exam Topics:  

− Alfred Hitchcock and the Classical Hollywood Style; and 
− Formalism: Early European Cinema and American Expressionism. 
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3.3 A2 Scheme of Work: Planning Guidance 
 
Please note that there are many ways in which you can teach A2 Moving Image Arts successfully and 
the planning outlined below is only one possible way to approach the course.  This planning guidance 
should be used in conjunction with the specification and any associated assessment stimulus material 
provided by CCEA.  You can find a possible sample A2 year plan in Appendix 3. 
 
Term 1 
 
AS Moving Image Arts has a very steep learning curve – there is a wide range of terminology to master 
and practical skills to develop.  At A2, the subject can become more student-led.  Students will have 
developed the skills and maturity to take more control over their own learning and start to develop 
more of a signature style in their practical work.  To this end, more of the allocated time can be 
devoted to self-led student research and practice, guided by the teacher. 
 
The main decision of Term 1 is which practitioner/s to study as a key influence for the Illustrated 
Essay.  It can be useful for students to develop their ideas before selecting a practitioner, as the style of 
film they wish to make can influence the practitioner type that they select. 
 
Key areas of study for Term 1: 
 

• Recap on Film Language terminology, developing concepts learned at AS; 
• Auteur filmmakers (using CCEA’s practitioner fact sheets as a starting point); 
• Italian Neo-Realism; 
• French New Wave and Cinema Verite; 
• Poetic Realism; and 
• Experimenting with Narrative. 
 
Like at AS, students should continue to analyse examples in class to inform their knowledge of stylistic 
conventions.  They should also be encouraged, at this more advanced level, to develop research 
techniques which they can use to develop their knowledge of practitioners they are interested in. Study 
of the areas above should necessarily continue on into later terms.  
 
Key areas of practice for Term 1: 
In addition to the areas of study above, students should also be given the opportunity to engage in 
more advanced practical activities relating to: 
 

• Camera (framing, positioning and movement); 
• Lighting; 
• Editing; and 
• Sound. 
 
A2 involves creating an original story and complete script, which will require additional guidance and 
writing practice.  Term 1 should therefore allow time for idea generation and script development.  
 
Students should aim to complete: 
 

• Idea Generation; 
• Synopsis; 
• A completed script; and 
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• Research on the techniques used by the selected film practitioner, for use in the Director’s 
Notebook and Illustrated Essay. 

 
Students will ideally complete their Script, Director’s Notebook and a range of experimental/practice 
footage inspired by the techniques they have identified in their practitioner’s work, by the end of Term 
1. Please note that although experimental footage is not required for assessment, it is an important 
stage of exploration in the preparation and development of each student’s final film. 
 
Term 2 
 
Term 2 should be split between film theory and practical portfolio production.  At this stage, it can be 
useful to involve A2 students in the delivery of theoretical workshops.  While engaged in ongoing 
analysis of their chosen practitioner/s’ work and the work of the different movements they are 
studying, they can be encouraged to screen a clip for classmates and speak for a few minutes about 
practices they have identified and the effect on the audience.  The first half of Term 2 should 
concentrate on the production of portfolio materials and the Illustrated Essay.  
 
Activities during Term 2 should contribute to completion of: 
 

• Storyboard; 
• Shotlist; 
• Illustrated Essay; 
• Shooting plan/call sheets; and 
• Ongoing study of examples taken from film practitioners’ work and film movements/styles. 
 
Students should plan their film shoot to take place as early as possible after the February half term, to 
allow time for editing, post production sound and any necessary re-shoots. 
 
The second half of Term 2 should focus on: 
 

• Film and sound production; 
• Editing; 
• Post production sound; 
• Exporting and Compression; and 
• Evaluation (included within the Illustrated Essay). 
 
Term 3 
 
It is wise to plan for all coursework to be completed before the start of Term 3.  This term tends to be 
very busy with other subjects competing for students’ time.  Additionally post 16’s may leave school 
early on study leave.  Coursework completed by the start of April is ideal, but definitely aim for 
completion by mid-April to leave more time to prepare for the exam. 
 
Key areas of study/practice for Term 3: 
 

• Practice examination questions and study activities; 
• Exam Topics:  

− Realism: Narrative and Visual Style; 
− Creative Exercise; and 
− Comparative Analysis. 
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4 Internal Assessment 
 
Please refer to the GCE AS/A2 Instruction to Teachers booklet for all guidance on moderation and 
submission for assessment.  This booklet is updated annually and made available for download from 
the subject microsite by January each year, at the latest. 
 
4.1 Submission of Student Coursework 
 
Requests are sent out to centres in early May every year requesting a sample of work to be sent in to 
CCEA for moderation by a submission of work and marks deadline. 
 
For Moving Image Arts that deadline is usually around mid May. 
 
Moving Image Arts work must be submitted for moderation on a pen or hard drive (one provided for 
each unit/level of work, as the AS, A2 and GCSE folders are each sent on to separate moderation 
processes - i.e. a maximum of 4 pen drives in total if a centre is teaching all levels of the course).  Films 
must be submitted as .mov files and exported using the H264 codec.  All written work must be 
submitted as .pdf files, though candidates may also choose to submit their statement of intentions, 
illustrated essay or evaluation in a presentational format, to better illustrate their analysis using film 
clips, not just images.  All presentations must be submitted as cross-platform compatible PowerPoint 
files (even if they have been originally created in Keynote) and also as a .pdf file.  All embedded film 
clips and/or images must be suitably compressed to keep the file down to a manageable size.   
Section 3 of the Instructions to Teachers booklet provides detailed guidance on how to submit and 
organise files for moderation and further guidance on exporting and compressing work is also available 
on the subject microsite. 
 
4.2 Copyright and Consent Forms 

CCEA requests that three types of copyright and consent form be completed, signed and submitted to 
CCEA along with the requested coursework samples.  These are explained in detail in the Student 
Guidance to help enable students understand their purpose, function and importance.  
 
CCEA issues the PR1, FR1 and EC1 requests, so that student films can be used by CCEA for a range 
of specific purposes, including for screening at showcases and training events, for example. In order to 
do that, CCEA must first be granted permissions by specific right-holders.  These rights-holders 
include the performers, who have a right to their own image, the filmmakers rights who own rights as 
the creator of the product and any external third party copyright-holders (who own the rights to 
embedded copyright material such as music or branded logos). 
 
It is important that students complete the forms and source signatures as early in the process as 
possible.  This is mainly for child protection purposes.  If the student (or filmmaker) or any of the 
performers are under 18, it becomes the legal responsibility of the parent or legal guardian to sign on 
their behalf and it will only be the parent/guardian who will therefore have the ability to grant or 
withhold permission. 
 
Forms must be sent in on hard copy (as they are legally binding documents and must have the actual 
signatures on them).  We recommend that centres keep copies for their own records. 
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4.3 e-Candidate Record Sheet (e-CRS) 

Marks for Moving Image Arts coursework are submitted using an e-Candidate Record Sheet.   
This is a method of completing candidate record sheets and submitting them directly to CCEA online 
(from home or school – with a secure login).   
 
Each centre will need to nominate a teacher who will be the main contact for the eCandidate Record 
Sheet for each unit.  The system is connected to the Centralised Login and access, along with full 
details and instructions, is via the E-Moderation section of the main CCEA website. 
 
4.4 Consortia 

Moving Image Arts has a very high proportion of consortium centres. 
 
This is an arrangement whereby one or more candidates from one centre attend another centre for 
their Moving Image Arts classes and are also assessed there. 
 
Consortia must be registered with CCEA every year and as early in the academic year as possible by the 
examinations officer of the lead centre that is hosting candidates from one or more other centres.  JCQ 
forms must be completed and submitted to CCEA for each unit where such an arrangement is in 
effect, and this must also be repeated annually as the information is not retained on our system for the 
following series. Your examinations officer must contact CCEA’s moderation section directly to 
register. 
 
Once the arrangement has been formally recorded on our system in CCEA, all candidates, including 
those from other centres, will appear within the lead centre’s e-Candidate Record Sheet for that unit, 
and can therefore be marked.  If the consortium is not yet registered, candidates from other centres will 
simply not appear within the lead centre’s mark sheet. 
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5 The Online Examination 
 
Moving Image Arts runs an online examination at both AS and A2 each year in a controlled online 
environment.  Basic keyboarding and navigation skills are required for the submission of answers 
during the examination. 
 
The online examination format gives students the opportunity to view film clips and other audio, visual 
and audio-visual materials as stimulus.  It also gives candidates a unique opportunity to perform their 
examination in a virtually self-contained audio visual environment, where they can wear ear phones 
throughout, have the ability to type, edit, delete and re-type their answers as they wish, and view and 
review different forms of stimulus in their own time. 
 
At the end of the examination, all candidates are directed to a survey where they can comment on their 
experience performing the online examination. 
 
5.1 Access Arrangements 
 
Although the Moving Image Arts examination is online, candidates can still qualify for the same access 
arrangements as they would receive in a paper-based examination. 
 
The online examination can accommodate: 
 
• extra time candidates (beyond 25%); 
• candidates requiring scribes – or in this case ‘typists’; 
• candidates requiring a modified language version of the examination; 
• candidates requiring subtitles, a transcript of subtitles and/or other sound aids to support hearing 

impairment. 
 
All of the above arrangements are available only on request and by the conventional application and 
approval process.  Your examinations officer should be familiar with this. 
 
Please note that any candidate requiring a scribe or external sound aids beyond subtitles and the use of 
headphones will require access to a computer that is in a separate room from those of other candidates 
as these arrangements are likely to be disruptive. 
 
In cases where subtitles and other sound aids are required, we urge centres to contact the subject 
officer in early Autumn to ensure that the mock examination, which takes place in January/February, 
can be suitably prepared to accommodate. 
 
Provision for candidates with hearing impairment is best carried out on the basis of an assessment of 
individual candidate needs with a well planned and co-ordinated approach.  This should involve the 
input of the CCEA Subject Officer, support teachers, peripatetic specialists and the candidates 
themselves in order to ensure that the correct measures are put in place and tailored appropriately. 
 
5.2 Online Exemplar Examination 
 
To give students an opportunity to learn about the examination interface and have a go at navigating it, 
CCEA provides an exemplar examination at both AS and A2, that can be accessed on the subject 
microsite.  This exemplar is usually based on the Specimen Assessment Material. 
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5.3 Mock Examinations 
 
CCEA gives all centres an opportunity to run through the examination more formally in 
January/February prior to the summer’s live online examination sitting.  From CCEA’s perspective, 
this is first and foremost a technical run through, enabling candidates to experience the full, invigilated 
experience of an online exam.  Teachers are expected to take a central role in the running of the mock 
examination and assume the role of invigilator, as no external invigilators are required until the live 
summer sitting. 
 
The mock also gives Examinations Officers and Technicians the full experience of running the online 
examination technically and administratively from start to finish – so both must be fully involved in the 
process.  It is therefore an invaluable opportunity for centres to address potential internal technical 
issues and resource requirements they might otherwise face in the summer, such as computer suite 
availability, software compatibility issues, restriction of internet usage at school during the running of 
the examination and special access arrangements, among others. 
 
Please note that for new centres who have not yet sat a live online examination in Moving 
Image Arts, sitting the mock examination is a requirement. 
 
From an educational point of view, teachers also find it very useful as a genuine mock examination and 
CCEA ensures that the mark scheme and candidate answers are made available to teachers after the 
mock sitting so that they can be used for marking and guidance purposes. 
 
CCEA’s MIA examination team, may use mock examination answers for trial marking and examiner 
guidance purposes.  This is in order to support the training needs of the examination team and resultant 
marks will not be shared with centres. 
 
An initial circular is issued to all centres in late October with mock exam dates and a reminder that the 
mock examinations will be taking place. 
 
The AS, A2 and GCSE mocks are scheduled on different weekdays, usually in that level order and a 
week apart.  The first mock is usually scheduled in the last week of January and the last mock, no later 
than early or mid-February. 
 
A follow up circular is then issued again in late November/early December with more detailed 
information about the registration process.   
 
Registration opens in early December and usually closes by mid-January at the latest. 
To enter for the mock examinations, teachers must register their candidates online via a website address 
that we issue details of in our December circular.  
 
CCEA provides Teacher Instructions and a Step by Step Guide, which teachers can download, once 
registered, using the link provided.  These documents provide instructions on how to run the mock 
examination. The Step by Step Guide booklet must be shared directly with the school technician as it 
relates to the technical set up and running of the mock examination.   
 
The examination files must be downloaded by the technician the day before the examination and at 
specified times (usually between 9am and 12 noon) to allow for testing time.  The password for use on 
the day will be sent by email to the teacher shortly after registration closes.  This password must be 
used by the teacher to log in to the examination. 
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5.4 Live Examinations 
 
The AS, A2 and GCSE examinations take place in May and June each year.  The final timetable for 
examinations for all subjects is available to view on the main CCEA website throughout the year and 
each centre’s examinations officer will have further details. 
 
Teachers have a lot less to do for the live examination than they do for the mock.  Candidates are 
automatically entered for the live online examination through the regular entries system, organised by 
each centre’s examinations officer. 
 
Step by step instructions for technicians and invigilators, along with guidance for examination officers, 
will be issued directly, by Parcelforce, to each centre’s examinations office, just like an actual 
examination, and stored securely.  Teachers should not have any involvement in the live summer 
examination process.  These instructions booklets are usually issued for all levels simultaneously 
approximately two weeks before the first examination takes place in the summer series (this is usually in 
mid to late May).  The package will also include an Offline Backup examination on CD, which is only 
made available to each centre as a contingency measure and is confidentially destroyed after the exam 
sitting is over.  
 
5.5 Transferred Candidates 
 
If you are sending any of your candidates to another school to sit their examination, this is known as a 
transferred candidate arrangement. 
Your examinations officer must inform our Entries section of this directly as there is some JCQ 
paperwork to complete. 
Please note that once the transfer has been formally registered with us, we will be aware of it on our 
system.  Hence, even though a candidate or a number of candidates will be sitting their examination at 
a different centre than the one that they belong to, each candidate will still use their own unique 
candidate information to log in to the online system on the day of the exam, as registered on our entries 
system. 
 
5.6 Guidance for the AS Examination 
 
In the AS examination, candidates will be expected to show knowledge and understanding of the film 
styles, movements and contexts detailed in the learning outcomes in Section 3.2 of the specification.  
Candidates will also be expected to respond critically to previously unseen film sequences which 
represent key examples taken directly from the movements and styles listed or which are examples of 
the work of film-makers who have been evidently influenced by them.  
 
The exam is worth a total of 80 marks and has two sections (Section A and Section B). 
 
The exam will last for 1 hour and 30 minutes. 
 
Each section is worth 40 marks and features 2 questions: 
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Question 1:  
The first question in each section is worth 10 marks and assesses students’ knowledge, 
understanding and recall in relation to the movements, styles and contexts listed. 
 
Question 2:  
The second question in each section is worth 30 marks and requires an extended and critical 
response from the candidate.  This question will always feature an unseen clip as stimulus and will 
assess candidates’ quality of written communication (QWC).  
 
Section A  Alfred Hitchcock and the Classical Hollywood Style 
 
This section relates to the following content areas and related learning outcomes: 
 
• the Classical Hollywood Style; 
• Realism in Hollywood; and 
• The Hollywood studio system. 
 
Section B Formalism:  Early European Cinema and American Expressionism 
 
This section relates to the following content areas and related learning outcomes: 
 
• German Expressionism; 
• Film Noir and American Expressionism; and 
• Soviet Montage. 
 
 
Refer students to the Online Examination section of the Student Guidance booklet on the subject 
Microsite. 
 
5.7 Guidance for the A2 Examination 
 
In the A2 examination, candidates 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.  
They will also be expected to draw on the knowledge and understanding they have gained from their 
study and creative practice throughout the A-level course as a whole.  Candidates will encounter 
production stimulus requiring application of both creative and analytical skill, and will also be expected 
to respond critically to previously unseen film sequences, with some comparative analysis.   
 
The exam is worth a total of 80 marks. 
 
It is run in two parts and has three sections (Section A, B and C). 
 
The exam lasts for 2 hours and 15 minutes (plus a 15 minute break between Section B and C). 
 
Candidates will have 1 hour and 30 minutes to complete Sections A and B (Part 1).  
(It is advised that candidates spend 60 minutes on Section A and 30 minutes on Section B.) 
 
A compulsory supervised 15 minute screen break will take place at the end of Part 1. 
 
Candidates will then have 45 minutes to complete Section C (Part 2). 



GCE Moving Image Arts:  Teacher Guidance (for first teaching from September 2016) 
 

49 
 

Section A  Realism:  Narrative and Visual Style (60 minutes) 
 
This section is worth 30 marks and relates to the following content areas and related learning 
outcomes: 
 

• Realism in World Cinema; 
• Italian Neo-Realism; 
• The French New Wave and Cinema Verite; 
• Poetic Realism; and 
• Experimenting with Narrative. 

 
This section contains two questions, each worth 15 marks.  Both questions ask candidates to view 
and analyse previously unseen film sequences that feature conventions taken from one or more of the 
above content areas.  Film sequences may be pure examples of particular styles or movements, or may 
simply represent the work of those filmmakers who have been evidently influenced by them.   
Both questions in this section will assess candidates’ quality of written communication (QWC). 
 
Section B Creative Exercise (30 minutes) 
 
This section is worth 20 marks and relates to the following content area and related learning outcomes: 
 

− Creative exercise. 
 
This section contains one task requiring creative and analytical skill. 
Candidates will be expected to draft director’s notes in response to previously unseen script material.  
Candidates’ director’s notes must outline the film language techniques they would choose to use if 
tasked with filming the script material provided.  Candidates will be expected to give reasons for their 
technical choices and demonstrate clear understanding of creative purpose.  
 
Screen Break (15 minutes). 
 
Section C Comparative Analysis (45 minutes) 
 
This section is worth 30 marks and relates to all content areas in this specification’s examined units 
across the course as a whole.  
 
Candidates will be expected to view two previously unseen film sequences and compare and contrast 
their use of stylistic and technical conventions.  These sequences may feature the characteristics of 
movements, styles and contexts studied at any stage during the course.  This section will assess 
candidates’ quality of written communication (QWC). 
  
 
Refer students to the Online Examination section of the Student Guidance booklet on the subject 
microsite. 
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Appendix 1 
 
MIA Annual Calendar 
 
Month MIA Activity 
September Enquiry about Results 

 
October  Agreement Trials / Support Events 

 
November Moving Image Arts Awards Showcase  

 
 

December Mock Examination Registration opens 
 

January AS Mock Examination 
 
A2 Mock Examination 
 

February GCSE Mock Examination 
 
Portfolio Clinic Submission 
 

March Portfolio Clinic Feedback 
 

April  
 

 

May Online Examination Instructions issued to all 
centres 
 
Moderation Submissions Deadline 
 
AS Exam 
 

June GCSE Exam 
 
A2 Exam 
 
Creative Learning Centre Summer School 
 
MIA Awards Showcase Entries Deadline 
 

August Issue of Results 
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Appendix 2:  AS Sample Year Plan 
 

Year 13 FOCUS FOR THEORY WORK FOCUS FOR PRACTICAL WORK 
September  
(4 weeks) 

• Introduction to the course 
• Introduction to film language through beginning 

to study the elements of Classical Hollywood 
Style: 

o Camera 
o Continuity Editing/Storytelling conventions 
o Cinematography 
o Sound 
o Mise-en-scene 

• A series of short practical exercises to give students 
the opportunity to develop, apply and demonstrate 
knowledge and understanding of the five film 
language areas 

October  
(3 weeks) 

• Introduction to Realism 
• Introduction to Formalism leading into: 

o German Expressionism 
o Film Noir 
o Soviet Montage 

 

• Practical activities to support theoretical learning  
 

Half Term  
(1 week) 

Pupils to consider what their idea might be; this could include watching other short films/film sequences or 
scenes for inspiration regarding the visual style they intend to employ.  Pupils should prepare a short 
presentation for the class for after half-term on the visual style employed in a short film, film sequence or 
scene they have chosen. 

November  
(3 weeks) 
& 
December  
(3 weeks) 

• Practice Exam preparation for Winter Exam 
• Statement of Intention (first draft) to be 

completed prior to the Christmas break 

• Short films presented 
• Pupils’ own ideas presented and synopsis written 
• Beginning to experiment with the techniques they 

are interested in using in their own short film (this 
will be useful for their Director’s Notebook) 

• Introduction to script-writing conventions and script 
written (first draft) for submission 

Christmas 
Holidays  
(2 weeks) 

• Experimentation work with filmic techniques 
• Scripts finalised (if necessary) 
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Year 13 FOCUS FOR THEORY WORK FOCUS FOR PRACTICAL WORK 
January  
(4 weeks) 
 
February  
(3 weeks)  
NB the inclusion of 
Half Term – see 
below. 

• Statement of Intention revised and final draft 
submitted 

• Hollywood Studio System covered 
• Mock MIA AS exam (AS SAM Exam) 

• Editing of experimentation work carried out over the 
holidays (to be kept for the Director’s Notebook)  

• Scripts revised and final drafts submitted 
• Storyboarding conventions outlined/revised and 

thumbnails of intended shots created and submitted 
– storyboards created after thumbnails 
revised/suggestions made 

• Shot-list created 
• Director’s Notebook (including examples of pupils’ 

own creative experimentation) 
• Filming to be started as soon as possible 

Half Term  
(1 week) 

• Filming for Narrative sequence 

March  
(3 weeks) 

• Once editing is completed, introduction to 
Evaluations 

• Editing (aim to have this completed prior to the 
Easter break) 

Easter Holidays  
(2 weeks) 

• Writing first draft of evaluation 
• Practice Exam Questions set 

April  
(3 weeks) 
 
 
 

May  
(until study leave) 

• Evaluation (first draft) submitted and revised. 
Final Draft submitted (NB: incorporated within 
the Statement of Intention alongside the 
synopsis in one PDF) 

 

• Exam preparation for two sections of the Exam 
(NB: exam for AS will now be in May): 

o Section A: Alfred Hitchcock and the 
Classical Hollywood Style 

o Section B: Formalism – Early European 
Cinema and American Expressionism 

(NB: Pupils will have two AO1 Knowledge/Recall 
based questions – one in each section – therefore it 
is essential to make sure all Learning Outcomes 
contained in Unit AS 2: Critical Response have been 

• Any serious problems with films addressed 
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covered during the AS year.) 
Appendix 3:  A2 Sample Year Plan 
 

Year 14 FOCUS FOR THEORY WORK FOCUS FOR PRACTICAL WORK 
September  
(4 weeks) 
& 
October  
(3 weeks) 

• Introduction to the course – may set a deadline 
here for when initial idea(s) need to be submitted 
(CCEA’s practitioner fact files may also be of use 
here)  

• Introduction to: 
o Italian Neo-Realism 
o The French New Wave and Cinema Vérité 
o Poetic Realism 
o Experimenting with Narrative 

 This will help pupils to be exposed to stylistic 
conventions and film-makers they may be drawn 
towards to help inform/inspire their own creative 
ideas 

 Introduction to film movements will also enable 
pupils to revise key film language terminology 
learned during AS 

• A series of short practical exercises to complement 
the techniques and conventions pupils are being 
exposed to during theory classes 

• Idea Generation activities 
• Introduction to research techniques and 

responsibilities 
• Initial synopsis (synopses) developed and 

submitted 
 

Half Term  
(1 week) 

Pupils to carry out research into visual style they wish to convey in their own short film by doing detailed 
research into a relevant practitioner. 

November  
(3 weeks) 
& 
December  
(3 weeks) 

• Practice Exam preparation for Winter Exam 
o Comparative Analysis 
o Creative Exercise 

• Illustrated Essay (first draft) to be completed 
prior to the Christmas break 

• Experimentation with the techniques which are to 
be included in pupils’ own short films conducted – 
could include photography/set design etc. (NB: this 
will be useful for their Director’s Notebook) 

• Recap on script-writing conventions and script 
written (first draft) for submission 

Christmas 
Holidays  
(2 weeks) 

• Experimentation with filmic/stylistic/creative techniques 
• Scripts finalised (if necessary) 
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Year 13 FOCUS FOR THEORY WORK FOCUS FOR PRACTICAL WORK 
January  
(4 weeks) 
& 
February 
(3 weeks) 
NB the inclusion of 
Half Term – see 
below. 

• Illustrated Essay revised and final draft submitted 
• Preparation for Mock MIA A2 exam (A2 SAM 

Exam): 
o Revision and practice analysis of 

sequences demonstrating narrative and 
stylistic conventions of Italian Neo-
Realism; The French New Wave, Cinema 
Vérité, Poetic Realism and Experimenting 
with narrative techniques 

• Editing/preparation/discussion of experimentation 
work carried out over the holidays (to be kept for 
the Director’s Notebook)  

• Scripts revised and final drafts submitted 
• Thumbnails of intended shots created and 

submitted – storyboards created after thumbnails 
revised/suggestions made 

• Shot-list created 
• Director’s Notebook (including examples of pupils’ 

own creative experimentation) 
• Filming to be started as soon as possible 

Half Term  
(1 week) 

• Filming for complete Narrative Short Film 

March  
(3 weeks) 

• Once editing is completed, recap on the writing 
of evaluations 

• Editing (aim to have this completed prior to the 
Easter break) 

Easter Holidays  
(2 weeks) 

• Writing first draft of evaluation 
• Practice Exam Questions set 

April  
(3 weeks) 
 
 
 

May  
(until study leave) 

• Evaluation (first draft) submitted and revised. 
Final Draft submitted (NB: incorporated within 
the Illustrated Essay alongside the synopsis in 
one PDF) 

 

• Exam preparation for three sections of the Exam 
(NB: exam for A2 will now be in June): 

o Section A: Realism, Narrative and Visual 
Style 

o Section B: Creative Exercise 
o Section C: Comparative Analysis 

(NB: All three sections of the exam will include 
marks awarded for AO1, therefore it is essential to 
make sure all Learning Outcomes contained in Unit 
A2 2: Advanced Critical Response have been 

• Any serious problems with films addressed 
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covered during the A2 year.) 
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