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At the end of the day, there are only two sources of funding for your project. Grant money or your money. Assuming the decision is to obtain grant aid, then the script and budget mentioned in previous articles should be cleaned up, ready for submission. Do not overestimate or underestimate the budget. It should be the amount of money it will take to produce the film, and not a penny more or less. There is nothing worse than a grant-funded film running out of money due to poor planning. It is also very hard if not impossible to obtain grant money if you have a track record of not completing projects. 

To apply for a grant or short film finance of one sort or another, you must first apply to the agency or authority and request an application form and guidelines. Read the guidelines very carefully. Every funding agency has a different aim or purpose. Don't bother sending your mini Die Hard project to an organization trying to encourage less violence in cinema. Try to see it from their point of view. Understand what it is they are trying to achieve by bankrolling short films, and tailor your application to address their requirements. 

The usual grant application will have several components. First and foremost, the script or treatment. Try to avoid sending a treatment if possible, because no treatment can ever do justice to the completed project. Remember to stay within format guidelines. A sure sign of a neophyte scriptwriter is a script printed in some arcane but colourful printer font. The idea here is to create an impression of someone who has made many films in the past, rather than someone who decided to make a film the previous night, after watching Short Cuts on TV. Next, in order of merit, is the budget. This is the real key to telling whether or not you know anything about filmmaking. If there is something in the budget which stands out as being erroneous, then provide a footnote to that effect. For example, mentioning in the script that the lead character always listens to Michael Jackson records is one thing, but a music synchronization allocation in the budget of fifty pounds will raise more than just a few eyebrows. A signed copy of the letter from Michael saying that you can use his music gratis et ad nauseum will suffice. Likewise, any special arrangements with labs and facilities houses should be documented or footnoted to show that the budgetary figures aren't just optimistic. 

With the two main pieces out of the way, the next document includes a synopsis and style breakdown, biographies, casting information, etc. First off, a synopsis should be approximately five sentences describing the film. A good synopsis will make the reader want to see the script. Often, it can be very difficult to create a synopsis, and this is a strong indicator that either the project is too unfocused, or the production team haven't come to terms with it yet. Either way, spend the time rereading the script, and imagining the final film, until the synopsis becomes readily apparent. The shooting style should describe how the film will look and feel on the screen. Does the camera flow smoothly, or is the film cut quite starkly? While it is good to talk about colour ranges or tonal qualities of the film, it isn't worth listing off Kodak catalog numbers, or special lab processing. It can sometimes be helpful to name other films of a certain similar style, but don't expect the reader to know of these films. 

Now for the biography. The purpose of a biography is to introduce the various people to the funding agency. It is not a thumbnail CV, although it should list relevant experience. Where you went to primary school is of little consequence unless it has some bearing on the film. Avoid the temptation to say too much. Mention relevant college course work, previous (completed) films, as well as any favourable press comments. You should include a biography for the lead cast members, as well as all the key production personnel. If anyone has an award or two on their mantlepiece, mention that. Only if it is relevant, of course! If you have a show reel, then include it. Finally, list any other details which pertain to the production, such as planned locations, sets, props, etc. You will also find that each agency has slightly differing requirements. You will need to tailor the package for each application. Failure to do this may bias the reader. Now that it is ready, send the package to each agency, and being the arduous waiting process. 

If your project isn't entirely funded by an organization such as RTE, it is also possible to add to the coffers through sponsorship. The concern here is that in certain cases (such as television funding), the primary funding agency will object to one or all of the sponsors. This should be investigated ahead of time. Sponsorship can simply mean the use of a restaurant or bar during off-hours for some location shooting (thus saving on sets and sound stages), film short-ends from major production companies, food during the production, or even cold, hard cash. People are only too eager to help the budding filmmaker make a film, as can be seen by the list of companies in the "Thanks To" section of many a short film. Try to approach companies and individuals who haven't been "tapped" already. Check the end credits of other short films for ideas. That exotic location need not seem as unrealistic if the national airline were to donate a few seats on an otherwise half-empty flight. You won't know until you ask. 

Finding funding for a short film is not easy. If it were, everyone would make films. The key is to keep trying. Above all, don't lose heart. It is easy to become despondent when grant agency after grant agency rejects your proposal. Are you happy with the package? Does the script need another rewrite? Is the budget too unrealistic? Maybe the film you are trying to make is outside the remit of most agencies. In which case, you need to ask yourself are you going to continue with that project or find one which is fundable. The old artistic versus commercial argument raises its ugly head. 

http://www.claddagh.ie/forum/funding.html
World Cinema Fund (WCF) expands focus regions: South East Asia and the Caucasus

 


During the World Cinema Fund Day on February 14 the WCF announced an expansion of the focus regions. Alongside projects from Africa, Latin America, Middle East and Central Asia, filmmakers from South East Asia and the Caucasus can be funded from summer 2007 onwards. The WCF is active in production funding as well as in distribution support. The submission deadline for production funding is March 15, 2007, for distribution support in Germany the deadline is February 27, 2007.

“We always believed in the WCF concept, but the fact that the fund has established itself in the field of cultural film funding makes us very happy. We welcome the fact that the WCF is opening itself to two new regions”, says Berlinale director Dieter Kosslick. “After the positive development of the WCF in the last two years, the new focus regions are an important step for the future success of the initiative.” adds Hortensia Völckers, artistic director of the German Federal Cultural Foundation.

It is the aim of the WCF to support film projects from countries in which the film industry is poorly developed or in which its existence is threatened by political or economical crises. The projects to be supported should deal with the cultural identity of their region and contribute to the development of the local film industry.
The WCF was founded in 2004 as a joint initiative of the German Federal Cultural Foundation and the Berlin International Film Festival. The Goethe Institute has participated as a cooperation partner since 2005. 

http://www.fest21.com/blog/berlin07/world_cinema_fund_wcf_expands_focus_regions_south_east_asia_and_the_caucasus
Paul Trijbits - Head of the New Cinema Fund
The £5m UK Film Council New Cinema Fund, headed by Paul Trijbits, funds between 7 and 10 features a year, ranging from £300,000 up to about £3m. Short films make up around 20% of the departments spending with around 130 short films made each year across a number of different programmes. Trijbits is a seasoned British producer, and as one of the founders of the NPA has always had an influence in the direction of British filmmaking. Declaring here that ‘Dogme has had its day’ and that ‘short films aren’t particularly worth much money, if any’ his frankness and energy is welcome in the often reserved and cautious worlds of public funding.

Can you give a quick outline of what’s on the slate at the moment?
Starting with what’s being released we’ve got Bullet Boy which is Saul Dibbs’ directorial debut, staring Ashley Walters from So Solid Crew. It’s the fourth film out of the joint BBC Films, BBC2 and New Cinema Fund slate of low budget films that in the past delivered Tomorrow La Scala, Francesca Joseph’s film; Sarah Gavron’s film, This Little Life and this the next one. It’s a story as it happens about black youths, two black brothers, and gun violence and bad things that happen on a particular stretch of a Hackney estate. But it’s quite interesting because it’s the first time a film of this nature has been released in the UK and on 75 prints.
That’s the first one, the ones that are completed and ready to find a way out are Michael Caton Jones film Shooting Dogs, which is a story set in Rwanda which is completed and (launched) in Cannes. There is a documentary called Diameter of the Bomb which is a reconstruction of a bomb blast that took place on a bus in Israel. And we have the most recent offering from the uncompromising British filmmakers, the Brothers Quay, with their film The Piano Tuner of Earthquakes. Those are the ones that are all completed, are actually finished. In post at the moment is the new film from Richard Jobson called A Woman in Winter. Those are the five that are currently in play.

Has the Exhibition Fund helped with the Bullet Boy prints?
Yes they have.

How common is it that a film goes on from production finance to distribution or exhibition finance support at the Film Council?
Well they’re not linked. All the funds are run separately, and pretty much at arms length and the fund that Peter Buckingham is responsible for will judge each application on its merits. And I think not every film that we’ve been involved in or that Robert Jones, the department head of the Premiere Fund, been involved in has had support, but some have – Young Adam got P&A support, Vera Drake got P&A support.

How many films do you finance a year?
Feature films – between 7 and 10. It varies a little bit. As you are aware we fund and make happen about 130 short films every year into two different programmes, the digital shorts film program which delivers about 100 films, and then we run a programme called Cinema Extreme, and a number of other short film programmes

Can you run through those?
We run a completion fund which makes about 8-10 films a year, that’s films that have already been made and are looking for completion funding, and in the past we’ve run a comedy shorts programme, a viral short programme, each year or other year we do different things.
Often we do those things as a one off. We look at where together with partners we think there is an opportunity or need to provide support in a particular area. Which is really very much a part of the shorts funding programme, which is very sizeable - about 20% of our annual budget - goes on the support of short films and short film making and that kind of R&D. And it is very much seen by us as R&D. To renew the areas where you may do research and development

And you’ve also been investing in a BBC initiative to put shorts on the BBC website?
It’s one of the things that’s in the Film Council’s remit - to engage the broadcasters at a higher and better level with filmmaking and film per se. We’ve been working very closely together with different parts of the BBC and this is the one of the first pilot projects and it is only a pilot where we have made available a number of the digital shorts for people to view them on the BBC Interactive site.

In terms of distribution and getting shorts seen have you any general advice for producers?
Shorts films for us and the amount of money that we invest in it is very much seen as R&D. And I am personally and the fund as a whole are of the opinion that short films aren’t particularly worth much money, if any. And that’s not probably the right reason for making them because the number of traditional outlets for them both at the cinema or on television has virtually dried up. So what we are doing is very much using it, and the amount of money that we investing, as R&D. The fact that they get seen and we’ve come up with, I think, with some interesting ideas as to how they can be seen is a bonus for us. And the way that we do it is we try to be more specific and more targeted. So it’s not a case of we put a bunch of our films from the Cinema Extreme programme on the front cover of Dazed and Confused. We recently created USB memory sticks that we used at the Talent Campus. So that another way of promoting the films as opposed to distributing them, promoting them to an audience that is likely to enjoy watching those kinds of films.

Is there a danger that the filmmakers who don’t get money for the shorts will complain that all the money is going to further enhance the careers of those lucky enough to get production finance?
Well, listen, we broadened the base of the number of people to make short films by a factor – I don’t know how much - of 20 or 30, it’s very substantial. We’ve increased the number of short films from very little to 130 a year so first of all that must be good, there is more opportunity for people. Secondly (there is) the completion fund and those films made outside the Film Council funding system that we help support by completing them. And lastly there are many other places, agencies, including broadcasters all over the country that have different opportunities for short filmmakers – not short filmmakers, sounds like they are challenged by height – but filmmakers that wish to experiment and show their skill in the making of a short film. 
We cannot be and never would attempt or would like to be in a position where we are supposed to be the answer to everyone’s desires, wishes and demands.

How do you deal with the constant criticism and attacks from different quarters, because everybody obviously wants things done their way - and they want their money quick?
Well we’re not a cash point. It’s not like put in your script, punch in a code and out comes your money. The way that the board of the Film Council decided to setup the funds and appoint fund heads for a period of time - and by the way that’s a tradition in the UK that predates the Film Council - British Screen and even the Film Finance Corporation were run by individuals who made the choices as to what films with the limited resources that were available, what investments should be made. Also remember we never fully fund we’re only part of the funding of any particular fund whether it be New Cinema Fund or Premiere Fund.

With Sally Caplan coming into the Premiere fund do you envisage any cultural changes at the Film Council in general?
I’ve worked with her as a distributor, she’s very much liked. All these jobs are tough jobs because you’re going to say no 95% of the time to all the people that come and ask you for their films to be funded and supported. And because we are public money, people feel that they have more of a right - if a distributor decides not to take your film you just move on. That’s a generic sort of talking about how you deal with the criticism. You have to accept that it is one of the things that will come up when you run the New Cinema or Premiere fund for a while
(Sally) brings a number of skills that I think are key to running the Premiere Fund which is having done acquisitions and distribution . If you’re going to run a fund that’s more market driven and try to find films that will work for the broadest audience possible, that’s a pretty good set of skills to have had. I think in the case of the New Cinema fund where of course we’d like our films as much as is appropriate to have the widest audience as possible you are going to by choice have some films that won’t do that. But that’s in keeping with the general philosophy and the remit of the fund.

What is the New Cinema fund looking for?
Someone was criticising me and the fund bv saying it was impossible to gauge what kind of films we might go for. I know it wasn’t meant as a compliment but I have to say I have quietly and privately taken it as a complement as I see it as exactly the role of the New Cinema fund and the fund head to support and back as broad a range of films as you can humanely possible support, so whether on the one hand you do like digital creative film like This is Not a Love Song, to a more mainstream like Anita and Me or you do Paul Greengrass’s Bloody Sunday or you a documentary like touching the void, or Alex Cox’s Revengers Tragedy. I could go on but it’s a very broad range of films. I think that’s what I see us wanting to continue to do. I think what will be interesting, is looking at films we’ve done - we’ve been involved in about 38 or 39 and to try to look at the ambition of the films and filmmakers and our hopes and ambitions for those films and see what’s happened to them.

Have you any numbers on how those films have performed. Have any, many of them made their money back?
There’s a couple of films. Of course when you do Touching the Void or Magedelene Sisters for very little money they do extremely well, there’s at least two films that are in net profit, which is pretty healthy. It’s quite hard because - with money on films it’s either very successful and it works. Some films take a very long time and it trickles and trickles and trickles and you have to project income over 5, 6,7 ,8 years  and possibly even longer than that before you might know what it does. Some films are more perennial to take some garden analogy - the crocuses in the spring season. 
And it is a very distinct feature of the New Cinema Fund that the prime measure is not money or recoupment because that would stop films getting made. It’s about are they going to say something other films haven’t said. Are they going to represent Britain at major film festivals and show a different part of British culture. That is as important if not more important as the recoupment on a single film.
You’ve got to remember that it’s got tougher. The market for independent films is a volatile and an ever-changing world. At the moment, for instance, the studios, through all their specialty divisions, are competing very aggressively in making independent films with budgets of 15, 18, 20 million dollars. And that’s competing for the same audience as some of our much smaller budget independent films. So it’s tough out there at the moment.

What advice you would give to someone applying to the New Cinema fund on how to present themselves or package their product?
The word packaging and the New Cinema fund I don’t think particular go well together.
The very first thing that we’re interested in is the material, in the script, and in the vision of the filmmaker. That is what we make our first assessment on. I really do say that everything else will come later. Of course if you have other financing partners or you have talent attached then that can be very helpful. But the New Cinema fund has become the first port of call for filmmaker and producers to come to and we tend to come in first rather than last.
I think what is helpful for producers - look at the kind of films we’ve done, look at the range of films we’ve done, look at the range of budgets and the sums of money that we’ve invested. I do sometimes worry that people don’t do quite enough homework and look at the things we’ve done and at the things that are realistic. 
And I think other than what the fund remit is itself is, for instance, The Relph Report, which is a very important tool about why might a film cost what it cost. What could it cost, what should it cost. It’s something that I think British producers have not been particularly good in trying to cast their budget to the market and the market in this case is not purely the commercial market, part of the support mechanism such as the Film Council and the BBC and FilmFour.
Many many films have been made for too much money that will never work. Either commercially or semi-commercially. And that is something I think people should pay more attention to.

What sort of projects are you looking for?
We’ve had a long discussion with a couple of agents in this office. For a little while we did some monitoring on the different types of films that exist. We’ve been monitoring the different types of films that exist. It is interesting and sometimes worrying tat 90% of the material we receive is drama. And I mean serious drama. If you go and speak to a distributor they will say, no, not another unrelenting drama. I think it’s fair to say that Britain is itself in Cinema in  Drama, but looking at the number  of applications we get there isn’t an appetite for only doing that. Now I’m not suggesting we only make science fiction films or horror films, because probably that will take years to develop the skill or ingenuity to pull that off. But maybe drama with a twist, or drama with an infusion of comedy instead of very very tough drama which is what the majority of what we receive.

With Film London planning to launch a microbudget fund do you see NC moving into that area where you might 100% finance a film for $100,000 or $200,000?
(long pause) Well, we are in the process at the moment with Film Four to see if we can stimulate a particular kind of low budget filmmaking. Maybe, not dissimilar to a scheme we run with the BBC, but more holistically organised and funded through a low budget film scheme. And we’re hoping we are able, and we’re in the process of trying to ascertain whether there is the appetite of other funders and appropriate companies  to manage such a programme, and the idea is that we would be able to create an opportunity for maybe 8,10 films over a period of time to be fully funded and to be made in a more protected environment if you like. I don’t think those budgets will be as low as what Film London is proposing but they will be between I think half a million and a million pounds. 

And do you see the DV playing a big part in bringing budgets down?
Digital is an interesting thing – we were talking about that too. Digital is often confused with a Dogme style of filmmaker, and Dogme has had its day if you ask me, I’m not sure, but that’s what I think. And digital is either just a production technology and a means to an end. It may not or may not influence the language of film. Most of the time it doesn’t. I think it’s interesting when it does. Most of the time people just think it’s cheap because it’s digital.
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