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PREVIEW

DISCLAIMER
In all cases in this book, you need to check for the current rates,
as they change often. The goal here is to expose you to all the
categories, rules, etc., that come into play, NOT the current rates or
numbers which will be different depending on when you read this.
YOU NEED TO CHECK!
Though I wanted to be gender neutral, there is no easy path in
English to consistently remain gender neutral. Using "they," for
example, leads to style problems in a book that addresses so many
specific tasks a Producer, an Assistant Director (AD) and a Unit
Production Manager (UPM) takes on. In the end, the problem isn’t
just mine, but a problem of the language, the culture, and the
movie industry. In this book, except for rare instances, I've had to
resort to "he," which I hope the reader will view as gender neutral.
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Chapter 1
The Unit Production Manager
CREATING A BUDGET
Let’s begin with a discussion of the role of the Production Manager,
which is commonly referred to as the UPM. This stands for Unit
Production Manager, a term that’s been around for a long time.
You might get a phone call asking,
“Would you like to do this movie?”
Actually it’s more likely you’ll get a call asking,
“Would you be interested in doing a budget?”

PREVIEW

Implicit in doing a budget is that you would be doing a board and a
budget.

Crossfire Trail
Budget - Top Sheet

You need to know how many shooting days there are, and to learn
that you’ve got to board it, that is, create a production board.
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You’ve got to create a board (schedule) in order to fit those 110
screenplay pages into a concise period of time.
Once you’re hired, a budget should be pretty much all you care
about initially. When I was a UPM, it was the only thing that
frightened me. What frightened me was the thought,
“What have I forgotten to include?”
It’s much easier now than in the days when I started.

Prizzi’s Honor
Production Board

There’s a centralized, standardized software that we use, called
Movie Magic Budgeting. This isn’t a plug for that particular product,
but it is the industry standard, and you should use industry
standards. For screenplay writing, that would usually be Final Draft.
For budgeting, it’s Movie Magic.

PREVIEW

You might think that this form would have a list of every single thing
you could possibly need, so you could just enter some numbers, put
zero where it doesn’t apply, and that’s that. Of course, it’s not that
simple.
Once the project gets a greenlight from the studio (that is, the
studio has approved your budget and you're read to go), then the
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studio will set up a schedule of money transfers to the UPM through
the Location Auditor. Your Auditor will know when you need money
and will make sure it's been transferred into the motion picture bank
account.
LOCKING THE BUDGET/CREATING A PAD LIST
Once your budget is locked, a lot of the fear goes away. You should
never lock a budget until the day before shooting, if you have
control over the lock date. The studio will try to get you to lock it
earlier, because they don’t want you to discover any additional
expenses (for the purposes of this book, “studio” means whomever
the financing entity is, whether it’s Warner Brothers or a consortium
of dentists).
LEARN TO BE MR. YES

PREVIEW

Of course, you probably will discover
more expenses, which is why you make a
pad list (financial cushion). This is
money you utilize in case something
goes wrong, or you forgot something, or
there’s something you couldn't possibly
anticipate (acts of God).
Only a few people get to see the pad list
— you (as the UPM), the producer, the
accountant—never the studio. Once you
lock a budget, you’re not going to get
any more money. At least, you certainly
shouldn’t anticipate that you’re going to
get any more money.
The more you work in this business, the
3

I worked with Sly Stallone on
the cable car hijacking
sequence for Night Hawks.
He referred to the UPM on the
film as "Dr. No". Better to be
known as "Dr. Solution."
You don’t want to be called
“Dr. No,” you want to be called
Mr. Yes. You want to come up
with suggestions, alternatives,
not just, “No you can’t do it,
you don’t have the money.”
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Chapter 2
The Assistant Director
While the primary focus of the Unit Production Manager (UPM) is the
budget, the Assistant Director's primary job when he hits the ground
is to get the schedule done. Although the UPM has created a
schedule to determine the number of shooting days, it contains little
detail.The AD's job is to include all the detail, now that he has
access to the Director.
From the moment that the AD begins to compile his version of the
schedule, it becomes his domain and the UPM now follows the AD's
lead.

PREVIEW

SCHEDULING THE FILM

The schedule, as you’d expect, refers to the specific order of
shooting. There are three stages to doing the schedule:
1. Lining the Script
2. Breaking Down the Pages
3. Creating the Actual Shooting Schedule
The schedule takes two forms: a physical shooting schedule and a
production board. We’ll go through each of these steps shortly.
It might seem daunting to try to estimate how long a certain scene
will take to shoot — there are no hard and fast rules to go by. Just be
aware that it gets easier and easier — or, rather, you get better and
better, the more experience you get.
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Shooting Schedule
(see Appendix)

Production Board
(see Appendix)

It’s also not that important to be precisely correct on every
estimate, as long as the discrepancies even out over the course of a
day. Sometimes in shooting, things go better, quicker, and more
smoothly than you expected.

PREVIEW

But once in a while, the shot you think is going to go quickly takes
forever. It just happens — not all the time, but once in a while, and
that’s when you go into overtime. And yet there are some things that
are very complicated and they get done in eight hours.
It always helps to be lucky, and while you can’t control luck, you can
improve your odds, which is why you’re reading this book. If you can
manage to make the days that you’re lucky be the days that you’re
shooting, you’ll work more.
In the first pass at lining the script, you’ll just do the best you can.
You become the Director for that day.
So for instance you might envision a stampede and ask yourself,
"How many cows are going to be in that stampede?" You’re going to
write it on the breakdown page, and then you’re going to imagine,
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with as much experience as you have,
how long it will take to shoot.
And with each movie, you’re going to get
better and more accurate at visualizing
and predicting what needs to go into a
breakdown.
Both the UPM and the 1st AD will line the
script. The UPM does it, maybe eight
weeks before shooting starts, to
determine how many days will be needed
and how that will affect the budget.
The AD, who might start a couple weeks
later, does it to help create a schedule.
Both of them, as they do it, should be
directing the film in their heads. With as
much experience as they have, they will
imagine how long it will take to shoot
each scene.

GOOD LUCK
VS.
BETTER LUCK

The shot in Prizzi’s Honor at
the Palermo Gardens party —
where there is a fire explosion
and Don Corrado has to be
rushed out with smoke
billowing and flames shooting
everywhere — turned into an
eight hour day.

PREVIEW

While lining a script as an AD, you should
keep a separate list of questions for the
Director to help clarify the time required
for a shot if it’s unclear.

The energy was so high and
positive that everyone in the
cast, stunts, and crew had
their stuff together,
anticipating it’s going to be
really difficult.
With this sense of urgency, we
actually got the stunt / shot in
only 2 takes.

A schedule is a living document. You will be constantly refining the
schedule. There’s a saying that no one has ever improved on the
paper clip even though they keep trying. In the same way, no one
has been able to improve on the production strip board in over one
hundred years of filmmaking.
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THE FILM PRODUCTION WORKSHOP
Visit http://filmproductionworkshops.com for more resources.

Explore the roles of the Producer, Production Manager (UPM) and
Assistant Director (AD). Examine the procedures, attitudes,
techniques and paperwork needed to plan and run a large or small
film production.
Learn to scout locations, break down a feature film script, create a
production board, shooting schedule, day-out-of-days, and film
budget.
This eBook is written by Tom Kane, a highly successful film producer,
who has 30 years experience in the "business" and over 40 Feature
and Television Films and TV Series to his credit.
The material covered is applicable to high and low budget features
and both corporate and video projects.
Useful handouts, reference lists and samples of film production forms
are included. The course includes a copy of John Huston’s screenplay,
“Prizzi’s Honor,” (Jack Nicholson) and Louis L’Amour’s “Crossfire Trail”
(Tom Selleck), the bases of the workshop.

"Tom Kane taught me everything I know, but not
everything he knows."

- Jon Kilik, Producer "THE HUNGER GAMES" (all 4), “FOXCATCHER”,
“PLEASANTVILLE”, “DO THE RIGHT THING”

All content created by Tom Kane. Transcription by
D.K. Holm. eBook Design Layout by Levi Anderson.
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